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Abstract 

This dissertation aims to provide a comprehensive study of Francesco Salviatiôs portraits, 

analyzed within a chronological framework.   Traditional attributions are re-examined and recent 

discoveries included to establish a reliable core group of the artistôs portraits, one exhibiting a 

stylistic coherence.     

Salviatiôs activities as a portraitist are placed in the historical, political, cultural and 

artistic context of his time, with particular emphasis on patronage.   Versatile and well-connected, 

Francesco served a number of top-ranking patrons of his time, including Cardinal Giovanni 

Salviati, Pier Luigi and Alessandro Farnese (in Rome), Duke Cosimo I deô Medici (in Florence), 

the Grimani family (in Venice), King Henri II, and the Cardinal of Lorraine in France.   This 

study intends to navigate portraitureôs role in the relationships between the courtier-artist and his 

princely patrons.      

Characterized by innovation and experimentation, Salviatiôs portraits vary in 

composition, media and supports.    As one of the earliest artists to produce portrait miniatures in 

Italy, Francesco evidently introduced the genre to Cosimo I deô Mediciôs court to create an aura 

of a royal court equal to that in France and England.  His experiments with the use of various  

stone supports for portraits are discussed in relation to his status as the leading painter in Rome 

after the death of Sebastiano del Piombo in 1547.            

 Lastly, the artistôs career as a book illustrator is explored to shed light on his interactions 

with well-known literati of his time, such as Pietro Aretino, Anton Francesco Doni and 

Giambattista Gelli.  The designs Salviati provided for their author portraits are not only testimony 

to their acquaintance, but also evidence of the artistôs participation in their intellectual 

communities.                
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Chapter 1 

Introduction  

Francesco di Michelangelo deô Rossi (1510-1563), called Francesco or Cecchino Salviati, 

is one of the lesser-known protagonists of the Italian Renaissance.  He belongs to the second 

generation of Mannerists along with Daniele da Volterra (1509-1566), Jacopino del Conte (1510-

1598) and Giorgio Vasari (1511-1574).
1
  Often mistakenly referred to as a follower of Vasari, the 

artist is now better-known for his large-scale fresco cycles in grand palaces as well as his supreme 

draftsmanship.  Salviatiôs fame as a fresco painter has suffered from the inacessability of his 

works.  Several of the artistôs major fresco projects in Rome, including the Visitation (1538) and 

the Nativity of St. John Baptist (1550-1551) in the Oratory of San Giovanni Decollato, the 

decoration of the Cappella del Pallio (1548-1550) in the Palazzo della Cancelleria, the Wedding 

of Cana (1552-1553) in the refectory of San Salvatore in Lauro, the Sala dei Fasti Farnesiani (c. 

1549-1556) in the Palazzo Farnese (now the French ambassy), and the Stories of David in the 

Palazzo Ricci-Sachetti (1553-1554), are not easily accessible to the general public.  The Stories of 

Furius Camillus (1543-1548) in the Sala dellôUdienza of the Palazzo Vecchio, Florence, remain 

the most visible testament to Cecchinoôs skill as a fresco painter.     

My dissertation focuses on Cecchinoôs portraiture, an area of the artistôs career that has 

been overshadowed by his more-studied decorative works.  Highly esteemed as a portraitist by 

his contemporaries, Salviati produced likenesses of famous people such as Bindo Altoviti, Pietro 

Aretino, Pier Luigi Farnese, Giovanni delle Bande Nere, Annibale Caro, and Antonfrancesco 

                                                      

1
 The term ñMannerismò is used here to refer to the stylistic movement that follows the High Renaissance 

and precedes the Baroque.  Maniera, as a style, originated in Florence and Rome around 1515-1520, as 

exemplified by some of the works of Pontormo, Rosso Fiorentino, Giulio Romano and Parmigianino.  

Maturing during the 1530s and 40s, the mannerist style spread to North Italy and France.  Mannerist 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 Cropper, Mannerism and Maniera (Vienna: IRSA, 1992).       



2 

 

Doni.  Salviatiôs talent as a portraitist is highlighted in the sixteenth-century biographies by 

Giorgio Vasari and Raffaello Borghini (1537-1588).
2
 In his Life of Francesco Salviati, Giorgio 

Vasari testifies to the artistôs early success in portraiture, a sample of which was shown to the 

young biographer at the beginning of their life-long friendship.
3
    A portraitist comparable to 

Sebastiano del Piombo and Bronzino, Salviati and his output in the genre gradually fell into 

oblivion.   

Regardless of its inconsistency and selectivity, Vasariôs Life of Salviati remains the most 

comprehensive primary source for the study of the artistôs activities as a portraitist, and it will 

function as a constant point of reference throughout my discussion.  Francesco Salviati was a 

close friend of Giorgio Vasari from his teenage years on, and in the Vite, the former functions as a 

sort of alter ego for the artist-biographer.
 4
   Vasariôs biography of Salviati, one of the lengthiest 

of the Vite published in 1568 after those of Michelangelo and of the biographer himself, gives 

useful information on the artistôs frescoes and major panel paintings.  Although Vasari does not 

provide a concise list of the portraits by Salviati, his remarks about the artistôs relationships with 

his patrons and friends are also valuable to a study of his works in the genre.  According to 

Vasari, Salviati started producing independent portraits during his formative years in Florence, 

though none of these survive.
5
   In Salviatiôs biography, Vasari names a considerable number of 

                                                      

2
 In his rather brief 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 at half-lengh.  It is praised as ña very beautiful pictureò.  

See Il Riposo, ed. and trans. Lloyd H. Ellis Jr (Toronto: University of Toronto Press, 2007), 236.    Philippe 

Costamagna provides a summary of Salviatiôs critical fortune as a portraitist, see ñIl ritrattista,ò in 

Francesco Salviati, 1510-1563, o, La bella maniera: Roma, Villa Medici, 29 gennaio-29 marzo, 1998, 

Parigi, Mus®e du Louvre, 30 aprile-29 giugno 1998, ed. C. M. Goguel (Milano: Electa, 1998), 47. 
3
Giorgio Vasari, Le vite deô pi½ eccelenti pittori, scultori ed architettori, ed. Gaetano Milanesi, 9 Vols. 

(Florence: Sansoni, 1906), 7: 7. 
4
 Melinda Schlitt, ñStudy, Labor and Facility in Vasariôs Life of Salviati,ò in Francesco Salviati et la bella 

maniera: Actes des colloques de Rome et de Paris (1998), ed. Catherine Monbeig Goguel, et al (Rome: 

Ecole Française de Rome, 2001), 92-93.  
5
 Vasari-Milanesi, 7: 7. 
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the artistôs sitters: Bindo Altoviti,
6
 Pietro Aretino,

7
 Giovanni Gaddi and his former secretary, 

Annibale Caro,
8
 Piero di Marcone and Avveduto del Cegia,

9
 as well as Giovanni dalle Bande 

Nere and Duke Cosimo I deô Mediciôs chidren.
10

    Salviati also painted self-portraits, one of 

which is mentioned by Vasari as having been in the collection of Avveduto del Cegia.
11

  Of all 

the portraits mentioned in Vasariôs Life, however, only that of Giovanni dalle Bande Nere (cat. 

no. 5) can be securely identified with a surviving work, the recently identified painting now 

conserved in the Palazzo Pitti Florence.
12

                          

Apart from Vasariôs comprehensive biography of Salviati, letters by the artistôs literary 

friends; including Pietro Aretino, Annibale Caro, Paolo Giovio, Antonfrancesco Doni and 

Ludovico Domenichi; also provide useful information on the artistôs activities in the field of 

portraiture.       

Modern scholarship on Salviatiôs portraits commenced in 1860 with Johann David 

Passavantôs attribution of the Portrait of a Man (cat. no. 30) in the Museo Nazionale di 

Capodimonte to the artist.
13

  In the first quarter of the twentieth century, Carlo Gamba and 

Hermann Voss assembled a small group of likenesses consisting of about six portraits, which 

formed the core of the artistôs portraits and to which all further studies refer.
 14

   In his book on 

                                                      

6
 Vasari-Milanesi, 7: 14-15.   

7
 Vasari-Milanesi, 7:19. 

8
Vasari-Milanesi, 7: 20.   

9
 Vasari-Milanesi, 7:21-22. 

10
Vasari-Milanesi, 7: 27.                 

11
 Vasari-Milanesi, 7: 22. 

12
 The portrait was recently rediscovered in the storage of the Uffizi.  It was restored and exhibited in 2010.  

Alessandro Cecchi, La memoria del padre: Il Giovanni dalle Bande Nere del Salviati ritrovato (Livorno: 

Sillabe, 2010).  Idem, ñIl Giovanni dalle Bande Nere del Salviati ritrovato,ò in Amici di Palazzo Pitti 

Bolletino 2010 cura degli Amici di Palazzo Pitti, 14-16.   
13

 Johann David Passavant, Raphaʸl dôUrbin et son pḂre Giovanni Santi, 2 vols (Paris: 1860), 2: 368, note 

314.    
14

 The six portraits attributed to Salviati by Carlo Gamba and Hermann Voss are the Portrait of a Man in 

Naples (cat. no. 30), the Portrait of a Man holding a Cammeo in the Galleria Colonna (cat. no. 34), the 

Portrait of a Man formerly in the Galleria Corsini (cat. no. 21), the Portrait of a Man in the Paul Getty 

Museum (cat. no. 27), the Portrait of a Man of the Santacroce Family in Vienna (cat. no. 15), and the 



4 

 

Florentine portraits, Jean Alazard also included a chapter on Salviati.
15

  His attributions, however, 

are considered rather unreliable by Iris Cheney and others.
16

      

More recent monographs on the artist by Iris Cheney and Louisa Mortari added to the 

repertoire of portraits tentatively attributed to the painter.
17

  However, the authorship of the 

portraits and the identification of their sitters remain a matter of scholarly debate.  In her 

groundbreaking dissertation on Salviati, Iris Cheney re-attributed two important portraits to 

Salviati: the Portrait of Pier Luigi Farnese (cat. no. 9) in Naples and the Portrait of a Youth with 

a Dog (cat. no. 6) in a private collection in Florence.
18

  Her account on Salviatiôs portraits is, 

however, undermined by doubtful attributions, such as the Uffizi Self-Portrait, which has been 

correctly recognized as a copy.
19

  Louisa Mortari catalogued forty-one portraits as autograph in 

her 1992 book on Salviati.  While drawing attention to a few likenesses that had been seldom 

discussed in Salviati scholarship, she included works that were hardly tenable, such as the 

Portrait of Baccio Bandinelli in the Gardner Museum, Boston, and the Portrait of a Youth 

holding a Drawing in the Museo Bardini.
20

  A major exhibition dedicated to Salviati, held in 

Rome and Paris in 1998, explored all aspects of his wide ranging activities and stimulated 

scholarly research in the field.
21

  A section, consisting of eight paintings and six drawings, was 

                                                                                                                                                              

Portrait of a Man holding a Female Figurine (cat. no. 11).  See Carlo Gamba, ñAlcuni ritratti di Cecchino 

Salviati,ò Rassegna dôarte 9 (1909): 4-5;  Hermann Voss, Die Malerei der Spätrenaissance in Rom und 

Florenz (1920), 2 vols., English trans. Susanne Pelzel (San Francisco: Alan Wofsy Fine Arts, 1997).   For 

the section on Salviatiôs portraits, see especially, 1: 199-201. Costamagna unquestioningly accepted these 

attributions, see ñIl ritrattista,ò 47.   
15

 Jean Alazard, Le portrait florentin de Botticelli à Bronzino (Paris, 1924) [The Florentine Portrait], (New 

York: Schocken Books, 1968).  
16

 Iris Cheney, Francesco Salviati (1510-1563), 4 vols. (New York: New York University, 1963), 1: 5. 
17

Cheney, Francesco Salviati; Luisa Mortari, Francesco Salviati (Roma : Leonardo-De Luca, 1992).     
18

 Cheney, Francesco Salviati, 1: 145 & 147.  
19

 Ibid., 1: 322-23.  For Costamagnaôs critique of Cheneyôs attributions, see ñIl ritrattista,ò 47. 
20

 See Mortari, Francesco Salviati, cat. no. 97, p. 141 & cat. no. 103, p. 143.  The portrait in Boston is 

widely accepted as a self-portrait by Bandinelli and the likeness in the Museo Bardini is more convincingly 

given to Mirabello Cavalori.     
21

 Francesco Salviati, 1510-1563, o, La bella maniera : Roma, Villa Medici, 29 gennaio-29 marzo, 1998, 

Parigi, Mus®e du Louvre, 30 aprile-29 giugno 1998, ed. C. M. Goguel (Milano : Electa, c1998). 
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dedicated to Salviatiôs portraits.  The works displayed reflected that scholarship on the subject 

was in flux.  Philippe Costamagnaôs concise overview of scholarship on Salviatiôs portraits in the 

exhibition catalogue (available both in Italian and French) provides the most up-to-date 

information, especially that gleaned from archival research, and points out directions for future 

research.  Indeed, it serves as a point of departure for my current quest.
22

  Costamagna lists over 

twenty autograph portraits by Salviati.  While correctly eliminating traditionally attributed works 

that can be more convincingly associated with the workshop of Michele Tosini, such as the 

Portrait of a Man holding a Letter in the Uffizi (cat. no. 22) and the Portrait of a Youth in the 

Museo Poldi Pezzoli (cat. no. 28), Costamagna added a few portraits to the early career of 

Salviati which in my opinion are unlikely to be by the artist.
23

    In their reviews of the exhibition, 

both David McTavish and Elizabeth Cropper signaled the need for further research on Salviatiôs 

portraits.
24

  

Significant recent rediscoveries have expanded the repertoire of Salviatiôs portraits.  In 

about 2006, Costamagna discovered a portrait of a boy in a private collection and matched it with 

a well known red-chalk study showing a boy wearing a cap in the Goldman Collection.
25

  

Unfortunately, the current owner does not wish the painting to be reproduced; thus an illustration 

is unavailable.  The painting is probably one of the few surviving portraits from Salviatiôs early 

career, datable to 1535-1538.  Salviatiôs Portrait of Giovanni dalle Bande Nere (cat. no. 5), which 

                                                      

22
 Philippe Costamagna, ñIl ritrattista.ò   

23
 For the list of portraits that Costamagna re-attributed to Michele Tosini, see ñIl ritrattista,ò p.51, note 18.    

The Portrait of a Lute-Player in the Musée Jacquemart-André and the Portrait of Giannettino Doria, are 

unlikely works of Salviati.  For critiques on Costamagnaôs attributions, see David Jaff®, ñFrancesco 

Salviati.  Rome and Paris,ò Burlington Magazine (1998): 345.  
24

 David McTavish, ñ[Book Review] Francesco Salviati, 1510-1563, o, La bella maniera,ò Master 

Drawings 38 (2000): 69; Elizabeth Cropper, ñPostface,ò in Francesco Salviati et la bella maniera: actes 

des colloques de Rome et de Paris, eds.  C. M. Goguel and P. Costamagna et al. (Roma: £cole francῬaise de 

Rome, 2001), 692. 
25

See Nicholas Turner, Drawn to Italian Drawings: the Goldman Collection (New Haven: Art Institute of 

Chicago, 2009), p. 303, cat. no. 22.     



6 

 

had been in ruinous condition in the Uffizi storage, was re-discovered, restored and exhibited in 

2010.
26

  The Uffizi panel is the only surviving portrait by Salviati that can be securely identified 

with one mentioned by Vasari; and it helps to define the style of Salviatiôs portraits during his 

second Florentine period (1543-1548).
27

   As well, Catherine Goguel in 2011 convincingly re-

attributed the Portrait of a Young Lady as Diana (cat. no. 1) in the Ch©teau dôAnet to Salviati.
28

  

The work had previously been given to Francesco Primaticcio, and the subject was traditionally 

believed to be Diane de Poitiers (1500 -1565), Henri IIôs mistress.
29

  The Anet painting is 

significant in many ways: it is a female portrait, while the majority of Salviatiôs portraits are of 

men; it belongs to a small group of portraits painted on slate by the artist; and finally, it was 

produced during Cecchinoôs sojourn in France (1556-1557/8) and exemplifies the artistôs works 

in the genre during the last decade of his life. 

What is now needed is a comprehensive study of Salviatiôs portraits, a critical re-

examination of the works that have been attributed to him in order to establish a reliable core 

group exhibiting a stylistic coherence.    Extant scholarship on Salviatiôs portraits generally relies 

on the attributions made by Carlo Gamba and Hermann Voss many years ago.  However, our 

knowledge of Salviati and of other sixteenth-century Italian artists has advanced since the early 

twentieth century, and the recent publications on the portraits by lesser-known artists, such as 

Michele Tosini, Mirabello Cavalori and the Brina brothers, needs to be taken into consideration.  

In short, the core group of Salviati portraits established by Gamba and Voss must be reviewed 

                                                      

26
 Cecchi, La memoria del padre, 10-12; idem, ñSalviati ritrovato,ò 15. 

27
 Vasari-Milanesi, 7: 27.   

28
 Catherine Monbeig Goguel, ñLe portrait de femme en Diane au ch©teau dôAnet: Une proposition pour 

Francesco Salviati en France,ò Revue de LôArt 172 (2011╘2): 23-30.     
29

 The portrait was referred to as a work of Primaticcio on the post card sold at the château.  This attribution 

had already been rejected in 2004 at the Primaticcio exhibition at the Louvre, see V. Romani, ñ La Sainte 

Famille de lôErmitage,ò in Primatice maître de Fontainebleau, ed. D. Cordellier (Paris: muse du Louvre, 

2004), 117.  Goguelôs attribution has been accepted by Mr. and Mrs. Jean de Yturbe, the current owner of 

the ch©teau dôAnet, see Goguel, ñLe portrait de femmeò, p. 29, note 6.    
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and updated.
30

  My task here has been to study systematically the portraits attributed to Salviati, 

eliminating those that are either erroneously or doubtfully attributed to him and including recent 

additions.  By doing so, I have assembled a group of about eighteen portraits by Salviati that are 

stylistically homogeneous, and demonstrate his evolution as a portraitist.   

There are many obstacles to the study of Salviatiôs portraits.  The artist has long been an 

attributional repository for Florentine portraits that can be dated more or less to the sixteenth 

century.
31

  Cecchinoôs portraits have been confused with those by Raphael, Titian, Sebastiano del 

Piombo, Bronzino, Jacopino del Conte, Michele Tosini, Mirabello Cavalori, Maso da San Friano, 

and Siciolante da Sermoneta.  Sorting out these works, scattered in European and North American 

museums and private collections, has been a laborious task.
32

  Apparently, Francesco Salviati was 

not in the habit of signing and dating his portraits.  Many of his subjects are true mysteries; we 

simply do not know who the sitters are.  Ignorant of the biographical particulars that might reveal 

meaning, we are confined largely to formal analysis.  As a result, a strict chronology of Salviatiôs 

portraits is almost impossible.    

Discussing Salviatiôs activities as a portraitist within a chronological framework, my 

study aims to place the artistôs works in the historical, political, cultural and artistic context of his 

time.  Cecchinoôs genius in assimilating styles of various geographical origins and his travel 

between artistic centers make him an ideal point of reference for the examination of artistic 

exchange.  Easily affected by foreign influences, Salviatiôs portraits are diverse, spontaneous, and 

hard to categorize.  Reflecting his experience in various artistic centers, Salviatiôs works depart 

                                                      

30
 Based on careful first-hand examinations, more up-to-date knowledge of Salviatiôs portraits, and stylistic 

comparison with documented works that can be securely given to the artist, I would propose to eliminate 

four out of the original six portraits essembled by Gamba and Voss, retaining only the portrait in Vienna 

(cat. no. 15) and the Portrait of a Man holding a Female Figurine (cat. no. 11).   
31
Jaff®, ñFrancesco Salviati,ò 345; Costamagna, ñIl ritrattista,ò 47.   

32
 One of Salviatiôs portraits, the Portrait of a Man in the Museum of Western Art, even found its way to 

Tokyo. 
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from the Florentine canons, to which his compatriots such as Andrea del Sarto and Puligo strictly 

submitted their paintings.  The stylistic diversity of his portraits encourages investigation into the 

relation between his travels and his output in portraiture.  The study of Salviatiôs portrait also 

illuminates matters of patronage.   Versatile and well-connected, Salviati served a number of top-

ranking patrons of his time, including Cardinal Giovanni Salviati, Pier Luigi and Alessandro 

Farnese (in Rome), Duke Cosimo I deô Medici (in Florence), the Grimani family (in Venice), and 

King Henri II and the Cardinal of Lorraine in France.   On several occations, Salviati was 

recommended to his patrons on the basis of his talent as a portraitist.   In fact, portrait painting 

was an essential service Cecchino provided to his princely patrons.  The examination of Salviatiôs 

career as a portraitist goes beyond his political ties and also sheds light on his interactions with 

prominent humanists and the cultural elite of his time.       

Chapter 2 places Francesco Salviatiôs development as a portraitist in the context of the 

rapid evolution of portraiture in Florence and Rome between 1470 and 1530, and evaluates the 

extent to which he responded to these significant advancements in central Italy.  Although no 

surviving portrait by the artist can be securely dated to his formative years in Florence, the artistic 

tradition of his native city undoubtedly played an important role in forming his portrait style.  

Certainly, it was in Florence that Francesco made his first attempts at portraiture.  Moreover, his 

practice of including portraits of contemporaries in his fresco cycles and devotional paintings 

reflects his Florentine education.  The artistôs frequent inclusion of green curtains can also be 

traced to the works that he saw in his native city.  While very little is known about Salviatiôs 

training in Florence during the 1520s, even less has been said about his early education as a 

portraitist.  For that reason, in Chapter 2, the portraits by Francescoôs masters, including Giuliano 

Bugiardini (1475-1554), Baccio Bandinelli (1488-1560), Raffaello Piccinelli, called Brescianino 
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(fl. c. 1507-25), and Andrea del Sarto (1486-1530), are examined in detail to reveal their 

contributions to the young manôs background and then development as a portraitist.  

Chapter 3 covers the period between 1531, when Cecchino started his career in Rome as 

a promising young artist at the court of Cardinal Giovanni Salviati(1490-1553), and 1543, when 

he left Rome and returned to Florence, just in time to receive the commission to fresco Duke 

Cosimoôs audience hall in the Palazzo Vecchio.  In Rome, the young artist was popular in the 

Florentine community, of which he soon became one of the principal portraitists, along with 

Jacopino del Conte, his fellow apprentice in Andrea del Sartoôs shop.
33

  The first part of this 

chapter focuses on the patronage of Cardinal Salviati, among whose friends and political allies 

the young artist found his major Roman clientele.    Salviatiôs portrait drawings of youths are 

examined in relation to the homoerotic culture popular among the Florentine elite in Rome.  I will 

also discuss the artistôs participation in the paragone debate through one of his early portraits.   

A section is devoted to Salviatiôs north Italian journey that took place in the interval 

between the artistôs two sojourns in Rome.  In the spring of 1539, Salviati left Rome for Florence, 

where he briefly worked on the decorations for the nuptials of Cosimo I deô Medici.  The artist 

then made his way to Venice via Bologna.  Salviatiôs north Italian journey has been examined in 

detail by Iris Cheney, Michael Hirst, David McTavish and Michel Hochmann.
34

  My study on the 

artistôs Venetian visit highlights his works as a book illustrator and his design for Aretinoôs 

printed portrait.  I will also propose Antonfrancesco Doni as a possible sitter for the only 

                                                      

33
Philippe Costamagna, ñPortrait of Florentine Exiles,ò in Raphael, Cellini & a Renaissance Banker:  the 

Patronage of Bindo Altoviti, ed. Alan Chong and Donatello Pegazzano, et al (   Boston: Isabella Stewart 

Gardner Museum, 2003), 338.     
34
Iris Cheney, ñFrancesco Salviatiôs North Italian Journey,ò Art Bulletin (1963): 337-349; Michael Hirst, 

ñThree Ceiling Decorations by Francesco Salviati,ò Zeitschrift für Kunstgeschichte 26 (1963): 146-165; 

David McTavish, Giuseppe Porta called Giuseppe Salviati (New York: Garland Publishing, 1981); idem, 

in Giorgio Vasari: Principi, letterati e artisti nelle carte di Giogio Vasari, 108-110 (Florence: EDAM, 

1981); Michel Hochmann, ñFrancesco Salviati a Venezia,ò in Francesco Salviati (1510-1563) o la Bella 

Maniera. Roma, Villa Medici, 29 gennaio-29 marzo, 1998, Parigi, Mus®e du Louvre, 30  aprile-29 giugno 

1998, ed. C. M. Goguel (Milano: Electa, 1998), 56-60.    
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surviving portrait painting from Cecchinoôs Venetian sojourn.  Chapter 3 concludes with a close 

examination of the five portraits executed in Rome after Salviatiôs return from Venice, evaluating 

the extent to which the artistôs Venetian experience had influenced his output in the genre.           

Chapter 4 focuses on Salviatiôs second Florentine period (1543-1548).  The portraits 

Cecchino produced at the Medicean court are examined to reveal the rivalry between the artist 

and Bronzino, Duke Cosimo Iôs official portraitist.  Salviati returned to Florentine just in time to 

participate in the dukeôs artistic campaign, documenting and aggrandizing the Medicean dynasty 

through his portraits of Cosimo Iôs father and sons.  In this chapter, I also explore Salviatiôs 

experiments in miniature portraits, an area that has been largely overlooked in the scholarship on 

the artist.   

In Chapter 5, Salviatiôs post-Florentine portraits are examined in the context of his 

activities in Rome and France.  After the deaths of Sebastiano del Piombo and Perino del Vaga in 

1547, Cecchino became the most important painter in Rome.  The artistôs new status is reflected 

not only in the number and the prominence of the large-scale fresco commissions he received, but 

also in the independent portraits he produced during the period.  The first section of this chapter 

concentrates on the portraits of contemporaries and patrons that Salviati included in his 

monumental fresco-cycles and altarpieces.  Salviatiôs post-Florentine portraits are particularly ill -

defined in currently scholarship.  In the second part of this chapter, I put forward a group of six 

portraits to represent the artistôs work in this genre from his third Roman period, emphasizing his 

experimentations in the use of stone supports, a practice pioneered by Sebastiano del Piombo.  

The part on Cecchinoôs French journey (1556-1557/8) commences with an overview of the 

artistôs fame as a portraitist in France, and his interactions with artists who had practised in the 

country prior to his visit.  The female portrait in Ch©teau dôAnet is carefully examined, and 
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Salviatiôs possible influence on François Clouet (1510-1572), Henri IIôs official portraitist, as 

well as on Lucas Penni (1500/4-1556/7) are also explored.                           

 I include, as the last section of my dissertation, a catalogue of what I consider to be the 

authentic portrait paintings by Salviati, followed by those that are doubtfully or erroneously 

attributed, as well as portrait drawings and prints associated with the artist.  The catalogue is 

aimed at addressing uncertainties in attribution and dating, although many problems remain.  

Having a repertory of portraits securely attributed to Salviati should make his development as a 

portraitist more comprehensible and its significance better known, and should then encourage 

further research beyond the concern for authorship. 
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Chapter 2 

Central Italian Portraiture in the Formative Years of Francesco Salviati 

2.1 Florentine Portraits between 1470 and 1530 

 Francesco deô Rossi (1510-1563) received his training in Florence, had his early career 

in Rome, and travelled to Venice.  Salviatiôs mobility, which he shared with many of his 

contemporaries, allowed him to encounter competing artistic traditions and ideals.  By these, the 

artist was inspired to adjust, but never to renounce, his originality and artistic personality.  He 

also 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 part of this chapter aims to place Francesco 

Salviatiôs development as a portraitist in the context of the evolution of portraiture in Florence 

between 1470 and 1530, and to evaluate the extent to which this pictorial tradition influenced his 

own work.  The second part examines Cecchinoôs portraits in relationship to the development of 

the genre in Rome during the first three decades of the sixteenth century.  The artist first visited 

Rome when he was only twenty-one, and was exposed to the various innovations in portraiture 

popularized by the works of Raphael, Sebastiano del Piombo and Parmigianino.  The earliest 

surviving portraits by Cecchino are datable to his first Roman sojourn (1531-1538), and their 

responses to the style of these masters are frequently observed.   

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 common, Renaissance portraits in Florence 

have seldom been examined together.  A pioneering work, Jean Alazardôs 1924 monograph in 

French, which examines the evolution of the genre from Botticelli to Bronzino, gives a 
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comprehensive overview of the development of portraiture in Renaissance Florence.
35

  In a recent 

article, Philippe Costamagna provides an up-to-date summary of the scholarship on Florentine 

portraiture in the sixteenth century from the formal revolution of Leonardo to the products of 

Vasariôs workshop.
36

  Alazard isolates the period between 1470, when the three-quarter format 

began to be popularized by Botticelli and Leonardo, and 1570 as a time of profusion for the genre 

which he terms the ñeasel portraitò in Tuscany.
37

 Costamagna singles out the period between 

1480 and 1530 in particular as a time of rapid development of the genre in Tuscany.
38

 

 Florentine artists were pioneers in the inclusion of self-portraits in altarpieces and fresco 

cycles.
39

  The vivid likenesses of contemporary citizens included in the narrative paintings 

decorating the cityôs churches testify that fifteenth-century Florentine artists were fine 

portraitists.
40

   This tradition of including portraits of contemporaries in history paintings is 

reflected in Francesco Salviatiôs large-scale fresco projects in Rome and Florence, such as the 

Visitation in the oratory of San Giovanni Decollato (Rome) and the story of Camillus in the Sala 

dellôUdienza of the Palazzo Vecchio (Florence).  Vivid portraits can also be found in altarpieces 

and devotional paintings by Cecchino.  The twelve apostles in the Louvre Doubting Thomas are 

commonly thought to have been given likenesses of Salviatiôs acquaintances.  An onlooker in the 

                                                      

35
Jean Alazard, Le portrait florentin de Botticelli à Bronzino (Paris, 1924) [The Florentine Portrait], (New 

York: Schocken Books, 1968).  
36

Philippe Costamagna, ñDe l'id®al de beaut® aux probl¯mes d'attribution: vingt ans de recherche sur le 

portrait florentin au XVIe si¯cle,ò Studiolo 1 (2002): 193-220.   
37

 Alazard, Florentine Portrait, 15. 
38

Costamagna, ñl'idéal de beauté,ò 193.  
39

Joanna Woods-Marsden, Renaissance Self-Portraiture: the Visual Construction of Identity and the Social 

Status of the Artist (New Haven: Yale University Press, 1998), 43.   
40

 Alazard, Florentine Portrait, 13 & 55-56.  The inclusion of contemporary portraits in history paintings is 

largely a fifteenth-century phenomenon.  Likenesses of Florentine citizens gradually disappeared from 

fresco paintings at the end of fifteen-century, largely, due to Savonarolaôs criticism of, and Leonardoôs 

teachings against, the practice.  The practice, however, lingered well into the sixteenth century as 

exemflified by Vasariôs decorative program for the Palazzo Vecchio, Florence. 
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Raising of Lazarus in the Galleria Colonna can probably be identified with Anton Francesco 

Doni, or alternately Alammano Salviati, Cecchinoôs protector in Florence.           

 It is generally believed that portraiture was more developed in Flanders and Venice than 

it was in Florence.
41

  The genre was not as highly esteemed in Tuscany as were narrative frescoes 

ï an opinion reflected in the writing of Vasari.
42

  However, the only specialist in the genre 

mentioned by the Renaissance biographer was a Florentine, Jacopino del Conte, whose prestige in 

the field of portraiture is reflected in his illustrious Roman clientele.
43

    Florenceôs position at the 

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

indirectly slowed down the growth of portraiture, 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 

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

generally to have been particularly strong in Florentine art.
44

  As Luba Freedman points out, the 

Mona Lisa borders between portrait and non-portrait.
45

  Through the idealization and 

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

expression of broader philosophical concepts.
46

  Departing from the Florentine ideal of 

                                                      

41
 Ibid., 23. 

42
For a concise summary of the status of portraiture reflected in Renaissance art literature, see Lorne 

Campbell, Renaissance portraits: European Portrait-Painting in the 14th, 15th, and 16
th
 Centuries (New 

Haven: Yale University Press, 1990), 150-151. 
43

 Giorgio Vasari states that Jacopino painted portraits of all the popes from Paul III 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 women.  See Le vite deô pi½ 

eccelenti pittori, scultori ed architettori, ed. Gaetano Milanesi, 9 Vols. (Florence: Sansoni, 1906), 7: 575-

577.   
44

 For a good discussion on the problem of reconciling the identity of the sitter and artistic expression in the 

production of portraiture, see John Shearman, Andrea del Sarto (Oxford: Clarendon Press, 1965), 1: 112-

115.   
45

 Luba Freedman, ñRaphaelôs Perception of the Mona Lisa,ò Gazette des Beaux-Arts 114 (1989): 169 & 

173.  
46

 Mary D. Garrard, ñLeonardo da Vinci: Female Portraits, Female Nature,ò in The Expanding Discourse: 

Feminism and Art History, ed. Norma Broude and Mary D. Garrard (New York: Harper Collinis, 1992), 67.    
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universality, Salviati demonstrates a strong interest in capturing 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 aspects.  The profile had been the standard format for 

independent portraits in Italy, until about 1470, when Botticelli and Leonardo started to 

popularize the three-quarter format through their works in Florence.
47

  Art historians generally 

credit the replacement of the profile format to Botticelliôs Young Man Holding a Medal of 

Cosimo il Vecchio (c. 1470s, Uffizi, Florence) and Leonardoôs earliest preserved portrait, Ginevra 

deô Benci (c. 1474, Figure 2.1).  Simultaneously, the same trend happened in the Veneto and 

southern Italy.  Influenced by the Flemish portraits of Jan van Eyck, Antonello da Messina started 

applying the three-quarter format to his works, of which the Portrait of a Man (c. 1468-1470, 

Museo Civico Malaspina, Pavia) is an early example.
48

  Meanwhile, 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 

explore the application of 

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

                                                      

47
Joanna Woods-Marsden, ñPortrait of the Lady, 1430-1520,ò in Virtue and Beauty: Leonardo's Ginevra 

de' Benci and Renaissance Portraits of Women, ed. David Alan Brown et al (Washington, DC: National 

Gallery of Art; Princeton: Princeton University Press, 2001), 69.    
48

 Mauro Lucco, Antonello da Messina (Milan: 24 ORE Cultura, 2011), 88. 

Figure 2.1, Leonardo da Vinci, Ginevra deô Benci.  c. 1474.  National Gallery 

of Art, Washington D.C.  

http://www.nga.gov/fcgi-bin/timage_f?object=50724&image=11607&
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and intellectual virtues of the sitters that might evade the visual description of the facial features.  

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

of Ginevra dôEste now in the Louvre.  Leonardoôs revival of this tradition played an important 

role in the development of portraiture in Florence.  In Leonardoôs Portrait of Ginevra deô Benci 

(Figure 2.1), the sitter is shown against a landscape background dominated by a juniper bush, 

which puns on her name and symbolizes her chastity.
49

  The back of the panel presents a laurel 

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

VIRTVTEM FORMA DECORAT, ñBeauty Adorns Virtue.ò  The laurel and the palm allude to 

Ginevraôs moral and intellectual virtues.  While the ladyôs beauty is visually displayed on the 

front, her virtues are symbolized on the back of the portrait.
50

  At around the same time, Piero 

della Francesca also experimented with painted reverses in Urbino.  In his famous diptych, 

Federico da Montefeltro and Battista Sforza (Uffizi, Florence), Piero della Francesca included 

allegorical scenes on the back that symbolize the virtues of the sitters shown on the front.
51

  These 

double-sided portraits observed the same principles that were first laid down in medals, which 

augmented the persons depicted on the front by the inclusion of emblems and inscriptions on the 

reverse.
52

  Leonardoôs and Piero della Francescaôs innovative application of emblems to 

portraiture inspired artists of the younger generations, such as Raphael, Andrea del Sarto, 

Pontormo, Bronzino and Salviati to perform similar experiments.  

                                                      

49
 For a discussion on Leonardoôs Ginevra in the context of Renaissance emblematic portraits, see John 

Pope-Hennessy, The Portrait in the Renaissance (New York: Bollingen Foundation; distributed by 

Pantheon Books, 1966), 218.  Pisanello had earlier used a sprig of juniper to pun on the name of his sitter, 

Ginevra dôEste, see Woods-Marsden, ñPortrait of the Lady,ò 74.           
50

Virtue and Beauty, cat. no. 16.  The wreath of laurel and palm was the impresa of Bernardo Bembo, a 

probable patron of the portrait, which he commissioned to celebrate his platonic love for the lady portrayed.  

See Jennifer Fletcher, ñBernardo Bembo and Leonardoôs Portrait of Ginevra deô Benci,ò Burlington 

Magazine 131 (1989): 811.   
51

 For Piero della Francescoôs portrait pendants, see Pope-Hennessy, Portrait in the Renaissance, 209-210; 

Joanna Woods-Marsden, ñPortrait of the Lady,ò 82-83.              
52

 Pope-Hennessy, Portrait in the Renaissance, 208. 
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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 sociable portrait, the 

masterôs works became increasingly sensitive to the presence of the viewer.  While Ginevraôs 

outward glance appears neutral, discouraging the spectatorôs address, Mona Lisa (c. 1503-1506, 

Louvre, Paris) acknowledges our presence by turning towards us and welcoming us into her space 

with a mysterious smile.   The concept of the interactive portrait was further explored by Raphael 

in his mature Roman likenesses.     

Leonardoôs impact on portraiture was diffused by Raphael, who arrived at Florence in 

late 1504.  Raphaelôs Portrait of Maddalena Doni (c. 1506, Palazzo Pitti, Florence) is often 

considered a critical adaptation of Leonardoôs Mona Lisa.
53

  In the Mona Lisa, the seated pose, 

only implied in earlier female likenesses, is rendered explicit by including the arm of the ladyôs 

chair and placing it parallel to the picture plane.
54

  Leonardo 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 whole.
55

  Raphael must have seen the Mona Lisa or preparatory drawings for 

the portrait, as a pen-and-ink study by the young artist (Louvre, inv. 3882) corresponds closely to 

Leonardoôs portrait.
56

  The compositional scheme of this study was of primary importance to 

Raphael, who applied it to a number of his portraits, including the Lady with a Unicorn (c. 1506, 

                                                      

53
Jacob Burckhardt was the first to point out the compositional similarities between the Mona Lisa and 

Raphaelôs Maddalena Doni, see Der Cicerone: Eine Anleitung zum Genuss der Kunstwerke Italiens 

(Leipzig: Alfred Kroener Verlag, 1927), 2: 801.  Alazard devoted a chapter on Leonardoôs influence on 

Raphaelôs portraits, see Alazard, Florentine Portraits, 53-77. 
54

 The literature on Leonardo and the Mona Lisa is diverse and vast, see for examples, Kenneth Clark, 

ñMona Lisa,ò Burlington Magazine (1973): 144-151; Frank Zºllner, ñLeonardo's Portrait of Mona Lisa del 

Giocondo,ò Gazette des Beaux-Arts (1993): 115-38; Frank Zöllner, Leonardo da Vinci, 1452-1519: the 

Complete Paintings and Drawings (Köln: Taschen, c2003); Martin Kemp, Leonardo Da Vinci : 

Experience, Experiment and Design (Princeton: Princeton University Press, 2006).     
55

Pope-Hennessy, Portrait in the Renaissance, 112; Woods-Marsden, ñPortrait of the Lady,ò 79.  Leonardo 

was the first painter to secularize the pyramidal composition, frequently used in the depiction of the Holy 

Family in the late fifteenth century, and to apply it to independent portraits, see Freedman, ñRaphaelôs 

Perception,ò 171. 
56

See Raphael: from Urbino to Rome, eds. Chapman, Henry and Plazzotta (London: National Gallery 

Company, 2004), pp. 176-177, cat. no. 52.   
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Figure 2.2) and Maddalena Doni.  Filtered through Raphaelôs empirical lens, the Mona Lisaôs 

half-length seated pose, with the arms as the base for a pyramidal composition, proved 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 the co-existence of the 

fifteenth-century traditions, represented by Verrocchio and 

Perugino, and the new ideas of Leonardo transmitted through 

the responsive works of Raphael, who then spread the masterôs 

formal innovations to his Florentine colleagues.  These 

included Francesco Granacci (1469-1543), Giuliano 

Bugiardini (1475-1577), 

Ridolfo Ghirlandaio (1483-

1561), Franciabigio (1482-1525), Francesco Bachiacca 

(1494-1557), and Domenico Puligo (1492-1527), all of whom 

worked in Florence in a Raphaelesque mode at the beginning 

of sixteenth century.
57

   Their works are excluded from Pope-

Hennessyôs fundamental survey on Renaissance portraiture 

published in 1966.  In Lorne Campbellôs more recent study 

on the subject, only Franciabigio and Ridolfo are briefly 

mentioned,
58

 but a more comprehensive survey of the 

portraits by these lesser known artists is needed to provide an 

adequate background for understanding Francesco Salviatiôs early work.   

                                                      

57
 Pope-Hennessy, Portrait in the Renaissance. 

58
 Campbell, Renaissance portraits, 105-106, 255 no. 42, 193 & 217.  The author indicates that 

Franciabigio shared Andrea del Sartoôs practice of lighting his sitters from above to cast their eye sockets in 

shadow.  The removal of Ridolfoôs fresco portrait of Mario Beltramini from its original location is 

discussed in relation to the function of likenesses in general.  But none of their works are illustrated.            

Figure 2.3, Ridolfo Ghirlandaio, Portrait 

of a Man.  c. 1503-1510.  Art Institute of 

Chicago, Chicago.   

Figure 2.2, Raphael, Lady with a 

Unicorn.  c. 1506.  Galleria Borghese, 

Rome. 
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The workshop of Ridolfo Ghirlandaio (1483-1561) played a dominant role in the 

portraiture market of the city.
59

  Ridolfoôs Portrait of a Man (c. 1503-1510, Figure 2.3) 

demonstrates the influence of Leonardoôs contemporary advances in the genre, as evident in the 

sitterôs direct address to the viewer through his gaze and the rhetorical gesture of his right hand.
60

  

However, the precise and linear style, as well as the inclusion of a landscape view through an 

open window, links the portrait with the fifteenth-century 

traditions.  The window showing a landscape demonstrates the 

lingering influence of Netherlandish art in Florence.  Hans 

Memlingôs portraiture, for instance, was known and imitated in 

Florence by the last quarter of the fifteen century,
61

 and 

Domenico Ghirlandaio, Ridolfoôs father, had adapted this 

Flemish device to his portraits, perhaps most notably in the Old 

Man and his Grandson (c. 1490, Louvre).  It is also significant 

that the Chicago painting was once attributed to Raphael, with 

whom Ridolfo had close connections in the early 1500s.
62

  In fact, when Raphael left Florence for 

Rome in 1508, he asked Ridolfo to complete for him an unfinished Madonna commissioned by a 

Sienese patron.
63

  And, according to Vasari, such was Raphaelôs esteem for Ridolfo that he sent 

for his Florentine friend soon after he arrived in Rome, but the invitation was declined because of 

                                                      

59
David Franklin, Painting in Renaissance Florence, 1500-1550 (New Haven: Yale University Press, 

2001), 108-110; Leonardo da Vinci, Michelangelo, and the Renaissance in Florence, ed. David Franklin 

(Ottawa: National Gallery of Canada, 2005), cat. no 21, p. 108. 
60

Renaissance in Florence, cat. no 21, 108; see also Christopher Lloyd, Italian Paintings before 1600 in the 

Art Institute of Chicago: A Catalogue of the Collection (Chicago: Art Institute of Chicago, 1993), 103-106. 
61

 Lloyd, Art Institute of Chicago, 104. 
62

David Franklinôs entry in Renaissance in Florence, cat. no 21, p. 108.  Wilhelm Bode convincingly 

reattributed the portrait to Ridolfo about 1900.    
63

 Vasari-Milanesi, 6: 534; see also Tom Henry and Carol Plazzotta, ñRaphael: From Urbino to Rome,ò in 

Raphael from Urbino to Rome (London: National Gallery Company, 2004), 39.     

Figure 2.4, Ridolfo Ghirlandaio, 

Portrait of a Goldsmith.  c. 1515. 

Palazzo Pitti, Florence. 
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Ridolfoôs love for his native city.
64

  Ridolfo is now tentatively credited with another work 

previously attributed to Leonardo - the so-called Goldsmith (c. 1515, Figure 2.4).  The portrait 

reflects the painterôs increasing interest in the art of the master in the rendition of the background 

landscape and the application of sfumato in the face and hands of the sitter.  The attribution of the 

work, however, is still in dispute.
65

    

Leonardoôs impact on the genre can also be seen in the oeuvre of Franciabigio (1482-

1525), who sometimes placed his sitters in a diffused half-light, as the master had suggested in his 

writing.
66

  In the Portrait of a Jeweller (Figure 2.5), the 

expressive use of chiaroscuro heightens the psychological 

conviction of the work.  To reveal the sittersô mental states, 

Francesco Salviati adopted this forceful application of light in 

a number of his late portraits, such as the Portrait of a 

Sculptor at the Musée Fabre and the Portrait of Annibal Caro 

in the collection of Marco Grassi.  In his portraiture, 

Franciabigio often employed parapets, a device borrowed from 

Flemish or Venetian painting, to define the liminal space of 

the picture.
67

  The motif was popular in the first quarter of the 

                                                      

64
 See Vasari-Milanesi, 6: 534-535. 

65
Serena Padovaniôs entry in Renaissance in Florence, cat. no. 22, p. 110.  Wilhelm Suida believed that the 

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.  
66

 Leonardo da Vinci writes in his notebooks: ñVery great charm of shadow and light is to be found in the 

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 sky.  From this intensification of light and shade the face gains greatly in relief and 

beauty by showing the subtlest shadows in the light part and the subtlest lights in the dark part.ò  See 

Leonardo da Vinci, Notebooks, ed. and trans. Thereza Wellis (New York: Oxford University Press, 2008), 

127. 
67

Renaissance in Florence, cat. no. 47, p. 165.  

Figure 2.5, Franciabigio, Portrait of a 

Jeweller. c. 1516.  Princeton 

University Art Museum, Princeton. 
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Cinquecento and can be seen in Ridolfoôs earlier Portrait of a Man in Chicago, and the Medici 

Steward (c. 1523, Hampton Court) by Franciabigio.   

An important painter in Florence during the second decade of the Cinquecento, 

Domenico Puligo (1492-1527) then gradually fell into obscurity.  The artist was ñrediscoveredò in 

the beginning of the twentieth century with the surfacing of his Portrait of Pietro Carnesecchi 

(Figure 2.6), a work mentioned by Vasari.
68

  Through their research 

on Andrea del Sarto, S. J. Freedberg and John Shearman have also 

contributed to our knowledge of Puligoôs works.
69

   The artistôs 

career as a portraitist is currently a popular subject in scholarship, 

and in the recent exhibition devoted to Puligo, a section was 

dedicated to his portraits.
70

  Often considered a transitional figure 

between the classicism of Sarto and the Mannerism of the succeeding 

generation, Puligo produced portraits laden with references to the 

works of Raphael, Sarto, Pontormo, and Rosso.
71

   

Although sometimes confused with the works of his contemporary compatriots, the 

paintings by Puligo demonstrate a consistent style and compositional format.  The portraitist 

applied distinct formats to male and female likenesses.  The young men are usually shown 

standing partly in profile in a three-quarters-length format ï a new type for male portraiture that 

                                                      

68
 Vasari-Milanesi, 4: 465.  For a summary of Puligoôs critical fortune from Vasari onward, see Elena 

Capretti, ñDomenico Puligo, un protagonista ȣritrovatoô dellôarte fiorentiana del Cinquecento,ò in 

Domenico Puligo (1492-1527): Un protagonista dimenticato della pittura fiorentina, eds., E. Capretti and 

S. Padovani, et al. (Livorono: Sillabe, 2002), 24-28.       
69

For their monographs on Sarto see, S. J. Freedberg, Andrea del Sarto, 2 vols. (Cambridge, MA: Belknap 

Press of Harvard University Press, 1963); John Shearman, Andrea del Sarto.   

1965.  Freedberg also wrote a short section on Puligo in his Painting in Italy 1500-1600 (New York: 

Penguin Books, 1971), 236-237.     
70

Domenico Puligo, 114-137.  
71

 Freedberg, Andrea del Sarto, 236. 

Figure 2.6, Domenico Puligo, 

Portrait of Pietro Carnesecchi. 

Galleria degli Uffizi, Florence. 
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was inspired by Raphaelôs Lorenzo deôMedici, brought to Florence in 1518.
72

  The compositional 

scheme was popular in Florence during the 1520s, as can be seen in the portraits by Pontormo, 

Rosso, and Bronzino.
73

  Francesco Salviati also applied this format to one of his earliest surviving 

likenesses, the Portrait of a Man (c. 1539-1541, National Museum of Western Art, Tokyo).
74

  

Puligo frequently represented his female sitters as austere young women with melancholy 

expressions in a three-quarters seated pose that was inspired by the portrait of Doña Isabel of 

Naples by Giulio Romano and Raphael (Louvre).
75

  A fine example of Puligoôs female likeness is 

the Portrait of a Woman as Mary Madeline in Ottawa (Figure 2.7).  The artist reused the pose for 

several other portraits, which then anticipated and inspired the experiments of Bronzino and 

Allori.
76

 

Francesco Salviati must have seen Puligoôs portraits in his 

youth, as knowledge of the older artistôs work is reflected in several 

of his early portraits.  Puligo painted a green curtain on the upper right 

corner of the Portrait of a Youth with a View of Florence (Private 

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

his Portrait of a Lady with Turban (Muncie, Ball State University 

Museum of Art) and the Portrait of a Woman as Mary Madeline 

(Figure 2.7).  Likewise, Francesco Salviati painted curtains in the 

upper corners of such portraits as his Portrait of a Man in Tokyo, Portrait of Pier Luigi Farnese 

in Naples, and Portrait of a Man in Vienna.  The Jacquemart-André Portrait of a Lute Player, a 

                                                      

72
Costamagna, ñl'idéal de beauté,ò 200; Capretti, ñprotagonista ȣritrovatoô,ò 41.  This formula can be seen 

in Puligoôs Young Man with a View of Florence (Private Collection, Bromfield), the so-called ñIl fattore di 

San Marcoò (Trustees of the Firle Estate, Sussex), and the Portrait of a Man (Galleria Palatina, Florence). 
73

Domenico Puligo, cat. no. 23, 114. 
74

 See Figure 2.31. 
75

Capretti, ñprotagonista ȣritrovatoô,ò 41; Renaissance in Florence, no. 50, p. 172.  
76

 Costamagna, ñl'idéal de beauté,ò 200; Renaissance in Florence, cat. no. 50, 172.  

Figure 2.7, Domenico Puligo, 

Portrait of a Woman as the 

Magdalen.  C. 1520-1525. 

National Gallery of Canada, 

Ottawa. 
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work tentatively associated with Salviatiôs first sojourn in Rome, also reveals Puligoôs influence.  

The artist employed a table covered by a multi-color striped cloth in the foreground, dividing the 

sitter and the viewer.  The same compositional device is seen in Puligoôs Portrait of a Man 

Writing (1523, Lewes, Firle Place, Trustees of the Firle Estate).
77

   

Better known for his devotional paintings, Andrea del Sarto, one of the leading artists in 

early Cinquecento Florence, also played a fundamental role in the evolution of portraiture 

between 1510 and 1530.
78

  In particular, Sarto transmitted Raphaelôs innovations in portraiture to 

his compatriots.
79

  His earliest surviving portrait, the Portrait of a Young Man (Figure 2.8) clearly 

demonstrates the influence of Raphaelôs Agnolo Doni.
80

  Sarto 

appropriated the device of framing the head with the profile of hair 

and cap.  Like Doni, the young man also rests his hand on a 

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

formal.
81

  Unlike Raphael, Andrea abandoned the pyramidal 

composition to experiment with the more unstable diamond-shaped 

formats that convey movement.
82

  Through his use of 

Leonardesque sfumato, the artist also critiqued Raphaelôs objective 

rendition.  Like Leonardoôs Mona Lisa, Sartoôs young man is 

                                                      

77
Domenico Puligo, cat. no. 26, p. 120.  

78
Costamagna, ñl'idéal de beauté,ò  200.  

79
 Ibid. 

80
 Shearman indicates that the panel was cut on both sides, diminishing the effect of isolation and spiral 

movement of the figure, Andrea del Sarto, 1: 116.  Freedberg suggests that Andreaôs knowledge of the 

Doni portrait is filtered through Franciabigioôs earlier Young Man in the Louvre, Andrea del Sarto, 1: 12.  

The Alnwick panel was once believed to be a self-portrait of Andrea based on the inscription on the back, 

see John Shearman, ñThree Portraits by Andrea del Sarto and His Circle,ò Burlington Magazine 102 

(1960): 58.     
81

 Shearman, Andrea del Sarto, 1: 116. 
82

Campbell, Renaissance portraits, 105.   

Figure 2.8, Andrea del Sarto, 

Portrait of a Young Man. c. 1511. 

Alnwick Castle, Alnwick. 
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generalized but emotionally active.
83

  This early portrait 

demonstrates that Andrea had a deeper understanding of Leonardoôs 

art than Raphael did and shared the older artistôs interest in the 

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

del Sarto is justly considered Leonardoôs closest Florentine heir.
84

         

Contemporary to Raphaelôs Julius II (National Gallery, 

London) done in Rome, the Alnwick portrait (Figure 2.8) ushered in 

a new type, the seated three-quarter length.  To suggest movement, 

Andrea showed the head and hand of the portrayed on the central axis, turning in opposite 

directions.
85

  The inkwell on the parapet and the letter in the sitterôs right hand placed the young 

manôs action in context.  He is rising to dispatch the letter he just 

finished writing.
86

  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 interest 

in the narrative in his portrait of Cardinal Ferry Carondolet and 

Two Secretaries (c. 1511-1512).
87

    

Andreaôs portraits painted towards the end of the second 

decade mirror the development of the genre in Rome.   In a little 

known portrait in Lisbon and the so-called Portrait of a Sculptor (Figure 2.9), the artist explored 

                                                      

83
 Shearman, Andrea del Sarto, 1: 117. 

84
 Freedberg, Andrea del Sarto, 1: 12.   

85
 Shearman, Andrea del Sarto, 1: 117.  

86
 Ibid., 1: 118. 

87
 For Sebastiano del Piomboôs portrait, see chap 2, p. 48 and Figure 2.27.

  

Figure 2.9, Andrea del Sarto, 

Portrait of a Sculptor.  c. 

1517-1520.  National Gallery, 

London. 

Figure 2.10, Andrea del Sarto, The 

Girl with the Petrarchino.  c. 

1526-1528. Galleria degli Uffizi, 

Florence. 

http://upload.wikimedia.org/wikipedia/commons/1/1e/Andrea_del_Sarto_-_Portrait_of_a_Man.j
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the ritratto di spalla, an influential type represented by Raphaelôs famous Bindo Altoviti (c.1512, 

National Gallery of Art, Washington D.C.) and Sebastiano del Piomboôs Musician (dated 1518, 

Rothschild Collection, Paris).
88

  Leonardo is sometimes credited with the invention of the pose, 

whereas the prototype for Sebastiano and Raphaelôs portraits is often believed to be Venetian.
89

  

In the Portrait of a Sculptor (Figure 2.9), Andrea continued his exploration of the psychological 

situation of the sitter.
90

  As in the earlier Alnwick 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.
91

  Moving away from the sfumato of his early works, Sartoôs style became somewhat 

sharper and more brittle, and the colour more subtle.     

The Girl with the Petrarchino (Figure 2.10) betrays the influence of Raphaelôs Roman 

portraits, as well as Andrea del Sartoôs response to the paragone between poetry and painting.  

The girl in the Uffizi portrait assumes a seated pose similar to that of the pope in Raphaelôs Leo X 

with Two Cardinals (1518, Uffizi, Florence).
92

  In turn, The Girl with the Petrarchino is 

considered a possible prototype for Bronzinoôs Laura Battiferri (c. 1555, Palazzo Vecchio, 

Florence).
93

  Both sitters are shown carrying a Petrarchino, a small, elegant volume of the 

Canzoniere, which became a fashionable accessory carried by men and women with poetic 

                                                      

88
 John Shearmanôs proposition that Andreaôs Lisbon painting served as the prototype for the Bindo portrait 

is now generally discredited due to the earlier date of the latter, see Shearman, Andrea del Sarto, 1: 120. 
89

 Jodi Cranston, ñDesire and Gravitas in Bindoôs Portraits,ò in Raphael, Cellini & a Renaissance Banker: 

the Patronage of Bindo Altoviti, eds. Alan Chong and Donatello Pegazzano, et al. (Boston: Isabella Stewart 

Gardner Museum, 2003): 117. 
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 Freedberg, Andrea del Sarto, 1: 47. 
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 Shearman, Andrea del Sarto, 1: 121. 
92

 Raphaelôs Leo X with Two Cardinals was completed by the beginning of September 1918.  Two letters 

(dated 1
st
 and 2

nd
 September 1518) written by Benedetto Buondelmonte from Rome to Goro Gheri in 

Florence prove that the portrait, probably just finished, was rushed to Florence for the wedding of Lorenzo 

deôMedici and Madeleine de la Tour dôAuvergne on 8 September 1518.  See Richard Sherr, ñA New 

Document concerning Raphaelôs Portrait of Leo X,ò Burlington Magazine 125 (1983): 31-32.  
93

 Carol Plazzotta, ñBronzinoôs Laura,ò Burlington Magazine 140 (1998): 259. 
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aspirations.
94

  Portrayed with an opened Petrarchino, the female subjects not only display their 

knowledge of and admiration for Petrarchôs poetry, but also present themselves as the 

embodiment of Petrarchan beauty.
95

  The legible pages of Petrarchôs poetry and the meaningful 

gesture of pointing unite these two portraits.
96

  The content of the painted text is the key to the 

understanding of Andreaôs portrait.  The sonnet that the girl points at focuses on the power of the 

belovedôs eyes which is also stressed in the painting.
97

  This thematic affinity between text and 

image is also essential to the meaning of Raphaelôs Leo X with Two Cardinals, which Andrea 

knew very well.
98

            

Andrea del Sartoôs influence on the development of portraiture in Florence was dispersed 

through the young artists apprenticed in his workshop at various points of his career.  A number 

of his pupils, including Pontormo, Giorgio Vasari, Francesco Salviati, and Jacopino del Conte, 

later contributed significantly to the development of Italian portraiture,
99

 but their early activities 

in Sartoôs workshop remain largely ill -defined in extant scholarship.    

                                                      

94
 Elizabeth Cropper, ñOn Beautiful Women, Parmigianino, Petrarchismo, and the Vernacular Style,ò Art 

Bulletin 58 (1976), p. 385, note 64.  For an example of male portraits with a Petrarchino, see 

Parmigianinoôs Portrait of a Man (c. 1524, Private Collection).  The sitter holds a volume with his right 

hand, and with his left index finger points to the name of the author ñFRANC, Pò [Francesco Petrarch]. 
95

Ibid., 391.  
96

 In recent scholarship, Andreaôs portrait is often paired with Bronzinoôs Laura Battiferri, see Wolf-

Dietrich Lºhr, ñóe nuovi Omeri, e Platiô: Painted Characters in Portraits by Andrea del Sarto and Agnolo 

Bronzino,ò in ed. Thomas Frangenberg, Poetry on Art: Renaissance to Romanticism (Donington: Shaun 

Tyas, 2003): 48-100.  Löhr suggests that Bronzino, though belonging to the younger generation, inspired 

Andreaôs experiment with the combination of text and image, see 57.  
97

 Ibid., 52-57. 
98

For the Duke of Mantua, Andrea produced a deceptive copy of Raphaelôs Leo X with Two Cardinals, 

which is now in Naples.  See Vasariôs interesting account about Andreaôs copy of Raphael which also 

informs us of Giulio Romanoôs contributions to the original portrait, see Vasari-Milanesi, 5: 41-42.  

Commissioned by Ottaviano deô Medici, Giorgio Vasari also produced a copy of the portrait in 1537.  

Vasariôs copy has been tentatively identified with the portrait in the collection of the Earl of Leicester in 

Holkham Hall,  Norfolk, England, see Arnold Nesselrath in From Raphael to Carracci: the Art of Papal 

Rome, ed. David Franklin (Ottawa: National Gallery of Canada, 2009),  cat. no. 46, pp.198-200.  For the 

significance of the depicted text to the understanding of Raphaelôs portrait, see Nelson Minninch, ñLeo X 

with Cardinals Giulio deô Medici and Luigi deô Rossi: A Religious Interpretation,ò Renaissance Quarterly 

56 (2003): 1005-1052.  
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          The application of emblematic texts to portraiture 

was further explored by Pontormo and his pupil, Bronzino.  

In particular, extensive legible texts are included in 

portraits of poets, such as Pontormoôs Allegorical Portrait 

of Dante (National Gallery of Art, Washington), and 

Bronzinoôs Lorenzo Lenzi, Ugolino Martelli (Figure 2.11), 

and Laura Battiferri.
100

  The texts depicted in these 

portraits, aimed to engage the spectator through the act of 

reading, may be an indirect reflection of the religious 

reform that reached Italy from the north.
101

  Relatively 

recently, the close reading of the clearly inscribed texts in Bronzinoôs portraits has led to 

important discoveries and new interpretations.  The open pages of the Iliad displayed on the table 

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

the viewer, demanding to be read.
102

   The inclusion of emblematic poetic texts seems to be a 

particularly Florentine practice, whereas the verbal passages displayed in contemporary Roman 

portraits are more likely to be biblical passages or papal documents.   
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Interestingly, this group of portraits is excluded from Shearmanôs influential chapter on the relation 

between poetry and portraiture, see Shearman, Only Connect, 108-148.  
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Elizabeth Cropper, ñPontormo and Bronzino in Philadelphia: A Double Portrait,ò in Pontormo, Bronzino 

and the Medici: the Transformation of the Renaissance Portrait in Florence, ed. C. B. Strehlek 

(Philadelphia: Philadelphia Museum of Art, 2004), pp. 1-33.  
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Elizabeth Cropper, ñProlegomena to a New Interpretation of Bronzino's Florentine Portraits,ò in 

Renaissance Studies in Honor of Craig Hugh Smyth, eds. Andrew Morrogh, et al. (Florence: Giunti 

Barbèra, 1985), 2: 155.    

Figure 2.11, Bronzino, Ugolino Martelli.  

Staatliche Museen, Berlin. 
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2.2 Salviatiôs Formative Years and Early Works  

According to Giorgio Vasari, Francesco di Michelangelo deô Rossi was born in Florence 

in 1510.
103

  Due to the lack of archival documentation, Vasari remains our principal source of 

information on Francesco Salviatiôs early life and education.  The two artists knew each other 

from 1524 on.  When they met in Florence, Francesco was about fourteen and Vasari thirteen.   

They then became life-long friends, and Vasariôs detailed biography of Salviati is reliable in most 

cases, regardless of minor discrepancies.
104

  Francesco Salviati trained in Florence during the 

1520s in the workshops of Giuliano Bugiardini (1475-1554), Baccio Bandinelli (1488-1560), 

Raffaello Piccinelli, called Brescianino (fl. c. 1507-25), and Andrea del Sarto (1486-1530), but 

the exact dates and duration of Francescoôs apprenticeship in these workshops are unknown.  

Vasari not only supplies the information about Salviatiôs training, but also mentions a number of 

works executed during his formative years in Florence.  These include a portrait of an unknown 

sitter shown to Vasari in 1524, many little pictures executed while in the shop of Raffaello da 

Brescia, an ex-voto representing a soldier who survived a murderous assault during the siege in 

1529 (which later belonged to Vincenzo Borghini), three scenes from the Old Testament for a 

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

was sent to France.
105

  Unfortunately, none of these paintings can be traced today.  Francesco 
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Vasari-Milanesi, 7: 5; for a detailed account of Francescoôs early life, see Cheney, Francesco Salviati, 1: 
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 For Vasariôs deliberate changes of facts in his biography of Salviati, see Iris Cheney, ñThe Parallel Lives 
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must have executed many drawings both for study purposes and for his early projects, but none of 

his graphic work can be securely associated with this period.      

Francescoôs father was a velvet weaver, and the boy was expected to continue in the 

trade.  However, in his boyhood, Francesco showed a strong inclination to the art of design.  

Therefore, in the late 1510s or the early 1520s, Cecchino was placed in his uncleôs goldsmith 

shop as an apprentice.  The exact duration of this apprenticeship is not known, but the experience 

had a lasting effect on his art, in particular, his portraits.
106

  One of his earliest surviving 

likenesses, the Portrait of a Man with a Female Figurine (Figure 2.12), for instance, is often 

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 

intimate friend of Benvenuto Cellini, the most famous 

goldsmith of the era.
107

  Although Salviati abandoned the 

hammer for the brush, he later provided numerous designs 

for goldsmithsô work and precious objects.
108

  In fact, 

Salviati is usually considered to be one of the most 

influential Italian goldsmith designers, along with Giulio 

Romano and Perino del Vaga.
109

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

craftsmen.  See J. F. Hayward, ñThe Mannerist Goldsmiths ï 1 (Italian Sources): And Some Drawings and 
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 Bird, ñDesigns for the Decorative Arts,ò 162 -63. 

Figure 2.12, Francesco Salviati, Portrait 

of a Man holding a Female Figurine, c. 

1538, Private Collection, Rome.  
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Gabinetto Disegni e Stampe of the Uffizi (1577 E & 1612 E) reveal Salviatiôs possible 

participation in the project of the Farnese Casket (Museo di Capodimonte, Naples) executed in 

gilded silver by Manno Sbarri.
110

 The capriciously designed helmet displayed in the portrait in 

Sarasota also reflects Francescoôs interest in metalwork.
111

  The ornate and precious quality of 

some of Salviatiôs paintings, such as the Christ Carrying the Cross at the Uffizi, may be due to 

his early education at the goldsmithôs shop.  In a like manner, the artistôs use of ornamental line in 

the drawing of hair and beards as in many of his portraits may be traced to this source.   

Giorgio Vasari, who on the recommendation of Cardinal Silvio Passerini arrived in 

Florence from his native Arezzo in May 1524, was initially placed in Michelangeloôs shop.  Soon 

Francesco was introduced to Vasari and became his life-long friend.  It was likely that shortly 

before the two young artists met, Francesco had entered the shop of Giuliano Bugiardini (1475-

1554).  And, probably during the first months of his apprenticeship in Bugiardiniôs shop, 

Francesco produced his first portrait.  Vasari indeed states that he was so impressed by a portrait 

by Cecchino that the two became friends.
112

  Belonging to the same generation as Michelangelo, 

Bugiardini had likewise studied at the San Marco sculpture garden and had become one of 

Buonarrotiôs best friends.
113

  Giuliano was also an associate of Domenico Ghirlandaio and had 

assisted the master in the execution of the famous fresco cycle in Santa Maria Novella.
114

  In 

Bugiardiniôs workshop, Cecchino would have received a rigorous general training as a painter 
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and, in particular, would have studied his masterôs portraiture, which is characterized by a 

melancholic sweetness and an interest in naturalism derived from Flemish models.
115

  At the 

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 Leonardo da Vinci.
116

  The encounter with 

Albertinelli marked a decisive change in Bugiardiniôs style from the dryness characterized by 

Ghirlandaioôs works to a greater fluidity in design and composition and a more natural use of 

colour.
117

   

Bugiardini was a competent portraitist, as is 

attested by Vasari, and painted likenesses of such 

important patrons as Francesco Guicciardini and Cardinal 

Cibo.  The works done by Bugiardini during the 1510s 

demonstrate his technical mastery in the genre.  La 

Monaca (c. 1516, Figure 2.13) demonstrates the artistôs 

sensitivity to, and profound understanding of, the recent 

experiments by Leonardo, to whom the work was once 

attributed, and by Raphael.
118

  The placement of the sitter 

between two windows overlooking a vast landscape was a 

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

landscape reveals the influence of Raphaelôs Maddalena Doni and La Gravida, both now in the 
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 According to Vasari, Albertinelli entrusted Bugiardini with Fra Bartolommeoôs unfinished paintings, 

which Bugiardini completed with diligence and labour, see Vasari-Milanesi, 6: 203. 
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 Fagnotta, Giuliano Bugiardini, 27. 
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 Fagnotta, Giuliano Bugiardini, 44-45.  While generally accepted as an autograph by Bugiardini, the 
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Figure 2.13, Giuliano Bugiardini, La 

Monaca.  Galleria degli Uffizi, Florence.   
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Palazzo Pitti.
119

  The artistôs meticulous attention to detail on the one hand, and the downplaying 

of the superficial on the other, shows a resemblance to Flemish models filtered through the late-

Quattrocento practice of Ghirlandaio.
120

                                                

Bugiardiniôs career as a portraitist flourished in the late 1510s and early 1520s, the years 

in which Francesco received his earliest training in art.  After the death of Albertinelli in 1515, 

and Fra Bartolommeo in 1517, Florentine art came under the leadership 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 experiments of Pontormo and Rosso.
121

 Meanwhile, the increasing monumentality of 

the portraits produced in Florence reveals a keen interest in the new developments of portraiture 

in Rome.
122

   

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 Piombo.  

Commissioned by Cardinal Cibo, Bugiardini produced a 

copy of Raphaelôs Leo X with Two Cardinals (1518, 

Uffizi) in the same year that the famous portrait arrived in 

Florence.  He replaced the figure of Cardinal Luigi deô 

Rossi with that of his patron, Cardinal Cibo.
123

  As well, 
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Figure 2.14, Giuliano Bugiardini, 

Portrait of a Young Woman.  c. 1525.  

National Gallery of Art, Washington D. 

C.  
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Bugiardini painted a portrait of Michelangelo, aged forty-seven in 1522, that was commissioned 

by Ottaviano deô Medici.
124

  Bugiardini used the format of ritratto di spalla popularized by 

Raphaelôs Bindo Altoviti and Sebastiano del Piomboôs Rothschild Musician, and explored a few 

years earlier by Andrea del Sarto in his Portrait of a Sculptor (Figure 2.9).  Bugiardini had 

another opportunity to scrutinize the latest work by Sebastiano.  Along with Michelangeloôs 

portrait, Ottaviano also commissioned Bugiardini to do a portrait of Pope Clement VII and 

Niccolò della Magna and provided a likeness of the pope by the Venetian.
125

  The influence of 

Raphaelôs Roman works is also evident in the Portrait of a Young Woman (c. 1525, Figure 2.14), 

datable to the very years when Francesco trained in Bugiardiniôs shop.  Thus, through Bugiardini 

the young Cecchino must have been exposed to the most recent developments in the field of 

portraiture, both Florentine and Roman.  

The exact duration of Francescoôs apprenticeship in Bugiardiniôs shop is not known, but 

he must have left by October 1526, when Bugiardini was documented in Bologna.
126

  By that 

time, Baccio Bandinelli (1488-1560) had just returned from Rome.
127

  According to Vasari, both 

he and Cecchino soon entered Bandinelliôs workshop in Florence.
128

  Despite Bandinelliôs 
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significant contributions to draftsmanship, printmaking and sculpture, there is still no published 

monograph on the artist.
129

  Primarily a sculptor, Bandinelli was an excellent and influential 

draftsman.  The considerable confusion between the drawings of Bandinelli and Salviati testify to 

the masterôs enduring influence on his pupil.
130

  Bandinelli was also a significant art educator.  In 

his workshop, Francesco obtained the most sophisticated training he ever received.  In addition, 

Baccio was a pioneer in the institution of the art academy.  The word ñacademyò was first used in 

reference to the study of art in two engravings designed by Bandindelli.  The earlier of the two, 

engraved by Agostino Veneziano, is dated 1531, a few years after Salviatiôs departure from the 

masterôs workshop (Figure 2.15).  The print shows a group of draftsmen, young and old, 

gathering around a table to study several statuettes by candlelight.  While a pupil of Bandinelliôs 

around 1526-1527, Francesco may have participated in this type of casual gathering focused on 

drawing.
131

  A red-chalk study of a standing female nude by Salviati (Palais des Beaux-Arts, 

Lille) datable to 1530 may have been drawn by candlelight after a figurine made by Bandinelli.
132
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In the first half of the sixteenth century, the 

word ñacademyò still exclusively referred to 

informal gatherings of men who got together for the 

purpose of study and discussion.
133

  The print 

presents Bandinelliôs academy as a social gathering 

in which beginners and masters practice drawing 

together. Pursuing art in a way that was worthy of 

the humanists, Bandinelli helped elevated the status 

of the visual arts, making them equal to the liberal arts.  Probably, Francescoôs aspiration to the 

notion of the learned gentleman painter originated in Bandinelliôs example.  During the artistôs 

second Florentine stay, for instance, he became a member of 

the newly established Accademia Fiorentina.  Francescoôs 

intellectual pretension and involvement in literary circles 

may also have been inspired by Bandinelli, whose passion 

for reading and writing was well-known.
134

      

Bandinelli also used portraiture as a vehicle to self-

aggrandizement.  The artist had produced half a dozen of 

self-portraits in various media in his life time.  Bandinelliôs 

Self-Portrait in Boston (Figure 2.16) datable to c. 1530 not 
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 Nikolaus Pevsner, Academies of Art: Past and Present (New York: Da Capo Press, 1973, first published 
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 Bandinelli states in his Memoriale: ñrather than wield my chisel, it would have been far more to my taste 

to immortalize my name with my pen, this being a truly congenial and liberale pursuitò.  See Woods-

Marsden, Renaissance Self-Portraiture, 142.     

Figure 2.16, Baccio Bandinelli, Self-

Portrait.  c. 1530.  Isabella Stewart 

Gardner Museum, Boston.     

Figure 2.15, Agostino Veneziano, The Academy of 

Baccio Bandinelli.   Engraving after Bandinelliôs 

design.  1531.  
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only summarizes the sculptorôs ideals of the painter-

courtier, but also sheds light on his skills as a painter 

and a portraitist in the period when Cecchino was 

apprenticed to him.
135

  Generally considered the only 

surviving painting by Bandinelli, the portrait in the 

Isabella Stewart Museum proves that the master was a 

capable portrait painter.
136

  The Gardner work was once 

attributed to Sebastiano del Piombo, the expert portraitist 

from Venice, and later associated with Jacopino del 

Conte, who specialized in portrait-painting.  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 1529-1530.  The artist points to a red chalk modello 

showing Herculesôs triumph over Cacus ï possibly an early design for his famous pendant to 

Michelangeloôs David.  The inclusion of a drawing, instead of a sculpture, as the artistôs attribute 

alludes to Bandinelliôs fame as a draftsman.  The association with the practice of disegno further 
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Figure 2.17, Andrea Piccinelli, Holy 

Family with Infant Saint John the Baptist 

and an Angel.  Sold at Sothebyôs London, 8 

December 2011. 
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emphasizes the sitterôs intellectuality and nobility.  Bandinelliôs Self-Portrait (Figure 2.16) is also 

formally innovative.  Full-length seated portraits were very rare in the first half of the sixteenth 

century.  If it was indeed painted around 1530, the Gardner portrait may have inspired Vasari, 

Cecchinoôs fellow apprentice in Baccioôs studio, to paint the Portrait of Duke Alessandro deô 

Medici (1534, Galleria degli Uffizi, Florence), which is also rich in symbolism.  Cecchino also 

produced portraits showing artists with samples of their work, such as the Portrait of a Man with 

a Female Figurine (Figure 2.12) and the Portrait of a Sculptor in the Musée Fabre.  The 

juxtaposition of the artist and his creation encourages investigation into the social status of the 

artist and the paragone debate.                      

The expulsion of the Medici in 1527 terminated Francescoôs apprenticeship with 

Bandinelli, who left Florence for Lucca.  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.
137

  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 various altarpieces in Siena, among 

which the Coronation of the Virgin (1524) 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, such as the Holy Family with Infant Saint John the Baptist and an 

Angel (Figure. 2.17) attributed to Andrea Piccinelli, shows affinities with the style of Domenico 

Beccafumi (1484-1551), especially the colour.
138
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Andrea Brescianino visited to Florence in around 1510 and was exposed to the works of 

Raphael and Fra Bartolommeo.  Leaving Siena in 1525, the brothers established themselves 

permanently in Florence.  Andrea was a competent portraitist and 

executed several female portraits that show the profound influence of 

Andrea del Sarto and Domenico Puligo.  The Ringling Portrait of a 

Lady (Figure 2.18), for instance, shows a similar palette to Andrea del 

Sartoôs Portrait of a Sculptor (1517-1520, Figure 2.9).  Just as Andrea 

del Sarto used neutral backgrounds in most of his portraits from the 

late 1510s to the early 1520s, so too did Brescianino, including such 

works as his Portrait of a Lady in 

Sarasota and the Portrait of a 

Young Lady in the Ashmolean Museum, Oxford.  Probably 

influenced by Sartoôs Girl with the Petrarchino (Figure 

2.10), Piccinelli also alluded to his female sittersô poetic 

aspirations by depicting them holding a copy of Petrarchôs Il 

canzoniere.  A portrait recently sold at Christieôs New York - 

A Woman reading Petrarchôs Il Canzoniere (Figure 2.19) - 

shows a sitter holding a volume opened to  legible pages of 

Petrarchôs poetry: ñ'Perch'al viso d'Amor portava insegna, 

mosse una pellegrina il mio cor vano' -- 'Because on her face 

Figure 2. 18, Andrea 

Piccinelli, Portrait of a Lady. 

John Ringling Museum, 

Sarasota. 

Figure 2.19, Andrea Piccinelli, A Woman 

reading Petrarchôs Il Canzoniere.  Sold at 

Christieôs New, 26 January 2012.   

http://www.arcadja.com/auctions/en/lot-details/
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she bore the sign of Love, a pilgrim moved my vain heart'ò.
139

  There are two men behind the 

sitter, one on each side.  The one on the right is shown full frontally, the other in profile.  

Emerging from the dark background, these men are possibly imaginary characters of the sitterôs 

mind.  This unique representation of a reader demonstrates Andrea Piccinelliôs innovative 

abilities.             

An apprentice to Raffaello Piccinelli, Cecchino was very likely familiar with Andreaôs 

work.  The young artist, however, did not seem to have followed suit in the allusion to Petrarchan 

beauty in portraiture.  In fact, Francesco painted few female portraits.  The sitters of Salviatiôs 

surviving portraits are exclusively male, except for the Portrait of a Lady in the Ch©teau dôAnet, 

executed during the artistôs French sojourn (1556-1557).  

Moreover, the Brescianini brothers may have functioned as a link 

to Beccafumi, whose possible influence on Francesco has been 

discussed in detail by Jak Katlan.
140

  It is generally thought that 

being in the workshop of an inconsequential artist like Raffaello 

Piccinelli did not have much impact on Francescoôs style.  The 

Madonna and Child with Saints in the Museo di Arte Sacra 

(Figure 2.20) dated 1522 provides a good reference for 

Raffaelloôs style in the 1520s when Cecchino was in his workshop.  The practice of inserting 

portraits of patrons in the lower corners of devotional paintings can also be observed in 

Francescoôs earliest fresco - the Visitation in the oratory of San Giovanni Decollato (1538, Rome) 

- and the Pietà (c. 1549-1550) in Santa Maria dellôAnima, Rome.       
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Figure 2.20, Raffaello Piccinelli, 

Madonna and Child with Saints.  

Museo di Arte Sacra, Certaldo.    
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The duration of Salviatiôs stay in Brescianinoôs shop is not exactly known.  Vasariôs 

accounts of Francescoôs activities between 1527 and 1529 are conflicting.  In the biography of 

Salviati, Vasari indicates that, after a brief stay in Arezzo, he returned to Florence and entered the 

workshop of the painter Brescianino along with Francesco and their mutual friend Nannoccio da 

San Giorgio.  But the biographer clearly states that Francesco left Brescianinoôs shop in1529 

because he felt that he was not learning much there.
141

  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 this time.
142

  In his autobiography, 

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

during 1527-1528.  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 Brescianino.  About this 

time, Cecchino may have painted a portrait of Annibal Caro, who was the secretary of Giovanni 

della Casa and later became the mediator between Cecchino and Cardinal Alessandro Farnese.
 143

   

This portrait, unfortunately, cannot be traced now.                      

According to Vasari, Francesco entered the shop of Andrea del Sarto (1486-1530) in 

1529 and stayed there during the Siege of Florence (24 October 1529 ï 10 August 1530); his 

apprenticeship terminated only at the death of the master in September 1530.  By the 1520s, 

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

important in sixteenth-century Florence prior to that of Vasariôs.  The young artists apprenticed in 
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Andreaôs bottega were of the highest calibre, and had earlier included Pontormo and Rosso.  

Toward the end of Sartoôs life, his workshop had an assembly of ambitious younger artists, 

including Francesco Salviati, Vasari, and two able portraitists, Pier Francesco Foschi and 

Jacopino del Conte.
144

  In his account of Florentine painting in the first half of the Cinquecento, 

David Franklin goes so far as to attribute the stability and high quality of Andreaôs final works to 

the efforts of his apprentices.
145

  Francesco Salviati must have participated in the execution of 

Sartoôs last paintings, especially the monumental altarpieces, such as the Vallombrosa Altarpiece 

(Galleria degli Uffizi, Florence) and the Gambassi Altarpiece (Pitti Palace, Florence).  

Unfortunately, surprisingly little is known of the running of Andreaôs shop.
146

  However, the 

sheer number of paintings and sanctioned replicas produced by the masterôs shop testify to the 

active involvement of his talented assistants.
147

        

 Iris Cheney believes that Andreaôs influence on Salviati was temporary and rather 

insignificant.
148

  In my opinion, being in Andreaôs shop added a new dimension to Cecchinoôs 

skills as a painter ï namely, effective and provocative use of colour.  Francesco probably started 

experimenting with Mannerist colorito under the supervision of Andrea del Sarto.  The bleached, 

high-pitched, powdery hues and the pearly sheen of the drapery in Sartoôs Gambassi Altarpiece 

(datable to 1528-1529) can also be found in Salviatiôs earliest surviving paintings from his first 

Roman sojourn such as the Annunciation at San Francesco a Ripa (c. 1531-1532), the Madonna 

and Child in Ottawa (c. 1535-1538), and the Portrait of a Man with a Female Figurine (Figure 
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1.12).  But strikingly different from the soft sfumato of Sartoôs late style, Salviatiôs works of his 

first Roman period appear hard and sculptural.              

Sartoôs late portraits, such as the so-called Portrait of a Prelate (Figure 2.21), also 

offered formal inspiration to his pupils.  The composition of the painting is closely replicated in 

Jacopino del Conteôs Portrait of a Man (Figure 2.22) datable to 1530-1537.  Both portraits show 

the subject turning his head toward the viewer, while his body is facing left.  The similarities in 

the sittersô costumes also indicate that these likenesses belong to roughly the same period.  Their 

simple but perfectly tailored outfits 

were popular in Florence during 

1520s and early 1530s.
149

  The 

turning pose and the neutral green 

background of Sartoôs portrait 

resurface in one of Salviatiôs earliest 

surviving likenesses plausibly 

assigned to around 1538, the Portrait 

of a Man with a Female Figurine 

(Figure 2.12), which shows the 

subject holding a female figurine in place of a book.      

2.3 Roman 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 well as portraits by Parmigianino and Rosso 

executed before the Sack of Rome in 1527, are all considered to be inspirations for Salviatiôs new 
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 See the entry by Carl Brandon Strehike in Renaissance in Florence, cat. no. 56, p. 182. 

Figure 2.21, Andrea del Sarto, 

Portrait of a Prelate. 

Metropolitan Museum of Art, 

New York. 
Figure 2.22, Jacopino del Conte, 

Portrait of a Man.  c. 1530-1537.  

Philadelphia Museum of Art, 

Philadelphia.  
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type of emblematic portraiture.
150

  But Costamagna does not illustrate his observations with 

concrete examples.  A detailed examination of Cecchinoôs portraits in relation to contemporary 

works will shed light on his evolution as a portraitist.      

 Sixteenth-century Florentine portraiture evolved from a well-established local tradition, 

represented by the works of Filippo Lippi, Antonio Pollaiuolo, Sandro Botticelli, and Domenico 

Ghirlandaio.  Rome, on the contrary, did not have any noticeable work in the genre before the 

arrival of Raphael in 1508, with the exception of Melozzo da Forl³ôs famous fresco, Sixtus IV with 

his Nephews and his Librarian Platina (1475), formerly in the Vatican Library.  When Sixtus IV 

had wanted to decorate the walls of the Sistine Chapel in the early 1480s, a group of Florentine 

painters, including Cosimo Rosselli, Sandro Botticelli, Pietro Perugino, and Domenico 

Ghirlandaio, was called to Rome.
151

  In the chapel, they executed a fresco cycle representing the 

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 walls.
 152

  Numerous portraits of contemporaries of 

Sixtus IV as well as artist self-portraits were inserted into the biblical scenes, making the 

historical events appear as if they were taking place at the present time.
 153

  These carefully 

executed likenesses of contemporaries demonstrated that Florentine artists were skillful 

portraitists and this practice was also well manifest in Rome.   
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 We have little knowledge of autonomous portraits in the Eternal City before the arrival of 

Raphael in 1508 and Sebastiano del Piombo in 1511.  The latter brought with him the latest style 

in Venice and played an important role in the artistic exchange between the cities.  Although the 

first independent portrait of the most eminent person in Rome, the pope, was not painted until 

around 1511/12, Raphaelôs early Roman portraits provided important formats for likenesses of 

the personnel at the Curia.  The Portrait of a Cardinal (Figure 2.23) demonstrates Raphaelôs 

continuous experimentation with the pyramidal composition, which he first exhibited in 

Florence.
154

  The neutral background of the portrait also dates back to the artistôs experience in 

Florence and is a motif generally shared by Raphaelôs Roman oeuvre in the genre.    

The pyramidal composition of the Portrait of a Cardinal 

(Figure 2.23) became the model for subsequent likenesses of 

cardinals, such as Sebastianoôs Cardinal Ferry Carondolet and 

Two Secretaries and Cardinal Antonio del Monte in Dublin.  

Francesco Salviati also applied this format to his Portrait of 

Cardinal Rodolfo Pio da Carpi (c. 1549-1550).  Then, Raphaelôs 

canonical Julius II of 1511-1512 served as the compositional 

prototype for portraits of later Renaissance popes.  In fact, these 

influential portraits by Raphael and Sebastiano rapidly promoted 

Rome as the leading centre for the development of the genre.      
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Figure 2.23, Raphael, 

Portrait of a Cardinal.  

1510-1511.  Prado Museum, 

Madrid. 
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For somewhat more than a decade, the Roman market for portraits was dominated by 

Raphael and Sebastiano del Piombo, whose rivalry resulted in many masterpieces and testifies to 

their mutual debt.  To begin this section, a number of general remarks may be made.  Sebastiano 

del Piomboôs Rothschild Musician and Raphaelôs Portrait of Bindo Altoviti (c. 1512-1515, Figure 

2.24) both explored the turning pose.  Sebastianoôs Carondolet initiated a series of experiments 

with group portraits from which emerged Raphaelôs Leo X with Two Cardinals.  In turn, the 

latterôs Fornarina was perhaps in part a response to the Venetianôs Berlin Girl with a Basket.  

Both Raphael and Sebastiano expressed their 

Roman experiences through greater 

monumentality in their portraits.  The latterôs 

association with Michelangelo also impacted 

his portraits, which became increasingly 

sculptural and abstract in style.   

 Once believed to be a self-portrait of 

Raphael, the Portrait of Bindo Altoviti (Figure 

2.24) shows the protagonist turning from 

behind to greet us over his shoulder.
155

  The turning pose is related to the ritratto di spalla that 

was invented by Leonardo da Vinci and later developed by Giorgione.
156

  Raphael employed the 

pose in his School of Athens in the Stanza della Segnatura, and later utilized it in his independent 

portraits.
157

  Jodi Cranston discusses the turning pose in relation to grazia, a concept of central 
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 Brown and Nimmen, Raphael & the Beautiful Banker, 18.  

Figure 2.24, Raphael, Portrait 

of Bindo Altoviti.  c. 1512-

1515.  National Gallery of 

Art, Washington, D. C.  

Figure 2.25, Francesco 

Salviati, Self-Portrait, 

detail of the Triumph of 

Camillus.  Palazzo Vecchio, 

Florence. 
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importance to Raphaelôs pictorial output.
158

  The author also connects Bindoôs sensuous portrait 

to the representations of ideal beauties, rather than to the tradition of the authoritative male 

portraiture.
159

  The ritratto di spalla became an increasingly popular type in Central Italy during 

the second decade of the Cinquecento, as exemplified by Sebastianoôs Musician (c. 1515-1518) in 

the Rothschild Collection, and the so-called Portrait of a Sculptor (c. 1517-1520, Figure 2.9) by 

Andrea del Sarto.
160

  Salviati must have known portraits of this type as he depicted the sitter in a 

similar pose in one of his earliest surviving likenesses, the Portrait of a Man holding a Figurine 

(c. 1538, Figure 2.12).  Salviati enhanced the sense of intimacy between the sitter and the viewer 

through the application of the turning pose in combination with the outward glance.  A few years 

later, perhaps as a deliberate homage to Raphaelôs autorittrato in the School of Athens, Cecchino 

inserted a self-portrait (Figure 2.25, c. 1543-1545) seen from the shoulder as a signature to his 

famous fresco cycle in the Palazzo Vecchio.               

In the first half of the second decade, Raphael explored 

the concept of the contemplative writer in his Portrait of Fedra 

Inghirami (Figure 2.26).  The prefect to the Vatican library is 

shown at his writing desk looking upward momentarily as if 

searching for words to express his thoughts.  Raphael secularized 

the motif of divinely inspired gospel writers, as exemplified in 

Botticelliôs Saint Augustine in the church of Ognissanti in 

Florence, which the artist must have seen during his sojourn in 

the city.
 161

  The Inghirami portrait is often compared to 
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Figure 2.26, Raphael, Fedra 

Inghirami.  Palazzo Pitti, 

Florence.   

http://www.raphaelsanzio.org/Portrait-of-Fedra-Inghirami-large.ht
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Sebastiano del Piomboôs Portrait of Cardinal Ferry Carondelet with two Secretaries (Figure 

2.27).  Both artists used a writing desk to separate the viewer from the pictorial space of the 

sitters, who are either interrupted from or merely contemplating the task of writing.
162

  Raphael, 

however, isolated his protagonist from the company of 

others.   

Painted shortly after Sebastianoôs arrival in 

Rome, the Portrait of Cardinal Ferry Carondelet and 

Two Secretaries (Figure 2.27) demonstrates the artistôs 

innovative approach to portraiture.  The early date of 

the painting (c. 1511-1512) is reflected in the 

Giorgionesque landscape in the background.  Cardinal 

Ferry Carondelet, the main figure of the triple-portrait, 

had served as the procurator for Margaret of Austria at 

the court of Julius II in Bologna from the fall of 1510, 

and went to Rome at the end of June 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 suggested by the sitter himself to 

emphasize his northern connections through references to the Flemish tradition.
163

  The idea of 

group portrait is later explored in Sebastianoôs ambitious Cardinal Sauli and Three Companions 

(Figure 2.28) as well as Raphaelôs famous Leo X with two Cardinals.       
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Figure 2.27, Sebastiano del Piombo, Portrait 

of Cardinal Ferry Carondelet and Two 

Secretaries.  c. 1511-1512.  Museo Thyssen-

Bornemisza, Madrid.  
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The Cardinal Bandinello Sauli and 

Three Companions (Figure 2.28), signed and 

dated 1516 in the lower right corner, is the 

largest and most ambitious portraits Sebastiano 

ever produced.  The scale of the work is 

unprecedented in Roman portraiture.
164

  

Cardinal Sauli is shown seated next to a table 

with a book opened to a geographic illustration 

and a hand bell inscribed with his name.  There are three other figures in the picture - the 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 with sixteenth-century engravings, the man pointing 

upward with his finger has been identified as Paolo Giovio, and his companion, Giovanni Maria 

Cattaneo.
165

  The multi-figure portrait was a major development in Rome in the early sixteenth 

century.  Francesco Salviati must have known this type of portrait, but he seems never to have 

used the format.        
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Figure 2.28, Sebastiano del Piombo, Cardinal 

Bandinello Sauli and Three Companions.  1516.  

National Gallery of Art, Washington, D.C.    

http://www.pbase.com/michlob/national_gallery_
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In the Portrait of Baldassare Castiglione (c. 1515-1516, Louvre, Paris), Raphael not only 

used the pyramidal composition, but also explored the notion of the ñcommunicative portraitò.
166

  

Turning to face the viewer almost frontally, Castiglioneôs direct gaze encourages conversation.  

The immediacy of the sitterôs presence is highlighted by the partially visible hands. The intimacy 

between the portrayed and the intended viewer is reflected in a poem written by Castiglione 

himself in the voice of his wife, who speaks to it as if 

to her husband and imagines its response.
167

  In 

contrast to the artistôs other contemporary portraits 

executed on panel, the Louvre painting was executed 

on canvas mounted on wood.
 168

  The application of 

paint is more liberal than that on Juliusôs portrait; in 

some areas, the canvas support is visible.  Raphael 

paid special attention to the rendition of the sitterôs clothes and imitated with his brush the 

textures of fur and velvet.
169

   

The involvement of the viewer becomes essential in the Double Portrait of Andrea 

Navagero and Agostino Beazzano (Figure 2.29).  Executed shortly before Navagero left Rome for 

Venice in 1516, the picture was probably commissioned as a keepsake for their mutual friend 
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Figure 2.29, Raphael, Andrea Navagero and 

Agostino Beazzano.  c. 1516.  Galleria Doria 

Pamphilj. 
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Pietro Bembo, in whose house in Padua it was displayed around 1530.
170

  The structured intimacy 

between the viewer and the sitters is demonstrated in the outward glances of the two friends, and 

the portrait is only made complete by the presence of a spectator.
171

  Raphaelôs double portrait 

format as a friendship portrait was unique at the time in Rome, and predates Pontormoôs Portrait 

of Two Friends by several years (c. 1523-1524, Cini Collection, Venice).  The sitters in the 

Pontormo portrait were the artistôs close friends, both shown looking out at the viewer.  The 

theme of friendship is made explicit by the inscription on the paper held out by the man on the 

left, displaying a passage from Ciceroôs De Amicitia.
172

  Raphael returned to the format for 

another friendship portrait towards the end of his career, the so-called Raphael and his Fencing 

Master (c. 1519-1520, 

Louvre, Paris).     

Sebastianoôs 

portraiture in the second 

half of the 1510s is 

characterized by an 

increasingly larger scale 

and conceptual grandeur, 

betraying the influence 

of Michelangelo.  His 

Young Man (c, 1514-
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Figure 2.30, Sebastiano del Piombo, 

Portrait of a Humanist.  1520.  National 

Gallery of Art, Washington, D.C.  

Figure 2.31, Francesco Salviati, Portrait 

of a Man.  1539-1540.  National 

Museum of Western Art, Tokyo. 
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1515) in Budapest exceeds Raphaelôs Julius II in size, and is his first attempt to extend the sitterôs 

body beyond the traditional half-length format.
173

  The portrait is also unprecedented in its 

abstract rendering of the body of the sitter.
174

  The same tendency to simplify is again apparent in 

his Cardinal Antonio del Monte in Dublin, where even the landscape shown through the window 

is flattened into abstract patterns.
175

  The artist concluded the second decade with the Portrait of a 

Humanist (Figure 2.30) in Washington, tentatively identified as Marcantonio Flaminio, who was 

in Rome in 1519.
176

  In an innovative formate, he is shown standing three-quarter length next to a 

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

the scholar, dominating the pictorial space, conveys a monumentality that Sebastiano further 

experimented with in the mid-1520s.   Francesco Salviati must have seen either the Washington 

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

Portrait of a Man (Figure 2.31) during his Venetian sojourn (1539-

1541).   

Michael Hirst singles out the period between late 1524 and 

the Sack of Rome in 1527 as the most creative in Sebastianoôs 

career as a portraitist.
177

  Four surviving portraits from that period 

constitute the artistôs highest achievements in the genre: the Pietro 

Aretino in Arezzo, the Antonfrancesco degli Albizzi in Houston, the 

Andrea Doria (Figure 2.32) in Rome and the Clement VII in 
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Figure 2.32, Sebastiano del 

Piombo, Andrea Doria.  c. 1526. 

Galleria Doria Pamphilj.  
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Naples.
178

  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 pointing finger of Andrea Doria and 

the out-flung hand of Albizzi.  The massive forms of the portrayed appear almost tangible.  

Sebastianoôs subjects gaze directly at the viewer and actively communicate with him/her.
179

  The 

portrait of Pietro Aretino, now in a poor state of preservation, is generally accepted as the original 

by Sebastiano that was praised by Vasari in a letter to Alessandro deô Medici.
180

  The artistôs 

enthusiasm for Roman antiquity is demonstrated in the bas-relief included in the foreground of 

the portrait of Andrea Doria.  The exact meanings of the maritime symbols remain to be decoded, 

but they are very likely emblems of the subjectôs various virtues and his profession as naval 

commander.
181

         

A favorite of Pope Clement VII, Sebastiano succeeded Raphael as the papal portraitist.  

Painted last in the sequence, the portrait in Naples of the beardless Clement VII probably 

remained undelivered in Sebastianoôs studio due to the Sack.  Following Raphaelôs Julius II, 

Clement is represented in a three-quarter-length seated pose, but Sebastiano reduced the 

description of textures to the minimum.  The pope does not wear any rings, and his garments are 

almost abstract.  The contrapposto of Clementôs head and body also reflects the knowledge of 

Michelangeloôs Giuliano deô Medici in the Medici Chapel.  The borrowing alludes to the pontiffôs 

Florentine origins as well as his Medici lineage.  Although universally praised by contemporaries, 

these paintings by Sebastiano at the height of his career as a portraitist were not widely imitated 

by sixteenth-century artists. 
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  Datable to the period immediately after the Sack, 

the Portrait of Baccio Valori (Figure 2.33) is one of 

Sebastianoôs earliest portraits painted on slate, a support he 

started to use after his appointment as the Piombatore and 

which may have been his response to the paragone debate 

between sculpture and painting.
182

   Using a more durable 

support, Sebastiano may have thus attempted to rival 

sculpture with his painted portraits.
183

  The practice of using 

stone as the support of portraits was soon adopted by other Central-Italian artists including 

Francesco Salviati.     

In 1524, another prolific and influential portraitist, 

Francesco Mazzola (1503-1540), called Parmigianino, arrived 

in Rome, advertising his skills through the presentation of the 

Self-portrait in a Convex Mirror (Figure 2.34) to Clement 

VII.
184

  During his short life, this native of Parma produced 

numerous painted likenesses as well as portrait drawings.  

The influence of Parmigianino on the development of 
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Figure 2.33, Sebastiano del Piombo, 

Portrait of Baccio Valori.  c. 1531. 

Palazzo Pitti, Florence. 

Figure 2.34, Parmigianino, Self-Portrait 

in a Convex Mirror.  Kunsthistorisches 

Museum, Vienna. 
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Salviatiôs mature style has 

long been recognized by art 

historians.
185

   

Five portraits by 

Parmigianino are datable to 

his Roman sojourn between 

1524 and 1527: the Portrait 

of Lorenzo Cibo (Statens 

Museum for Kunst, 

Copenhagen), the Portrait of a Man with a Petrarchino (Private Collection), the Portrait of a 

Bearded Man with a Petrarchino (Private Collection), the Portrait of a Man (Figure 2.35, 

Galleria Borghese, Rome) and Portrait of Niccolò Vespucci (Niedersächsisches Landes gallerie, 

Hannover).
186

  It is possible that Francesco Salviati had seen at least some of these works during 

his lengthy stay in Rome (1531-1539).  Catherine Goguel has compared Salviatiôs Portrait of a 

Sculptor (Figure 2.36) to Parmiginaninoôs picture in the Borghese collection (Figure 2.35), and 

the formerôs Portrait of Pier Luigi Farnese (Palazzo Reale, Naples) to the latterôs Portrait of 
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Lorenzo Cibo is mentioned in Vasariôs Life of Parmigianino; see Vasari-Milanesi, 5: 224. 

Figure 2.36, Francesco Salviati, 

Portrait of a Sculptor.  c. 1558-

1563.  Oil on stone.  Musée Fabre, 

Montpellier.  

 

Figure 2.35, Parmigianino, Portrait of a 

Man.  Borghese Gallery, Rome. 

http://upload.wikimedia.org/wikipedia/commons/9/9b/Parmigianino_-_Portrait_of_a_Man_-_WGA17040.jpg
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Niccolò Vespucci in Hannover.
187

  Certainly, the sombre palette and the neutral greyish 

background of the Borghese picture are comparable to Salviatiôs portraiture after his second 

Florentine sojourn (1543-1548).      
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Chapter 3 

Francesco Salviati in and out of Rome (1531-1543) 

3.1 Salviati in Post-Sack Rome 

 

Although Florentine in origin, Francesco deô Rossi is often considered Roman in his 

cultural orientation.  Having trained in the workshops of various Florentine masters, including 

Baccio Bandinelli and Andrea dal Sarto, Francesco emerged as a promising young artist at the 

beginning of the 1530s.  However, there are no 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 the Annunciation in San Francesco a Ripa and the Visitation in the 

Oratory of San Giovanni Decollato, have to serve as references for his early style.  This chapter 

aims to examine Francescoôs activities as a portraitist between 1531, when he first arrived in 

Rome, and 1543, when he concluded his second stay in the city.  In the interval between the 

artistôs two sojourns in Rome, he returned briefly to Florence in 1539, and then travelled to 

Venice through Bologna.  On his way back to Rome, he also visited Verona and Mantua, two 

major cities in north Italy. 

The first part of this chapter places Cecchinoôs early career in the context of post-Sack 

Rome and the community of the fuorusciti, to which the artistôs illustrious patron, Cardinal 

Salviati belonged.  Francescoôs early portrait drawings will also be examined in relation to the 

homo-erotic culture popular among the Florentine elite in Rome.  The artistôs Portrait of a Man 

holding a Figurine (Figure 2.12) will be discussed as a response to the paragone debate and 

compared to contemporary portraits with sculptural contents.  The second section focuses on 

Salviatiôs north Italian journey, highlighting the influence of Parmigianinoôs work on the 
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Florentine in Bologna.  I will also propose Anton Francesco Doni as a possible candidate for the 

subject of the only surviving independent portrait from Cecchinoôs Venetian sojourn.  Lastly, the 

five portraits evidently executed by Salviati in Rome after he returned from Venice will be 

studied in detail to shed light on the extent to which the artistôs Venetian experience had 

influenced his output in the genre.          

Early in the sixteenth century, Rome had become the artistic center of the Renaissance 

under the cultural policies of Julius II (1443-1513).  He summoned the best architects, painters 

and sculptors in Italy, such as Bramante, Raphael and Michelangelo, to the Eternal City.  And 

during his reign, he commissioned a number of extremely ambitious projects, most prominent of 

which were his sculptural tomb and the Sistine Chapel by Michelangelo and Raphaelôs Stanze.  In 

order to revive the architectural splendours of ancient Rome and reshape the city according to his 

political and economic agendas, Julius II also funded a grand program of renovating the Vatican, 

including the construction of the Cortile del Belvedere and the rebuilding of the St. Peterôs 

Basilica, both under Donato Bramanteôs supervision.  Furthermore, Julius created two straight 

streets, the Via Giulia, on which he planned to erect the Hall of Justice, and the Via della 

Lungara.  During Juliusôs ten-year pontificate, the artistic center in Italy had effectively shifted 

from Florence to Rome, and Julius himself is normally credited with initiating the Italian High 

Renaissance. 
188

 

Julius IIôs preference for the style allôantica was not merely aesthetic; it declared his wish 

to compare the grandeur and authority of Julian Rome with that of the ancient Empire.
189

  As a 

patron, Julius himself actively directed the efforts of creativity in Rome, and his imperial 

                                                      

188
 See Frederick Hartt, ñLignum Vitae in Medio Paradisi: the Stanza dôEliodoro and the Sistine Ceiling,ò 

Art Bulletin 32 (1950): 115.  By juxtaposing the pitiable artistic state of pre-Julian Rome to the sudden 

flourishing of the High Renaissance in the city during 1503-1513, Hartt emphasizes the significance of 

Juliusôs patronage in the development of the Roman Renaissance.  
189

Sydney Freedberg, Painting in Italy 1500-1600 (New York: Penguin Books, 1971), 16. 



59 

 

ambitions inspired innovative works marked by novelty of imagery, program and scale.
190

  

Praised for his ability to recognize artistic talents, Julius chose those who were capable of 

creating a new monumentality through assimilation of the antique style.
191

  Juliusôs 

encouragement of the classical style is generally considered the preparation for the climax of the 

High Renaissance under Leo X.
192

 

Giovanni deô Medici (1475-1521) was elected pope in March 1513 and chose the name 

Leo X.  He was the first Florentine pope.  Leo X continued the decoration of the Vatican Stanze 

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 his workshop).  Many of the masterôs 

collaborators were not merely assistants but talented artists who were soon encouraged to develop 

their own styles within the framework of group projects.  After the death of Raphael in 1520, a 

number of artists from the masterôs workshop went on to pursue independent careers, including 

Giulio Romano, Giovanni Francesco Penni, Perino del Vaga and Polidoro da Caravaggio.   

After the brief pontificate of Adrian VI, Cardinal Giulio deô Medici (1478-1534) was 

elected pope and took the name of Clement VII.  The new pontiff immediately resumed the works 

commissioned by his cousin Leo.
193

  Clementôs election was in fact greeted with much joy and 

enthusiasm by artists and literati who anticipated a new Medicean Golden Age similar to that 

under Leo X.
194

  Clement was reputed to have been a discerning and generous patron during the 
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time of his cardinalate.  He had previously commissioned work from the first-rate artists of the 

time, including Baccio Bandinelli, Michelangelo, Sebastiano del Piombo, Raphael, Giulio 

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, such as Pietro 

Aretino, Pietro Bembo, Francesco Berni, Desiderius Erasmus, Agnolo Firenzuola, Paolo Giovio, 

Francesco Guicciardini, Niccolò Machiavelli, Jacopo Sannazaro, and Marco Girolamo Vida.
195

  

Many young artists, such as Rosso, Parmigianino and Raffaello da Montelupo, flocked to Rome 

seeking patronage from the new pope.
196

  Limited, however, by the empty coffers left by Leo and 

then severely hampered by the disaster in 1527, Clement disappointed the great expectations of 

the artists and men of learning.
197

  Instead, Clement devoted his resources and energy to 

Michelangeloôs projects at San Lorenzo in Florence, and that city not Rome, became the 

beneficiary of papal patronage.
198

 

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

Perino del Vaga and Rosso, made a living by submitting designs to printmakers.
199

  Thus, prints 

based on original designs emerged as a new genre, and proliferated in the period between 1524 
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and 1527.  Rossoôs Labors of Hercules, the scandalous I modi series designed by Giulio Romano, 

and the more elegant Loves of the Gods by 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 art.
200

 

Art in pre-Sack Clementine Rome was characterized by experimentation and 

polarization.
201

  Painting in Rome during the pre-Sack years can be categorized into three groups: 

the façade decorations allôantica by Polidoro; the art for a sophisticated clientele produced by 

Perino del Vaga, Parmigianino, Rosso and Giulio Romano; and the austere religious paintings for 

more conservative clients by Sebastiano del Piombo.
202

  The community composed of these 

young artists from various backgrounds, including Rosso, Parmigianino, Perino and Polidoro, 

greatly enlivened Clementine Rome.  Although Clement did not give them any major 

commissions, he encouraged the forming of this group in order to stimulate exchange and 

competition,
203

 and it is usually believed that the charm and sensuality common to their 

contemporary works reflect the taste of the reigning pope.
204

 

Clementôs inability to deal with the spread of Lutheranism and his failure to balance the 

power between France and Charles V resulted in the Sack of Rome on 7 May 1527.  After the 

imperial troopsô entrance into the Eternal City, the pope escaped to the Castel SantôAngelo with 

the non-imperialist cardinals, the ambassadors, the members of the Curia, as well as a throng of 
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men, women and children.
205

  The city was pillaged, the Vatican vandalized and Church 

documents burned.
206

  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 disaster inform us of the bleak details.
207

  

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 the Castel SantôAngelo; the former also sewed the jewels of the papal tiaras into the 

linings of Clementôs clothes so that he could keep them safe.
208

  A number of artists suffered 

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

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

miraculously undisturbed.
209

  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 Bologna, where 

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

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

became a haven to a number of important artists and literati, such as Jacopo Sansovino, Aretino, 
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and, for a short time, Sebastiano Serlio and Rosso Fiorentino.
210

  The Sack contributed indirectly 

to the spreading of Roman style to other artistic centers in northern Italy and even to France.
211

 

In 1531, the Florentine Cardinal Giovanni Salviati (1490-1553) was seeking a young 

artist to serve as his household painter in Rome.  Francesco deô Rossi was brought to his attention 

as the most promising young painter in Florence by Benvenuto della Volpaia (1486-1532), a 

clock maker in the service of the Medici.
212

  Thus, the cardinal sent for Francesco and lodged him 

in his palace in the Borgo Vecchio.  The young artist was also promised facilities and assistance 

to enable him to study art, and was treated as an equal to the other courtiers in the cardinalôs 

household, including being given a place at his table.
213

  Francesco must have arrived in Rome in 

the second half of 1531; he is recorded as having received payment from his patron for a 

Madonna and Child on 21 August of the same year.
214

   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 recuperating from its 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 Peruzzi, also returned to the city, but due to limited 

financial resources, the pontiff commissioned few works during the post-Sack years.  Francesco, 

however, soon had the opportunity to re-unite with his former master Baccio Bandinelli, who was 

summoned to make seven colossal bronze figures personifying the seven deadly sins, to be set 
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around the Archangel Michael on the Castel SantôAngelo as an ex-voto in thanks for the popeôs 

deliverance.  Following his good friendôs footsteps, Giorgio Vasari also arrived in Rome, hoping 

to enter the service of Cardinal Salviatiôs political ally, Ippolito deô Medici.  Martin van 

Heemskerck (1498-1574) also arrived in Rome from Flanders around this time.
215

 

Francescoôs powerful patron, Cardinal Giovanni Salviati, was the grandson of Lorenzo 

the Magnificent, the nephew of Pope Leo X, the cousin of the reigning pope Clement VII, and the 

uncle of the future Duke Cosimo I.
216

  Eldest son of Jacopo Salviati, one of the greatest bankers 

of his time, Giovanni chose an ecclesiastic career and was created 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 Machiavelliôs Arte della Guerra.
217

  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 IIôs tomb.  To express his gratitude, Michelangelo 

promised a painting as a gift in a letter dated 1 July 1531.  Datable to the same period, the 

Portrait of Cardinal Salviati in Sarasota may have been executed by Sebastiano del Piombo 

based on Michelangeloôs design.
218

  In fact, the portrait was probably 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.
219

  Supported by the French party, he aspired to the papal throne after the death of Paul III.  

                                                      

215
Chastel, Sack of Rome, 199-200. 

216
R. D. Jones, Contemporaries of Erasmus: a Biographical Register of the Renaissance and Reformation, 

eds. P. Bietenholz and T. Deutscher, 3 vols (Toronto: University of Toronto Press, 1985-87), 3: 190. 
217

Ibid. 
218

 Hirst, Sebastiano del Piombo, 113-114.  The figure in the background of the Sarasota portrait may be 

Benvenuto della Volpaia, the Florentine clockmaker who recommended Cecchino to the cardinal.   
219

 Jones, Contemporaries of Erasmus, 3: 190; see also Philippe Costamagna, ñLe m®c®nat et la politique 

culturelle du Cardinal Giovanni Salviati,ò in Francesco Salviati et La Bella Maniera, ed. C. M. Goguel, P. 

Costamagna and M.  Hochmann (Rome: École Française de Rome, 2001), 219. 



65 

 

According to Varchi, his obsession with the pontificate motivated all his actions.  In hiring 

Francesco deô Rossi upon his return to Rome, Giovanni Salviati probably intended to use his 

painter as an instrument of his political ambitions.
220

 

Along with Filippo Strozzi (1489-1538), the head of another wealthy Florentine banker 

family, Giovanni Salviati was counted as one of the fuorusciti, and as such he remained 

principally pro-French and anti-Medici.  After the fall of the last Florentine Republic in 1530, 

Giovanni Salviati allied with Niccol¸ Ridolfi, Giovanni Gaddi and Ippolito deô Medici against the 

rule of Duke Alessandro deô Medici.  It was in the circle of his patronôs political allies that 

Francesco found his major clientele.  According to Vasari, Cecchino painted a portrait of Bindo 

Altoviti  (1491-1556), the banker of Cardinal Salviati, in 1534.
221

  Unfortunately, this early 

portrait is now lost.  On the fa­ade of bankerôs palazzo in Rome, the young artist also frescoed the 

Farnese arms supported by large nudes to celebrate Paul IIIôs accession to the papal throne in the 

same year.
222

  Most likely through Giovanni Gaddi (?-1542), a friend of his patron, Francesco 

was introduced to the cultural elite of the Florentine community in Rome, such as Benedetto 

Varchi.
223

  Giovanni Gaddi, a clerk of the Camera Apostolica, was a friend to a number of 

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

him in his autobiography), and Raffaello da Montelupo.  Gaddi probably also contributed to 
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Cecchinoôs introduction to Pier Luigi Farnese (1503-1547), Paul IIIôs natural son.   Francesco 

entered the service of the Farnese court around the time of his participation in the festive 

decoration for Charles Vôs triumphal entry to Rome in 1536, a project supervised by Giovanni 

Gaddi.
224

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

supporter of the fuorusciti.  As a prot®g® of the Salviati family, Francescoôs service at the Farnese 

court tightened the bonds between the two allies.
225

   

Painting portraits for the members of the Salviati 

family was among the first services Francesco rendered to the 

cardinal.  Shortly after his arrival, he painted the likenesses of 

Cardinal Salviatiôs niece, Luisa Pallavicini (the daughter of 

Pallavicino Pallavicini and Elena Salviati) and her husband, 

Cagnino Gonzaga.  Instead of independent portraits, the 

likenesses were probably inserted into a larger composition 

featuring a Madonna.
226

  The work was likely commissioned 

on the occasion of the coupleôs marriage in July 1532.  The 

painting is now lost, although Vasari mentions it in Cecchinoôs biography.  Inventories of the 

Salviati collections also indicate that Francesco painted portraits for Cardinals Giovanni and 
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Figure 3.1, Pierfrancesco Foschi, 

Portrait of Cardinal Giovanni 

Salviati.  Pushkin Museum, Moscow. 
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Bernardo Salviati, but neither can be traced.
227

  The features of Cardinal Giovanni himself are 

preserved in a portrait by Pierfrancesco Foschi in the Pushkin Museum, Moscow (Figure 3.1), 

and in the better-known double portrait by Sebastiano del Piombo at Sarasota, Florida.
228

  

3.2 Early Portrait Drawings  

 

Although few independent portrait paintings from Cecchinoôs first Roman period have 

survived, a group of red-chalk portrait drawings gives us a sense of the artistôs portraiture in the 

early-to-mid 1530s.  This group consists of three highly finished portraits of youths: the Young 

Man wearing a Cap in the Louvre (Inv. 2760, c. 1531-1532, Figure 3.2), the Chatsworth sheet  

(Inv. 13, c. 1532-1533, Figure 3.3), and the Portrait Study of a Boy Wearing a Cap in the 

Goldman Collection in Chicago (c. 1535-1538, Figure 3.4).  Unfortunately, Vasariôs account of 
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Figure 3.2, Francesco Salviati, Young 

Man wearing a Cap.  c. 1531-1532.  Red 

chalk, 263 x 212 mm.  Départment des 

Arts graphiques, Inv. 2760, musée du 

Louvre, Paris.  

Figure 3.4, Francesco Salviati, 

Portrait Study of a Boy Wearing a 

Cap.  Red chalk on cream laid 

paper, 168 x 124 mm.  Collection 

of Mr. and Mrs. Goldman, 

Chicago. 

 

Figure 3.3, Francesco Salviati, 

Portrait of a Youth wearing a 

Hat.  c. 1532-1533.  Red chalk, 

168 x 122 mm.  Collection of the 

Duke of Devonshire, Inv. 13, 

Chatsworth. 
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Salviatiôs first Roman sojourn offers little help in identifying the subjects of these drawings.  

Executed in the early-to-mid 1530s, these drawings reflect Cecchinoôs knowledge of 

Michelangeloôs highly finished presentation drawings, especially the Portrait of Andrea 

Quaratesi (Figure 3.5), datable to around 1530.
229

  The period in which Salviati explored the 

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

Michelangelo produced highly finished portrait drawings of the young men to whom he was 

attracted, including Andrea Quaratesi, Tommaso Cavalieri and Cecchino Bacci.
230

  

 Although highly finished like Michelangeloôs Portrait 

of Quaratesi (Figure 3.5), Francescoôs drawn likenesses of 

young men seem to have been primarily meant as preparatory 

studies for painted portraits.  The Young Man wearing a Cap in 

the Louvre (Figure 3.2) has been associated with the Portrait of 

a Lute Player in the Musée Jacquemart-André, Paris (Figure 

3.6).
231

  Philippe Costamagna and Catherine Goguel have 
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For the date of Michelangeloôs Quaratesi drawing see Cecil Gould, ñA New Portrait Attribution to 

Michelangelo,ò Master Drawings 27 (Winter 1989), 306; Francesco Salviati o la Bella Maniera, 216-217, 

cat.no. 78.  How Salviati gained access to Michelangeloôs drawing at such an early date is unknown.        
230

 Gould notices that all three of Michelangeloôs handsome young friends came to his attention during the 

1530s, see ñNew Portrait Attribution,ò 308. 
231
Philippe Costamagna, ñFrancesco Salviati, peintre et dessinateur de portraits: une nouvelle attribution 

pour le Luthiste du Musee Jacquemart-Andr®,ò Revue du Louvre et des Musées de France  41 (1991):  34.  

See also Goguel in the Rome-Paris exhibition catalogue, 1998, pp. 216-217, cat. no. 78.  Costamagna also 

associates the Jacquemart-André painting with a black-chalk drawing at Chatsworth (Inv. 896), see Rome-

Paris exhibition catalogue, 1998, p. 222, no. 81.  Although exhibited as by Salviati at the 1998 show in 

Rome and Paris, the Chatsworth sheet does not appear to me to be an autograph by the artist, see cat. no. 

37.  The Woman with a Statue of Eros (Figure 36, under cat. no. 33) tentatively attributed to Salviati in the 

Collection of the Earl of Wemyss and March KT, Scotland, may have been a pendant to the painting in the 

Musee Jacquemart-André.  The female portrait is slightly larger (105 x 80 cm) than its male counterpart, 

and shows a young woman probably in her late teens seated by a desk covered by an oriental rug.  The 

sitter appears to be just interrupted 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.                 

Figure 3.5, Michelangelo, Portrait of 

Andrea Quaratesi.  British Museum, 

London. 
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tentatively identified the sitter of the Jacquemart-André portrait with Cardinal Salviatiôs French 

musician, Jacquet du Pont.
232

  Costamagna dates the painting to 1531-1532, shortly after Salviati 

entered the service of the cardinal.  Although the drawing in the Louvre (Figure 3.2) is 

universally accepted as an autograph by Salviati, the authorship of the Portrait of a Lute Player in 

the Musée Jacquemart-André (Figure 3.6) remains a matter of scholarly debate.
233

  The painting 

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

Mirabello Cavalori and Lorenzo Zacchia.
234

  Futhermore, the portraitôs setting is uncharacteristic 

of Salviatiôs works in the genre from this early period, being more complex than that of the 

Portrait of a Man holding a Figurine (c. 1538, Figure 2.12), which shows the sitter against a 

green neutral background.      

                                                      

232
 Costamagna, ñnouvelle attribution pour le Luthiste,ò 34; Goguel, Rome-Paris exhibition catalogue, cat. 

no. 78, pp. 216-217. 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 service.  The musician returned 

to Italy with his patron in the autumn of 1529 and remained a member of his household until his death.  See 

Pierre Hurtubise, Une Famille-Témoin Les Salviati (Vatican City: Biblioteca Apostolica Vaticana, 1985), 

305; Costamagna, ñLe m®c®nat et la politique culturelle,ò 221.   
233

Costamagna, ñnouvelle attribution,ò 28-34; idem, ñDe l'id®al de beaut® aux probl¯mes d'attribution : 

vingt ans de recherché sur le portrait florentin au XVIe si¯cle,ò Studiolo1 (2002): 201.  The portrait had 

been tentatively attributed to Salviati by Alazard, Florentine Portrait, 171.  Morari lists the painting among 

the doubtful and erroneous attributions to Salviati, see Francesco Salviati, 1992, cat. no. 198, pp. 162-63.  

It was given to Jacopino del Conte by Luciano Bellosi, ñIntorno a un ritratto fiorentino di Jacopino del 

Conte,ò in Kunst des Cinquecento in der Toskana, ed. Monica Cämmerer  (München: Bruckmann, 1992), 

213-218.  The similarities of the compositional format to that of A Man Writing (Firle Place, Sussex) and 

the so-called ñBarbara Fiorentinaò by Puligo have not been noticed.  The device of a table parallel to the 

picture plane defining the liminal space can be seen in all three portraits.  Even the patterns of the table 

clothes in the two male portraits look remarkably alike.  These formal similarities suggest that the artist of 

the Portrait of a Lute Player (Figure 3.6) may have been familiar with Puligoôs works. 
234

Costamagna, ñnouvelle attribution,ò 29.  Alazard observed that the portrait has been repainted in certain 

areas, i.e. the costume and the left hand, see Florentine Portrait, 171.   
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Also datable to the first years of Salviatiôs Roman 

sojourn, Portrait of a Youth wearing a Hat at Chatsworth 

(Figure 3.3) was probably executed shortly after the Louvre 

sheet, compared to which it shows more confidence and 

greater psychological power.   As Costamagna pointed out, 

this youthful work of Salviati demonstrates the influence of 

Baccio Bandinelli and Rosso Fiorentino, showing 

extraordinary spontaneity and naturalism.
235

  The identity of 

the youth remains unknown.  The drawing is presumably a 

study for a painted portrait, which cannot be traced now.  

Besides the two drawings from the beginning of 

Salviatiôs Roman stay, the artist executed yet another portrait drawing of a youth - the red-chalk 

study in the Goldman Collection (Figure 3.4), which has been matched with an unpublished 

portrait of a boy discovered by Philippe Costamagna around 2006.
236

  The curtain is omitted in 

the painted portrait, which shows the youth at half-length in front of a neutral green background, 

holding a folded letter in his right hand.  The painting is stylistically close to Francescoôs Portrait 

of a Man with a Female Figurine (Figure 2.12); because of their remarkable similarities in 

composition and format, these two portraits must have been painted around the same time (c. 

1535-1538).
237

   

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 is the Goldman drawing, 
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 Costamagna in Rome and Paris exhibition, cat. no. 82, p. 223. 

236
See Nicholas Turner, Drawn to Italian Drawings: the Goldman Collection (New Haven: Art Institute of 

Chicago, 2009), 303, cat. no. 22.  The current owner does not wish the painting to be reproduced, and thus 

an illustration is unavailable.   
237

Ibid. 

Figure 3.6, Unkown artist after a 

drawing by Francesco Salviati (?), 

Portrait of a Lute Player.  Oil on panel, 

96 x 77 cm.  Musée Jacquemart-André, 

Paris. 
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which shows detailed rendering of the costume and the background.)  These portrait drawings, 

more than the finished paintings, succeed in capturing the psychological state of the subjects.  In 

the drawings, the artist shows his subjects with side-long 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 desire.  Sodomy was 

commonly practiced in sixteenth-century Italy, but the notoriety of Florence far exceeded other 

cities in the peninsula.
238

  The homo-erotic tastes of Florentine males were so infamous that in 

Germany, to sodomize was dubbed óflorenzenô, and a sodomite 

was named óFlorenzerô.
239

  Even prominent Ecclesiastic officials, 

such as Cecchinoôs protector, Cardinal Salviati, were suspected of 

sodomy.
240

  Participants of homosexual relationships were mostly 

adolescents and youths below marriageable age, which was about 

thirty years old in early modern Florence.  The passive role 

usually taken by adolescents in same-sex erotic relations 

feminized them. 

The sexually arousing stage of youth was not simply a 

matter of feminization; equally stimulating was the ambiguity of 

                                                      

238
 For the prominence of homosexuality in Renaissance Florence, see Michael Rocke, Forbidden 

Friendships: Homosexuality and Male Culture in Renaissance Florence (New York: Oxford University 

Press, 1996).   
239

Ibid., 3. 
240

 In a letter from Cardinal Salviatiôs father, Jacopo, sodomy was mentioned as a moral concern among the 

courtiers of the cardinal, who was warned against taking part in their homosexual activities.  See Hurtbuise, 

Une Famille-Témoin, 319-20; Goguel, ñquelques points à revoir,ò p. 24, note 175.  

Figure 3.7, Francesco Salviati, 

Portrait of a Youth.  Black chalk, 

270 x 216 mm.  Victoria and Albert 

Museum, Inv. no. Dyce 186. 
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adolescence, a less powerful stage before categorical adulthood.
241

  This ambiguity is alluded to 

in the Portrait of a Youth at the Victoria and Albert Museum (Figure 3.7), a later work by Salviati 

datable to 1541-43. As if added as a humorous after-thought, the strokes describing the sparse 

beard on the upper lip of the subject highlight his youth and smooth face, which was considered 

an attractive sign of puberty in the Cinquecento.  The same feature also appears in a black-chalk 

portrait of a young man by Bronzino at the J. Paul Getty Museum.
242

  Instead of emphasizing the 

manliness of the sitter, the sparseness of the beard foregrounds his immaturity.  Furthermore, the 

presence of this evocation of premature 

manliness also accentuates the sensuous lips 

of the youthful subjects.              

Like such Tuscan artists as Leonardo 

da Vinci, Michelangelo, Benvenuto Cellini 

and Bronzino, Francesco Salviati showed 

homosexual tendencies in his art and life.  

Never married, Salviati produced several 

graphic works that are overtly homoerotic.
243

  

A pen and ink drawing of three male nudes in 

the Ecole Nationale Supéreure des Beaux-Arts 
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Patricia Simons, ñHomosociality and erotics in Italian Renaissance portraiture,ò in Portraiture: Facing 

the subject, ed. Joanna Woodall (Manchester: Manchester University Press, 1997), 41. 
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 The Getty drawing is a preparatory study for the Portrait of a Young Man in the Nelson-Atkins Museum 

of Art, Kansas City, see George R. Goldnerôs entry in The Drawings of Bronzino, eds. C. Bambach et al. 

(New York: Metropolitan Museum of Art, 2010), 204, cat. no. 54.  
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For the eroticism in Francesco Salviatiôs graphic work see Alessandro Nova, ñErotismo e spiritualit¨ 

nella pittura romana del cinquecento,ò  in Francesco Salviati et la Bella Maniera, eds. C. Goguel, P. 

Costamagna and M. Hochmann (Rome: École Française de Rome, 2001), 149-169.    

Figure 3.8, Francesco Salviati, Three Male Nudes.  Pen 

and ink.  Ecole Nationale Supérieure des Beaux-Arts, 

inventory E. B. A. n. 348.  
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(Figure 3.8) shows two youths and an old man in erotic intercourse.
244

  The young man wearing a 

headband in the middle looks rather feminine, and is probably the object of desire.  Salviati also 

furnished designs for prints with homoerotic subjects, such as the Issione e Giunone 

(Bibliothèque Nationale de France, Inventory Eb. 6b, rés. fol. C. 3285).
245

  

The sexual culture of the Florentine community, the issue of sodomy in Cardinal 

Salviatiôs household, as well as Cecchinoôs inclination to homosexuality as shown in his graphic 

work, prompt us to consider the artistôs early portrait drawings of tender young men as possible 

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 erotic overtone of Salviatiôs art is not restricted to homosexuality.  The Portrait of a 

Man with a Female Figurine (figure 2.12) shows a man, perhaps in his early thirties, holding a 

statuette of a female nude.  The identity of the subject remains a mystery; his identity as a 

goldsmith is based solely on the fact that he is holding a female figurine, which is generally 

considered a sample of his craft.
246

  The glance of the sitter betrays an air of familiarity.  Some 

believe that the subject is a man of letters, a member of the Accademia Fiorentina, and the small 

sculpture he carries has emblematic meanings that are lost to the modern viewer.
247

  I am 
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Francesco Salviati o la Bella Maniera, pp. 202-203, cat. no. 71; Emmanuelle Brugerolles, Le dessin à 

Florence au temps de Michel-Ange (Paris: École nationale supérieure des beaux-arts, 2009), pp. 101-104, 

cat. no. 22. 
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personally inclined to believe that the sitter is an artist and the figurine is a sample of his craft.  

Representing his art in a female nude under 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 

artists such as Bandinelli, Bronzino and Cellini were members.
248

  Francesco 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 Fiorentina, in 1540.    

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 in the 1520s, especially the Girl with a 

Petrarchino (Figure 2.9), 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 adopts the turning pose and the sidelong glance of the poetess to 

convey a sense of secrecy; both portraits may indeed have been intended for selected viewers, 

who were members of elect circles.  The witty smile of the man portrayed may allude to some in-

jokes shared among an exclusive society of friends.     

                                                                                                                                                              

Paris (1998), eds. C. M. Goguel, P. Costamagna and M. Hochmann (Rome: École Française de Rome, 

2001), 125.  
248

Ibid., p. 125, note 39.   See also Margaret A. Gallucci, Benvenuto Cellini: Sexuality, Masculinity, and 

Artistic Identity in Renaissance Italy (New York: Palgrave Macmillan, 2003), 30. 
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The form and placement of the female figure in the Portrait of a Man with a Female 

Figurine (Figure 2.12) suggests Salviatiôs interest in the 

paragone debate.  Emphasizing the tactility of the statuette 

by placing it in the grasp of its creator, Salviati foregrounds 

the essential difference between sculpture and painting: the 

former being oriented to touch, the latter to sight.
249

  The 

contorted torso of the female figurine alludes to a famous 

antique prototype, the Laocoön, unearthed in Rome in 

1506.   Salviati referred especially to the form of the 

Trojan priest before his right arm was restored.  When the 

Laocoön was unearthed, the right arm of the central figure 

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

1523 (Figure 3.9).
250

  Plinyôs praise of the sculptural group 

as ña work to be preferred to all that the arts of painting and sculpture have producedò (Natural 

History, XXXVI: 37) made it a symbol of the supremacy of the art of sculpture.  Then, the 

ancient statue became a locus for the paragone debate during the Renaissance.  The Laocoön was 

so widely copied by both sculptors and painters that Titian mocked the phenomenon in his 

caricature of the statue: the Trojan priest and his sons are transformed into monkeys.
251

  

Emulating the Laocoön, Salviati may have desired to participate in the ongoing debate on the 

paragone and to enter into competition with artists who attempted to imitate and surpass the 

Laocoön.  Although intended as a sample of the sitterôs craft, the female statuette is perhaps an 
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 Simon Richter, Laocoonôs Body and the Aesthetics of Pain (Detroit: Wayne State University Press, 
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Figure 3.9, Marco Dente, Laocoön.  

Engraving.  Museum of Fine Arts, Boston. 
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invention of Salviatiôs rather than a real object sculpted by the man portrayed.  Creative 

modifications of antique prototypes were considered as evidence of invention and artistic license, 

both of which were highly esteemed during the Mannerist era.  Transforming the struggling 

Trojan priest to an arousing female nude in ecstasy, Salviati complements the skills of the 

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.   



77 

 

The erotic relationship between the sculptor and his work, hinted at in this portrait, also 

recalls the myth of Pygmalion and his ivory maiden.  Torn between pain and ecstatic pleasure, the 

female nude embodies a kind of Lacanian jouissance.
252

  According to the anecdote mentioned in 

Book Ten of Ovidôs Metamorphoses (238-297), 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 art that the sculptor himself fell in love 

with the work of his own hands.  On the feast of Venus, Pygmalion prayed that the goddess 

would give him a virgin like his ivory maiden.  His secret wish was granted, and when he 

returned home the statue became flesh upon his touch.  The story 

of Pygmalion was often referred to in the discourses on paragone 

during the Renaissance.  Using the myth as an example, 

Benedetto Varchi, in his famous Due Lezzioni (Torrentino, 

1549), argued that the art of sculpture was able to deceive the 

viewer more completely and possessed a greater power to arouse 

desire.
253

  By alluding to the myth of Pygmalion, Salviati 

advertises the God-like power of the sculptor to give life to the 

inanimate materials he works with, as testified by the quasi-

animated state of the female figurine. The erotic relationship 

between the sculptor-lover and his creation also alludes to the creative power of love, which 

transforms potential being into art.
254
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For the concept of jouissance, see Jacques Lacan, The Ethics of Psychoanalysis, 1959-1960: the Seminar 

of Jacques Lacan: Book VII, ed. JacquesïAlain Miller, trans. Dennis Porter (Abingdon: Routledge, 2008). 
253

Leatrice Mendelsohn, Paragoni: Benedetto Varchiôs Due Lezzioni and Cinquecento Art Theory (Ann 

Arbor: UMI Research Press, 1982), 122. 
254

For the relation between love and art, see ibid., 99-100. 

Figure 3.10, Parmigianino, Portrait 

of a Collector.  c. 1523-1524. 

National Gallery, London. 
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 Precedents of sculptural insertions in painted portraits can be found in the work of 

Parmigianino and Lotto, among others.  In Parmigianinoôs Portrait of a Collector (Figure 3.10) 

and Lottoôs Portrait of Andrea Odoni (Figure 3.11), both artists allude to the paragone between 

painting and sculpture.  Parmigianinoôs painting in the National Gallery, executed shortly before 

the artist moved to Rome in 1524, is one of the earliest portraits that shows the collector among 

his prized possessions.
255

  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 with Cupid.   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 been discarded in preference for the Book of Hours the sitter holds with his left hand.
256

  

The sculptural frieze in the background is treated in an entirely different style; one that is 

recognizably Parmigianinoôs and is characterized by his elongated figures and fluent 

brushwork.
257

   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, but he also outdoes the ancients by giving life to the 

sculptures in his painting.
258
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The paragone between sculpture and painting is also explored in Lorenzo Lottoôs 

Portrait of Andrea Odoni (Figure 3.11) 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 statuary.
259

  Al though 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 Odoni is largely imaginative.
260

  Including such an array of 

antiques in the portrait, the painter not only flatters Odoniôs ability to acquire and appreciate such 

a collection, but also declares his capacity 

to represent the rival art of sculpture, as 

well as paintingôs potential to call the 

non-existent into being.  The painter can 

visualize an ideal collection that can only 

be wished for and imagined.  The 

comparison between sculpture and 

painting is intensified by the fact that the 

portrait was meant to be displayed in 

Odoniôs house in Venice among antique 

fragments, modern sculptures, coins and medals.
261

 

The statuette of Diana of Ephesus held out to the beholder by Odoni in his right hand, 

probably signifies the pleasure and amazement derived  from the enjoyment of statues, which can 
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Figure 3.11, Lorenzo Lotto, Portrait of Andrea Odoni.  1527. 

Hampton Court, London. 
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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 prominence 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 

manôs head and Hercules seen from the back and from the front.
262

 

Since the two portraits discussed above were painted in the 1520s, and one located in 

Parma and the other in Venice, Francesco probably did not know them.  However, examining 

them alongside Cecchinoôs portrait reveals that in all three paintings, sculptures are depicted as 

tangible objects of desire, to be collected, handled and enjoyed.  They are rendered in great 

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 past to be studied and treasured; instead, they 

are depicted as ñviolated, broken, shrunk, or placed in an awkward, undignified or ridiculous 

positionò.
263

  Challenging the authority of ancient statuary, whose rediscovery functioned as the 

foundation for the rebirth of classical art during the Renaissance, the artists proclaim the victory 

of painting over sculpture, and modern art over antiquity.   

3.4 The North Italian Journey (1539-1541) 
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After the completion of the Visitation in the Oratory of San Giovanni Decollato, 

Cecchino left Rome for Florence in spring 1539.  It is generally believed that the artistôs return to 

his native city was due to his rivalry with Jacopino del Conte and failure to obtain the 

commission for the Birth of the Baptist in the oratory.
264

  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 friends.
265

  In his native city, the 

artist soon found patronage at the court of Cosimo I 

deô Medici, who was made Duke of Florence in 

1537.  Cecchino was put to work, in collaboration 

with Bronzino, on the decorations for the nuptials of 

Cosimo and Eleonora da Toledo.
266

  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 Charles V, which was 

painted by Carlo Portelli.  Due to the ephemeral 

nature of the project, the painting is now lost, but 

the artistôs ideas for the project are reflected in a 

black-chalk modello at the Département des Arts 
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Figure 3.12, Parmigianino, Saint Roch and 

Donor.  1527-1528.  San Petronio, Bologna.   
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Graphiques in the Louvre (Inv. 2795).
267

  Cecchino left the work unfinished and departed for 

Bologna, where his presence was reported by the end of June.
268

  In Bologna, the artist also met 

up with Vasari, who had just begun painting in the refectory of San Michele in Bosco, an 

Olivetan monastery.
269

  However, Francescoôs stay there was brief and by 11 July 1539, he had 

reached Venice.
270

 

In the sixteenth-century, Bologna functioned as the center of cultural exchanges between 

South and North Italy.   In Bologna, Francesco Salviati could have seen several paintings by 

Parmigianino (1503-1540), who had settled in the city after the Sack and stayed until 1530.  Prior 

to his visit to Bologna in 1539, Francesco Salviati must have seen some of Parmigianinoôs 

Roman works, but the latterôs influence became more evident in Cecchinoôs works executed 

during and after his north Italian journey.
271

  Although Francescoôs visit was brief, he would not 

have missed the older artistôs Saint Roch and Donor (1527-1528, Figure 3.12), which remains in 

situ in San Petronio, the cathedral of Bologna.  He probably also saw the Madonna of Saint 

Margaret painted for the Benedictine nuns of Santa Margherita (1529-1530, now in the 

Pinacoteca Nazionale, Bologna), and the so-called Madonna of the Rose (c. 1529-1530, 

Gemäldegalerie, Dresden).
272

  The influence of the latter is evident in the Madonna and Child 
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 In Pietro Aretinoôs letter to Leone Leoni, dated 11 July 1539, the poet mentions Salviatiôs presence in 

Venice, see Lettere sullôarte di Pietro Aretino, ed., Ettore Camesasca (Milan: Edizioni del Milione, 1957-
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 Parmigianino sojourned in Rome between 1524 and 1527.  Salviati must have seen the older artistôs 

major work in the city, Vision of St. Jerome, intended for San Salvatore in Lauro (1526-1527, now in 

National Gallery, London). For Salviatiôs possible knowledge of Parmigianinoôs Roman portraits, see chap. 

2, pp. 54-56.   
272
In Vasariôs biography of Parmigianino, he gives a detailed description of the Madonna of the Rose.  The 

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 Vasari-Milanesi, 5: 227-228.  David McTavish suggests that Salviati 
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with Saints that Francesco painted in Venice for the nuns of Santa Cristina della Fondaza, 

Bologna (1539-1541).
273

  Instead of using the Sartesque model as seen in the Annunciation in San 

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

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

Parmigianinoôs oeuvre.  Catherine Monbeig Goguel further suggests that Parmigianinoôs 

Madonna of the Rose functioned as a source of inspiration and artistic emulation for Salviatiôs 

subsequent compositions of Holy Families and Charities.
274

  

During Cecchinoôs brief visit to Bologna, he would also have had ample opportunity to 

study Parmigianinoôs graphic works.  In the city, Salviati certainly met Girolamo Fagiuoli, a 

goldsmith and engraver who produced engravings after Parmigianinoôs drawings.
275

  Like 

Parmigianino, Cecchino also provided Fagiuoli with drawings, which were to be made into 

prints.
276

  Through Fagiuoli, Salviati could also have had access to some of Parmigianinoôs 

designs.  

Accompanying his patron Cardinal Giovanni Salviati, Cecchino arrived in Venice with 

his pupil Giuseppe Porta in July 1539.
277

  During the late Middle Ages and the Renaissance, the 

                                                                                                                                                              

and Vasari may have seen the picture together in Dionigi Gianniôs house in 1539, ñ Vasari and 
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Venetian Republic was a major commercial center and functioned as an important port of trade, 

connecting the western Europe with the Near East.  Merchants from all over the world came to 

the city to trade in silk, spices, grain and all kinds of goods.  Venice was also a major maritime 

power, with a powerful navy.  The republic had established a vast maritime empire consisting 

largely of a chain of Mediterranean islands, reaching as far east as Cyprus,
278

 but, as a result, was 

often at war with the Ottoman Turks.  In the early fifteenth century, the republic also began to 

expand in the terraferma, and took over the wealthy cities of Treviso, Padua, Vicenza, Verona, 

Brescia, and Bergamo.
279

  By the early sixteenth century, the Serenissmaôs influence in north Italy 

was so strong, that Pope Julius II intended to suppress it by forming the League of Cambrai in 

1509 along with France and the Habsburg emperor.  In part because of its political independence, 

Venice enjoyed considerable intellectual and religious freedom.  The city dominated Italian 

printing; half of the books published in Italy during the sixteenth century were printed there.
280

  

Political independence, prosperity, freedom from internal strife, and a strategic position as an 

intellectual and commercial crossroad between the North and the South, as well as between the 

East and the West, made the city a cosmopolitan center open to a great variety of influences. 

Venice had its distinctive school of painting, characterized by the painterly treatment of 

surfaces and the application of atmospheric lighting.  Contrary to the preference for panel 

painting in Central Italy, by the sixteenth century canvas was commonly used in Venice as a 

support.  When Salviati visited Venice in 1539, the leading painter in the city was Titian, a 
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renowned portraitist, who painted the likenesses of the great potentates in Europe, including 

Charles V, Francis I, Pope Paul III , and Philip II of Spain.      

 Titianôs close associate, Pietro Aretino (1492-1556), befriended Salviati as soon as he 

arrived and introduced the young man to his circle of friends and potential patrons.
281

  The 

Florentine offered him a drawing after Michelangeloôs then unfinished Last Judgement in the 

Sistine Chapel as a gift.
282

  A native of Arezzo, Aretino was acquainted with the Florentine exiles 

in Venice, especially important men of letters, including Benedetto Varchi, Giuseppe Betussi, 

Antonio Brucioli, Bartolomeo Cavalcanti and others.
283

  Through his friendship with Aretino, 

Salviati must have interacted with these Tuscan men of letters during his stay in the lagoon.  

Aretino often entertained important literati and artists at his apartment overlooking the Grand 

Canal near the Rialto Bridge.  There, Cecchino may have seen Parmigianinoôs Self-Portrait in a 

Convex Mirror (Figure 2. 34), which the Emilian artist had presented as a gift to Clement VII 

who then gave it to Pietro.
284
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In the year of his arrival in Venice, Cecchino painted a portrait of his friend and 

protector, Aretino, who sent it to Francis I with his famous Capitolo al Re di Francia.
285

  

Towards the end of the poem, Aretino comments on his portrait by Salviati:  

Now to conclude this story, and the tale of all the beastly things Iôve done 

from the whimsy of my imagination, I send you my lifelike effigy, so that you can 

see, with what sincerity I know how to speak well of goodness, and badly of evil.  In 

every other person, God put the heart in the breast, in me 

he put it on the brow ï as 

you can see, my refuge 

(lines 220-233).
286

 

The portrait is now lost, but it 

probably resembled the woodcut 

likeness of the poet in the Life of 

the Virgin Mary, published by 

Francesco Marcolini in October 

1539 (Figure 3.13).
287

  In the 

printed portrait, Salviati used a rather archaic format, showing the poet in profile with a gold 
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Figure 3.13, Francesco Salviati, 

Portrait of Pietro Aretino.  Woodcut. 

1539.  

 

Figure 3.14, Titian, Portrait of Francis I. 

1538.  Musée du Louvre, Paris.  
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chain around his neck, but it was one common for author portraits in printed books at the time.  

The profile format is highly unusual in Salviatiôs painted portraiture; however, David McTavish 

suggests that it may have been chosen to match the Portrait of Francis I (Figure 3.14) executed 

by Titian and also commissioned by Aretino.
288

  Sent by Aretino to the French king the year 

before, Titianôs portrait was based on Celliniôs famous medal of Francis I which, following 

convention, shows the sitter in profile.  In Titianôs portrait, the ruler faces right, and in 

Salviatiôs painted portrait, Aretino may have faced left, as if he was in a conversation 

with Francis I.
289

  The two features highlighted in Aretinoôs poem ï the furrowed brow and the 

slightly parted lips ï 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, 

whose grotesque knot is almost a caricature of the poet - the scourge of princes (ñil  flagello dei 

principeò), alluding to his malicious character and his talent to speak ñbadly of evilò.  For the 

same publication, Francesco also designed an Annunciation, a Nativity and an Assumption.
290

  

The artistôs service was acknowledged by Aretino towards the end of the book, where his design 

for the Assumption is considered comparable to the works of Michelangelo and Titian.  Aretino 

was evidently pleased with Francescoôs design for his portrait, as he reused it in his subsequent 

publications of 1541 and 1542, La vita di Caterina Vergine and his Lettere.
291

  

Cecchinoôs major patrons in Venice were the Grimani brothers, Cardinals Marino (c. 
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1489-1546) and Giovanni (1501-1593), as well as their younger brother Vettor. The fact that 

Francesco Salviati was employed by the Grimani shortly after his arrival in Venice led Michael 

Hirst to believe that the artist was invited to the lagoon by these illustrious patrons to decorate 

their family palace at Santa Maria Formosa.
292

  Marino Grimani had probably seen Cecchinoôs 

Visitation in the Oratory of San Giovanni Decollato during his stay in Rome between December 

1538 and April 1539.  At that time, the artist could easily have been recommended to him by 

Cardinal Salviati who was a friend of both Marino Grimani and his younger brother Giovanni.
293

   

Marino, Giovanni and Vettor were the grandsons of Doge Antonio Grimani (1434-1523), whose 

success as a tradesman had created the vast family fortune.  Members of the Grimani family also 

held important ecclesiastic positions in papal Rome.  Cardinal Domenico Grimani (1461-1523), 

the son of Antonio Grimani, was almost elected pope in 1522.  As well, the family possessed the 

Patriarchate of Aquileia, northest of Venice.  Domenico Grimani, the first major collector of the 

family, had built up an impressive collection of illuminated manuscripts and classical antiquities 

in Rome,
294

 the major part of which was inherited by his eldest nephew, Marino.
295

  Because of 

the familyôs strong ties with Rome, the Grimani brothers were dedicated to the promotion of 

Roman maniera in the lagoon by collecting antiques and modern Roman art, as well as by 

employing artists from Rome.
296

  During Salviatiôs stay in Venice, Giovanni da Udine was also in 
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their service.
297

  In addition, the family had ccommissioned works from Giulio Clovio, the 

famous illuminator at the Farnese court, who may also have contributed in the introduction of 

Francesco to Giovanni Grimani.
298

  While in Venice, Cecchino was commissioned to work on the 

Pontificale Grimani, an illuminated manuscript now preserved in the Cividale del Fruili, Museo 

Archeologico Nazionale (inv. ms CXVIII).
299

    

For a salotto in the Palazzo Grimani, Salviati executed a large octagonal in oil on panel, 

The Adoration of Psyche.
300

  The painting was complemented by four paintings by Francesco 

Menzocchi as well as a decoration of garlands by Camillo Mantovano.
301

  Salviatiôs panel had 

been removed from its original location by 1840, and has only recently been recovered.
302

  A 

chiaroscuro woodcut after the painting also gives us an idea of its composition, which recalls that 

of the Visitation in San Giovanni Decollato, and showcases the latest Roman maniera.
303

  Vasari 

praised Salviatiôs Psyche as the most beautiful picture in Venice.
304

  Cecchinoôs patron was 

apparently pleased with the artistôs work, as he was soon asked to decorate the ceiling of another 

room in the palace, the Sala di Apollo.
305

  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 Sun (central medallion); Apollo with the Delphic Oracle, Apollo 
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Teaching the Dance to the Muses, the Contest between Marsyas and Apollo, and the Flaying of 

Marsyas.  Executed in emulation of antique fresco ceilings found in Roman ruins, the paintings 

show frieze-like planar figures against a neutral red background.  The Sala di Apolloôs 

combination of fresco and stucco was a novelty in Venice at that date.  Perhaps because of its 

distinctive Romanità, this type of decoration was not immediately imitated by any Venetian 

artists.  A similar juxtaposition of fresco and stucco was only employed in the decoration of the 

staircases in the Palazzo Ducale and the Libreria nearly twenty years after Salviatiôs work in the 

Palazzo Grimani.
306

            

Besides the Grimani and Aretino, Salviati also received a commission from Bernardo 

Moro, a Procurator of San Marco, to paint an altarpiece for the convent church of the Corpus 

Domini.
307

  The Deposition (Figure 3.15), now in the Pinacoteca di Brera, had been the most 

accessible representation of Salviati`s work at Venice before its relocation to Milan in 1811.  The 

altarpiece is predominantly Roman in style as represented by the Michelangelesque angel holding 

the instruments of the Passion.  The tonal unity of the altarpiece, however, reflects Salviatiôs 

experience in Venice.
308

  During his stay in the lagoon, Salviati also painted the Madonna and 

Child with Saints for the Camaldolese church of Santa Cristina in Bologna.
309

  The altarpiece`s 

conventional compositional scheme and its Parmigianesque figures harmonize with the 

Bolognese style.
310

  These altarpieces are among the earliest surviving works on canvas by 
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Salviati.
 311

      

Also executed on canvas, the Portrait of a Man in the National Museum of Western Art, 

Tokyo (Figure 2.31) can be associated with Salviati`s Venetian sojourn.   Instead of the half-

length format he used in Rome, Salviati here explored the three-

quarter-length format with the subject standing next to a table 

popularized by Sebastiano del Piomboôs Portrait of a Humanist (c. 

1520, Figure 2.30).
312

  The realistic rendering of the lustrous green 

curtain is similar to that of the elaborately patterned cloak of Saint 

Nicholas in the altarpiece for the Camaldolese convent of Santa 

Cristina in Bologna.  The sumptuousness of Saint Nicholasôs 

vestments is the most Venetian feature of this otherwise 

conservative sacra conversazione.   

The sitter of the Tokyo portrait remains unknown.  Bernard 

Berenson suggested that he may be Ercole II dôEste, Duke of Ferrara 

(1508-1559).
313

  The sitter, however, appears more likely to be a man of letters instead of a 

prince.  Costamagna proposed that the man may be a fuoruscito in the circle of Pietro Aretino, 

emphasizing the portraitôs compositional similarity with that of Titianôs Portrait of Benedetto 

                                                      

311
As a support for paintings, canvas was more commonly used in Venice than in central Itlay.

  
Some 

believe that Salviati started painting on canvas during his Venetian sojourn, Vasari 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 a hind, which took refuge in the temple of Diana, see Milanesi, 

7:11.  Raffaello Borghini also mentioned this painting in his account on Salviati, see Il riposo, trans. and 

ed. Lloyd H. Ellis Jr. (Toronto: University of Toronto Press, 2007), 235.      
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Figure 3.15, Francesco Salviati, 

Deposition.  1539-1540. Oil on 

canvas, 322 x 193 cm.  

Pinacoteca di Brera, Milan.   

http://upload.wikimedia.org/wikipedia/commons/6/69/Francesco_salviati,_compianto.jpg
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Varchi (Kunsthistorisches Museumm, Vienna).
314

  In my opinion, the sitter was probably 

Antonfrancesco Doni (1513-1574).  The facial features of the man portrayed in the Tokyo 

painting correspond closely to those of Doni, as shown in the printed portrait included in the 

writerôs second book of letters published in Florence in 1547 (Figure 3.16).  Doniôs portrait print 

was probably based on a design by Salviati.  The sitter of the Tokyo portrait appears again in the 

crowd of on-lookers in the middle 

ground of the Resurrection of 

Lazarus (Figure 3.17) by Salviati.
315

  

In fact, the remarkable similarities 

among these three portraits suggest 

that they are probably based on the 

same design.     

However, if the subject of 

the Tokyo painting were indeed Doni 

and the portrait were executed in 

Venice during Salviatiôs visit, it is 

unlikely that the work was painted in the presence of the subject.  It is generally believed that 
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 The Colonna painting is recorded in a late-sixteenth century inventory of the Salviati collection in 
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Florence and given it to Alamanno Salviati (1510-1571).  The Colonna painting is generally attributed to 
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Figure 3.17, Francesco Salviati, 

Detail of the Resurrection of 

Lazarus.  Galleria Colonna, Rome.  

Figure 3.16, Francesco Salviati, 

Portrait of AntonfrancescoDoni 

in Lettere del Doni Libro 

Secondo.  1547.  Biblioteca 

Nazionale Centrale, Florence, 

Inventory Pal. 2. 10. 47. 
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Doni made his first trip to Venice in April 1544, and by then Francesco had already returned to 

Florence.
316

  There is a chance, however, that Cecchino and Doni had previously met in Florence.  

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

to Doniôs Il Disegno, Mario Pepe suggested that the literato may have received some training in 

design and goldsmithing in the bottega of Michelangelo di Viviano.
317

  From his youth, Doni 

consciously cultivated friendships with artists.  The young men may have met in the late 1520s 

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

whom Salviati was apprenticed during 1526-1527.
318

    In the first half of 1539, while Salviati 

was visiting his native city, Doni was serving as a monk at the Santissima Annunziata.
319

  Doni 

may have actively sought Salviatiôs acquaintance, since the Tuscan writer was looking for 

patronage and opportunities beyond the monastery and Florence.
320

  He must have considered 

Venice as one of his potential destinations.  In order to solicit protection from Aretino, Doni 

wrote him a letter in 1538, claiming himself an admirer of Pietroôs work.
321

  The Tokyo portrait 

(Figure 2.31) may have been an expression of friendship from Doni to Aretino executed in 

Venice based on life studies done in Florence.  Salviatiôs portrait probably remained in the lagoon 

for a period of time, as its influence appear to be reflected in the work of Paolo Veronese, such as 

the Portrait of a Gentleman (Galleria Colonna, Rome), which also features a man standing next 

to a table covered with a Turkish carpet,beneath a green curtain in a three-quarter-length format.             
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 In 1544, Doni published two books, the first volume of his Lettere and a Dialogo della Musica, in 

Venice; see Grendler, Critics of the Italian World, 52. 
317

 Antonfrancesco Doni, Anton Francesco Doni, Il Disegno, ed. Mario Pepe (Milan: Electa, 1970), 13.   
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Although popular in the Romanophile circle, Salviati probably did not find enough work 

in the lagoon to keep him there.  At the beginning of 1540, the artist started to consider finding 

employment elsewhere.  Through the intermediary of Aretino and Paolo Giovio, Cecchino was 

recommended to Alfonso dôAvalos, the governor of Milan.  Besides the opinions of Giovio and 

Aretino, Alfonso would have seen at least one example of the artistôs portraits - the woodcut of 

Aretino (Figure 3.13) included in the Life of the Virgin Mary published in the previous year.  The 

book in fact was dedicated to Maria dôAragona, the spouse of 

Alfonso, who must have read it.
322

  Significantly, Salviati was 

hired as a portraitist, and was to execute twelve portraits on 

canvas based on medals provided by Giovio.
323

  In his letter to 

Aretino, Giovio also mentioned arrangements for 

accommodation and an annual or six-month salary for the 

artist.
324

  However, for some reason, Francesco did not go to 

Milan, but returned to Rome in 1541.  The commission did not 

come to fruition until much later in Salviatiôs career.
325

 

Francesco Salviati left Venice in late 1540 or early 1541.  His style was perpetuated by 

his disciple, Giuseppe Porta, who chose to remain in the lagoon.  Cecchinoôs visit to Venice 
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 In a letter dated 24 February 1540, Giovio mentions the twelve portraits that Salviati was commissioned 
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 See chap. 5, pp. 170-71. 

Figure 3.18, Tintoretto, Self-

Portrait.  c. 1547.  

Philadelphia Museum of Art, 

Philadelphia. 
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certainly contributed to the spreading of Central-Italian Mannerism to the lagoon, though Giorgio 

Vasariôs arrival in Venice on 1 December 1541 is believed by some to have had a greater impact 

on Venetian art.
326

  After his departure from Venice, Salviati corresponded with Aretino, who 

continued to promote the artistôs works in the lagoon.
327

  In 1545, Cecchino sent the writer a copy 

of the Conversion of St. Paul, engraved by Enea Vico after his design.
328

  Aretino showed the 

print to both Titian and Sansovino, who praised the design.  The poet also reported that the print 

was so popular that many people hurried to his house to see it.
329

    

It has been frequently hinted that Salviati may also have influenced the young Jacopo 

Tintoretto (1519-1594).  Deeply interested in Central-Italian art (particularly the works of 

Michelangelo), the twenty-year-old Tintoretto could hardly ignore the presence of Salviati in 

Venice.  In Rodolfo Pallucciniôs study on the youth of Tintoretto, he comments on the artistôs 

knowledge of Salviatiôs Visitation in the Oratory of San Giovanni Decollato as well as the two 

altarpieces Cecchino executed in Venice.
330

  Palluccini also points out that the psychological 

intensity of Tintorettoôs portraits reveals the Venetianôs debt to Cecchino.
331

  Tintorettoôs Self-

Portrait (Figure 3.18) shows the artist in a pose similar to that of the sitter in Salviatiôs Portrait of 

a Goldsmith holding a Female Figuring (Figure 2.12) probably finished shortly before the 
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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 dramatizes Tintorettoôs picture. 

The artistic exchange between Salviati and Tintoretto was probably not restricted to the 

formerôs visit to the lagoon.  The two artists had a mutual friend, Antonfrancesco Doni, to whom 

Tintoretto gave a self-portrait as a gift in 1553.
332

  In return, Doni dedicated an edition of the 

Rime del Burchiello to the Venetian.
333

  As previously mentioned, Francesco Salviati and Doni 

may have interacted during the artistôs brief stay in Florence in 1539.
334

  The connection between 

Salviati and Doni was renewed during the writerôs visit to Florence during 1546 - 1548.
335

  They 

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

Doni was surely familiar with the portraits produced by Cecchino during his second Florentine 

period (1543-1548), and may have informed his Venetian friend, Tintoretto, of his works.
336
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Iris Cheney believes that Salviati was not deeply affected by Venetian art, and that it 

simply became one of the many styles that he could adopt at will.
337

  She credits the northern 

Italian characteristics of the artistôs works to Parmigianino, whose paintings Francesco must have 

seen in Rome, Bologna and Parma.
338

  Alazard, in contrast, believes that Salviatiôs sojourn in 

Venice (1539-1541) had profound significance to the artistôs portraits.
339

  He points out that the 

unaffected poses assumed by his sitters, the brilliance of color and the interest in rendering 

various kinds of surfaces reflect Francescoôs Venetian experience.  Certainly, in the portraits 

Salviati produced immediately after his Venetian visit, he experimented with a greater variety of 

brushwork and a warmer palette.  These portraits have a luminosity that is unprecedented in his 

earlier works.         

By the time he left Venice in 1541, Salviati (barely over thirty) was sufficiently well 

established to have attracted the patronage of such prominent personages as the Grimani family, 

Pietro Aretino, and Alfonso dôAvalos, the Spanish ruler of Milan.  He was compared to Titian 

and Michelangelo by Aretino in his Life of the Virgin Mary and Paolo Giovio calls him 

ñeccellenteò.
340

  On his way back to Rome, Cecchino visited Verona and Mantua.  He probably 

saw Giulio Romanoôs fresco cycle in the Palazzo Te which was of considerable importance to his 
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subsequent work.
341

  The artistôs presence back in the Eternal City is reflected in a record of 

payment dated 29 July 1541 for a King Pepin in the Vatican.
342

 

3.5 Brief Sojourn in Rome before Returning to Florence (1541-1543) 

Perhaps it was due to the lack of opportunities to execute large-scale fresco projects that 

Salviati was extraordinarily prolific in the genre of portraiture after his visit to Venice, but it must 

also reflect his rising reputation in the field.  Several 

important portraits by the artist datable to his rather brief 

Roman stay still survive, including the Portrait of Pier 

Luigi Farnese (Figure 3.19), the Portrait of Giovanni 

della Casa (Figure 3.20), the Portrait of a Man of the 

Santacroce Family (Figure 3.21), the Portrait of a Youth 

with a Dog (Figure 3.22), and the Portrait of a Boy 

(Figure 3.27).   Vasari indicates that, during Salviatiôs 

second Roman stay, the artist also painted a likeness of 

Giovanni Gaddi, the Clerk of the Apostolic Camera, and a 

portrait of Annibale Caro, Gaddiôs former secretory.
 343
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Figure 3.19, Francesco Salviati, Portrait of 

Pier Luigi Farnese.  1541-1542.  Palazzo 

Reale, Naples. 
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Unfortunately, neither can be securely traced today.
344

   Surviving examples of Salviatiôs portraits 

from this period constitute a homogeneous group showing affinities in composition, pose and 

paint handling.  Together, they are also highly informative to our understanding of the artistôs 

development as a portraitist.  After his return to Rome, Salviati continued to use the three-quarter-

lengh format that he seems to have first adopted in Venice.  The portraits from the period are 

often lit by an external source from the upper left corner which casts the right side of the sittersô 

faces in shadow and makes the heads almost sculptural.  At this time, Salviati also 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, Salviati also re-established himself at the Farnese court.
345

  As 

the chief painter in Pier Luigiôs household, Cecchino worked on the festive decorations for his 

patronôs triumphant entry into Castro in 1543.  For the Farnese, the artist also designed the 

tapestry series depicting scenes from the life of Alexander the Great (now in Naples).  Salviati 

must have painted the Portrait of Pier Luigi Farnese (1503-1547, Figure 3.19) during the winter 

of 1541 or 1542, since the painting demonstrates strong Venetian characteristics, and shows the 

duke wearing a fur coat.
346

  Natural son of Pope Paul III, Pier Luigi was a mercenary military 

leader known for his cruelty and ruthlessness, who was made the Duke of Castro (1537-1545), 

                                                                                                                                                              

portrait of Gaddi must have been executed between the artistôs return to Rome and the priestôs death on 18 

October 1542.  Although it is believed that Sebastiano del Piombo painted a likeness of Gaddi aided by 
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p. 110, note 87; Costamagna, ñPortraits of Florentine Exiles,ò p. 347, note 30.  Annibale Caro was also 

active at the court of Pier Luigi Farnese during Cecchinoôs second Roman period.  The writer and the artist 

surely interacted frequently.  
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Parma (1545-1547) and Piacenza (1545-1547).  The fact that the portrait was executed on canvas 

also supports the dating of it to Salviatiôs second Roman period, immediately after his use of this 

support during his Venetian sojourn.  Employing the three-quarter-length format, the artist 

depicted his patron in civilian attire instead of in armour as in Titianôs later portrait.
347

  The 

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

Santacroce Family (Figure 3.21), and both include a green curtain at the upper left corner.
348

  The 

dukeôs fame as a military leader is alluded to by the presence of the baton, on which he rests his 

right hand.  The influence of Titianôs handling of paint can be detected in the visible brush work 

on the dukeôs garments and the plume on his hat.  Salviati 

used an exceptionally warm palette and the style is painterly.  

Around this time, Salviati must have also painted 

portraits of the literati in the circle of his Farnese patron.   The 

Portrait of Giovanni della Casa (Figure 3.20) is likely a 

surviving sample.   The Tuscan poet and writer had been in the 

services of the Farnese family since 1533/34.  Cecchino and 

Giovanni must have known each other from around 1537-1538, 

when both Cecchino and the sitter were present in Rome and 
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Figure 3.20, Francesco Salviati, 

Portrait of Giovanni della Casa. 

Kunsthistorisches Museum, Vienna. 
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serving the Farnese family.  John Shearman also notes that Giovanni della Casa was the patron 

who commissioned the Visitation of 1538 in the Oratory of San Giovanni Decollato.
349

  The artist 

and Della Casa must have seen each other often during the artistôs second Roman stay.
350

  While 

the painterly treatment of the brocade still reflects the artistôs Venetian trip, the sculptural 

modeling of the head shows that Salviatiôs re-integration into the central-Italian mode.  In fact, 

the rendering of facial features in the Vienna panel predicts the portraits of the artistôs second 

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 state 

of the sitter.  Instead of appearing serene and self-contained 

(as do the sitters of Bronzinoôs portraits) Della Casa is shown 

restless and tense.  Costamagna interprets the formal 

simplicity as a lack of artistic ambition and suggests that the 

portrait was produced rapidly to be sent to friends and 

political allies.
351

  The existence of a copy at Hampton Court 

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

Costamagnaôs argument.
352

  

Stylistically closest to the likeness of Della Casa 

(Figure 3.20), the Portrait of a Man of the Santacroce Family (Figure 3.21) was probably 
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Figure 3.21, Francesco Salviati, Portrait 

of a Man of the Santacroce Family. 

Kunsthistorisches Museum, Vienna. 
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executed about the same time.  The inclusion of the Patrizi Amazon in the background associates 

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

sixteenth century.
353

  The Patrizi were descendants of the Santacroce family, from whom they 

probably inherited the sculpture.
354

  The presence of the statuette probably alludes to the subjectôs 

interest in collecting antiques.  Unlike the earlier likeness of a goldsmith (Figure 2.12), in which 

the sitter is shown holding a female figurine, the sitter in the Vienna painting does not interact 

physically with the sculpted object, which stands on a strange platform behind him.  Situated 

under the green curtain, the statue appears as if it is a vision in the mind of the sitter visualized by 

the artist.  The statuette executed in grisaille is located in an area of the painting that has been 

damaged.  Thus, the surface is now rather smooth and shows no traces of the energetic brushwork 

characteristic of Salviati in contrast to the platform that is rendered in a very painterly manner as 

if it were a 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 fragmentary statuette of a 

defeated Amazon in the Vienna portrait may symbolize the subjectôs triumph over sexual desire.   

Salviatiôs application of sculptural content to the Portrait of a Man of the Santacroce 

Family (Figure 3.21) suggests his knowledge of Bronzinoôs early portraits, in which statuettes are 
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Kathleen Christian, ñFrom Ancestral Cults to Art: The Santacroce Collection of Antiquities,ò Annali della 

Scuola normale superior di Pisa 14 (2002): 261-62, also p. 269, note 65.  The Portrait of a Man from the 

Albizzi (?) Family (Figure 15, under cat. no. 15) in the Worcester Art Museum may show the same sitter as 

the Vienna painting.  The sitter of the Worcester portrait resembles the subject of the Vienna portrait, 

though the 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 Salviatiôs Vienna portrait, since he modelled the pose of the sitter and the composition on 

Cecchinoôs work.      
354

Mortari, Francesco Salviati, p. 152, cat. no. 131.  The Santacroce Publicola, claimed descent from the 

Roman consul Valerio Publicola, was a powerful family in Rome.  The familyôs antique collection was 

initiated by Andrea Santacroce between 1450s and 1460s and expanded by his nephew Prospero at the end 

of the fifteenth century.  See Christian, ñAncestral Cults to Artò.  Mortari, Francesco Salviati, p. 152, cat. 

no. 131. 
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frequently included in a similar manner.
355

   For example, in the Portrait of a Young Man with a 

Lute (c. 1533-1534, Uffizi), Bronzino included an inkwell in the form of Venus coming out of her 

bath or Susanna surprised by the elders.
356

  As in Salviatiôs portrait, Bronzinoôs sitter does not 

actively interact with the sculptural content, and, in fact, seems intentionally to avoid contact with 

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

observed in the act of bathing are elaborated on by the presence of a quill pen lying between the 

figure and the bowl.  Its ink-stained tip suggests recent dipping.  The placement of the lute and 

the manner in which it is held also add to erotic tension.  In Salviatiôs Portrait of a Man of the 

Santacroce Family (Figure 3.21), as in Bronzinoôs Portrait of a Young Man with a Lute, the 

presence of sculpture sets the tone of the painting and encourages the viewer to investigate and 

ponder every detail in order to decipher secret messages and to gain a fuller understanding of the 

sitter.  The mutilated statuette may even have been a self-conscious reference to the limitation of 

portraiture, which only shows a partial likeness of the sitter.  The presence of the fragmentary 

object encourages us to go beyond the deceptive appearance to obtain complete knowledge of the 

sitter by assembling scattered evidence.  These disquieting carriers of significance invite us to 

undergo a process similar to that used by Cinquecento artists and men of letters to reconstruct the 

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

                                                      

355
Salviati must have seen some of Bronzinoôs early portraits during his brief stay in Florence in the first 

half of 1539. 
356

Cast-bronze inkwells with antique sculptures are seen in Florentine portraits contemporary to Bronzinoôs 

Uffizi portrait.  For example, an inkwell decorated with a replica of the Spinario appears in Pierfrancesco 

Foschiôs Portrait of Cardinal Antonio Pucci (dated 1540) in the Corsini Gallery, Florence.  For Bronzinoôs 

influence on Foschiôs portraiture see Elizabeth Pilliod, ñȣIn tempore poenitentiaeô: Pierfrancesco Foschiôs 

portrait of Cardinal Antonio Pucci,ò Burlington Magazine 130 (1988), 679-687. 
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Similar in style and composition, the Portrait of a Youth with a Dog (Figure 3.22) can 

also be associated with Salviatiôs second Roman sojourn.  A highly finished portrait drawing 

showing a youth of approximately the same age in the Victoria and Albert Museum (Figure 3.7) 

is very likely a preparatory drawing for the present portrait, but the identity of the youth remains 

unknown.
 357

  Costamagna suggests that the sitter of the 

Portrait of a Youth with a Dog (Figure 3.22) was 

probably from an aristocratic family that had political 

connections with Cardinal Giovanni Salviati.
358

  The 

small female figure flying with a crown in her hands and 

the tree in the landscape almost certainly provide further 

information about the sitterôs identity.  These symbols 

reappear in the upper left portion of Salviatiôs Triumphal 

Entry after the Siege of Veii (1543-1545, Figure 4.3), in 

which Cosimo I deô Medici appears in the guise of 

Camillus and is crowned by a figure of Victory similar 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 emblem, the broncone.  The sapling in the background of the portrait 

also has a broken trunk and may very well refer to the broncone.  The inclusion of a dog likely 

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

                                                      

357
See chap. 3, pp. 71-72.  Mortari considers the portrait drawing in the V & A an autograph by Salviati, but 

does not associate the work to any specific period in the artistôs career, see Francesco Salviati, p. 227, cat. 

no. 332.  Philippe Costamagan dates the V & A drawing to 1542-1543, and associates it with the Portrait of 

a Man of the Santacroce Family (Figure 3.21), see his entry in the Rome and Paris exhibition, p. 232, cat. 

no. 87.  For further discussion on the connection between the painted likeness and the portrait drawing see 

cat. no. 41.   
358

Costamagna, ñIl ritrattista,ò 49.      

Figure 3.22, Francesco Salviati, Portrait of 

a Youth with a Dog.  Private Collection, 

Florence. 
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been a courtier / poet serving at the Medici court, pledging his allegiance to his masterôs house.  If 

the sitterôs association with the Medici is true, the portrait should then be dated to the beginning 

of Salviatiôs second Florentine sojourn.
359

          

                                                      

359
For further discussions on the identity of the sitter see cat. no. 6, pp. 208-210.   
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The female allegorical figure holding a crown of laurel at the top left corner probably 

personifies Fame, alluding to the subjectôs possible literary pursuits, but as a type she also recalls 

the Angel Gabriel in the Annunciation woodcut designed by Salviati in 1539 for Aretinoôs La 

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 during the first half of the sixteenth 

century, but a 

famous precedent 

can be found in 

Parmigianinoôs 

Allegorical 

Portrait of 

Charles V (Figure 

3.23), painted in 

Bologna in 1529-

30 on the occasion 

of the coronation 

Figure 3.23, Parmigianino, Allegorical 

Portrait of Charles V.  1529-1530. 

Collection of Rosenberg and Stiebel, New 

York. 

Figure 3.24, Francesco Salviati, Justice 

delivering Innocence. Pen and ink. Inv. 1366 

F, Galleria degli Uffizi , Florence. 
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of the emperor by Clement VII.
360

  In Charles Vôs portrait, the female allegorical figure stands for 

both Fame, who crowns him with laurel, and Victory, offering him a palm branch.
361

  Cecchinoôs 

knowledge of this particular work is revealed in one of his drawings, Justice delivering Innocence 

(Figure 3.24), datable to his second Florentine period.  

The figure of Justice resembles that of Fame in the 

portrait of Charles V: both are winged figures entering 

the composition from the top left corner with arms in 

similar positions.  Francesco Salviatiôs intimate friend, 

Giorgio Vasari, also explored the use of allegory and 

symbols in the Portrait of Duke Alessandro deô Medici 

(Figure 3.25).  Painted a few years after the re-

establishment of the Medici rule in Florence in 1530, the 

portrait showing the duke in armour aimed to emphasize 

his absolute control over the city.  The baton that he holds 

symbolizes his roles as the prince of Florence and the 

                                                      

360
 Salviati is likely to have known Parmigianinoôs monumental Allegorical Portrait of Emperor Charles V 

executed in Bologna (Figure 3.23).  According to Vasari (Milanesi, 5: 229), the portrait was painted in 

Bologna during Charles Vôs meeting with Clement VII  in 1530.  It was first shown to the Pope, who 

recommended it to the Emperor.  The painting later came into the possession of Cardinal Ippolito deô 

Medici, who gave it to Ercole Gonzaga.  It is uncertain whether Salviati had seen the original 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.  Vasari probably had first-hand experience of the portrait of Charles V, which 

was in the possession of Cardinal Ippolito deô Medici, Vasariôs first patron in Rome, see McTavish, ñVasari 

and Parmigianino,ò 136-137.  It is very likely that Cecchino had the opportunity to view some samples of 

Parmigianinoôs art through his connection with Vasari, because Cardinal Ippolito deô Medici was an 

admirer and collector of Parmigianinoôs works.  According to Vasari (Milanesi 5:224), Clement VII  gave 

one of the three paintings presented to him by Parmigianino, a Madonna, to the cardinal, who also 

possessed many quadretti painted by the artist in Rome.  The picture in the Rosenberg and Stiebel 

collection is not considered autograph by all authorities.  David Ekserdjian believes it to be a good copy, 

see Parmigianino (New Haven: Yale University Press, 2006), 143.  
361

Maria Cristina Chiusa, Parmigianino (Milan: Electa, 2003), 95. 

Figure 3.25, Giorgio Vasari, Portrait of 

Duke Alessandro deô Medici.  c. 1534. 

Galleria degli Uffizi, Florence. 

http://www.oceansbridge.com/oil-paintings/product.php?xProd=53466&xSec=16&xCmd=gallery
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captain of its armies.
362  Duke Alessandro is also portrayed seated in a pose that recalls 

Michelangeloôs sculptural portrait of Lorenzo deô Medici in the New Sacristy.   

Cecchinoôs north Italian journey and his contact with Venetian letterati undoubtedly 

stimulated his desire to explore the application of allegorical figures in portraiture as well as in 

large-scale decorative programs.
363

  During his Venetian sojourn, Cecchino met Francesco 

Marcolini, the well-known editor, publisher and typographer from Forl³, who published Aretinoôs 

La Vita di Maria Vergine, for which Salviati provided designs for the illustrations.
364

  Salviati 

also contributed designs for a number of 

allegorical woodcut illustrations such as Fraude 

and Sapere for Marcoliniôs famous Le sorti 

intitolate giardino deô pensieri (The Oracle 

called Garden of Thoughts).
365

  Salviatiôs 

drawing Justice delivering Innocence (Figure 

3.24) reflects his knowledge of the 

typographical mark of Marcolini, Veritas filia 

Temporis (Figure 3.26), as illustrated in Le 

                                                      

362
 Malcolm Campbell, ñIl Ritratto del Duca Alessandro deô Medici di Giorgio Vasari: Contesto e 

Significato,ò in Giorgio Vasari: tradecorazioneambientale e storiografiaartistica ï Convegno di Studi 

(Arezzo, 8-10 ottobre 1981, ed. G. C. Garfagnini (Florence: Leo S. OlschkiEditore, 1985), 353. 
363

Surprisingly, Venetian portraits of the period seldom include allegorical figures.  The exceptions are 

Lorenzo Lottoôs portraits, in which emblematic elements are frequently included.  Hochmann, however, 

credits the Florentine exiles and Vasari with the spreading of the interest in allegories and emblems in 

Venice, Venise et Rome, 292.             
364

 Salviati also knew Michele Tramezzino, a Venetian publisher and an admirer of Michelangelo.  The 

artist supplied a design for a Sibyl, published by Tramezzino in Venice in April 1540.  See McTavish, 

Giuseppe Porta, p. 38, note 33; Hochmann, Venise et Rome, p. 258, note. 51.   
365
Alessandro Cecchi, ñFrancesco Salviati e gli editori: I libri,ò in Francesco Salviati et la Bella Maniera, 

ed. C. Goguel, P. Costamagna and M. Hochmann (Rome: École Française de Rome, 2001), 71.  Cecchinoôs 

pupil Giuseppe Porta signed the frontispiece of Le sorti.  

Figure 3.26, Veritas filia  Temporis, printerôs device of 

Francesco Marcolini, first published in 

AdriaenWillaertôs Cinque messe ,1536. 

 

http://www.studiolum.com/wang/emblem/marcolini-aretino-veritas.gif
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sorti.
366

  The device was composed by Pietro Aretino for Marcoliniôs edition of Cinque messe by 

Adriaen Willaert published in 1536. Upon his return to central Italy, Salviati became a pioneer in 

allegorical inventions along with his good friend Giorgio Vasari, who also visited Venice in 

1541/3.
367

  Stefano Pierguidi recently revealed that Cecchino probably contributed to the 

invention of Bronzinoôs famous Allegory of Venus at the National Gallery, London (c. 1544/5).
368

 

The incorporation of a landscape in the background of the Portrait of a Youth with a Dog 

(Figure 3.27) also reflects Salviatiôs north Italian experience.  The disjunction between the 

foreground and the background reveals knowledge of Parmigianinoôs portraits, such as the 

Portrait of a Collector (Figure 3.10).  The elegant gesture of the right hand that marks the lower 

perimeter of the painting also recalls Parmigianinoôs Self-Portrait on 

a Convex Mirror (Figure 2.34), which Salviati must have seen in 

Aretinoôs apartment in Venice, and the Madonna of the Rose 

(Gemäldegalerie, Dresden).  The painterly treatment of the tree in 

the background resembles that of the landscape elements in Apollo 

with the Delphic Oracle, a fresco Salviati executed at the Palazzo 

Grimani, Venice.          

Towards the end of Cecchinoôs second Roman stay, he 

painted a Portrait of a Boy (Figure 3.27).  Philippe Costamagna has 

convincingly identified the sitter as Gian Battista Salviati, the 

                                                      

366
 The typographical mark was first published in 1536 and reused in subsequent publications by Marcolini.  

See Stefano Pierguidi, ñSalviati as Book Illustrator: A New Attribution,ò Print Quarterly 26 (2009): 257.  

For a full discussion on Marcoliniôs Le sorti, see McTavish, Giuseppe Porta, chap. II, pp. 64-122.     
367

 Salviatiôs interest in allegorical inventions is also reflected in his correspondence with contemporar y 

letterati.  For the artistôs collaboration with Rimingio Fiorentino, see Jennifer Fletcher, ñFrancesco Salviati 

and Rimigio Fiorentino,ò Burlington Magazine 121 (1979): 793-796.   
368
Stefano Pierguidi, ñDalla óVeritas filiaTemporisô di Francesco Marcolini all' óAllegoriaôdi Londra del 

Bronzino: Il Contributo di Francesco Salviati,ò Artibus et Historiae 26 (2005): 159-172. 

Figure 3.27, Francesco Salviati, 

Portrait of Gian Battista Salviati. 

c. 1542-1543.  John and 

MableRinglingMuseum of Art, 

Sarasota. 
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nephew of Cardinal Giovanni Salviati and heir to the Roman branch of the family.
 369

  Here, the 

influence of Venetian painting is beginning to give way to the artistôs more familiar Roman style.  

Instead of the warm tonality in the Tokyo picture (Figure 2.31) and the Portrait of a Youth with a 

Dog (Figure 3.22), Salviati returns to the chalk-like skin tone and the green neutral background, 

which he used in his earlier Portrait of a Man holding a Female Figurine (Figure 2.12).  His 

Venetian experience is only revealed in the loose brushwork of the helmet.  The artistôs return to 

the Roman style not only demonstrates the subsiding of Venetian influence, but also manifests the 

patronôs desire to show the familyôs association with Rome.  Although of Florentine origin, the 

Salviati were eager to establish themselves in Rome.
370

  The capricious design of the helmet and 

its pompous plume, together with the sitterôs civilian costume, all imply that the armour serves 

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 dress.
371

  The inclusion of the helmet, prominently placed in the foreground, 

represents the familyôs aspiration to higher social status.
372

 Although Cardinal Giovanni occupied 

an important ecclesiastical position, the Salviati were considered only as bankers and merchants 

in Rome.
373

  The presence of the symbol of the chivalric tradition and the serious stance of the 

boy indicates that the panel may have functioned as a ceremonial portrait to be displayed in the 

                                                      

369
Costamagna, ñPortraits of Florentine Exiles,ò 338.  

370
Ibid.   

371
 For the ceremonial functions of armour, see Carolyn Springer, Armour and Masculinity in the Italian 

Renaissance (Toronto: University of Toronto Press, 2010), 6-7; Tobias Capwell, The Noble Art of the 

Sword: Fashsion and Fencing in Renaissance Europe: 1520-1630 (Verona: Wallace Collection, 2012), see 

especially pp. 29-33.          
372

 In Cinquecento Italy, inclusion of armory in portraiture serves to elevate the sitterôs social status.  

Giovanni Paolo Lomazzo complained in 1584 about the improper inclusion of armour in portraits of 

merchants and bankers: ñi mercanti e banchieri che non mai videro spade ignuda, a quali propria mente 

siaspetta la penna nellôorecchia  con la gonella intorno et il giornale davanti, si ritraggono armati con 

bastoni in mano da generaliéò  from Trattato dellôarte della pittura, scoltura e architettura (Milan, 1584); 

excerpted in Paola Barocchi, ed., Scrittedôarte del Cinquecento (Milan and Naples: R. Ricciardi, 1971ï 7), 

3: 2743. 
 

373
Costamagna, ñPortraits of Florentine Exiles,ò 338.  To enhance the prestige of the Salviati, the cardinal 

allied his family with the most prominent names by arranged marriages. 
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formal rooms of the family palace.
374

  The presence of the helmet in the portrait also foregrounds 

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

Renaissance.
375

  Costamagna emphasizes the political nature of Cecchinoôs services for the 

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

associated with Giovanniôs aspiration to the papal throne.
376

 

Vasari reveals little about the circumstances that led to Salviatiôs departure from Rome in 

1543.  The biographer indicates that Francesco returned to Florence in order to visit his family 

and friends.
377

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

Cosimo I in Florence.
378

  However, Salviatiôs correspondence with Annibale Caro reveals that the 

artist apparently had a serious dispute with his major patron in Rome, Pier Luigi Farnese, who 

may have imprisoned the artist briefly before the latter escaped to Florence.
379

 

 

 

                                                      

374
Ibid., 338. 

375
 Springer, Armour and Masculinity, 13.  Salviati also explored armourôs symbolic connection with 

mature masculinity in a pen-and-ink drawing in the Gray collection showing a boy dressed in antique 

armour lifting a curtain, see David McTavish in Gray Collection: Seven Centuries of Art, ed. Suzanne 

Folds McCullagh (New Haven: Yale University Press, 2010), 24-25.          
376

Costamagna, ñPortraits of Florentine Exiles,ò 338-39.    
377

 Vasari-Milanesi, 7: 21. 
378

 Ibid. 
379

 For Annibale Caroôs letter to Francesco Salviati dated 29 February 1544, see Annibale Caro, Lettere 

familiari, ed. Aulo Greco, 3 vols. (Florence: F. Le Monnier, 1957-1961), 1: 294-296. 
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Chapter 4 

Francesco Salviati at the Medicean Court (1543-1548) 

Following the assassination of Alessandro in 1537, Cosimo I deô Medici became the head 

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 to inherit the Medici dynasty.   Conveniently, 

Cosimo united the two branches of the family; his father was Giovanni dalle Bande Nere, 

descendent of Lorenzo deô Giovanni, the brother of Cosimo Pater 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 throne, he successfully 

defeated the army of the Florentine fuorusciti led by Bernardo Salviati and Piero Strozzi at 

Montemurlo.
380

  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 transformed from a city state into a territorial state.  He 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 

deô Medici, Duke Cosimo I brought forth a time period of restoration for the arts.
381

  Once 

Cosimo I had begun to stabilize the political situation of Florence, artists again perceived the city 

                                                      

380
 For a comprehensive overview of the historical and political context of Florence in the early 1540s, see 

Eric Cochrane, Florence in the Forgotten Centuries, 1527-1800 (Chicago: University of Chicago Press, 

1973). 
381

 Between 1530 and 1537, many artists left Florence to seek patronage elsewhere: Rosso Fiorentino was 

in France by 1530; Michelangelo left Florence in 1534; Ammanati, Cellini, Salviati, Tribolo and Vasari all 

sought employment elsewhere.  See Deborah Parker, ñPoetry and Patronage: Bronzino and the Medici,ò 

Renaissance Studies 17 (2003): 239.    
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to be a place of great opportunity.
382

  To create the ambience of a 

princely court, Cosimo employed a number of talented artists of 

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 Niccolò Tribolo.  Exercising 

tight control over the cultural affairs of his state, Cosimo actively 

and systematically developed artistic talent to serve the ducal 

court.  In order to train young artists, the duke made changes to the 

traditional workshop practice.
383

  Instead of the traditional master-

pupil relationship, in which the master paid the apprentices directly, even offering room and 

board, the duke now paid for everything.  The master, however, was to use the pupils to work on 

ducal commissions, and as a by-product, trained a new generation of artists loyal to the duke.  

This new system of artistic training was employed in the workshops of Pontormo and Bandinelli, 

two of the earliest artists at the ducal court.
384

  Cosimoôs desire to bring cultural life under his 

control reached a climax in 1563 with the foundation of the Accademia del Disegno, a state-run 

institution that glorified the duke as the princely protector of the arts.    

Failing to get along with Pier Luigi Farnese, his major patron in Rome, Salviati returned 

to his native city in the autumn of 1543, hoping to find employment at the Medicean court.
385

  

                                                      

382
 David Franklin, Painting in Renaissance Florence: 1500-1550 (New Haven: Yale University Press, 

2001), 214. 
383

 The 1540s and 1550s were a transitional period from the traditional workshop practice to the rise of the 

institutional academies.  
384

 Elizabeth Pilliod, Pontormo, Bronzino, Allori (New Haven: Yale University Press, 2001), 32-33. 
385

Vasari (Milanesi, 7: 20-21) mentions nothing of Salviatiôs conflict with Pier Luigi Farnese in the artistôs 

biography.  Vasariôs omission was deliberate, see Iris Cheney, ñThe Parallel Lives of Vasari and Salviati,ò 

in Giorgio Vasari: tra decorazione ambientale e storiografia artistica, convegno di studi (Arezzo, 8-10 

ottobre 1981), ed. G. C. Garfagnini (Florence: Leo S. Olschki, 1985), 302-308.      

Figure 4.1, Francesco Salviati, 

Portrait of Giovanni dalle Bande 

Nere.  c. 1546.  Palazzo Pitti, 

Florence.  
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And under the favorable patronage of Cosimo I, Salviati found ample opportunity to display his 

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

in the Sala dellôUdienza on the second floor, the ceiling decoration of the winter dining hall now 

destroyed, and the ceiling of the scrittoio in Eleonoraôs apartment.  He also executed cartoons for 

a series of tapestries featuring the life of Joseph intended for the Sala deô Dugento.
386

  For 

theatrical performances, he produced ephemeral decorations and designed stage sets.
387

  

Contributing to Cosimoôs glorification of the Medici dynasty, he painted a posthumous portrait of 

the dukeôs father, Giovanni dalle Bande Nere (1498-1526, Figure 4.1), as well as likenesses of his 

patronôs children.
388

    

The artist also participated in the Accademia Fiorentina, sponsored by the duke, and 

probably painted likenesses of its members.
389

  The background of his Portrait of a Florentine 

Gentleman in St. Louis (Figure 4.2) contains allusions to the learned debates of the Aramaic 

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

                                                      

386
 For Vasariôs lengthy description on the Camillus cycle, see Vasari-Milanesi, 7: 22-27; for the scrittoio, 

see Vasari-Milanesi, 7: 27; for Salviatiôs design for the tapestry series, see Vasari-Milanesi, 7: 28.  

Pontormo and Bronzino supplied most of the cartoons for the tapestry series, while Francesco contributed a 

design for the Interpretation of the Dream of Seven Fat and Seven Lean Kine. 
387

 For the Carnival of 1546, Francesco produced stage sets for Vettorio Pucciôs comedy, Lôastrologo, with 

Tasso and Tribolo.  See Alessandro Cecchi, ñSalviati e I Medici (1543-1548),ò in Francesco Salviati 

(1510-1563) o la Bella Maniera, ed. Catherine Monbeig Goguel (Milan: Electa, 1998), 62; Michel 

Plaisance, Florence in the Time of the Medici : Public Celebrations, Politics, and Literature in the 

Fifteenth and Sixteenth centuries, trans. Nicole Carew-Reid (Toronto : Centre for Reformation and 

Renaissance Studies, 2008), 123.  
388

Vasari-Milanesi, 7: 27.  The Portrait of Giovanni delle Bande Nere by Cecchino was recently 

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

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

(Livorno: Sillabe, 2010), 10-12.  According to Cheney, all of Salviatiôs portraits for Cosimo Iôs children are 

lost, Francesco Salviati, 2: 451.   Various portraits have been tentatively associated with the likenesses of 

Cosimo Iôs children by Salviati mentioned in Vasariôs biography, such as the Portrait of a Child with a 

Carnation in the Landesmuseum, Oldenburg.  Some believed the sitter to have been Garcia deô Medici.  

See Luisa Mortari, Francesco Salviati (Rome: De Luca Editori, 1991), p. 149, cat. no. 125.  Mortari lists 

the Oldenburg portrait as an autograph by Salviati painted during his second Florentine sojourn.  I believe 

that the painting is a work of Michele Tosini instead.                
389

 Along with Bandinelli, Salviati became a member of the Accademia Fiorentina on 21 May 1545.  See 

BMF, ms. B. III. 52, cc. 25r. ev.; see Cecchi, ñFrancesco Salviati e gli editori,ò 63 & 64, note 32. 
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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 books with woodcut portraits 

of authors who were members of the Academy.  Salviati himself may have contributed designs 

for the portraits of Giovambattista Gelli and Doni. 

In modern times, numerous portraits attributed to Cecchino have been associated with his 

second Florentine period.  These other attributions were partly due to the lack of knowledge about 

the works of lesser known artists who were active in Florence in the second half of the 

Cinquecento, including Michele Tosini (1503-1577), 

Mirabello Cavalori (1520-1572), Maso da San Fabriano 

(1536-1571), Francesco Brina (before 1540-1586), and 

Gian Paolo Pace called LôOlmo (active 1545-1595).  Iris 

Cheney, for instance, listed eight portraits as the works of 

Salviati from 1543-1548 in her doctoral dissertation on 

the artist.
390

   She observed that these portraits were less 

interesting in surface texture and composition than those 

Cecchino had produced in Rome after his return from 

Venice, and she criticized the lack of variety in the 

backgrounds, pointing out that a number of the portraits 

featured similar architectural backdrops.
391

  Her opinion on Cecchinoôs portraiture, however, was 

based on a group of portraits that I believe was mainly painted by Michele Tosini and Francesco 

                                                      

390
 The eight portraits Cheney associates with Francescoôs second Florentine sojourn are the Portrait of a 

Young Man (Inv.-Nr. GG_1570, Kunsthistorisches Museum, Vienna), Portrait of a Youth (Museo Poldi ï

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 Letter (Inv. 1581, Galleria degli Uffizi), Portrait of a 

Man (formerly in the Corsini Collection), Portrait of a Man with Cameo (n. 170, Galleria Colonna, Rome), 

and Portrait of a Man (Inv. Q 142, Museo di Capodimonte, Naples), see Francesco Salviati, 2: 419.   
391

 Ibid. 

Figure 4.2, Francesco Salviati, Portrait of a 

Florentine Gentleman.  St. Louis Art 

Museum, St. Louis.    
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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 and up-to-date information on the portraits 

by Tosini and Brina, I reject six portraits that were traditionally linked to Cecchino and dated to 

his second Florentine period, including the Portrait of a Man in the Museo Capodimonte 

(Naples), the Portrait of a Man formerly in the Corsini collection (Florence), the Portrait of a 

Man with Cameo in the Galleria Colonna (Rome), the Portrait of a Youth in Museo Poldi Pezzoli 

(Milan), the Portrait of Duke Cosimo I deô Medici in the Koelliker collection (Milan), and the 

Portrait of a Man in the Paul Getty Museum (Los Angeles) .
392

           

According to Vasariôs biography of Salviati, portraits were among the first works the 

artist executed after he returned to Florence.
393

  When Cecchino was seeking to work for the 

Medici again, he shared 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 Cegia.
394

  The likeness of Piero di Marcone, a Florentine goldsmith and friend of 

Cecchino, is sometimes identified with The Portrait of a Man holding a Figurine (Figure 2.12) 

that has been discussed.
395

  However, stylistically, the panel is closer to the works Salviati 

executed at the end of his first Roman sojourn around 1538.  The portrait of Avveduto del Cegia, 

a dresser of miniver-fur, cannot be now traced.  Very little is known of Avveduto; Vasari states 

that he was a collector of Cecchinoôs works and possessed a self-portrait by the artist.
396

  It is 

                                                      

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 picture in the Museo Polidi Pezzoli, cat. no. 28; the likeness in the Koelliker 

collection, cat. no. 29;  the Paul Getty picture, cat. no. 27.   
393

 Vasari-Milanesi, 7: 21-22. 
394

 Ibid. 
395

 Salviati was on friendly terms with Piero di Marcone during his second Roman sojourn (1541-1543).   

According to Vasari (Milanesi, 7: 20-21), the artist painted a birth plate, which is now lost, as a present for 

Marconeôs wife.   The subject of the Roman portrait has been alternatively identified as Francesco dal 

Prato.     
396

 Vasari-Milanesi, 7: 22. 
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unclear from Vasariôs statement whether this self-portrait was also painted in the period shortly 

after the artistôs return to Florence in 1543.  There is at least one surviving self-portrait by 

Francesco Salviati ï the panel in the Museo Horne, Florence ï but it is a late work, probably from 

the 1550s.  Alternatively, another independent self-portrait is known to us through a late 

sixteenth-century copy, probably by an artist in the circle of the Carracci brothers (Uffizi , Inv. 

1890 n. 1682).
397

  This panel can be traced back to the collection of Leopoldo deô Medici in the 

late seventeenth century, whereas the Horne picture has a Sienese provenance from the Patrizi 

palace.  Neither can be securely identified with the self-portrait in the possession of Avveduto del 

Cegia.  In his Il Riposo, Borghini mentions only one portrait, that of Lorenzo Ubaldini, among the 

works executed by Salviati during his second Florentine period.
398

  Unfortunately, this work 

cannot be traced either.                                                                                                                            

 In March 1541, Cosimo moved the ducal court from the Palazzo Medici on the Via Larga 

to the Palazzo Vecchio, the civic and political center of Florence and the former seat of the 

republican government.  The palace became the locus of Cosimoôs artistic patronage.  For the 

decorations of his residence, the duke commissioned fresco cycles intended to legitimize his rule 

by analogy with heroes of the Old Testament, with Roman emperors and generals, as well as with 

the ancient gods.
399

  When Cecchino returned to his native city in 1543, the palace was already 

being renovated.  Francesco had worked briefly for the duke in 1539 on the festival decorations 

for the ducal wedding, but he left without completing the project.  This second time, the artist was 

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

                                                      

397
 The Uffizi portrait had previously been identified with the self-portrait by Salviati mentioned in Vasariôs 

biography (7: 22). Costamagna correctly pointed out this misidentification, see Rome and Parist exhibition, 

p. 51, note 32. 
398

 Borghini, Il Riposo, 236.  The author specifies that the portrait showing Lorenzo in half-length was in 

the house of his son Giovambatista by 1584. 
399

 Janet Cox-Rearick, ñArt at the Court of Duke Cosimo I deô Medici (1537-1574)ò in The Medici, 

Michelangelo, and the Late Renaissance Florence (New Haven: Yale University Press, 2002), 38.  
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Salviati, Cecchinoôs chief benefactor, and the uncle of the duke.
400

  Shortly after Cecchino arrived 

in Florence, he painted a Holy Family with Saint John for Alammano, for which Battista Tasso, 

then the architect of the palace and a friend of the artist, carved an elaborate frame.  According to 

Vasari, the painting was greatly admired and much praised in the city.
401

  It is likely that the 

success of this work opened the way for Cecchino to re-enter the services of the duke.  Francesco 

also found favor with Pierfrancesco Riccio (1501-1564), the former tutor and the major-domo of 

Cosimo I deô Medici.
402

  Riccio was much involved in the dukeôs artistic and cultural affairs, and 

acted as an intermediary between the duke and his artists.  With the help and recommendations of 

Riccio, Battista Tasso, Cristofano Rinieri, and Alammano Salviati, in October 1543 Francesco 

procured the commission to fresco the stories of Furius Camillus (ca. 446-365 BC) in the Sala 

dellôUdienza on the second floor of the Palazzo Vecchio.
403

  It is evident that by then Salviati was 

highly esteemed by his princely patron because the Sala dellôUdienza was the first large public 

room to be decorated after the duke moved into the palace.
404

   

                                                      

400
 Although Cecchinoôs chief protector, Cardinal Giovanni Salviati, was a leader of the fuorusciti and the 

artist himself received important commissions from members of the Anti-Medicean party in Rome and 

Venice, he did not show any pronounced political allegiance and seemed happy to obtain commissions for 

prestigious projects regardless of his patronsô political ideologies, see Melinda Schlitt, Francesco Salviati 

and the Rhetoric of Style (Baltimore, Maryland : Johns Hopkins University, 1991), 129.       
401

 Vasari-Milanesi, 7: 21-22.  Francesco must have started working on the panel shortly after his arrival in 

Florence.  It was completed by 25 August 1543, when he received the payment for the work.  See Cheney, 

Francesco Salviati, 1: 160.  
402

 A portrait of Pierfrancesco Riccio attributed to Francesco Salviati is kept at the Palazzo Communale in 

Prato.  Given Riccioôs important position at the Medicean court and his involvement in the dukeôs artistic 

projects, it is probable that Salviati painted his portrait.  However, the Prato painting shows Riccio at three-

quarter length standing in front of the Prato cathedral, of which he became proposto in 1550.  Francesco 

left Florence permanently in 1548, by which time he had fallen out of Riccioôs favor.  From photographic 

reproduction of the painting, the painting does not appear to be by Salviati.  See Janet Cox-Rearick, 

Brzoninoôs Chapel of Eleonora in the Palazzo Vecchio (Berkeley: University of California Press, 1993), pp. 

9 & 350, note 6, 312, fig. 184.         
403

 Vasari-Milanesi, 7: 22; Cecchi, ñSalviati e I Medici,ò 61.  In a letter from Lorenzo deô Andrea Pagni to 

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 project of the Sala 

dellôUdienza, see Medici Archive, Carteggio dei Segretari, vol. 1170, folio 361.      
404

 The Sala dellôUdienza is now the most easily accessible of all the grand rooms Salviati ever frescoed.    
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Through historical analogy, the decorative program was aimed to glorify Cosimoôs rule 

as well as provide legitimacy for 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 classical antiquity the ñmetaphors of powerò.
405

  Salviatiôs decorative 

scheme thus owes much to the Sala di Costantino in the Vatican as well as Polidoro da 

Caravaggioôs fa­ades simulating reliefs allôantica.
406

  In particular, Salviati applied a Roman 

style to the main scene on the east wall, the Triumphal Entry after the Siege of Veii (Figure 4.3), 

which is ordered as a frieze-like procession across the picture plane.  The middle ground is 

omitted and the background, consisted of a mountain landscape, is minimal.  Marcia Hall argues 

that Salviatiôs deliberate stylistic choice also had political implications.
407

  The relief-style, 

because of its association to Roman imperialism, creates an authority which is particularly 

suitable for stately public rooms like the Sala dellôUdienza.             

                                                      

405
  Kurt W. Forster, ñMetaphors of Rule: Political Ideology and History in the Portraits of Cosimo I deô 

Medici,ò Mitteilungen des Kunsthistorischen Institutes in Florenz 15 (1971): 66; Marcia Hall, After 

Raphael: Painting in Central Italy in the Sixteenth Century (Cambridge: Cambridge University Press, 

1999), 219. 
406

 During his first years in Rome, Salviati had rigorously studied Polidoroôs fa­ade decorations.  David 

McTavish recently attributed several pen-and-ink drawings after Polidoro in the Louvre to Salviati, see 

ñNature and Art in the Early Drawings of Francesco Salviati,ò Master Drawings 48 (2010): 290-298.  
407

 Marcia Hall, ñPolitics and the Relief-Like Style,ò in The Translation of Raphaelôs Roman Style, ed. 

Henk Th. Van Veen, 1-20 (Leuven: Peeters, 2007), 6.  
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The stories of Camillus, a second founder of Rome after the Gallic invasion, allude to the 

triumphal return of the Medici after their exile.
408

  Salviati even included a portrait of the duke in 

the guise of Camillus on the far left of the Triumphal Entry after the Siege of Veii (Figure 3.4). To 

underline the analogy between Cosimoôs Florence and republican Rome, the painter also included 

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.  The broncone was a Virgilian symbol used by Cosimo to represent the 

continuity of the Medici dynasty after the death of Alessandro deô Medici.  Choosing a hero from 

republican Rome, Cosimo 

balanced his assertions of 

power with references to 

the Florentine Republic.
409

  

Furthermore, the history of 

ancient Etruria, where 

Camillus fought, was at the 

forefront of Florenceôs 

intellectual currents in the 

very years that Salviati 

painted his frescoes: it was evoked to promote Florentine dominion over Tuscany.
410

   

                                                      

408
Camillus was a Republican general who went into exile after his victory in the battle of Veii.  He later 

returned from exile and liberated Rome from the Gallic invasion.   The theme of the return of the exile was 

a well-known Medici topos; it runs through Cosimoôs major commissions for the Palazzo Vecchio in the 

1540s, including Bronzinoôs cycle of Moses and the tapestry series featuring the stories of Joseph.  See 

Hall, After Raphael, 222.     
409

 Hall, After Raphael, 219.  This delicate balance is also conveyed by the iconography and style, see Hall, 

ñPolitics and Style,ò 15.  
410

Caroline Hillard, ñThe Conquest of Etruria in Francesco Salviatiôs Triumph of Camillus,ò Athanor 26 

(2008): 39-40. 

Figure 4.3, Francesco Salviati, Triumphal Entry after the Siege of Veii.  1543-

1545. Fresco.  Sala dellôUdienza, Palazzo Vecchio, Florence.    
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On the east and south walls, Salviati frescoed four large stories from the life of Camillus, 

including the Triumphal Entry after the Siege of Veii (Figure 4.3), the Ransom of Brennus, the 

Rout of Volsci, and the Schoolmaster of Falerri.  In the center above the doorway leading to the 

Sala dei Gigli, Salviati painted an Allegory of Peace burning Arms in grisaille. The artist also 

incorporated a number of smaller scenes featuring allegorical subjects from historical, biblical 

and mythological sources.   The main narratives are based on the ancient writings of Plutarch (in 

Greek) and Livy (in Latin).  Salviatiôs friend from the Farnese court, Paolo Giovio, was in charge 

of the iconographic programme for the room.  Cecchinoôs ability to visualize this extraordinarily 

complex and learned scheme was lauded by contemporary literati, including Lodovico 

Domenichi, Antonfrancesco Doni and Raffaello Borghini. 

Work proceeded quickly on the fresco cycle.  On 11 February 1544, the artist received 

from Riccio twenty-five scudi, 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 

Antonfrancesco Doniôs letter to Salviati from Rome dated 3 June 1547.
411

   By the time Cecchino 

departed from his native city in 1548, he must have brought the project to completion.  Salviatiôs 

frescoes were complemented by a series of decorative tapestries (1546-1553) 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 

Michelangelo.
412

  There, the artist developed a distinctively Roman-inspired pictorial idiom, 

                                                      

411
Antonfrancesco Doni, Lettere del Doni: Libro Secondo (Florence, 1547), 68-69.  The fresco cycle is also 

described as still unfinished in Ludovico Domenichiôs dedication of his translation of Albertiôs Della 

Pittura dated February 1547, see Cecchi, ñSalviati e I Medici,ò 62.   
412
Vasari (Milanesi, 7: 654) declares that ñnon rimase cosa notabile allora in Roma, nè poi in Fiorenza ed 

altri luoghi, ove dimorai, la quale io in mia gioventù non disegnassi; e non solo di pitture, ma anche di 
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which is especially evident in his large-scale history paintings.
413

  The theme of the fresco cycle, 

the stories of Furius Camillus, gave Salviati license to evoke the quality of Romanità.
414

  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 different colours and media.
415

  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, characterized by richness, variety and copiousness.
416

   

As a signature on the most noticeable work he left in his native city, Salviati included a 

self-portrait in the guise of a member of Camillusôs entourage (Figure 2.25).  Standing right under 

a suit of armour allôantica, the artist looks back over his shoulder to meet the viewerôs gaze.  The 

portrait provides a reliable likeness of the artist in his early-to mid-thirties.  It later served as the 

model for the woodcut portrait included in Vasariôs 1568 Vite.                                          

                                                                                                                                                              

sculture ed architetture antiche e modern; ed oltre al frutto chôio feci in disegnando la volta e cappella di 

Michelangnolo, non restò cosa di Raffaello, Pulidoro, e baldassarre da Siena, che similmente io non 

disegnassi, in compagni di Francesco Salviatiò.  The biographer considers studying antique statues and the 

works of the modern masters his ñvero e principal maestroò in art, see ibid, 7: 653.  For Salviatiôs early 

drawings after the works of Michelangelo, Polidoro, Raphael and Rosso, see McTavish, ñNature and Artò.    
413

 Melinda Schlitt, ñóAnticamente Moderna e Modernamente Anticaô: Imitation and the Ideal in 16
th
-

Century Italian Painting,ò International Journal of Classical Tradition 10 (2004): 380.   
414

 Franklin points out that Salviatiôs frescoes in the Palazzo Vecchio were attacked partly because of their 

Romanit¨, which the artistôs Florentine patrons considered foreign, see Painting in Renaissance Florence, 

218.  
415

 The 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 as Portrait of a Man holding a Female Figurine (Figure 2.12) and the Portrait of a 

Sculptor in Musée Fabre (Figure 2.36), Montpellier, see chap. 3, pp. 73-80.  Animated sculptures were not 

an alien concept in antiquity.  Plutarch (109) reports that ñstatues often dripping with sweat, images 

uttering audible groans, turning away their faces, and closing their eyes.ò  See also Hillard, ñConquest of 

Etruria,ò 37. 
416

 Schlitt, ñImitation and the Ideal,ò 399. 
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As Cosimo Iôs court artist, Salviati was on 

friendly terms with the key members of Cosimoôs 

entourage, and they formed his major Florentine 

clientele.  In return for their support, the artist painted 

a number of devotional pictures and ñcharitiesò.  

Francesco thus executed a Madonna of the Parrot on 

canvas (Figure 4.4) for Pasquino Bertini (1542, active 

- 23 February 1553, d.), the personal secretary of 

Maria Salviati, the mother of the duke.
417

  For 

Cristofano Rinieri, his early supporter and the dukeôs artistic adviser, Cecchino painted another 

Madonna, later found in the Udienza della Decima at the time of the Giuntiôs publication of 

Vasariôs Vite in 1568.
418

  He also executed a Madonna for Alessandro, the son of Ottaviano deô 

Medici, and a portrait of Lelio Torelli (1498-1576), the counsellor and secretary of the duke, 

neither of which can now be traced.
419

  Vasari also mentions Salviatiôs other minor patrons in the 

city, including Ridolfo Landi, Simone Corsi, and Donato Acciaiuoli.
420

    

                                                      

417
 Cecchi, ñSalviati e gli editori,ò 63.  The unusual iconography and the canvas support of the Prado 

paining indicate that it is doubtless the painting Vasari recorded in his Vita of Cecchino (Milanesi, 7: 29).  

Securely dated to the artistôs second Florentine period, the painting in Madrid also provides evidence that 

Salviati continued to experiment with painting on canvas after he departed from Venice.  Bertini was 

among Francescoôs most faithful friends who supported him even when the artistôs pride alienated most of 

his fellow craftsmen in the city.  Borghini also mentions this painting in his Il Riposo, 236.      
418

 Vasari-Milanesi, 7: 27.  The painting for Rinieri has been tentatively identified with the Madonna and 

Child with St. John Baptist and an Angel in the Galleria dellôAccademia.  The painting had been in ruinous 

condition before it was restored in 2003.  See Alessandro Cecchiôs entry in Around the David: the Great 

Art of Michelangeloôs Century, ed. Franca Falletti and Magnolia Scudieri (Florence: Giunti Editore, 2003), 

197.  
419

 Vasari-Milanesi, 7: 30; Cecchi, ñSalviati e gli editori,ò 63.   
420

 Vasari-Milanesi, 7: 27-28. 

Figure 4.4, Francesco Salviati, Madonna of 

the Parrot.  Museo del Prato, Madrid.  
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4.1 Salviati and Bronzino: Portraiture under the Medici Patronage 

Eight years older than Salviati and the pupil of Pontormo, Agnolo Bronzino was the 

official portraitist of the Medicean court.
421

  Bronzinoôs style matured during the late 1520s and 

30s, and by the time Salviati returned to Florence in 1543, Agnolo had become a recognized 

expert in portraiture.  Relatively early in his career, he painted a number of excellent likenesses of 

Florentine literati, such as the Lorenzo Lenzi now in Milan and the Portrait of a Young Man in the 

Metropolitan Museum.    However, Bronzino did not officially enter the services of Cosimo I 

until about the same time as Salviati.
422

  Thus, in 1539, both artists contributed to the dukeôs 

wedding apparato.  The decoration consisted of the Marriage by Proxy of Duke Cosimo and 

Eleonora of Toledo by Bronzino and Cosimo I crowned by Charles V designed by Salviati, who 

suddenly left for Bologna, leaving the work to be finished by Carlo Portelli (before 1510[?] -

1574).
423

  However, when Francesco returned to his native city in 1543, Bronzino had already 

established himself at the ducal court.   The latter was the leading artist practicing the Mannerist 

style in Florence, and Salviati was to become his most important rival.
424

  It is thus fitting that 

both painters participated substantially in the first campaign to transform the Palazzo Vecchio 

into a ducal residence.  The older artist was in charge of the decoration of the Chapel of Eleonora, 

executing a fresco cycle of the life of Moses (1541-1543) just before Salviatiôs return.  Cecchino 

himself was commissioned to decorate the ceiling of Eleonoraôs scrittoio located within steps of 

                                                      

421
 By the time of Salviatiôs return to Florence, Bronzino had been an established portraitist in the city for 

more than a decade, see Deborah Parker, Bronzino: Renaissance Painter as Poet (Cambridge: Cambridge 

University Press, 2000), 9. 
422

 Vasari (Milanesi, 7: 596) states that Cosimo I first noticed Bronzinoôs talent in 1539, when the painter 

did two paintings for his wedding.     
423

 For Bronzinoôs paintings for Eleonoraôs nozze, see Vasari-Milanesi, 7: 596.   Janet Cox-Rearick, 

ñFriendly Rivals: Bronzino and Salviati at the Medici Court, 1543-1548,ò Master Drawings 43 (2005): 292.  

Due to the ephemeral nature of the project, the paintings by Bronzino and Salviati have not survived.  But a 

black chalk drawing in the Louvre (inv. 2795) can probably give us an idea about Salviatiôs design for the 

project.      
424

 Duke Cosimo preferred and promoted the Mannerist style, which became the hallmark of the art of his 

court, see Cox-Rearick, ñArt at the Court of Cosimo I," 39. 
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her chapel.  He must have had plenty of opportunities to view Bronzinoôs newly painted frescoes.  

Fellow courtiers of the duke and members of the Accademia Fiorentina, Bronzino and Salviati 

must have met frequently.  In Janet Cox-Rearickôs 2005 article on the friendly rivalry between the 

two painters, she suggests that Salviati probably had access to Bronzinoôs studio and the latter 

made alterations to his famous Allegory of Venus based on the formerôs suggestions.
425

   

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 become a duchy until July 1531.  

Only during the reign of Alessandro deô Medici did public 

images of the Medici as the ruling family of Florence appear 

for the first time.  Official effigies of the duke were based on 

older types of portraiture, with the addition of 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 claims.
426

  In the early 1540s, Cosimo 

went so far as to hire renowned humanists, such as Paolo 

Giovio and Benedetto Varchi, to be iconographical advisers for 

his artistic projects, which frequently involved portraiture.
427

  During Cosimoôs reign, portraiture, 

which had traditionally been considered inferior to history painting, was promoted as superior to 

                                                      

425
 Cox-Rearick, ñFriendly Rivals,ò 300; Stefano Pierguidi, ñDalla óVeritas filia Temporisô di Francesco 

Marcolini all' óAllegoriaôdi Londra del Bronzino: Il Contributo di Francesco Salviati,ò Artibus et Historiae 

26 (2005): 159-172.  
426

 Forster, ñMetaphors of Rule,ò 65.  
427

 Both men were acquainted with Francesco Salviati. 

Figure 4.5, Agnolo Bronzino, Portrait 

of Cosimo I.  c. 1543.  Galleria degli 

Uffizi, Florence. 

http://en.wikipedia.org/wiki/File:Angelo_Bronzino_036.jpg
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all genres in Varchiôs famous Due Lezzioni because of its persuasive power.
428

  The duke in fact 

privileged the art of portraiture, and commemorated the important events of his life and rule by 

having his likeness taken.  For his marriage with Eleonora of Toledo in 1539, Cosimo 

commissioned Bronzino to paint him in the guise of Orpheus.
429

  To commemorate his 

consolidation of territorial power in 1543, Bronzino painted Cosimo in armour (Figure 4.5), 

showing him as a military commander.
430

  This portrait then became the prototype for the official 

state portraits, which were copied by Bronzinoôs workshop and widely disseminated.
431

   

Salviatiôs second Florentine period (1543-1548) coincided with the very years in which 

Cosimo commissioned his most important portraits.   The consolidation of ducal power provided 

the justification for a public display of his new status.  And to convey ducal authority, Cosimo 

commissioned portrait busts allôantica, in emulation of the ancient emperors.  Shortly after his 

return to Florence from Rome in the middle of 1541, Bandinelli thus executed a marble bust of 

Cosimo that was based on the portrait of the Emperor Hadrian.
432

  And shortly after Benvenuto 

Celliniôs return from France, he portrayed the duke, dressed in ancient armour, in a colossal 

bronze bust (c. 1545-1547, Museo Nazionale del Bargello, Florence).    

Cosimo perceived the image of his family and, by extension, his dynasty, as an 

embodiment of the state.  Thus, he also commissioned a series of state portraits of the Duchess 

Eleonora and their children to document and to glorify the new Medici dynasty.  The double 

portrait of Eleonora of Toledo and Her Son Giovanni by Bronzino exemplifies the likenesses of 

                                                      

428
 Gabrielle Langdon, Medici Women: Portraits of Power, Love and Betrayal (Toronto: University of 

Toronto Press, 2006), 97. 
429

 The portrait also marked the beginning of Bronzinoôs career as the court portraitist of the Medici, see 

Janet Cox-Rearick, ñArt at the Court of Cosimo I," 35.   
430

 Vasari (Milanesi, 7: 598) mentions this portrait of Cosimo I in his Life of Bronzino. 
431

There are over twenty-five versions of the portrait that have survived.  The number of replicas attests the 

paintingôs status as the official state portrait of the duke; see Robert B. Simon, ñBronzinoôs portrait of 

Cosimo I in armour,ò Burlington Magazine 125 (1983), 527 - 28.   
432

 The bust is datable to 1542-1544 and is the Bargello, see Cox-Rearick, ñArt at the Court of Cosimo I," 

36. 
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the ducal family in the 1540s; it is believed to have served as the companion piece to the Cosimo 

in Armour (Figure 4.5).
433

  Using the same composition, Bronzino later painted a double portrait 

of the duchess and Francesco deô Medici, the heir to the ducal throne.
434

  In the 1540s and early 

1550s, Bronzino also painted a number of portraits of Cosimoôs children, including the Uffizi 

Portrait of Bia deô Medici (1542-1543), the illegitimate daughter of Cosimo I, and the Portrait of 

Don Garzia (c. 1550) in the Museo del Prado.
435

  Simultaneously, Francesco Salviati contributed 

to the glorification of the Medici dynasty through his own portraits of various members of the 

ducal family.    

Although Bronzino was the dukeôs official portraitist, Salviati played an important role in 

Cosimoôs pictorial campaign to establish his dynastic 

legitimacy.  Vasari informs us that Francesco painted a 

posthumous portrait of Cosimo Iôs father, the famous 

Giovanni dalle Bande Nere (1489-1526, Figure 4.1).
436

  The 

legendary condottiere was the son of Giovanni deô Medici (il 

Popolano) and Caterina Sforza.  He was in the employ of the 

Medici Pope, Leo X, after whose death, Giovanni added 

black bands to his insignia, which became his nick name 

                                                      

433
 Vasari-Milanesi, 7: 598; Cox-Rearick, ñArt at the Court of Cosimo I," 36-37.  The double portrait 

showing the duchess and her son, Giovanni (115 x 96 cm), is larger in size than Bronzinoôs likeness of the 

duke in armour (74 x 58) in the Uffizi.  The significant difference in size casts some doubts on the idea that 

these were displayed as pendants.    
       

434
 There are various versions of this portrait.  The one in the Museo Nazionale di Palazzo Reale in Pisa is 

often considered the original by Bronzino, see The Medici, cat. no. 9.    
435

 For a list of Bronzinoôs portraits of Cosimo Iôs family members see, Vasari-Milanesi, 7: 598. 
436

 Vasari-Milanesi, 7: 27.  Cecchinoôs portrait of the dukeôs father appears in the first inventory of the 

Palazzo Ducale in 1553: ñUn quadro di legname con ornament di noce, pittovi drento il Signor Giovanni 

deôMedici, mano di Cechino Salviati.ò  The portrait was then hanging in the first room of the Guardaroba 

secreta.  See Alessandro Cecchi, ñIl Giovanni dalle Bande Nere del Salviati ritrovato,ò Amici di Palazzo 

Pitti Bolletino 2010 cura degli Amici di Palazzo Pitti, 15. 

Figure 4.6, Gian Paolo Pace, Portrait of 

Giovanni dale Bande Nere.  1545-1546. 

Galleria deglio Uffizi, Florence. 

http://upload.wikimedia.org/wikipedia/commons/5/5c/Gbnere_pace_1.jpg
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(Giovanni of the black bands).  Later he entered the service of Pope Clement VII.  During the 

War of the League of Cognac, he was badly wounded near Gorvernolo by a cannonball which 

shattered his leg above the knee.  His leg was amputated in Luigi Alessandro Gonzagaôs palace in 

Mantua, but the condottiere died of septicemia prematurely five days later on 30 November 1526.  

Giovanniôs last days were movingly recorded in detailed letters of Pietro Aretino, who served as 

his secretary.
 437

  Aretino also commissioned Giulio Romano to produce a death mask of 

Giovanni, which the poet mentions in a letter to Maria Salviati, the condottiereôs wife, shortly 

after Giovanniôs death.
 438

  After his accession in 1537, Cosimo I actively sought to revive the 

legacy of his father.  Responding to the dukeôs wish, Aretino in May 1545 commissioned Titian 

to paint a portrait of Giovanni dalle Bande Nere based on the death mask.
439

  The painter, then a 

guest at the Farnese court in Rome, did not proceed to the execution of Giovanniôs portrait, and 

by 17 October, the artist had returned the death mask along with a portrait of Aretino, which the 

poet complained was more like a sketch than a finished work of art.
440

   The commission was then 

quickly passed on to Gian Paolo Pace, who executed the Portrait of Giovanni dalle Bande Nere 

now in the Uffizi (Figure 4.6).
441

       

Salviatiôs Portrait of Giovanni dalle Bande Nere (Figure 4.1) must have been painted 

shortly after the arrival of the death mask by Giulio Romano and the portrait by Gian Paolo Pace 

                                                      

437
 Pietro Aretino gives a detailed account on the death of Giovanni in his letter to Francesco degli Albizzi, 

dated 10 December 1526, see Letters of Pietro Aretino, trans. Thomas Caldecot Chubb (Hamden: Archon 

Books, 1967), 22-28.  
438

 ñE sarei morto, mentre ho visto esalarglio lo illustre spirit, e nel formargli del volto, che fece Giulio di 

Rafaello, e nel chiuderlo io ne la sepolturaò.    See Aretinoôs letter to Maria Salviati, dated 10 December 

1526, Lettere sullôArte, 1: 16.   Vasari (Milanesi, 5: 547) also mentions a portrait of Giovanni by Giulio 

Romano, done shortly after his death.  The work, however, cannot be traced now.       
439

 Vasari-Milanesi, 7: 445-46; Cecchi, ñSalviati ritrovato,ò 14. 
440

 See the letter by Aretino to Titian dated October 1545.  ñAncora chôio sia in colera con voi de lo avermi 

avuto a ripigliare il getto de la testa del signore Giovanni, senza altri menti vederlo rassemplato di vostra 

mano, e insieme con esso il mio ritratto pi½ tosto obozzato che fornitoéò  Lettere sullôArte, 2: 106.  The 

portrait of Aretino mentioned in the letter is now in the Uffizi.  It was sent to Cosimo I in October 1545, 

along with a letter, see ibid. 2: 107-108.         
441

 See Aretinoôs letter to Gian Paolo Pace dated November 1545, ibid., 2: 116. 
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in 1546.
442

  It was one of the earliest ancestral portraits Cosimo commissioned after his ascension 

to the ducal throne.  Instead of hinting at the posthumous nature of the portrait by presenting 

Giovanni in profile as in Gian Paolo Paceôs work (Figure 4.6), Salviati chose to depict the 

condottiere in three-quarter view.  Modelled on Bronzinoôs Cosimo in Armour (Figure 4.5), 

Salviati emphasized the connection between the images of father and son.
443

  In Salviatiôs 

portrait, Giovanni dalle Bande Nere is turned three-quarters to the right but he gazes intently to 

the left ï a pose almost identical to that of his son in Bronzinoôs painting.  To underline the 

dynastic continuity, the painter even altered the physiognomy of the deceased father so that he 

resembles his son more closely.
444

  Such practice was not alien to Renaissance Florence; the son 

was perceived to be the living image of the deceased father.
445

  

                                                      

442
 Cecchi, ñSalviati ritrovato,ò 16.   The facial features shown in Salviatiôs portrait of Giovanni, however, 

are rather different from those appear in Gian Paolo Paceôs portrait.  For Bande Nereôs death-mask, see  

Cox-Rearick, Bronzino's Chapel of Eleonora, 265-266.  Salviati may have had previously seen the death-

mask in Aretinoôs Venetian abode during his visit to the lagoon (1539-1541).     
443

 Bronzinoôs portrait of Cosimo I in armour has many versions in varied sizes and formats ranging from 

the tin miniature in the Uffizi (15.8 x 12.2 cm) to the three-quarter length monumental panel in Lucca (181 

x 103 cm).  It is hard to determine which version of the portrait served as Salviatiôs model.  The half-length 

portrait in the Tribuna of the Uffizi (Figure 3.5) is generally considered the initial portrait of the duke in 

armour.  Thus, it is used here as a point of reference.  For the various versions of Bronzinoôs portrait, see 

Simon, ñCosimo I in armour,ò 528.    
444

 Interestingly, Paolo Giovio, when looking at an autograph copy of Portrait of Cosimo I by Brozino, 

remarked on the Dukeôs resemblance to his father.  Of Bronzinoôs portrait, Giovio writes: ñin three parts of 

four it seemed to me the portrait of the excellent Giovanni, his father, whom I remember as vividly as a 

man alive.ò  See Giovioôs letter to Pier Francesco Riccio, dated 30 July 1546, published in Robert B. 

Simon, ñ'Blessed Be the Hand of Bronzino': The Portrait of Cosimo I in Armour,ò Burlington Magazine 

129 (1987): 387-88.   
445

 Marsilio Ficino writes: ñil figliuolo è uno specchio et imagine, nella quale el padre dopo la morte sua 

quasi rimane lungo tempo vivoò.  Marsilio Ficino, Supplementum  ficinianum, ed. Paul Oskar Kristeller, 2 

Vols. (Florence: Leo S. Olschki, 1937), 2:  113; see also Allison Levy, Re-membering Masculinity in Early 

Modern Florence: Widowed Bodies, Mourning and Portraiture (Aldershot: Ashgate, 2006), 123.      
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 Furthermore, Giovanni and his son Cosimo were presented in an identical set of armour.  

The amour worn by Cosimo in Bronzinoô s Uffizi portrait was probably the work of Jºrg 

Seusenhofer, the Innsbruck armourer, with etched decoration by Leonhard Meurl,
446

 which may 

have been a gift from Ferdinand of Austria, the younger brother of Charles V, to celebrate 

Cosimoôs accession to the ducal throne in 1537.
447

  A 

similar set of armour was shown in Titianôs famous 

portrait of Charles V (c. 1530).
448

  By appearing in this 

particular set of armour in his official portrait, Cosimo 

conveyed his debt to Charles V, as well as declaring his 

political alliance to the emperor.  And the deliberate 

choice of depicting Giovanni dalle Bande Nere in 

Cosimoôs armour implies the latterôs desire to reinvent 

his ancestor in his own image.  The bequeathing of 

armour by a father to his son represented the transmission 

of authority.  In depicting Giovanni as the (fictional) 

previous owner of the armour worn by Cosimo in his state portrait, Salviati proclaimed the duke 

as the rightful heir of his father.  The suit of armour also appears in another posthumous portrait 

of Giovanni dalle Bande Nere in the Galleria Sabauda, Turin (Figure 4.7).
449

   

                                                      

446
 Bruno Thomas, ñDie Innsbrucker Plattnerkunst; ein Nachtrag,ò Jahrbuch der Kunsthistorischen 

Sammlungen in Wien 70 (1974): 194-196; Carolyn Springer, Armour and Masculinity in the Italian 

Renaissance (Toronto: University of Toronto Press, 2010), 134-135. 
447

 This set of armour remained in the Medici collections until the early twentieth century; it was acquired 

by Mussolini in 1927 for his collections in Rome, and parts of the armour survive in the museum of the 

Castel S. Angelo.     
448

 Springer, Armour and Masculinity, 135. 
449

 Before the recent rediscovery of the portrait in the deposit of the Galleria Palatina, the Portrait of 

Giovanni dalle Bande Nere at Turin had been considered by some to be the likeness of Cosimoôs father by 

Salviati mentioned in Vasariôs biography of the artist.  A letter from Paolo Giovio to Pierfrancesco Riccio 

dated 30 July 1546 mentions a three-quarter length likeness of Giovanni dalle Bande Nere along with a 

Figure 4.7, Unknown Florentine Artist, Portrait 

of Giovanni dalle Bande Nere.  Oil on panel, 140 

x 117 cm.  Galleria Sabauda, Turin. 
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Salviati surely had Vasariôs Portrait of Lorenzo il Magnifico (1533-1534, Figure 4.8) in 

mind when he decided to pattern his posthumous effigy of Giovanni dalle Bande Nere (Figure 

4.1) after Bronzinoôs Cosimo in Armour (Figue 4.5).
450

  When given the task of creating a 

posthumous portrait of Lorenzo il Magnifico, Vasari had looked to an earlier likeness of Cosimo 

Vecchio, the Pater Patriae, by Pontormo (1518, Figure 4.9).
451

  Vasariôs portrait of Lorenzo was 

probably even conceived as a companion piece to Pontormoôs effigy of Cosimo.
452

   Certainly, 

Lorenzoôs pose closely 

mirrors that of his 

grandfather in 

Pontormoôs portrait, 

emphasizing the familial 

bond between the two.  

Such deliberate visual 

references can be 

frequently observed in 

Medici ancestral portraits 

ï a tradition carefully adapted by Salviati when conceiving the posthumous portrait of the father 

of the reigning duke.            

                                                                                                                                                              

portrait of Cosimo I by Bronzino; the latter was a gift from the duke to Giovio.  The artist of Bande Nereôs 

portrait is not mentioned.  See Medici Archive, Carteggio dei Segretari, vol. 1170, folio 14.  The portrait of 

Bande Nere mentioned in Giovioôs letter can be tentatively identified with the Turin picture.   
450

 Given Cosimoôs controlling attitude to artistic productions, he may even have asked Cecchino to model 

the portrait of his father after Bronzinoôs picture. 
451

 The correspondence between the two portraits were pointed out by Forster, ñMetaphors of Rule,ò 67-69. 
452

 Although similar in composition, Vasariôs portrait of Lorenzo differs significantly in style from 

Pontormoôs likeness of Cosimo Vecchio.  The former is hard and precise in style, while the latter is soft, 

and demonstrates the use of sfumato.  The portraits are similar in size; Vasariôs picture is slightly larger.        

Figure 4.8, Giorgio Vasari, Portrait of 

Lorenzo Magnifico. Oil on panel, 90 x 

72 cm.  Galleria degli Uffizi, Florence.  

Figure 4.9, Pontormo, Portrait of 

Cosimo Vecchio.  Oil on panel, 86 x 

65 cm.  Galleria degli Uffizi, 

Florence. 
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Salviatiôs pointed reference to Bronzinoôs newly finished Cosimo I in Armour (Figure 

4.5) also reveals his desire to establish an artistic dialogue with his colleague through 

emulation.
453

  Unlike Bronzinoôs precise rendering of the etched decorations, Salviatiôs treatment 

of the armour is rather generic, but more painterly style creates a sense of movement with the 

reflections and highlights on the metallic surface.  Although painted posthumously, Salviatiôs 

likeness of the famous condottiero has a great sense of vivacity.  The intensity of the sitterôs 

sidelong glance effectively conveys his powerful personality.  In comparison, Bronzinoôs state 

portrait of the duke appears muted and static.  Unlike the cold austerity of Bronzinoôs works, 

Salviatiôs portraits tend to emphasize the sitterôs irregular features, as well as aiming to reveal 

their mental states.  While 

Bronzinoôs sitters look aloof 

and composed, Salviatiôs are 

communicative and 

restless.
454

  Although 

Bronzino is better known 

than Salviati as a portraitist, 

some scholars have pointed 

                                                      

453
 Bronzinoôs portrait of Cosimo I is datable to 1543, the year in which Salviati returned to Florence from 

Rome.  It is mentioned by Vasari immediately after his description of Bronzinoôs work in the Chapel of 

Eleonora, completed in 1543.  See Milanesi-Vasari, 7: 597-598.   
454

 To counter the gravity and courtly elegance of his portraits, Bronzino frequently inserted grotesque 

sculptures and unsettling attributes.  For the function of the sculptural elements and other playful insertions 

in Bronzinoôs portraits see Parker, Painter as Poet, 155-160.   

Figure 4.11, Attributed to Francesco Salviati, 

Portrait of a Boy (Giovanni deô Medici?).  

Oil on panel, 24 x 19 cm.  Palazzo Pitti, 

Florence. 

Figure 4.10, Francesco Salviati, Portrait 

of a Boy (Francesco deô Medici?).  Mid-

1540s.  Oil on copper, 10.2 cm in 

diameter.  Private collection, Great 

Britian.   
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out that Francescoôs likenesses are more lively and original.
455

  

As court artist to Cosimo I, Salviati was also commissioned to paint portraits of the 

dukeôs children.
456

  Cosimo had seven children by 1548 when Salviati left Florence for Rome: 

Bia (1536-1542), Francesco (1541-1587), Isabella (1542-1576), Giovanni (1543-1562), Lucrezia 

(1545-1561), Pietro (1546-1547) and Grazia (1547-1562).
457

  It seems that Salviati did not paint 

any portraits of the girls.  But there are two portraits of boys attributed to the artist that can be 

dated to the period: the tondo painted in oil on copper in a British private collection (Figure 4.10) 

and the small panel painting in the Pitti Palace (Figure 4.11).  Datable to the second half of the 

artistôs Florentine sojourn, both portraits are unusually small in scale.  The miniature tondo on 

copper was probably painted first, about 1545-1546.  Stylistically similar to the Portrait of 

Giovanni dalle Bande Nere (Figure 4.1), the tondo 

must have been painted around the same time.  If the 

picture indeed features a son of Cosimo I, Francesco, 

the eldest is a likely candidate.  He would have been 

about four or five when the portrait was executed.  

His characteristic dark hair, known from the portrait 

by Bronzino in the Uffizi, also matches that of the 

boy in the roundel.   

Portrait miniatures were rather unusual in 

Centural Italy during the 1540s, a format probably originating in the Low Countries at the 
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 Alessandro Cecchi, ñRitratti a Firenze nel secolo Cinquecento,ò in Il ritratto, gli artisti, i modelli, la 

memoria (Florence: Giunti, 1996), 128.      
456

 Vasari (Milanesi, 7: 27) informs us that Francesco ñritrasse similmente alcuni deô figliuoli del ducaò 

while he was working on the scrittoio in Eleonoraôs apartment. 
457

 For a recent study on the portraits of Cosimo Iôs children, see Maike Vogt-L¿erssen, ñThe True Faces of 

the Daughters and Sons of Cosimo deô Medici,ò Medicea 10 (2011): 74-95.   

Figure 4.12, Giulio Clovio, Self-Portrait.  1567-

1568.  Tempera on vellum, laid down on copper, 

diameter 11.5 cm.  Galleria degli Uffizi, Florence.   
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beginning of the fifteenth century.  Small-scale portrait panels had then existed in the 

Netherlands, worn as pendants on necklaces.
 458

  In the early sixteenth century, portrait miniatures 

enjoyed great popularity at the royal courts of England and France, represented by the works of 

Lucas Hornebolte (1490-1544), Hans Holbein the Younger (1497-1543), Jean Clouet (1480-

1541) and Corneille de Lyon (?-1575).
 459

  English portrait miniatures from the period are 

generally circular in format and painted in watercolour on vellum.
460

  French miniatures, 

especially the work of Corneille de Lyon, are usually larger in size and painted in oil on panel.
461

   

If indeed painted in the mid-1540s, the roundel by Salviati could have been one of the earliest 

portrait miniatures produced in central Italy.  The artist may have been informed of this courtly 

genre by Giulio Clovio (1498-1578), the famous Croatian miniaturist, who had worked for both 

the Grimani family in Venice and the Farnese family in Rome.
462

  Between 1540 and 1546, 

Levina Bening Teerling (1510-1520?-1578), who later became a specialist in miniature 

portraiture at the English court, took an apprenticeship with Clovio.
463

  In fact, Cecchino may 

have met her or seen samples of her works through his connection with Clovio, who painted 

miniature portraits himself, though few survive.  Among them the Portrait of Eleonora of Toledo 

in an English private collection and the better-known Self-Portrait in the Uffizi (Figure 4.12), are 
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 Campbell, Renaissance portraits, 62-64. 

459
 Stephanie Buck, ñBeauty and Virtue for Francis I: Iohannes Ambrosius Nucetus and the Early Portrait 

Miniature,ò Journal of the Warburg and Courtauld Institutes 71 (2008): 192-193. 
460

 Katherine Coombs, The Portrait Miniature in England (London: V&A Publications, 1998), 24.   
461

 Although Jean Clouet is known as an excellent miniaturist, few works by him survive.  For a sample of 

his work, see ibid., plate 2, p. 9.     
462

 It 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, see The Life and Works of Giorgio Giulio Clovio 

Miniaturist, 1495-1578 (London: 1891), 67 & 367; Cheney, ñ North Italian Journey,ò 338; Hochmann, 

Venise et Rome, 263.  Although Clovioôs fame as a miniaturist and his close connection with the Farnese 

circle seems to support this master-pupil relationship, it has not been confirmed by solid evidence, see 

Francesco Salviati miniature: Il pontificale di Giovanni Grimani, ed. Maria Chiara Cadore and Annalisa 

Bristot (Milan: Silvana Editoriale, 2010), 17-18.   
463

 E. Samboôs entry in I Campi e la cultura artistica cremonese del Cinquecento (Milan: Electa, 1985), p. 

174, cat. no. 1.16.3; Liana de Girolami Cheney, Alicia Craig Faxon and Kathleen Lucey Russo, Self-

Portrait by Women Painters (Aldershot: Ashgate, 2000), 35.  For Teerlingôs works for the British court, see 

Coombs, Portrait Miniature in England, 24-27.  
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both probably from a later date than Salviatiôs roundel.
464

  Portrait miniatures seem to have made 

their first appearance at the Medici court between the mid-1540s and early 1550s.
465

  Ludovico 

Capponi, for example, is shown holding a portrait miniature in his portrait by Bronzino datable to 

1550-1555.     

Salviati was also one of the pioneers in the practice of painting in oil on copper.  The 

artistôs choice of support was probably partially because the metal was easier to cut into a small 

tondo than wood or canvas.  Although the practice is mentioned in Leonardo da Vinciôs Notes, it 

does not appear to have taken hold until the 1560s and 1570s.
466

  Salviati was likely inspired by 

the experiments of Sebastiano del Piombo, who is reported to have painted on various metals, 

such as silver, copper and lead,
467

 but unfortunately none of these paintings survive.  An exquisite 

preciousness resulted from the smooth surface of the copper support and the miniature scale 

suited the taste of Salviatiôs princely patron.  Salviatiôs miniature tondo on copper is a harbinger 

of a group of small allegorical and mythological scenes on copper commissioned by Francesco I 

deô Medici, including The Forge of Vulcan (before 1565) by Vasari, the Allegory of Happiness 

(1567) by Bronzino, and the Hercules Crowned by the Muses (1568) by Alessandro Allori.
468
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 Vasari-Milanesi, 7: 569.  For Clovioôs portrait miniature of Eleonora of Toledo (1551-1553.  Tempera 

on vellumn laid down on panel, diameter 8.4cm.  Private collection, Great Britian) see Robert S. Simon, 

ñGiulio Clovio's Portrait of Eleonora di Toledoò Burlington Magazine 131 (1989): p. 481, fig. 39.     
465

 Giulio Clovioôs portrait miniature of the Duchess is also datable to this period, see note 410. 
466

 Edgar Peters Bowron, ñA Brief History of European Oil Paintings on Copper, 1560-1775,ò in Copper as 

Canvas: Two Centuries of Masterpiece Paintings on Copper 1575-1775 (New York: Phoenix Art Museum, 

1999), 11.   
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 Vasari-Milanesi, 5: 580; Bowron, ñPaintings on Copper,ò 11.  Parmigianino may have occationally 

painted portraits on copper, see Ekserdjian, Parmigianino, 175. 
468

 These are all kept in the Uffizi.  See Bowron, ñPaintings on Copper,ò 11. 
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Salviati may have painted another small-scale portrait of one of Cosimoôs sons ï that  of 

Giovanni deô Medici (1543-1562, Figure 4.11).
469

  From 

birth, Giovanni was destined for an ecclesiastical career, 

and he was made a cardinal in 1560 and became the 

archbishop of Pisa the following year.  Unfortunately, the 

young man died of malaria in 1562.
470

  As a child, Giovanni 

appears frequently in dynastic portraits commissioned by 

Cosimo, including one in which he holds a goldfinch by 

Bronzino from 1545.  The boy appears again in Bronzinoôs 

double portrait with his mother, Eleonora of Toledo, in 

1545-1546.  Yet another portrait of Giovanni associated 

with Bronzino is in the Ashmolean Museum, Oxford.  The Pitti portrait of Giovanni (Figure 4.11) 

was likely produced at the end of Salviatiôs second Florentine period around 1547-1548, a couple 

years later than the Uffizi Charity (Figure 4.13), which marks the most Bronzinesque moment in 

Salviatiôs career.  Compared to the Madonna and Child with St. John Baptist and an Angel in the 

Galleria dellôAccademia, which is datable to the first half of Salviatiôs Florentine period, the 

Uffizi panel shows considerable stylistic differences.  Smaller in size, the painting in the 

Accademia is painterly in execution and shows the lingering influence of Parmigianino in the 

Virginôs facial features, and in the lyrical landscape in the background the reflection of 

Cecchinoôs Venetian stay.   While maintaining a dark palette and warm tonality, the Uffizi 

Charity (Figure 4.13) has a highly polished surface and its figures possess a greater plasticity.  

The similar stylistic changes can be observed in the Pitti panel, which had been associated with 
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 There remain some doubts about the autograph status of the Pitti panel, see cat. no. 24. 

470
 Angelo M. Manaco in Bronzino. Artist and Poet at the Court of the Medici, ed. Carlo Falciani and 

Antonio Natali (Florence: Fondazione Palazzo Strozzi, 2010), 208.   

Figure 4.13, Francesco Salviati, 

Charity.  Galleria degli Uffizi, 

Florence. 
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Bronzino.  However, the sensitive brushwork and warm tonality of Salviatiôs portrait differ from 

Bronzinoôs porcelain-like images of the Medici children, such as the Portrait of Bia deô Medici in 

the Uffizi (1542) and the Portrait of Don Garcia de Medici (1550) in the Prado Museum.  The 

inclusion of the gold-trimmed curtain is also unusual in Florentine portraits of the time, and it 

may reflect Salviatiôs experience in north Italy.  Similar hangings can be seen in some of Titianôs 

likenesses, such as the Portrait of Francis I (Figure 3.14) sent to the king by Aretino in 1539 

(Figure 3.14).  Salviati very likely knew the composition, since he painted a portrait of Pietro 

Aretino that was probably intended as a pendant to Titianôs Francis I (Figure 3.14).
471

  The 

draped background of the Pitti panel (Figure 4.11) also recalls Bartolomeo Venetoôs portraits, 

examples of which Salviati may have seen in Milan.
472

  

4.2 Francesco Salviati and the Accademia 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 

intended to purify the Tuscan tongue and to advocate it as the standard language in Italy.
473

  The 

Academy published treatises by its members, held public lectures on Dante and Petrarch, and 

produced theatrical performances and festivities.
474

   The members of the Academy in the 1540s 

included a number of Tuscan literati such as Laura Battiferri degli Ammanati (1523-1589), 

Annibale Caro (1507-1566), Giambattista Gelli (1498-1563), Pierfrancesco Giambullari (1495-

1555), Anton Francesco Grazzini (il Lasca, 1503-1584), Carlo Lenzoni (1501-1551), Niccolò and 
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Ugolino Martelli (1519-1592), Giovanni Mazzuoli, Bartolomeo Parnciatichi, and Benedetto 

Varchi (1502/03-1565), a leader of the fuorusciti who accepted the dukeôs offer of pardon and 

returned to Florence in 1543.  Many artists joined the Academy, including Agnolo Bronzino, 

Michelangelo Buonarroti, Benvenuto Cellini, Giambattista Tasso, and Niccolò Tribolo.  On 21 

May 1545, along with Bandinelli, Salviati became a member of the Accademia.
475

    

 Salviatiôs association with the Academy reveals his aspiration to higher social status.  He 

consciously cultivated his status as a gentleman painter, well-read, intellectual and welcomed by 

the society of the cultural elite.  Cecchino was by no means alone in this quest.  A number of 

contemporary artists had striven to 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 in his Memoriale.  Benvenuto Cellini, 

Salviatiôs fellow courtier at the Medicean court, sent his autobiography to Varchi for advice and 

criticism.
476

  Giorgio Vasari, Salviatiôs intimate friend, is now better known for his biographies of 

artists than for his paintings.  Bronzino, Salviatiôs rival at the Medicean court, was a serious 

writer of verse and prose.
477

  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 sixteenth-century, the 

educated literati, while willing to collaborate with the artists, generally considered themselves 

their superiors.  Annibale Caro 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 tone.
478

  In Annibale Caroôs famous letter to Francesco Salviati urging him to return to 
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Rome and amend his relationship with Pier Luigi Farnese, the artist was referred to as ñMastro 

Francesco Salviati Pittoreò.
479

   

 On the one hand, the letter confirms Caroôs friendship with Cecchino, as the poet declares 

ñper uno amico quale io vi tengoò.  On the other hand, Caro makes it clear that Cecchino was 

perceived and received at the court of Pier Luigi Farnese as an artist.  Caro repeatedly emphasizes 

that Cecchino should not lose the favour of his patron and know his place at court.  Salviati was 

constantly referred to as a person of a profession.
480

  The fact that the artists mentioned above all 

participated in the Florentine Academy reveals that being a member was of importance to the 

artists with aspiration to higher social status.
481

  

 However, the early members of the Academy represented a broad social spectrum.  A 

number of leading members were from modest origins, such as Giambattista Gelli, a shoemaker, 

and Giovanni Mazzuoli (Lo Stradino), an ex-soldier.
482

  The degrees of literacy also varied 

among its members, with some fluent both in Latin and Greek while others only read Italian.  It 

was reported that some of the members had difficulties in participating in the learned activities.  

For example, the sculptor Tribolo was twice excused from the duty of lecturing.
483

                                         

Since the beginning of his career as painter to Cardinal Salviatiôs household, Cecchino 

was perceived as a gentiluomo not a mere craftsman.  Vasariôs biography emphasizes that 

Francesco was treated as equal to other courtiers and was admitted to a stratum of the social 
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hierarchy that was traditionally reserved for humanists, men of learning and secretaries.
484

  

Giovanni Battista Armenini also foregrounds Salviatiôs intellectual and aristocratic pretensions: 

ñHe was of very noble soul and lofty spirit, rode fine horses, and lived and dressed in the manner 

of a gentleman, thus honouring himself and upholding his art in its pristine greatness and 

reputation.ò
485

   

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 Annibale Caro, Paolo Giovio, and Pietro Aretino.  And upon his return to Florence in 

1543, he participated actively in the intellectual society of the city.  During his five-year stay in 

the city, the artist maintained friendly relationships with many notable writers, including 

Antonfrancesco Doni, who was in Florence in 1546 / 1547, and Ludovico Domenichi ï both of 

whom praised him in their publications.  As a member of the Accademia Fiorentina, Francesco 

had joined the cultural and intellectual fulcrum of Cosimoôs Florence.  Although we have little 

information on Francescoôs Florentine education, he was described as learned and eloquent by his 

contemporaries in Florence.
486

   

While attempting to standardize the Tuscan dialect, the Academy also aimed to form a 

new Florentine cultural identity, expressed through a distinctive visual style.  Around 1540, 

Bronzino began to develop a visual language in his portraiture naturally expressive of Florentine 
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culture.  As a member of the Academy almost from its inception, he was fully familiar with its 

ideology and vision.
487

  To signify the distinctive fiorentinità of his sitters, Bronzino included in 

his portraits - such as the Uffizi Young Man with a Lute and the Ugolino Martelli (Figure 2.11) - 

sculptural and architectural elements inspired by Michelangeloôs works in the Medici Chapel.
488

  

Executed in the milieu of the Academy, Salviatiôs Portrait of a Young Man in Saint Louis (Figure 

4.2) reveals a knowledge of Bronzinoôs visual exploration of fiorentinità.  Salviati  derived the 

subjectôs pose from Michelangeloôs sculptural portrait of Lorenzo deô Medici, the Duke of 

Urbino.  Although Salviati had acquired fame and success in Rome, he was Florentine in origin, 

and like his compatriots, he must have been particularly aware of his fiorentinità during his 

sojourn in the city.  Apart from recording the individual features of the sitter, Fiorentinità is the 

central message of Salviatiôs portrait in Saint Louis (Figure 4.2).  It was doubtlessly produced 

during Cecchinoôs second Florentine sojourn, and displays a number of emblems, such as the 

river god and the Marzocco in the left background, that proclaim the sitterôs allegiance to 

Florence.  The identity of the subject, however, remains controversial.  Alessandro deô Medici 

and Lorenzaccio have both been proposed as possible candidates.
489

  The bizarre elements, such 

as the river god, the mazzocco, and the white lily, included in the landscape on the right may 

reflect the scholarly discourses about the origins of Florence that were popularized by Gelli and 

Giambullari at the Accademia Fiorentina.
490

  The sitter may indeed have been a member of the 

                                                      

487
 Elizabeth Cropper, ñProlegomena to a New Interpretation of Bronzinoôs Florentine Portraitsò in 

Renaissance Studies in Honor of Craig Hugh Smyth, 2 vols, ed. Andrew Morrogh, et al. (Florence: Giunti 

Barbèra, 1985), 2: 157.  
488

 Michelangeloôs sculptural portraits of the Medici dukes in the New Sacristy at San Lorenzo were widely 

influential to Florentine portraits.  To demonstrate Alessandro deô Mediciôs legitimacy to rule, Vasari 

referred pointedly to the pose of Michelangeloôs Lorenzo deô Medici in his portrait of the first Duke of 

Florence (1534).  
489

 Cheney, Francesco Salviati, 1: 148, 2: 425-426. 
490

 For the early activities of the Accademia Fiorentina, see Salvino Salvini, Fasti Consolari 

dellôAccademia Fiorentina (Florence, 1718). 



142 

 

Accademia, and closely associated with the Aramaic school,
491

 which had popularized the 

juxtaposition of the personification of the Arno and the lion in the early 1540s.
492

  Giambullariôs 

Il Gello (Florence, 1546) concludes with an image of the Marzocco holding a lily.
493

  The book 

provides a detailed account of the origin of Florence, tracing the history of Tuscany from Noah 

and the flood.  In the St. Louis portrait (Figure 4.2), the tiny female figure emerging from the 

white lily next to the river god likely personifies the city of Florence.
494

   Salviati was one of the 

earliest artists to use the motifs of the river god and the lion to signify the city of Florence.  These 

appeared in the artistôs modello for Charles V Crowning Duke Cosimo (Department of Graphic 

Art, Louvre, inv. 2795), one of the large 

grisaille paintings prepared for the dukeôs 

wedding in 1539.  

4.3 Portr ait Prints 

Francesco Salviatiôs career as a 

book illustrator continued to flourish 

during his second Florentine sojourn.   

The artist collaborated frequently with 

Antonfrancesco Doni, who had returned 
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to the city by 30 October 1545,
495

  and was admitted to the Accademia on 12 December 1545, and 

elected secretary on 11 February 1546.
496

  Sponsored by Duke Cosimo, Doni opened a printing 

press in the neighbourhood of San Pier Maggiore on 26 March 1546, publishing the writings of 

the members of the Accademia.
497

  Between 1546 and 1547, Doni published about twenty books 

by such various authors as Giambattista Gelli, Niccolò Martelli, and Pier Francesco 

Giambullari.
498

  Salviati probably designed two printerôs devices (ñmarca tipograficaò) for 

Doniôs newly established press.  The first one features a female allegory of Truth seated on the 

broncone, a device frequently adopted by the duke in the 1540s (Figure 4.14).
499

   Enclosed by an 

oval ducal crown, the female figure is shown burning a mask, a symbol 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 Cosimo I.  The design reflects the style of Francesco in his second 

Florentine period and is comparable to the grisaille of Peace burning Arms in the Sala 

dellôUdienza.  The imprint appears on the title page of Pier Francesco Giambullariôs Il Gello, 

published by Doni in 1546.  It seems that the device served not only as the typographical mark for 

Doniôs Florentine press but also for the authorôs personal emblem.  The same image appears in 
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the frontispieces of Marcoliniôs publications of Doniôs writings, such as the third book of La 

Moral Filosophia del Doni (1552).       

For Giambullariôs Il Gello, Salviati may also have contributed a design for the woodcut 

portrait of Giambattista Gelli (Figure 4.15).  Francescoôs involvement with the Accademia, 

especially with the members of the Aramaic group, made him a good choice as a portraitist.  Gelli 

was a self-educated shoemaker who became the official commentator on Danteôs Divine Comedy 

at the Accademia.  He was also a playwright, authoring La sporta (1543) and Lo errore (1556), 

and a writer of dialogues.    Along with Giambullari and Carlo Lenzoni, Gelli led the so-called 

ñscuola di baie aramee.ò   The origins of Florence and of the Tuscan tongue were a topic of 

particular interest to Gelli.  Between 1542 and 1545, he wrote an influential treatise entitled 

Origine di Firenze.  Gelli believed that both Etruscan and Hebrew 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 of Duke Cosimo.  He played a crucial role in the 

reconciliation between the duke and Benedetto Varchi.  Gelli wrote to Varchi on Cosimoôs 

behalf, communicating the dukeôs pardon to the leader of the Florentine exiles and his wish for 

Varchiôs return to Florence.  Giambattista was also on friendly terms with a number of artists at 

the Medicean court, including Tasso, Tribolo, Bronzino, and Salviati.  Bronzino included Gelliôs 

portrait in his famous Christ in Limbo (1552) for the Zanchini altar in Santa Croce.
500

  Like 

Vasari, Gelli also attempted to write biographies of Florentine artists. Contemporaneously with 

Vasariôs first edition of Vite, Gelli wrote a manuscript Venti vite dôartisti di Giovan Battista Gelli, 
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which was published in 1549.
 501

  Gelli probably chose Cecchino as his portraitist because of the 

artistôs association with the Medicean court and the Academy.  By employing Cecchino, Gelli 

could also pay homage to Alammano Salviati, the artistôs chief protector in Florence.
502

  The 

woodcut portrait of Gelli (Figue 4.15) shows the author in profile, looking straight ahead.  The 

likeness is stylistically similar to Salviatiôs design for the woodcut portrait of Pietro Aretino 

executed in Venice around 1539 (Figure 3.13).   This design for Gelliôs portrait was used in 

subsequent publications of the writerôs works by Doni and Marcolini.
503

  In Le Medaglie del Doni 

Fiorentino (1550), however, the writer used a different design for the portrait of Gelli engraved 

by Enea Vico.
504

            

The collaborative friendship between Doni and Salviati culminated in the latterôs design 

for the engraved portrait of the writer (Figure 3.16).  The portrait print first appeared in Doniôs 

Spiriti Folletti (1546) and then served as the frontispiece of the Lettere del Doni libro secondo 

(1547).
505

  Doni and Salviati had probably met prior to the formerôs return to Florence in 1545.
506

  

For Doniôs printed portrait, it seems that Cecchino reused a preparatory drawing that he did for 

Doniôs painted likeness a few years earlier (1539-1540/1, Figure 2.11).  Compared to the portrait 

showing Doni around twenty seven, the print conveys the writerôs maturity through the addition 
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of a few wrinkles on his forehead.  Besides this adjustment, the two likenesses are almost 

identical.  Doniôs admiration for Salviati is attested in his letter from Rome dated 3 June 1547, 

praising the artistôs Camillus cycle in the Palazzo Vecchio which the writer referred to as the 

manifestation of the skills of a ñperfetto pittoreò.
507

  In the same letter, Doni also mentioned the 

publication of Lodovico Domenichiôs (1515-1564) translation of Albertiôs De Pittura (On 

Painting) in Venice in the same year by Gabriel Giolito de Ferrari. Domenichi dedicated his work 

to Francesco Salviati Pittore Eccelentissimo, whom he perceived as the embodiment of Albertiôs 

concept of the perfect painter.
 508

  It was probably through Antofrancesco Doni that Salviati met 

Lodovico Domenichi (1515-1564), a young humanist and poet from Piacenza whom Doni 

befriended around 1542.
509

  Following Doniôs example, Lodovico went to Florence in March 

1546 and was admitted to the court of Cosimo I.  Lodovico, however, was not admitted to the 

Accademia until 4 September 1550.
510

  Alessandro Cecchi suggests that Salviati also provided a 

design for the portrait of Niccolò Martelli included in the Primo libro delle lettere di Niccolò 

Martelli, published in 1546 by Doniôs press.
511

          

Salviatiôs intimate friend, Giorgio Vasari, was also in Florence in 1546-1547.  Like his 

friend, Vasari also aided Doniôs press with designs for book illustration.  Vasari shared with 

Salviati the same circle of artistic and literary friends, including Doni and Domenichi.  During 

1546-1547, Vasari was negotiating with Doni about the publication of his Lives of the Artists, 
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which was printed by Lorenzo Torrentino (1550) instead after the poligrafoôs abrupt departure 

from Florence.
512

 

4.4 The Altarpieces 

In his native city, Francesco Salviati painted two altarpieces, the Doubting Thomas 

(Figure 4.16) commissioned by Tommaso II Guadagni for the burial chapel of the family in Our 

Lady of Comfort in Lyon, and the Deposition for the Dini Chapel in Santa Croce, Florence 

(Figure 4.19).  Both provide useful references for the attribution of Francescoôs portraits of the 

period.
513

  The Guadagni were a prominent family in Florence.  Bernardo Guadagni, the 

gonfaloniere of the Florentine Republic, had forced Cosimo deô Medici into exile in 1433, but 

after the Medici regained power in the city, the Guadagni moved to Lyon to escape persecution.  

In the sixteenth century, the family split into two branches; the one in Lyon consisted of 

Guillaume, Tommaso I, II and III, and 

the other in Florence, headed by Iacopo 

and Filippo, made peace with the Medici 

family.  Members of both branches of 

the family were significant patrons of art 

and architectures.  Jacopo and Filippo 

Guadagni, for instance, commissioned 

Bronzino to paint a monumental 

Resurrection for their family chapel in the Santissima Annunziata.
514
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Figure 4.16, Francesco Salviati, 

Doubting Thomas.  c. 1544-

1545.  Musée du Louvre, Paris. 

Figure 4.17, Francesco Salviati, 

Head and Shoulders of a 

Bearded Man.  Black chalk on 

paper.  Pierpont Morgan 

Library, New York.   
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Cecchino probably obtained the commission for the altarpiece through his patron Alammano 

Salviati, who was related to the Guadagni by marriage.  

Commissioned in 1544 and completed in 1545, the Doubting Thomas includes a number 

of portrait-like heads in the guise of the apostles.
515

  Rendered in various attitudes, these heads are 

chalk-white in skin tone and have flushed cheeks.  Stylistically, these heads are similar to the 

Portrait of Giovanni dalle Bande Neri (Figure 4.1) and the Portrait of a Young Man in St. Louis 

(Figure 4.2).  Influenced by Bronzinoôs works, the surface of the panel is very polished, but with 

a variety of paint treatments.
516

  It has been suggested that the two figures with long grey beards 

were portraits of the patron and his uncle, both named after Saint Thomas.
517

  The older figure at 

the left has been associated with a black-chalk study in the Pierpont Morgan Library (Figure 

4.17).
518

  The drawing demonstrates portrait-like naturalism, such as the inclusion of a wart under 

the figureôs right eye and the knitted brows.
519

  However, the old man is not dressed in 

contemporary fashion, but wears a mantel of classical style.  The fact that the figure appears in 

various guises in a number of monumental fresco projects by Salviati, for instance, Eugene IV 

Consigning the Baton to Ranuccio Farnese (Palazzo Farnese, Rome) and The Marriage in Cana 

(San Salvatore in Lauro, Rome), suggests that the subject was probably a stock character based 

on the features of someone with whom the artist was familiar.
520

     

                                                      

515
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. Miller in 1997.  See also Catherine Monbeig Goguelôs entry in Rome and 

Paris exhibition, cat. no. 36, p.146.      
516

 The polish surface of the Louvre panel may also suggest that it has been over cleaned. 
517

 Goguel, Rome and Paris exhibition catalogue, cat. no. 36, p. 148. 
518

 Goguel in Rome and Paris exhibition, cat. no. 36, p. 148.  Significantly, in the preliminary drawings for 

the altarpiece, all the apostles have full heads of hair ïquite unlike the bald head in the New York drawing 

and the finished painting.  
519

 The drawing was once believed to have been a portrait of Baccio Bandinelli by Maerten van Heemskerk.   
520

 Michel Hochmannôs entry in Francesco Salviati o la Bella Maniera, 238, cat. no. 91.    
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The members of the Guadagni family seem to 

have also commissioned portraits from Salviati.  Based on 

the Torrigiani provenance of the picture, Philippe 

Costamagna suggests that the sitter of the Portrait of a 

Youth with a Doe (Figure 4. 18) is probably Guglielmo 

(1534-?), the nephew of Filippo Guadagni.
521

  Although 

the portrait shows the influence of Bronzino, to which the 

work had been attributed until around 1980, it also 

demonstrates a monumentality that reflects Salviatiôs 

brief trip to Rome in the autumn of 1547.
522

  The 

sculptural treatment of the head anticipates the Portrait of Cardinal Rodolfo Pio da Carpi (c. 

1549-1550).  The portrait showcases the artistôs mastery in capturing the tactile qualities of 

various fabrics.  The meticulous rendering of the costume can be compared to that of the Portrait 

Cardinal Rodolfo Pio da Carpi, a work datable to the beginning of the artistôs third Roman period 

(1548-1556).     

 Towards the end of his Florentine sojourn, Salviati was commissioned by Giovanni and 

Piero dôAgostino Dini to paint a large Deposition for their family chapel in Sta Croce (Figure 

4.19).
523

  The altarpiece was often compared with Bronzinoôs Christ in Limbo (1552) for the 

Zacchini chapel in the same church.  Salviati included two men at the far left in addition to the 

                                                      

521
 Costamagna in Rome and Paris exhibition, cat. no. 90, pp. 236-237.  The paintingôs provenance from the 

Torrigiani collection suggests that it may have come from the Guadagni family.  At the death of his mother, 

Teresa Torrigiani, Pietro Guadagni became the heir to both the Guadagni and Torrigiani families and 

acquired 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 Franklin also tentatively associates the portrait with Salviatiôs second Florentine sojourn, see 

Painting in Renaissance Florence, 222-224. 
522

 Cheney, Francesco Salviati, 1: 204. 
523

 Vasari-Milanesi, 7: 29.  

Figure 4.18, Francesco Salviati, Portrait of a 

Youth with a Doe.  c. 1548.  Liechtenstein 

Museum, Vienna. 
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customary biblical figures that were part of the subjectôs iconography.  It was not unusual for 

Florentine painters in the sixteenth-century to insert portraits of contemporaries in the peripheral 

areas of their altarpieces.  Pontormo, for instance, even 

included his self-portrait at the extreme right of the 

Deposition in Santa Felicita.  Although clad in classical 

attire, the two men in Salviatiôs painting may have 

represented members of the Dini family.  The bearded man 

dressed in green is possibly Agostino di Francesco Dini, 

the diseased father of Giovanni and Piero, the patron of the 

altarpiece.  Agostino died around 1547-1548 and was 

interred in the Dini chapel.
524

  Unlike the other figures in 

the painting, the bearded man at the far left shows a 

striking particularity.  Salviati rendered the majority of the 

figures in a Bronzinesque coldness and polish.  The old man in green, however, possesses a 

distinctively warmer, painterly quality that anticipates the Portrait of Totila, King of the Goths 

(1548-1549).  Disassociating himself from the intense drama at the center, the old man turns to 

converse with a young man who has his back towards us.  The two figuresô detachment from the 

main actions of the scene further suggests that they could be portraits.
525

                                  

                                                      

524
 For the date of Agostino Diniôs death, see Cheney, Francesco Salviati, 1: 207.  

525
 This motif of two conversing figures,  one turning his back to the viewer while the other is shown in 

profile or three-quarters view, can be found in several works by Raphael and his school in the Vatican,  

such as the School of Athens (Stanza della Segnature) and the Donation of Emperor Constantine the Great 

(Sala di Costantino).  Salviati himself also frequently included similar figures in his compositions, 

including the Visitation in the Oratory of San Giovanni decollate, the Pietà (Palazzo Pitti, Florence) and the 

Doubting Thomas (Louvre, Paris).  These figures usually occupy marginal areas in the composition in 

which portraits of contemporaries can be conveniently included as witnesses to historical events.           

Figure 4.19, Francesco Salviati, Deposition.  c. 

1547-1548.  Museo di Santa Croce, Florence. 
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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 biographer specifies that this change of 

attitude took place during the execution of the Camillus cycle.
526

  Tasso formed a faction, 

claiming the Salviati was ñworking by mere skill of hand and did not study anything that he didò 

(lavorando per pratica, non istudiava cosa che facesse).
527

  Cecchino, in fact, aroused such 

hostility from the local artists that it was rumoured that his frescoes in the Sala dellôUdienza were 

to be destroyed.
528

  Around the end of 1547, Cecchino again considered returning to Rome.
529

  

The death of Pier Luigi in September 1547 opened the way 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 for large-scale decorative 

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 choir of San Lorenzo, the parish church of the Medici, 

but failed.  Vasari claims that Pierfrancesco Riccio, the dukeôs major-domo did not even forward 

Cecchinoôs drawing to Cosimo for consideration.
530

  Disappointed and embittered, the artist 

abandoned Florence for Rome.        

                                                      

526
 Vasari-Milanesi, 7: 25-26. 

527
 Vasari-Milanesi, 7: 26.  Salviatiôs facility (facilità), the ability to work quickly and without effort, was 

misunderstood as the lack of study and invention by his Florentine colleagues.  Facilità is related to the 

concept of working ñsenza stentoò, which is frequently identified with the artists of the School of Raphael 

(it is thus distinctively Roman).  By criticizing Salviatiôs lack of study, Tasso also hinted at the artistôs 

Romanità, which was considered alien to the local tradition and politically unsuitable to the audience hall 

of the duke.  See Melinda Schlitt, ñStudy, Labor and Facility in Vasariôs Life of Salviati,ò in Francesco 

Salviati et la bella maniera: actes des colloques de Rome et de Paris, eds. C. M. Goguel and P. 

Costamagna, et al. (Roma: £cole fran­aise de Rome, 2001): 91-105.       
528

 Vasari-Milanesi, 7: 26.  For Tasso and his factionôs critique on Salviatiôs style and Vasariôs arguments 

in the defence of his friend, see Schlitt, ñStudy, Labor and Facility.ò       
529

 Cecchino made a brief trip to Rome in the autumn of 1547. 
530

 Vasari-Milanesi, 7: 26-27.  
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Chapter 5 

Salviatiôs Last years in Rome and His Trip to France (1548-1563) 

5.1 Large-Scale Fresco Projects (1548-1556)  

Cecchino arrived in Rome in the autumn of 1548, an opportune moment.
531

   The year 

before, both Perino del Vaga and Sebastiano del Piombo had died.  After the completion of the 

Cappella Paulina (1542-1550), Michelangelo preferred to work on sculpture in his old age.  In 

Rome, Salviatiôs chief competitor was Daniele da Voltera, who obtained the commission to 

decorate the Sala Regia ï a commission Cecchino coveted, but after the death of Paul III in 1549, 

he fell out of papal favour and the project was interrupted.
 532

  Daniele then devoted his later years 

to sculpture. 

Rome in the mid-century was marked by the co-existence of the conflicting styles of 

Maniera and Counter-Maniera.
533

  The former is rich in ornamentation and involves complex 

humanistic iconography, freely mingling pagan and Christian subjects.  The latter, pioneered by 

Michelangeloôs frescoes in the Pauline Chapel, is characterized by its stylistic austerity and the 

directness of its messages.
534

  The 1550s was a period of transition from a humanist to a Counter-

Reformation culture.   

                                                      

531
 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.  Salviati must have returned to Rome by 14 October 1548, when he was 

nominated as a member of the Virtuosi al Pantheon.   See Cheney, Francesco Salviati, 1: p. 220, note 235; 

Alessandro Nova, ñFrancesco Salviati and the 'Markgrafen' Chapel in S. Maria dell'Anima,ò Mitteilungen 

des Kunsthistorischen Institutes in Florenz 25 (1980): 370, note 11. 
532

 On hearing of Perinoôs death, Salviati went to Rome around December 1547, hoping to procure the 

commission to decorate the Sala Regia in the Vatican.  Paolo Giovio wrote from Rome to Vasari in Rimini 

on 10 December 1547: ñéFrancesco Salviati ¯ venuto qua a lôodor de la morte di Perino, ma vedo il papa 

occupato in altro che in far la sala grandeò, see Giorgio Vasari, Der literarische Nachlass, ed. Karl Frey, 3 

vols (Hildesheim : Georg Olms, 1982), 1: 209.     
533

 For a good overview of the arts during the Counter-Reformation, see Hall, After Raphael, chap. 5, pp. 

173-214. 
534

 See ibid., 175-76.  The austerity of the Counter-Maniera had been anticipated by Sebastiano del 

Piomboôs later religious works.  
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Upon his return in 1548, Salviati attempted to adjust his style to the darker, and more 

sober, Michelangelesque manner that was prevalent in Rome during late 1540s and early 

1550s.
535

  As Michael Hirst observes, the surfaces of forms in the frescoes in the Cancelleria and 

the oratory of San Giovanni Decollato are less brilliant than those in the Camillus cycle in 

Florence, and the treatment of paint appears heavier and denser.
536

  Iris Cheney implies that the 

Michelangelesque influence on Salviati subsided after 1551/1552; then his natural inclination to 

ornamentalism prevailed.
537

   

 Francescoôs career reached its climax between his 

return to Rome in 1548 and his departure for France in 

1556.  In this period, he executed several large-scale fresco 

projects: the decoration of the Cappella del Pallio in the 

Palazzo della Cancelleria (1548-1550), the completion of 

the Markgrafen Chapel in Santa Maria dellôAnima (1549-

1550), a Nativity of St. John Baptist in the Oratory of San 

Giovanni Decollato (1550-1551), a Wedding of Cana in 

the refectory of San Salvatore in Lauro (1552-1553), the 

Sala dei Fasti Farnesiani in the Palazzo Farnese (c. 1549-

1556), the Stories of David in the Palazzo Ricci-Sachetti 

(1553-1554), and the completion of the Chigi Chapel in 

                                                      

535
 Cheney, Francesco Salviati, 1: 221. 

536
 Michael Hirst, ñSalviatiôs Two Apostles in the Oratorio of  S. Giovanni Decollato,ò in Studies in 

Renaissance and Baroque Art presented to Anthony Blunt on his 60
th
 birthday (London: Phaidon, 1967), 

34-36. 
537

 Cheney, Francesco Salviati, 1: 222. 

Figure  5.1, Francesco Salviati, Adoration 

of the Shepherds.  c. 1549-1550.  

Cappella del Pallio, Cancelleria.   
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Santa Maria del Popolo (c. 1548-1554).
538

  In several of these monumental murals, Salviati 

inserted vivid portraits of his patrons and acquaintances.  The number and the prestige of 

Cecchinoôs commissions imply that he was considered the most important painter in Rome.  

During the second half of his Florentine stay, Salviati had started to explore the painting 

techniques pioneered by Sebastiano del Piombo, and experimented with painting on various 

supports.
 539

    In Rome, he continued in this pursuit and painted an Adoration of the Shepherds 

(Figure 5.1) in oil on stone for the high altar of the Cappella del Pallio, and experimented with 

using oil on the wall surface, prepared with a layer of plaster, for the altarpiece of the Markgrafen 

Chapel in Santa Maria dellôAnima (Figure 5.4).
 540

     

According to Giorgio Vasari, Cecchino purchased a house near the Palazzo Farnese 

immediately after his return.
541

  Through the agency of Annibale Caro and the Croatian 

miniaturist Giulio Clovio (1498-1578), Francesco Salviati regained the favor of the Farnese 

family, and around November 1548, was commissioned to decorate Cardinal Alessandro 

Farneseôs private chapel in the Cancelleria.
542

   

                                                      

538
 The dates of these projects are not conclusive, and will be discussed below.   

539
 Salviati painted in oil on copper, a support with which Sebastiano experimented, in the miniature 

Portrait of a Boy (Figure 4.10) around 1545-1546, see chap. 4, p. 133-35.  Sebastiano, not only invented 

the method of painting on stone, but also perfected the practice of painting in oils on walls. 
540

 The technique, oil on peperino, had been invented by Sebastiano del Piombo around 1530.  Its choice 

not only testifies to Salviatiôs interest in Sebastianoôs work, but also reflects the taste of Cardinal 

Alessandro Farnese, the patron of the project, see Patricia Rubin, ñThe Private Chapel of Cardinal 

Alessandro Farnese in the Cancelleria, Rome,ò Journal of the Warburg and Courtauld Institutes 50 (1987): 

p. 93, note. 47.  For Vasariôs comment on the technique, see Vasari on Technique, trans. Louisa Maclehose, 

ed. G, Baldwin Brown (New York: Dover Publications, 1960), 238-239.  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 from fading.  See Vasari-Milanesi, 

5: 579-580. 
541

 Vasari-Milanesi, 7: 30. 
542

 Vasari (Milanesi, 7: 30-31) indicated that 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 from Pier Luigi Farnese during his brief Roman sojourn  (1541-1543) and had completed two 

frescoes before he left for Florence, see Francesco Salviati, 1: 123.  Her opinion has been disregarded in 

recent literature on the chapel.  Rubin dates Salviatiôs work in the Cappella del Pallio to between November 

1548 and the spring of 1550, ñPrivate Chapel,ò 86; see also Hall, After Raphael, 156. 
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Alessandro Farnese (1520-1589) was the eldest son of Pier Luigi, and the grandson of 

Pope Paul III (1468-1549).  In 1534, he was made a cardinal at the age of fourteen by his 

grandfather, his namesake.  Promoted to the powerful position of Vice-Chancellor of the Church 

after the death of Cardinal Ippolito deô Medici in 1535, Alessandro began to play an important 

role in the contemporary religious and political arena.   The young cardinal was extremely 

interested in the arts, and frequently acted as a mediator between Paul III and the artists and 

architects under his patronage.
543

  His court also became a place where artists and poets 

exchanged ideas.    

Ten years younger than Francesco Salviati, the cardinal was only twenty-eight years old 

when the artist joined his court in 1548.  The cardinal, a 

keen collector of decorative arts, including medals, 

engraved gems, miniatures and metal works, commissioned 

the famous Cassetta Farnese, a project to which Salviati 

contributed designs.
544

  The cardinal was also a patron of 

both Giulio Clovio, who produced the famous Farnese 

Hours, and Titian, whom Alessandro invited to Rome in 

the autumn of 1545.
545

  

Annibale Caro may have been the author of the iconographic program for the Cappella 

del Pallio, which includes elements from the Old and New Testaments, as well as from the 

                                                      

543
 Clare Robertson, óIl Gran Cardinaleô: Alessandro Farnese, Patron of the Arts (New Haven: Yale 

University Press, 1992), 19-21.  
544

 Ibid., 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 Rome-Paris exhibition catalogue, pp. 248-250, 

cat. nos. 95 & 96.   
545

 For Titianôs works for Cardinal Farnese, see Roberto Zapperi, ñAlessandro Farnese, Giovanni della Casa 

and Titian's Danae in Naples,ò Journal of the Warburg and Courtauld Institutes 54 (1991): 159-171. 

Figure 5.3, 

Francesco Salviati, 

detail of the Peace 

of Nice.  Sala dei 

Fasti Farnesiani, 

Palazzo Farnese, 

Rome. 

Figure 5.2, Francesco 

Salviati, detail of the 

Martyrdom of St. 

Lawrence.  Cappella 

Pallio, Cancelleria, 

Rome.  
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writing of Virgil and Ovid.
546

  Although executed after the beginning of Council of Trent (1545), 

Salviatiôs work in the chapel still reflects the pre-Reform culture of the Church, juxtaposing 

Christian and Pagan elements in a devotional setting.
547

  The program, in particular, celebrates the 

mission of the Church as well as the glory of the Farnese family.
548

  In the chapel, Cecchino 

frescoed three large murals: the Martyrdom of St. Lawrence, the Conversion of St. Paul, and the 

Beheading of the Baptist.  The young man on the extreme left of the Martyrdom (Figure 5.2) has 

been tentatively identified as either Ottavio (born in 1524) or Orazio (born in 1531) Farnese, 

Alessandroôs younger brothers.
549

  He looks away self-consciously from the main scene of action 

and gazes directly at the viewer.  This figure reappears next to Francis I in the Peace of Nice 

(Figure 5.3) in Sala dei Fasti Farnesiani.  For the high altar, Cecchino painted an Adoration of the 

Shepherds in oil on a stone panel (Figure 5.1) in which he inserted a portrait of his patron, 

Cardinal Farnese, kneeling behind John the Baptist, and depicted Paul III in the guise of 

Joseph.
550

  Patricia Rubin suggests that Salviati was probably also in charge of the decoration of 

the vault and the lunettes, providing designs but leaving the execution to his assistants.
551

    

                                                      

546
 Rubin, ñPrivate Chapel,ò 87; Michel Hochmann, ñPalazzo della Cancelleria: Cappella del Pallio,ò in 

Francesco Salviati: Affreschi romani, ed. Anna Coliva (Milan: Electa, 1998), 35.  For Annibaleôs possible 

role as an iconographer, see Clare Robertson, ñAnnibal Caro as Iconographer: Sources and Method,ò 

Journal of the Warburg and Courtauld Institutes 45 (1982): 160-181.  For the collaboration between artists 

and letterati in the large decorative projects commissioned by the Farnese family, see Robertson, óIl Gran 

Cardinaleô, 208-232.  Men of letters would usually provide two kinds of services to their patrons relating to 

the creation of works of art: first, they would choose the subject-matter, and then, they would supervise the 

execution of a project, often recommending artists for the tasks.  Artistic advisers, such as Giovio and Caro, 

played an important role in shaping Cardinal Farneseôs taste; see ibid., 210.      
547

 Hall, After Raphael, 156. 
548

 For a detail discussion on the iconography, see Rubin, ñPrivate Chapelò.    
549

 Rubin, ñPrivate Chapel,ò 105; Hochmann, ñCappella del Pallio,ò 36.  Ottavio was made Prefect of Rome 

in 1538, and succeeded Pier Luigi as the Duke of Parma, while Orazio had been nominated as the Prefect of 

Rome in 1547.  
550

 Vasari (Milanesi: 7: 31) recognized the portrait of Cardinal Farnese in the altarpiece.  Rubin suggests 

that the portrait of Paul III may have been added in the early 1550s to commemorate the popeôs role as the 

protector of the Church in time of need, as well as the patriarch of the Farnese family and the initiator of 

the Golden Age, ñPrivate Chapel,ò 98-99.  See also Mortari, Francesco Salviati, 45.    
551

 Rubin implies that Salviati may have employed former members of Perino del Vagaôs bottega for the 

execution of the lunette frescoes and the stucco decoration on the vault, ñPrivate Chapel,ò 85.  See also 
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In May 1549, the congregation of Santa Maria dellôAnima contracted Salviati to resume 

painting in the Markgrafen Chapel in the church.  The project had been left unfinished when the 

artist left Rome for Florence in 1543.
552

  The altarpiece showing a Pietà with St. Joseph of 

Arimathea (Figure 5.4) was painted in oil on the wall 

surface - a technique perfected by Sebastiano del 

Piombo.
553

  A posthumous portrait of Cardinal Johann 

Albrecht von Brandenburg (1490-1545), the patron of the 

chapel, is shown in the right foreground of the altarpiece 

(Figure 4.4).  The cardinal is represented in profile, 

perhaps because of the posthumous nature of the 

portrait.
554

  Cardinal Johann Albrecht was an important 

patron in his time, and had commissioned works from 

Dürer, Grünewald and Lucas Cranach the Elder.
555

   

                                                                                                                                                              

Nicole Dacos, ñItaliens et Espagnols dans lôAterlier de Salviati,ò in Francesco Salviati et La Bella 

Maniera: Actes des colloquies de Rome et de Paris, eds, C. M. Goguel et al (Rome: Ecole Française de 

Rome, 2001), 195-213.  Dacos listed the artists involved in the project: Zaga, Pellegrino Tibaldi, Roviale 

Spagnuolo and Gaspar Becerra.  
552

 Salviati started working on the decoration of the Markgrafen Chapel after his return from Venice in 

1541, see Vasari-Milanesi, 7: 20.  Before the artist left for Florence, he had completed only the Pentecost in 

the vault of the chapel and the Christ of the Resurrection, see Alessandro Nova, ñFrancesco Salviati and the 

'Markgrafen' Chapel,ò 356.  On 2 May 1549, Salviati agreed to finish the decoration of the chapel in four 

months, see ibid., 368, docs. 2 & 3.  
553

 For Vasariôs comments on the technique, see Vasari on Technique, 232-235. 
554

 Also, there is a long tradition of showing the patron in profile in altarpieces. 
555

 Alessandro Nova, ñSanta Maria dellôAnima Cappella dei Margravi,ò in Francesco Salviati: Affreschi 

romani, ed. Anna Coliva (Milan: Electa, 1998), 43.  

Figure 5.4, Francesco Salviati, Pietà.  c. 1549-

1550.  Santa Maria dellôAnima, Rome.    
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On the niche at the left, the artist painted the figures of St. 

Mauritius and St. Albert the Carmelite; on the right, the figures of 

St. Stephen and St. John the Almoner.
556

  Francesco inserted two 

oval portraits at the bottom of the lateral walls surrounded by 

fictive architecture decorated with grotesques.  On the left, flanked 

by Faith and Hope, there is a posthumous portrait of Quirinus 

Galler (?-1543), the agent of the Fuggers in Rome who acted as a 

representative for Cardinal Johann Albrecht.  On the right, a portrait 

of a bearded man is accompanied by the figures of Charity and 

Justice (Figure 5.5).  Some suggest that this older sitter is Lemmeken, the agent who took the 

place of Galler after his death, while others propose Joachim de Latorff as a more probable 

candidate.
557

  The sitters are shown three-quarter 

view against a neutral greyish dark background.  

Cheney suggests that the likeness of Galler was very 

likely based on a Northern portrait rather than taken 

from life.
558

  The portrait of the bearded man (Figure 

5.5) is more characteristic of Cecchinoôs portrait style 

in the early 1550s.  Its rich tonality and darker 

palette, as well as fuller forms, reveal the influence of 

Titian, who visited Rome in 1545-1546.  Although Salviati was absent from Rome at the time, he 

                                                      

556
 St. Mauritius is the patron saint of the cathedral of Magdeburg, where Johann Albrecht served 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 Carmelite both allude to the name of the patron.  See 

Nova, ñSanta Maria dellôAnima,ò 43-44.  
     

557
 Nova, ñ'Markgrafen' Chapel ,ò 366; Mortari, Francesco Salviati, 46. 

558
 Cheney, Francesco Salviati, 1: 236.  

Figure 5.6, Titian, Portrait of 

Pope Paul III and Alessandro 

and Ottavio Farnese.  Museo 

Nazionale di Capodimonte, 

Naples.  

Figure 5.7, Titian, 

Portrait of Cardinal 

Alessandro Farnese. 

Museo Nazionale di 

Capodimonte, Naples. 

Figure 5.5, Francesco Salviati, 

Portrait of a Bearded Man. 

Markgrafen Chapel, Santa Maria 

dellôAnima, Rome. 

http://upload.wikimedia.org/wikipedia/commons/7/7f/Cardinalfarnese.jpg
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must have seen the portraits Titian painted for the Farnese family, including the famous Portrait 

of Pope Paul III and Alessandro and Ottavio Farnese (Figure 5.6) and the Portrait of Cardinal 

Alessandro Farnese (Figure 5.7).
559

  Salviati had completed the decoration of the chapel by 13 

August 1550.
560

   

Around the same time, the artist returned to worked in the oratory of S. Giovanni 

Decollato, where he had painted a Visitation during his first Roman sojourn. Commissioned by 

Bartolommeo Bussotti, a Florentine banker who was then the head of the Company of 

Misericordia, Salviati frescoed two monumental figures of Saints Andrea and Bartholomew, 

flanking the altarpiece (1551) by Jacopino del Conte.
561

  Salviati also painted a Nativity of St. 

John Baptist which demonstrates his interest in the art of Michelangelo.
562

    The twisting body of 

the infant St. John resembles Michelangeloôs Sistine Jonah.
563

  The decoration of the oratory was 

finished in 1553.  Salviati also provided designs for the last fresco of the cycle, the Beheading of 

the Baptist, executed by one of his assistants.
564

  

                                                      

559
 The Portrait of Cardinal Alessandro Farnese in Naples is sometimes attributed to the workshop of 

Titian.  
560

 Nova, ñ'Markgrafen' Chapel ,ò 369, doc. 6.  
561

 Vasari-Milanesi, 7: 31.  See also, Hirst, ñSalviatiôs Two Apostles,ò 34-36.  For Bartolomeo Bussotti, see 

Vasari-Milanesi, 7:  22-23; Hirst, ñSalviatiôs Two Apostles,ò 34-35.      
562

 The Nativity of St. John Baptist is dated 1551.  Two payments to the artist are documented, one in 

September 1550 and the other in May 1551.  See Ludovica Trezzani, ñLôOratorio di San Giovanni 

Decollato,ò in Francesco Salviati: Affreschi romani, ed. Anna Coliva (Milan: Electa, 1998), 26.    
563

 Trezzani, ñOratorio di San Giovanni,ò 26, Hall, After Raphael, 160. 
564

 Trezzani, ñOratorio di San Giovanni,ò 26. 
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  In 1552-1553, Cecchino frescoed a Wedding of Cana in the 

refectory of San Salvatore in Lauro.
565

  According to Iris Cheney, the 

composition of the painting shows the influence of Raphaelôs works in the 

Stanza della Segnatura, the architectural background being indebted to the 

School of Athens and the grouping of the figures into two semicircles 

deriving from the Disputation on the Blessed Sacrament.
566

  On the ceiling, 

Salviati painted a Temptation of Christ, flanked by the Creation of Eva and 

the Original Sin.  Vasari also indicated that the artist painted some figures of saints, Pope 

Eugenius IV, who was interred in the refectory, and a St. George killing the Dragon above the 

entrance.
567

  These are unfortunately lost.  The artist included several portrait-like heads among 

the guests at the wedding.  The conversing men on the right behind the wine-pouring servant are 

probably members of the confraternity or Salviatiôs friends in Rome.
568

  The man depicted 

frontally in the middle ground at the extreme right is surely also a portrait.   Lastly, Salviati seems 

to have signed the fresco by inserting a self-portrait next to the bridegroom (Figure 5.8), turning 

and glancing darkly at the viewer.
569

   

At some point before his journey to France, Salviati received the commission from 

Cardinal Ranuccio Farnese (1530-1565), the younger brother of Alessandro, to fresco the Sala dei 

Fasti Farnesiani in the Palazzo Farnese (now the French embassy in Rome).
570

  Based on Vasariôs 

                                                      

565
 Vasari (Milanesi, 7: 32) implied that Salviatiôs work in the refectory dates from the early 1550s.  Mortari 

(1992, 62) dated Salviatiôs work in San Salvatore in Lauro between 1552 and 1553.   
566

 Cheney, Francesco Salviati, 1: 247-248. 
567

 Vasari-Milanesi, 7: 32.  For an interpretation of the decorative program, see Laura Gigli, ñConvento di 

San Salvatore in Lauro Refettorio,ò in Francesco Salviati: Affreschi romani, ed. Anna Coliva (Milan: 

Electa, 1998), 66-67. 
568

 Mortari also suggested that the figures around the protagonists of the scene were possible portraits of 

Salviatiôs acquaintances, Francesco Salviati, 66.   
569

 Gigli, ñSan Salvatore in Lauro,ò 68. 
570

 Vasari-Milanesi, 7: 32. An inscription regarding Paul III, who died on 10 November 1549, below the 

enthroned pope provides a terminus ante quem for the beginning of the project; see Catherine Goguel, 

Figure 5.8, Francesco 

Salviati, detail of the 

Wedding of Cana.  c. 

1552-1553.  Refectory 

of San Salvatore in 

Lauro, Rome. 
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account, Salviatiôs frescoes in the Sala dei Fasti are traditionally dated to 1551-1553,
571

 but the 

room was left unfinished when Salviati died in 1563, and it was later completed by the Zuccaro 

brothers.
572

   

The construction of the Palazzo Farnese was started by Antonio da Sangallo the Younger 

(1484-1546) around 1514-1515 when Alessandro Farnese was still a cardinal.
573

  After his 

election to the papacy, Paul III dramatically expanded the project of his family palace, located 

between the Campo deô Fiori and the Via Giulia, to make it more appropriate for his elevated 

position.
574

  The largest of the private palaces in Rome, the Palazzo Farnese is comparable to the 

Cancelleria and the Vatican in size and 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 

                                                                                                                                                              

ñPalazzo Farnese Sala dei Fasti Farnesiani,ò in Francesco Salviati: Affreschi romani, ed. Anna Coliva 

(Milan: Electa, 1998), 77.  Vasari (Milanesi, 7: 32) placed the Sala dei Fasti between the Wedding of Cana 

in San Salvatore in Lauro and the cycle of David and Bathsheba in the Palazzo Ricci-Sacchetti.     
571

 Vasari-Milanesi, 7: 32.  See also Cheney, Francesco Salviati, 1: 251-252.  Cheney, however, hinted at 

the possibility that side walls of the room were completed after Salviatiôs return from France.    
572

 Vasari-Milanesi, 7: 32.  Jan L. de Jong, ñHistory Painting at the Farnese Court,ò in The Translation of 

Raphaelôs Roman Style, ed. Henk Th. Van Veen (Leuven: Peeters, 2007), 71.  Since the project is 

undocumented, it is impossible to date the beginning of the artistôs work in the palace.  Mortari dated the 

project between the end of 1548 and 1550, see Francesco Salviati, 62.  Based on stylistic analysis, Clare 

Robertson suggested that the frescoes were executed after Salviatiôs return from France in 1557/8, see ñóIl 

Gran Cardinaleô,ò 222.  While Goguel believed that Salviati started working in the palace before his trip to 

France, she dates some of the scenes to after 1557/8, see ñFasti Farnesiani,ò 81. 
573

 Antonio da Sangallo worked for the Farnese family in various architectural projects.  The Palazzo 

Farnese was the first commission Antonio received from the Farnese, see Vasari-Milanesi, 5: 450.  An 

intimate of Paul III, the architect benefited from his election to papacy, see ibid. 463.  For the pre-Farnesian 

history of the site upon which the Palazzo Farnese was built, see Luigi Spezzaferro and Richard Tuttle, 

ñPlace Farm¯se: Urbanisme et Politique,ò in Le Palais Farnèse, 3 vols. (Rome: École française de Rome, 

1980), 1: 85-88.  The authors provide an insightful summary on the political, religious, and urban 

importance of the site which may have been the reasons why Alessandro Farnese chose it for the 

construction of his family palace.         
574
Vasariôs comment in the Life of Sangallo (Milanesi, 5: 469-470) is frequently quoted to reveal Paul IIIôs 

intention when he decided to expand the project: ñ... quando essendo creato pontefice, Antonio alterò tutto 

il primo disegno, parendogli avere a fare un palazzo non più da cardinale, ma da ponteficeò.  See also 

Christopher Frommel, ñPapal Policy: The Planning of Rome during the Renaissance.ò Journal of 

Interdisciplinary History 17 (1986): 62; Clare Robertson, ñPhoenix Romanus: Rome 1534-1565,ò in 

Artistic Centers of the Italian Renaissance Rome, ed. Marcia Hall (New York: Cambridge University Press, 

2005), 201.     
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of the Farnese dynasty in the city.
575

  The audience hall of the Palazzo Farnese, located in the 

middle of the piano nobile facing the square, was the most important commission in the Eternal 

City during late 1540s and early 1550s.
576

   

Salviati frescoed the two long walls of the salotto, one devoted to Paul III, the other to 

Cardinal Ranuccio Farnese (1530-1565), 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, Salviati organized various categories of images by associating each with a distinctive 

fictive material.
577

  Based on the 

similarity of the general layout 

to Vasariôs Sala dei Cento 

Giorni as well as the profusion 

of contemporaryôs portraits, 

Cheney suggested that Paolo 

Giovo may have initially been 

responsible for the 

iconographical program of the 

Fasti, which were devoted to the 

glorification of the Farnese 
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 James Ackerman, The Architecture of Michelangelo (Baltimore: Penguin Books, 1970), 175; Frommel, 

ñPapal Policy,ò 62.  Ackerman places the Palazzo 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 residences, see pp. 175-178. 
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 Cheney, Francesco Salviati, 1: 255. 
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 Marcia Hall, ñPolitics and the Relief-Like Style,ò in The Translation of Raphaelôs Roman Style, ed. 

Henk Th. Van Veen (Leuven: Peeters, 2007): 18. 

Figure 5.10, Francesco Salviati, detail of 

the fresco cycle in the Sala dei Fasti 

Farnesiani.  Begun c. 1552, Palazzo 

Farnese, Rome.   

 

Figure 5.9, Francesco Salviati, Peace 

of Nice, detail of the fresco cycle in 

the Sala dei Fasti Farnesiani.  Begun 

c. 1552.  Palazzo Farnese, Rome.   
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family.
578

  The wall devoted to Paul IIIôs role as a peacemaker for the Church is dominated by a 

posthumous portrait of the pope flanked by Peace and Religion.
579

   This monumental likeness of 

the Farnese pope is accompanied by two scenes from the history of his pontificate: the Peace of 

Nice (1538, Figure 5.8) on the left, and the Council of Trent (convened in 1545, Figure 5.9) in the 

foreground on the right, and in the middle-ground and background the War against the 

Schmalkaldic League.  The opposite wall is focused on the military triumphs of the Farnese 

family.  In the center is Ranuccio il Vecchio depicted in the guise of Aeneas, holding a lance and 

a shield decorated with Farnese emblems.
580

  On the left is Eugenius IV Presenting the Baton of 

the Church to Ranuccio Farnese.  On the right is a battle scene depicting the war against the 

Pisans.   

Like Vasariôs Sala dei Cento Giorni in the Cancelleria, Salviati included a number of 

portraits of contemporaries (ritratti di naturale) in the frescoes, including that of Paul III 

enthroned in the center of the east wall, and those of Francis I and Charles V in the Peace of Nice 

(Figure 5.8).
581

  Unlike Vasariôs portrayal of the King and the Emperor in the Cancelleria, Salviati 

                                                      

578
 Cheney, Francesco Salviati, 1: 252.  For Paolo Giovioôs involvement in the plan of Vasariôs Sala dei 
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Dynasty,ò in La Dignità del Casato: Il Salotto Dipinto di Palazzo Franese (Rome: Edizioni dellôElefante, 
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clothed them in allôantica costumes as if they were two Roman warriors.
582

  Charles V appears 

again in the War against the Schmalkaldic League with 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 seventeenth-century (Figure 5.9).
583

  The 

figure on the left does 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 

Gaetani.
584

  To provide a sense of historical veracity, Salviati also inserted portrait-like heads 

inspired by his acquaintances who had not participated in the actual events, such as the two 

bearded standard-bears in the Eugenius IV Presenting the Baton of the Church to Ranuccio 

Farnese.
585

  The inclusion of recognizable portraits was of particular interest to the princely 

patrons of the Farnese family and their artistic adviser, Paolo Giovio.
 586

 After seeing Vasariôs 

Sala dei Cento Giorni, Alessandro Farnese expressed his satisfaction, while wishing the portraits 

could have been better.  Although most of the portraits of Salviatiôs protagonists, such as Francis 

I and Charles V, are likely based on pre-existing likenesses, the artist succeeded in naturally 

incorporating them in the composition.
587

             

Shortly after his promotion in 1552 to the cardinalate by Pope Julius III, Giovanni Ricci 

(1497-1574) purchased the palace that Antonio da Sangallo had built for himself in the Via 

Giulia. Around 1553, Francesco was commissioned to fresco the stories of David in the winter 
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audience hall, the chief reception room in the palace.
588

  The cardinal was an ally of the Farnese 

family, and during the pontificate of Paul III, he had visited 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 businessman and 

organizer, rather than as an intellectual and scholar.
589

  He was, however, a collector of rare 

objects such as Chinese porcelains, as well as exotic animals and birds.  He also possessed a large 

collection of portraits and antiquities.
590

   

Salviati conceived 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 marble busts from the cardinalôs collection.
591

  On the short window wall, Salviati 

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. Consisting of seldom-shown episodes from Davidôs 

stories, the iconographic program was probably provided by the poet Giacomo Marmitta, the 

secretary of Cardinal Ricci.
592

  In his frescoes in the Palazzo Ricci-Sacchetti, Salviati returned to 

a more ornamental style.          
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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 Popolo, left unfinished at Sebastiano del Piomboôs death in 

1547.
593

  The commission was of symbolic significance to Cecchino, signaling his leading 

position among his Roman colleagues.  The Chigi Chapel was initially built under the direction of 

Raphael, who was recognized as the best painter in Rome.
594

  After Raphaelôs death, Sebastiano 

took over the project of the Chigi Chapel as well as the first place in the art of painting, 

surpassing the skills of Giulio Romano, Giovan Francesco Penni of Florence, Perino del Vaga, 

Polidoro, Maturino, and Baldassarre Peruzzi.
595

  The commission to finish the chapel implied that 

Salviati was considered the best painter in the Eternal City after the death of Sebastiano.
596

  

Sebastianoôs major contribution to the chapel was the altarpiece, the Nativity of the Virgin (Figure 

5.11), which was left unfinished when the artist died in 1547.  Cecchino completed it, as well as 

frescoing four tondi showing the allegories of the seasons in the spandrels and scenes of Creation 

                                                      

593
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(1961): 130, note 8. 
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and Fall around the drum.  These scenes are clearly 

Michelangelesque in their figural style and the compositions 

were borrowed from the frescoes on the Sistine Ceiling.
597

             

Sebastianoôs Nativity of the Virgin (Figure 5.11) 

differs from the traditional representations of the subject in 

its gravity and darker tonality.
598

  The altarpiece was one of 

his earliest experiments with painting on stone, a technique 

he newly invented for creating an obscurity that solemnizes 

his scene and the chiaroscuro that lends it drama.
599

  The 

slate support provided a dark ground without necessitating a 

preparation.
600

  The durability of the stone makes paintings 

executed on this support eternal, since neither fire nor worms 

could harm them.
601

  Sebastianoôs paintings on stone were popular with his patrons because he 

surrounded them with ornaments of variegated kinds of stone, transforming these pictures into 

objects truly comparable to sculptures.
602

  Sebastiano also painted several portraits on slate; a fine 

example is the Portrait of Baccio Valori (c. 1531, Figure 2.33).  The commission to finish 

Sebastianoôs Chigi altarpiece very likely initiated Salviatiôs interest in the stone support, which he 

used not only for the Pallio altarpiece (Figure 5.1), but also for several of his portraits, including 

                                                      

597
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Figure 5.11, Sebastiano del Piombo 

(finished by Francesco Salviati), 

Nativity of the Virgin.  Commissioned 

in 1530.  Oil on slate.  Chigi Chapel, 

Santa Maria del Popolo, Rome.  
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the Portrait of a Sculptor in Montpellier (Figure 2.36), the Portrait of a Man in the Grassi 

Collection (Figure 5.14), and the Portrait of a Lady as Diana executed in France (Figure 5.19).   

Alluding to the paragone between sculpture and painting, Salviati cut the stone supports of his 

portraits into oval or circular shapes.        

5.2 Independent Portraits (1548-1556) 

In his biography of Salviati, Vasari did not mention 

any portrait commissions in the period between Salviatiôs 

return to Rome in 1548 and his departure for France in the 

spring of 1556.  Cheney also believed that Salviati was 

occupied with large decorative projects and refrained from 

executing portraits and other panel paintings between 1552 

and 1556.
603

  However, there are several portraits by the 

artist that can be associated  on stylistic grounds with 

Salviatiôs third Roman period: the Portrait of a Youth in the Walters Art Museum (Figure 5.12), 

the Portrait of Totila in Como (Figure 5.13), the Portrait of Cardinal Rodolfo Pio da Carpi in 

Vienna (Figure 5.14),  the miniature portrait of a man, presumably Annibale Caro (Figure 5.15), 

the so-called Portrait of a Sculptor in Montpellier (Figure 2.36) and the Self-Portrait in the 

museo Horne (Figure 5.17).
 604
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604
The Portrait of a Man in the Honolulu Academy of Art and, less convincingly, the Portrait of a Man 

formerly in the Corsini Collection can also be associated with Salviatiôs portraiture of this period.  

 I have not seen these two portraits personally, and my opinions concerning them are based only on 

photographic reproductions.  The Honolulu portrait slows stylistic affinities with Salviatiôs portraits from 

his third Roman period, especially 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.  It is thus listed as an attributed work in the Catalogue, see cat. nos. 21 & 25.   Frequently 

Figure 5.12, Francesco Salviati, Portrait 

of a Youth.  c. 1548-1550.  Oil on canvas. 

Walters Art Museum, Baltimore.  
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Stylistically similar to Salviatiôs portraits from his second Florentine period, the Portrait 

of a Youth (Figure 5.12) must have been executed shortly after the artistôs return to Rome in 

1548.  The sitter remains unknown, but he could have been an aristocratic youth of Florentine 

origin.  Salviati vividly captured his shyness and youthful uncertainty, and as such the portrait is 

comparable to the Portrait of a Youth with a Dog (Figure 3. 22) and the Portrait of a Youth with a 

Doe (Figure 4.18).  Painted on canvas, the circular portrait was likely cut from a larger 

rectangular painting, probably showing the sitter in half or three-

quarter length.
605

  The portraitôs sombre palette sets it apart from 

Salviatiôs earlier works and reveals the artistôs desire to adjust his 

style to the darker and more serious manner popular in Rome during 

the late 1540s and early 1550s.  The dark tone of the likeness groups 

it with the Portrait of a Sculptor in Montpellier (Figure 2.36), which 

is also datable to approximately the same time, documenting 

Salviatiôs struggle between the conflicting styles of the Maniera and 

the Counter Maniera.  The masterful application of light from the 

upper left corner gives the head a sculptural relief that is comparable to that of the Portrait of 

Cardinal Rodolfo Pio da Carpi (Figure 5.14), the portrait miniature in the Grassi collection 

(Figure 5.15) and the Portrait of a Sculptor (Figure 2.36), further suggesting that these portraits 

were executed in approximately the same period of time.             

                                                                                                                                                              

related to the Honolulu portrait, the three-quarter length portrait formerly in the Corsini collection includes 

an almost identical background.  The sitterôs nervous hands are characteristic of Salviatiôs style.       
605

 The Portrait of Cardinal Rodolfo Pio da Carpi in Vienna (Figure 5.13) datable to about the same time 

was also executed on canvas.  In both cases, the canvas support was probably chosen for easy transport.  

For more details on the condition of the Baltimore portrait, see cat. no. 2.   

Figure 5.13, Francesco 

Salviati, Portrait of Totila, 

King of the Goths.  c. 1548-

1549.  Oil on canvas.  Musei 

Civici, Como.   
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Between July 1548 and May 1549, Salviati probably painted the Portrait of Totila 

(Figure 5.13) for Paolo Giovioôs portrait collection in Como.
606

   As mentioned above, Paolo 

Giovio (1483-1552), along with Annibale Caro, played a critical role in procuring for Salviati the 

commission of the Cardinal Farneseôs private chapel.
607

  The artist may even have executed the 

Portrait of Totila (Figure 5.13)  in return for Giovioôs service.  Giovio and Salviati had previously 

met in Venice at the beginning of 1540 when, Giovio tried to convince the artist to enter the 

services of Alfonso dôAvalos, the governor of Milan.
608

  Although, 

for some reason, Salviati did not go to Milan, the historian and the 

artist must have renewed their acquaintance during Francescoôs brief 

visit to Rome in December 1547.
609

     

When Paolo Giovio first arrived in Rome as a professor of 

philosophy, he received patronage from Leo X.  He was made Bishop 

of Nocera in 1527 by Clement VII, and other members of the Medici 

family remained his major patrons.
610

  He is chiefly known as an 

historian, and authored the Historiae (Florence, 1552).  Giovio was 

well-connected, and was regarded as ña source to all the people that matter in Romeò.
611

  

Although he held no official position at the Farnese court, he remained a close associate to 
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 Roberto Bartalini dates the Portrait of Totila between Salviatiôs frescoes in the Palazzo Vecchio and the 

project of the Cappella del Pallio, ñPaolo Giovio, Francesco Salviati, il Museo degli uomini illustri,ò 91-92 
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portrait in Como is alternatively dated to the second half of Salviati second Florentine period (1545-1548); 

see I mai visti, 2009-2010, Galleria degli Uffizi, Florence. Salviati probably chose to paint on canvas for 

the portraitôs easy transport to Como.   
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 See chap. 5, p. 154; Bartalini, ñMuseo degli uomini illustri,ò 188. 
608

 See chap 3, p. 94. 
609

 See chap. 5, p. 152, note 532. 
610

 Robertson, óIl Gran Cardinale,ô 210.  Giovio was also in the service of Duke Cosimo I deô Medici, to 

whom he dedicated his Ragionamento (Venice, 1556) and Dialogo dell'imprese militari et amorose (Lyon, 

1559), in which he collaborated closely with Lodovico Domenichi.  .  

Figure 5.14, Francesco 

Salviati, Portrait of Cardinal 

Rodolfo Pio da Carpi.  c. 

1549-1550.  Oil on canvas. 

Kunsthistorisches Museum, 

Vienna.  
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Cardinal Alessandro Farnese from the 1530s.
612

  As such, he acted as an intermediary between the 

cardinal and the artists in his service.  He introduced Giorgio Vasari to Alessandro in 1543 and 

procured for him the commission to fresco the audience hall or Sala dei Cento Giorni in the 

Cancelleria.
613

  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 

famous Vite of the artists.
614

             

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 Vasari.
615

  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 the subject.
616

  

Salviatiôs Portrait of Totila (Figure 5.13) was doubtlessly meant to be part of Giovioôs museo.  It 

was turned into an engraving and published as an illustration in Elogia virorum bellica virtute 

illustrium (1575).  A copy by Christofano dellôAltissimo showing the upper section of the portrait 

(1552-1568, Uffizi, inv. 1890 n. 3049) is part of the Giovio series in the Uffizi.           

The Portrait of Cardinal Rodolfo Pio da Carpi (Figure 5.14) was probably painted 

shortly after the Totila for Giovioôs museo (Figure 5.13).
617

  Because of its canvas support, some 

have suggested that the portrait should be grouped with Salviatiôs works executed during 1541-
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Sixteenth Century Italy (Princeton: Princeton University Press, 1995), 212. 
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615

 Ibid., 210-211. 
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 Cardinal Rodolfo Pio da Carpi was in Rome during late 1540s and early 1550s.  See Michael Hirst in 

Francesco o la Bella Maniera, cat. no. 86.  
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1543, immediately after the artistôs Venetian sojourn.
618

  However, the sculptural modeling of the 

face reveals an interest in the  mature work of Sebastiano del Piombo.  Wishing to project himself 

as the substitute for Sebastiano as the best painter in Rome, Salviati intentionally emulated his 

style and techniques during his third Roman period.
619

  The masterful application of chiaroscuro 

and the greenish neutral background with gradual tonal transition relate the work to the Portrait 

of a Youth with a Doe (Figure 4.18) in the Liechtenstein Museum, datable to the end of Salviatiôs 

second Florentine period.  The austerity and simplicity of the portrait is also more in line with the 

spirit of the Counter-Reformation in mid-century Rome.
620

  Using the traditional format 

popularized by Raphaelôs Portrait of a Cardinal (1510-1511, Figure 2.23), the artist rendered the 

red cloak of the cardinal with Raphael-like virtuosity.    

Rodolfo Pio da Carpi (1500-1564) was the nephew of Alberto Pio III, lord of Carpi.  He 

started his ecclesiastical career under Clement VII.  Rodolfo served as the papal nuncio to the 

court of Francis I during 1535-1537, negotiating peace between Charles V and the French king.  

In 1536, he was made a cardinal by Paul III.  He was a political ally of Cardinal Giovanni 

Salviati, the chief protector of Cecchino.
621

   Known for his fine collections of antiques, the 

cardinal was the owner of the Dying Alexander now in the Uffizi (Florence) and the Head of 

Lucius Junius Brutus now in the Palazzo dei Conservatori (Rome).
622

  Cardinal Pio da Carpi was 
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 See Costamagna in Rome and Paris exhibition, cat. no. 86; Philippe Costamagna, ñM®c®nat et Politque 

Culturelle du Cardinal Giovanni Salviati,ò in Francesco Salviati et la Bella Maniera, eds. C. Goguel, P. 
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one of the committed supporters of Francesco Salviati, aiding the artist to obtain his long-desired 

commission in the Sala Regia.    

Roughly contemporary to his first experiments with 

using oil on slate in Cappella del Pallioôs altarpiece in the 

Cancellaria, Salviati also used this technique in some of  his 

portraits.  Although the identity of the sitter of the Montpellier 

portrait (Figure 2.36) remains mysterious, the sculpture he holds 

suggests that he was very likely a sculptor.
623

  The stone support 

may also allude to the sitterôs interest in the paragone debates.  

Furthermore, the sitter was probably an admirer of Michelangelo, 

as he holds a reproduction of one of the masterôs works with both hands.   The original is a wax 

model by Michelangelo now in the Casa Buonarroti, which Salviati copied at various times.  The 

sitter, however, is not Cecchino himself.  Most likely he is a sculptor, with whom Salviati shared 

his artistic ideals and practice.  Partly based on the tentative identification of the sitter with 

Benvenuto Cellini (1500-1571), the portrait in Montpellier (Figure 5.14) is dated by Michael 

Hirst to the second half of Salviatiôs Florentine sojourn (1545-1548), when the artist and Cellini 

both served Duke Cosimo I.
624

  The painting , however, is rather different in style and format 

from the portraits considered here as being executed during Salviatiôs second Florentine period.  

Its dark tonality and oval form suggest that it was probaly produced around 1549-1550, when the 

artist was working on the Cappella del Pallio in the Cancellaria and the Markgrafen Chapel in 

Santa Maria dellôAmina.  Also executed on marble, the Adoration of the Shepherds (Figure 5.1) 

in the Cappella del Pallio shows a similar  dark tonality, and is almost comparable to Venetian 
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 Michael Hirst in Francesco Salviati o la Bella Maniera, p. 226, cat. no. 84. 

Figure 5.15, Francesco Salviati, 

Portrait of Annibale Caro.  Oil 

on marble, diameter 10 cm. 

Private collection, New York.   
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paintings in its dramatic lighting and application of impasto.   A similar application of lighting 

and surface texture can be observed in the  Portrait of a Sculptor in Montpellier (Figure 2.36).  

The presence of Titian in Rome in 1545-1546 and the portraits he executed for the Farnese family 

may have renewed Salviatiôs interest in Venetian painting, as previously discussed in relation to 

the two oval portraits in the Markgrafen Chapel (Figure 5.5).
625

  The Montpellier portraitôs oval 

form further associates it with Salviatiôs likeness of the patrons in Santa Maria dellôAmina.      

 Salviati painted another portrait on marble (Figure 5.15) in the first years after his return 

from Florence that shows remarkable stylistic affinities with his frescoes in the Cappella del 

Pallio.
626

   The sitter has been convincingly identified as Annibale Caro, who collaborated with 

Salviati on the same frescoes.  According to Vasari, the artist had 

executed a portrait of Annibale in 1541, when the latter was thirty-

four years old.
627

  The New York portrait (Figure 5.14) is, 

however, from a later period.  The identification of the sitter is 

based on the friendship between Salviati and Annibale, and the 

sitterôs resemblance to the sculptural likeness of Annibale by 

Antonio Calcagni (c. 1569, Victoria and Albert Museum, London).  
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 Vasari-Milanesi, 7: 20.  In a letter to Pietro Stufa dated 30 January 1562, Annibale Caro mentions his 

own portraits by Salviati and Bronzino, see Delle Lettere Familiari del Commendatore Annibal Caro, 2 
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Figure 5.16, Cornellie de Lyon, 

Portrait of a Man.  c. 1545.  Oil on 

panel, diameter 9.5 cm.  

Metropolitan Museum of Art, New 

York. 
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Painted on mottled marble, the preciousness of Salviatiôs portrait of Caro reflects the taste of the 

sitter, who was an avid collector of coins and gems.         

The Portrait of Annibale Caro (Figure 5.15) also reveals Salviatiôs interest in 

contemporary French portraits before his trip to the country, since the miniature apparently shows 

the influence of Corneille de Lyonôs work in the genre.
628

  Although mostly residing in Lyon, 

Corneille (active from 1533 ï 1575) had received royal patronage from around 1536, serving 

Henri II as Dauphin and then King.
629

  Specializing in portrait miniatures, Corneille de Lyonôs 

approach to portraiture was unpretentiously direct and rather 

formulaic, posing his sitters at half-or- three-quarter-length against 

neutral greenish backgrounds.
630

  The Portrait of a Man (Figure 

5.16) attributed to Corneille de Lyon has much in common with 

Salviatiôs Portrait of Annibale Caro (Figure 5.15).  These portraits 

are both in circular form and very similar in size.  Both show the 

sitters at bust length, in three-quarter view, against green neutral 

backgrounds.  The New York tondo shows the clear influence of 

Corneille de Lyonôs works, samples of which Cecchino must have seen in Italy.  Lastly, Salviati 

may even have met Corneille, or visited his studio, in Lyons on his way to Paris in 1556.
631

   

The Portrait of a Man in the Museo Horne (Figure 5.17) is also datable to Salviatiôs third 

Roman period (1548-1556).
632

  The physiognomy of the sitter closely resembles that of Salviatiôs 
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Figure 5.17, Francesco Salviati, 

Portrait of a Man.  Early-to-mid 

1550s.  Oil on panel.  Museo 

Horne, Florence. 
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self-portrait in the fresco cycle of Camillus in the Palazzo 

Vecchio, when the artist was in his early-to-mid thirties (Figure 

2.25).  The simplicity and immediacy of the likeness also 

suggest that this is a self-portrait.  The sitter of the Horne 

picture, however, appears older and has a longer beard.  Posed 

against a neutral green background, the man turns to cast a 

mistrustful glance at the viewer, conveying a sense of dark 

humour.  The portraitôs strong psychological power is 

characteristic of Cecchinoôs output in the genre.  The work 

possesses a somber gravity that associates it with Salviatiôs style in the early 1550s.  Although 

stylistically close to the Portrait of Cardinal Pio da Carpi (Figure 5.14), the Horne picture is not 

as sculptural in the treatment of the head.  In my opinion, it can be placed between 1550 and 

Salviatiôs departure to France in 1556.  This self-portrait is stylistically comparable to the Three 

Fates (Figure 5.18), a work traditionally dated to the early 1550s.        

5.3 The French Journey c. 1556-1557/8 

In 1554, Andrea Tassini, the Roman agent of Henri II (1519-1559, r. 1547-1559), was 

seeking an artist to go to France and serve at the royal court.  In his biography of Salviati, Vasari 

states that Tassini had initially invited him to go to France, but not willing to leave the service of 

Duke Cosimo, Vasari declined the offer.  Tassini then approached Salviati.
633

  The exact date of 
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 Vasari-Milanesi, 7: 33-35. 

Figure 5.18, Francesco Salviati, 

Three Fates.  c. 1550.  Oil on panel. 

Palazzo Pitti, Florence. 
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Francescoôs departure to France is not documented.  As testified by a letter dated 6 July 1555 

from Cecchino to Jacopo Salviati, the son of Alamanno, the artist was still in Rome at that date.
634

  

Francescoôs father died in 1555 and he returned to Florence briefly for that reason.
635

  

Giovambattista Armenini indicated in his I veri precetti della pittura (Ravenna, 1586) that the 

artist was taken to France by the Cardinal of Lorraine.
636

  Iris Cheney proposed convincingly that 

Salviati probably did not commence his trip to France until February 1556, when the Cardinal of 

Lorraine (1524-1574), the artistôs chief French patron, left Rome for France.
637

  Vasari provides 

the exact duration of Salviatiôs stay in France ï twenty months, meaning that the artist must have 

left the country around September 1557.  Cheney tentatively dated Cecchinoôs departure from 

France to the winter of 1557/8.
638

           

Convinced of the supremacy of Italian art, Francis I (r. 1515-1547) admired and collected 

Italian works and hired a number of artists from the peninsula.  His art collection featured works 

by the most renowned masters of the Italian Renaissance, including Leonardo da Vinci, Raphael, 

and Michelangelo.  Some of these were diplomatic gifts - such as the four paintings by Raphael 

from Leo X in 1518, the Visitation by Sebastiano del Piombo from the Venetian Republic and 

Sangalloôs grisaille copy of Michelangeloôs Battle of Cascina from Paolo Giovio.
639

  Francis I 

also employed agents to acquire art for him in Italy.  Commissioned by the king to collect 
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Florentine art, Battista della Palla sent Triboloôs Nature, Bandinelliôs Mercury Holding a Flute 

and Michelangeloôs Hercules to France in late 1520s.
640

  A number of Italian artists, such as 

Leonardo da Vinci, Andrea del Sarto, Rosso Fiorentino, Francesco Primaticcio (1504-1570) and 

Benvenuto Cellini, actually travelled to France where they enjoyed the 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 house in the via Giulia and all his possessions except 

the offices.
641

  When he reached France, he was received by Primaticcio, then abbot of St. Martin 

as well as painter and architect to the king.
642

  A pupil of Giulio Romano, Primaticcio had entered 

the service of Francis I in 1532.  Cecchino and Primaticcio may have previously met before the 

formerôs trip to France, since the Bolognese artist had been sent to Rome by the king to collect art 

on several occasions.        

Although Vasari claims that Henri II was the one who invited Salviati to France, the 

Cardinal of Lorraine seems to have been the artistôs chief protector and patron in the country.  

The only works from Cecchinoôs French sojourn mentioned by the biographer were some 

decorative projects in the Cardinal of Lorraineôs ch©teau at Dampierre.
643

  Charles de Guise 

(1524-1574), the archbishop of Reims, was created cardinal in 1547, when he first visited Rome.  

Known as a collector of antiques and Italian art, the cardinal was also the patron of Francis 

Clouet, Primaticcio and Jacquio Ponsio.  Although portraits of the cardinal are known by François 

Clouet and El Greco, there is no mention of Francesco Salviati ever having painted one.  
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In France, Salviatiôs talent as a portraitist had already been announced by his Portrait of 

Pietro Aretino sent to Francis I in 1539.
644

  In fact, the portrait evidently impressed Francis I so 

much that he expressed a wish to invite the painter to France.
645

  Cecchinoôs skill in the genre was 

also manifested in the Doubting Thomas (Figure 4.16) for the Guadagni chapel in the Church of 

Our Lady of Comfort, Lyon.  Regarded as one of the most beautiful works in the city, the 

altarpiece shows a number of finely executed portrait heads in the guise of the apostles.  For his 

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, when 

he was designing the Sala dellôUdienza decoration.
646

  

Furthermore, as early as 1550, Salviati was pursuing 

friendships with French artists.  According to Armenini, the 

artist was on familiar terms with the French sculptors 

Jacquio Ponsio (Ponce Jacquiot) and Bartolommeo, at 

whose place Cecchino met the young Armenini.
647

  Ponsio 

was also an associate of Salviatiôs in the decoration of the 

palazzo Ricci-Sacchetti.
648

  While Salviati was frescoing the 
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Figure 5.19, Unknown Florentine 

Artist, Portrait of a Man wearing a 

Gold Pendant.  c. 1560s.  Oil on panel, 

50.2 x 35.8 cm. Christieôs London, 8 

July 2005. 
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sala grande, Ponsio was working on the decoration in the palaceôs Cefalo wing.  Ponsioôs career 

still demands further study.  He was referred to as a French sculptor by Armenini, while Vasari 

implied that he was Italian.
649

  He may have previously worked on the stucco decoration at 

Fontainebleau, and mentioned them to Salviati.
 650

  As well, Salviati may have been informed 

about art in France through Cardinal Alessandro Farnese, who acted as papal legate in France and 

had visited the Château de Fontainebleau in December 1544.
651

    

Francesco Salviati was apparently not very productive in France.  His work at Dampierre 

was not appreciated, and his pride and criticism seems to have alienated all his colleagues.
652

  

Cheney suggested that the Portrait of a Man wearing a Gold Pendant (Figure 5.19) was the only 

identifiable work by Salviati datable to his French sojourn.
653

  The sitter, though unknown, is 

believed to have been a French nobleman because of his gold pendant that resembles the badge of 

the order of Saint Michel.  The sitterôs ruff collar was popular in northern Europe, and supports 

the connection with France.  While both Cheney and Mortari believed that the portrait is an 

autograph by Salviati, it appears to me that it is more likely to be instead by Pierfrancesco Foschi 

(1502-1567).
654
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Frianoò, in Continuity, Innovation and Connoisseurship: Old Master Paintings at the Palmer Museum of 

Art: Proceedings of an international symposium held at the Palmer Museum of Art, 31 March-2 April, 
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Catherine Monbeig Goguel recently proposed that Salviati 

executed another likeness in France - the Portrait of a Lady as Diana 

(Figure 5.20).
655

  The work was previously given to Francesco 

Primaticcio, and the subject was traditionally believed to be Diane de 

Poitiers (1500 -1565), Henri IIôs mistress.
656

  Certainly, the sitter is 

portrayed in the guise of Diana, the goddess of the hunt, which led 

scholars to identifying the young lady as Diane de Poitiers.  The 

workôs provenance from the Ch©teau dôAnet since the mid-nineteenth 

century also seemed to support this proposition.  Recently, Catherine 

Goguel challenged this hypothesis by pointing out that the royal mistress 

would have been in her fifties when Cecchino visited France, while the 

subject of the Anet portrait appears much younger.
657

  Identifying the 

pattern on the cameo ornamenting the ladyôs hair as the Du Perrier coat 

of arms, Goguel further suggests that the woman was probably one of 

Dianeôs ladies in waiting from the Dauphin®, part of Diane de Poitiersôs 

territory.
658

  The sitter of the Anet portrait was likely a distant relative of 

                                                                                                                                                              

1995, ed., M. J. Harris (Pennsylvania: 2003), p. 59, note 44. This male portrait was recently sold at 

Christieôs London as a work of Francesco Salviati.  The identity of the sitter remained unknown, while his 

association with the Order of Saint Michael was mistakenly reaffirmed, see Cat. entry, Christieôs London, 8 

July 2005.  While the portrait was attributed to Salivati in the sales catalogue, the tentativeness of the 

attribution was also mentioned.   
655

 Catherine Monbeig Goguel, ñLe portrait de femme en Diane au ch©teau dôAnet: Une proposition pour 

Francesco Salviati en France,ò Revue de LôArt 172 (2011╘2): 23-30.     
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 The portrait was referred to as a work by Primaticcio on the post card sold at the château.  This 

attribution had already been rejected in 2004 at the Primaticcio exhibition at the Louvre, see V. Romani, ñ 
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Figure 5.20, Francesco 

Salviati, Portrait of a Lady as 

Diana.  1556-1557.  Château 

dôAnet, Eure-et-Loir.  

Figure 5.21, François 

Clouet, Portrait of 

Apothecary Pierre Quthe. 

1562.  Musée du Louvre, 

Paris.  
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Cardinal de Lorraine, Salviatiôs chief patron in France.  The likeness is painted in oil on slate, a 

technique, as we have seen, popularized by Sebastiano del Piombo in the 1530s, and taken up by 

Salviati in the late 1540s, when he was commissioned to complete the decoration of the Chigi 

chapel, left unfinished by the Venetian.
659

   

Salviatiôs impact on French art seems to have been restricted to the field of portraiture.   

Henri Zerner has observed the influence of Florentine portraiture in some of Fran­ois Clouetôs 

mature pictures.
660

  I would suggest further that Clouet was probably familiar with Salviatiôs 

portraits.  For example, Clouetôs Portrait of Apothecary Pierre Quthe (Figure 5.21) shows the 

strong influence of Salviatiôs work in the genre from the early 1540s.  The composition of 

Clouetôs portrait resembles that of the Portrait of a Man in Tokyo (Figure 2.31) as well as the 

Portrait of a Man of the Santacroce Family (Figure 3.21).  The inclusion of a green curtain at the 

upper left corner and the neutral olive background upon which the sitter casts his shadow are 

trademarks of Salviatiôs portraits from the early 1540s.  The artist may have brought samples of 

his portraiture with him to France, since he initially planned to establish himself permanently at 

the French royal court.  Clouet was serving as the peintre du roi in Paris, and must have met 

Salviati during the latterôs sojourn in France.  Specialized in portraiture, Clouet was surely 

interested in Salviatiôs output in the genre as well as what was à la mode in Italy.  The Florentine 

may have shown samples of his works, or, at least, described them to his French colleague.  

Another possible source for the composition of Clouetôs Portrait of Apothecary Pierre Quthe 

(Figure 5.21) is the likeness of Aretino done by Salviati during his Venetian sojourn.  This 
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 François Clouet (c. 1510 ï 1572) and his father, Jean Clouet (c. 1480-1541), were the leading portraitists 

in France and the painters of the King. Zerner, Renaissance Art in France, 201.  



183 

 

picture, now lost, was sent to Francis I as a gift in 1539.
661

  Clouet was surely familiar with it, and 

Salviatiôs visit to France may have brought this portrait to Clouetôs attention again.       

During his visit to France, Cecchino may have also influenced other artists at the French 

court, such as Luca Penni (1500/4-1556/7).  A portrait on a monumental scale, sold by Sothebyôs 

London in 2009 as the Portrait of Jean de Dinteville as Saint George (Figure 5.22) attributed to 

Primaticcio, shows remarkable resemblance to Francesco Salviatiôs portrayal of the archetypal 

Ranuccio hero dressed allôantica in the fresco cycle of the Sala dei Fasti Farnesiani (Figure 

5.23).
662

  Both subjects are seated and similarly clad allôantica.  The sitter of the French portrait 

holds a lance with his right hand, seemingly mimicking the gesture of Ranuccio / Aeneas in the 

Farnese cycle.  The two portraits are too similar to be coincidental.    

                                                      

661
 For the lost portrait of Aretino by Salviati, see chap. 3, pp. 86-87. 

662
 Notwithstanding their obvious similarities, the Portrait of a Man as St. George has not been discussed in 

relation to Salviatiôs work in the Palazzo Farnese.    
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Based on Charles Sterlingôs 1955 proposition, the subject of the magnificent portrait sold 

at Sothebyôs has been identified as Jean de Dinteville (1504-1555), the well-known French 

diplomat, who served as the ambassador to England in 1533.
663

  This widely-accepted 

identification, mainly based on a comparison with Hans Holbeinôs famous double portrait, the 

Ambassadors (National Gallery, London), was the chief reason for attributing the portrait to 

Primaticcio, who is known to have painted at least two portraits of the diplomat.
664

  The picture is 

traditionally dated to 1544, 

when Primaticcio is 

reported to have been at 

Dintevilleôs ch©teau at 

Polisy.
665

  Henri Zerner, 

however, recently argued 

that the sitter is not Jean de 

Dinteville, pointing out that 

he lacks Jeanôs distinctive 

red beard.
666

  Dating the 
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 Zerner, Renaissance Art in France, 145-146.  

Figure 5.23, Francesco Salviati, 

Ranuccio Farnese as Aeneas, detail of 

the fresco cycle at the Sala dei Fasti 

Farnesiani.  c. 1552-1554.  Palazzo 

Farnese, Rome.   

Figure 5.22, Luca Penni (?), Portrait of 

a Man as Saint George.  After 1556. oil 

On canvas,163 x 136 cm.  Sothebyôs 

London, 8 July 2009. 

http://30.media.tumblr.com/tumblr_m122er3pwv1qbhp9xo1_1280.png
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picture to around 1550, Zerner also suggested that the portrait was more likely a work of Luca 

Penni, the younger brother of Francesco Penni, one of the most famous of Raphaelôs pipuls.
667

  A 

posthumous inventory of Lucaôs possessions listed several portraits, some of them unfinished.  It 

seems that, residing in Paris, Penni painted mostly portraits in his last years.
668

  Luca Penni died 

around 1556/7, the very years when Francesco Salviati was visiting France.  Could the portrait 

sold by Sothebyôs have been one of the last works by Luca, painted in imitation of Salviatiôs 

classicizing portrait of Ranuccio?  Unfortunately, reliable portraits 

by Luca Penni cannot be traced now.  There is no sample of his 

works in the genre that we can use as a reference for authorship.  

No matter who the artist of the portrait may have been, the workôs 

monumental size is exceptional to the portraits of the French 

Renaissance.
669

  The portraitôs clear reference to Salviatiôs work in 

the Palazzo Farnese (1552-1554) and its stylistic connection to the 

Fontainebleau school suggested that it should probably be dated 

during or after Cecchinoôs French visit (1556-1557/8).      

 Also datable to the French period is Salviatiôs Self-Portrait (Figure 5.24), known to us 

through a late-sixteenth-century copy in the Uffizi.
670

   The portrait must have been a late work, 

since it shows the artist has aged greatly since the self-portrait (c. 1543-1545, Figure 2.25) in the 

Camillus cycle.   The sitter wears a rather foreign outfit with a ruff collar, which was popular in 

                                                      

667
 Ibid., 146.  Luca was also a member of Raphaelôs Roman workshop.  He moved to France about 1530, 

as an assistant to Rosso Fiorentino, working at Fontainebleau along with his master and Primaticcio.         
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 Ibid., 145. 
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 Cheney considered the Uffizi portrait an autograph by Salviati, Francescco Salviati, 1: 322-323.  In my 

opinion, the Uffizi portrait is a late-sixteenth-century copy after Salviatiô original, which is now lost.  The 

portrait is currently attributed to an unkown Emilian artist in the circle of the Carracci brothers by the 

gallery.  See cat. no. 23.          

Figure 5.24, After Francesco 

Salviati, Self-Portrait.  Galleria 

degli Uffizi, Florence. 
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Northern Europe around the mid-century.  Vasari first mentioned Salviatiôs decline in health 

during his sojourn in France.
671

  The artistôs troubled and aged appearance may reflect his 

unhappy state at the French court.  Like the Self-Portrait in the Museo Horne (Figure 5.17), this 

late likeness is simple and direct.  But the artist shows an aristocratic air appropriate for a court 

artist.   

5.4 Post-French Period 1557/8-1563 

On his way back to Rome from France in 1557/8, Salviati spent fifteen days in Milan, 

enjoying the hospitality of Messer Lione, an Aretine.   In Florence, the artist met with Giorgio 

Vasari and complained about his French journey.
672

  His Florentine stay was brief and Vasari did 

not mention Salviatiôs receiving any commissions in his native city.
673

  When he reached Rome, 

the artist filed a law suit against the stewards of the Cardinal of Lorraine, from whom he received 

some compensation.
674

   

Based on Vasariôs biography of Cecchino, the Sala Regia seems to have been the only 

major project Salviati worked on between his return from France in 1557/8 and his death in 1563 

at the age of fifty three.
675

  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 III gave 

the project to Daniele da Volterra, whose work in the room was interrupted by the death of his 

patron in 1550.  The project was then left unfinished until January 1560, when Pius IV, mediating 

through Cardinals Marcantonio da Mula and Alessandro Farnese, tried to renew Danieleôs 

                                                      

671
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672
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673
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commission.
676

  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 the work for him.
677

  A bitter quarrel between 

Daniele and Francesco took place.  While Salviati was supported by Pirro Ligorio, the popeôs 

architect, Daniele was backed by Michelangelo.  Through the support of Giorgio Vasari, Duke 

Cosimo I deô Medici and Cardinal Rodolfo Pio da Carpi, Salviati finally obtained the commission 

around 1562.  However, Salviati did not get far in the project, completing little more than some 

preparatory drawings and cartoon.  Before the artist started painting in the room, he destroyed a 

scene begun by Daniele, and the feud between the two painters was renewed.
678

  Francesco 

abandoned the project and went back to Florence. The work in the sala was then given to several 

young artists, including Sicciolante da Sermoneta, Livio Aggresti, Orazio Sammachini, Marco da 

Siena, and Taddeo Zuccaro.
679

  After Cecchino abandoned the project, his Submission of the 

Emperor to Alexander III was finished by his disciple Giuseppe Porta, who was commissioned to 

execute another fresco, I Sette Re, in the same room.
680

    

Troubled by the disputes for the commission of the Sala Regia and his bad health, 

Salviati worked on only one other fresco project during his post-French period ï the decoration of 

the altar wall in the Griffoni Chapel in San Marcello al Corso.
681

  Cheney believed that Salviati 
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must have begun working in San Marcello al Corso before his French sojourn.
682

  The 

commission, however, probably dates from 1562, when Matteo Griffoni obtained the concession 

to decorate the chapel.
683

 Around a late fourteen-century Madonna and Child, Salviati 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 Carità.  The pavement of the Griffoni Chapel was 

later executed according to Salviatiôs 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 identity of his sitters.
684

  It is recorded that, towards the 

end of his career, Salviati painted two portraits, one of which shows Cardinal Giovanni Salviati, 

the other depicts Cardinal Bernardo Salviati.
685

  Costamagna also suggested that Salviati may 

have painted a portrait of Orlando Parentini, a little-known Florentine painter, who possessed two 

pictures by the artist.
 686

  These, however, cannot be traced now.  While scholars have admitted 

that Salviati had painted several portraits during his post-French period, none provided a 

comprehensive view of the artistôs output in the genre during his last Roman period due to the 

lack of surviving samples.
687
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The only work that can be tentatively associated with Salviatiôs post-French period is the
 

Portrait of a Man in Charlotte (Figure 5.25). 
688

  This monumental portrait is nearly monochrome, 

showing a very limited range of greys and blacks.  The subjectôs black costume and the pietra 

serena parapet, upon which he rests his right elbow, suggest that the man was probably of 

Florentine origin, but the identity of the sitter remains controversial.  The family crest on the oval 

gold ring on the manôs right index 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 Florentine 

writer Benedetto Varchi (1502/1503-1562).   The portrait captures 

the psychological state of the sitter, who casts an inquisitive 

glance at the viewer.  The abstract monumentality of the torso 

recalls the works of Pontormo and Sebastiano del Piombo.  The 

face has probably been repainted by a late-sixteen-century 

artist.
689

  The somber palette of the painting dates the work to the 

last years of Salviatiôs career, when he adopted a more 

monumental and almost abstract style.         
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 The portrait was attributed to Salviati by Adolfo Venturi, G. Fiocco (November 1939), Mason Perkins, 
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 See cat.  no. 20, p. 242, note 768. 

Figure  5.25, Francesco Salviati 

(?), Portrait of Benedetto Varchi 

(?).  Mint Museum Randolf, 

Charlotte, N.C. 
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Chapter 6 

Conclusion 

This study commenced with an examination on Francesco Salviatiôs critical fortune as a 

portraitist and proceeded to evaluate his contributions to this field of portraiture.  Much praised 

by his compatriots, Salviati produced original portraits that are often psychologically revealing.  

Unlike the cool aloofness of Bronzinoôs sitters, Salviatiôs are more communicative, casting 

secretive glances at the viewer.  His portraits also frequently exhibit a variety of brushwork and a 

wide range of formats and materials.  His treatment of fabrics is uniformly more painterly than 

Bronzinoôs.  Unlike Bronzino who often depicted his sitters frontally, Salviati preferred to show 

his subjects in three-quarter view with their faces enlivened by chiaroscuro.   

Salviatiôs contribution to the genre has been underestimated partly due to the fact that 

none of his pupils were notable portraitists.  Although Giuseppe Porta may have supplied some 

designs for printed portraits, and included some portraits in devotional images, there is no 

evidence that he painted any independent portraits.
690

  Other more obscure pupils such as Roviale 

and Annibale Lippi are not known to have produced any work in the genre. 

Cecchinoôs career as a portraitist is characterized by innovation and experimentation.  

Along with his fellow apprentice in Andrea del Sartoôs shop, Jacopino del Conte, Cecchino was 

one of the pioneers in the development of emblematic portraits.  In one of the artistôs earliest 

surviving likenesses, he wittily explored the paragone between sculpture and painting through the 

inclusion of a female figurine in the grip of the sitter.  Salviati was also one of the earliest Italian 

artists to produce portrait miniatures, a courtly genre more commonly found at the time in 

                                                      

690
 For Giuseppe Portaôs contributions to portrait prints, see Peter Dreyer, Tizian und Sein Kreis: 

Holzschnitte (Berlin: Brüder Hartmann, 1972), pp. 58-59, cat. no. 37. 
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England and France.  While serving at the court of Duke Cosimo I deô Medici, the artist painted 

on copper a portrait miniature of a little boy (Figure 4.10).  Furthermore, he was one of the few 

Mannerist painters to experiment with the use of stone supports for portraits.            

My work on Salviatiôs portraits has been mainly an exercise of connoisseurship, and in 

placing the works in their artistic and cultural context.  It is my hope that the eighteen autograph 

portraits proposed in the present study and their chronological order will function as the basis for 

future attributions.      

Despite Salviatiôs early fame as a portraitist, we know very little about his works from his 

formative years in Florence.  His earliest surviving portraits appear to be three highly finished 

red-chalk studies of youths from his first Roman period (1531-1538): the Young Man wearing a 

Cap in the Louvre (Inv. 2760, c. 1531-1532, Figure 3.2), the Chatsworth sheet (Inv. 13, c. 1532-

1533, Figure 3.3), and the Portrait Study of a Boy Wearing a Cap also formerly at Chatsworth 

and now in the Goldman Collection, Chicago (c. 1535-1538, Figure 3.4).  From the rather hesitant 

study in the Louvre that focuses on the facial features of the sitter to the half-length portrait in the 

Goldman Collection that captures the sensitive psychological state of the youth and includes an 

elaborate background, this group of drawings demonstrates the Salviatiôs increasing confidence as 

a portraitist.  Cecchinoôs portrait paintings from this period, represented only by the Portrait of a 

Man with a Female Figurine (c. 1538, Figure 2.12), reveal the lingering influence of Andrea del 

Sarto, whose late portraits, such as the Portrait of a Prelate in the Metropolitan Museum of Art 

(Figure 2.21), are characterized by the neutral green background and the turning pose that Salviati 

adopted.      

During Salviatiôs Venetian stay (1539-1541), the artist started providing designs for 

printed portraits.  The woodcut portrait of Aretino first published in the writerôs Life of the Virgin 

Mary (October 1539, Figure 3.13) captures his powerful personality, which is reflected on the 
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grotesque form of the curtain in the background.    Salviati also painted a portrait of Aretino that 

was sent to Francis I, showcasing his talent as a portraitist in France.  The artistôs only surviving 

portrait painting likely to be from his Venetian sojourn, the Portrait of a Man in the National 

Museum of Western Art, Tokyo (Figure 2.31), shows the influence of Sebastiano del Piombo and 

Titian.  The artist depicted the subject in the three-quarter length format, which he probably 

started exploring during his stay in Venice.  The light olive green background with tonal 

gradations that is seen in several subsequent portraits can also probably be traced back to 

Cecchinoôs Venetian experience.   

Several important portraits by the artist can be dated to his subsequent rather brief stay in 

Rome (1541-1543): the Portrait of Pier Luigi Farnese (Figure 3.19), the Portrait of Giovanni 

della Casa (Figure 3.20), the Portrait of a Man of the Santacroce Family (Figure 3.21), the 

Portrait of a Youth with a Dog (Figure 3.22), and the Portrait of a Boy (Figure 3.27).   Portraits 

of this period display a great variety of brushwork.  The heads of the sitters become increasingly 

sculptural.  It seems that, by then, Salviati had developed a standard compositional scheme for his 

portraits.  The sitter is usually shown at three-quarter length with a green curtain in the upper left 

corner.   Both hands are included, defining the lower parameter of the picture.  During this period, 

Salviati also attempted to include landscape elements and allegorical figures in the background of 

his portraits. 

Serving as a courtier at the court of Cosimo I deô Medici upon his return to Florence in 

1543, Salviati painted the Portrait of Giovanni dalle Bande Nere (Figure 4.1) and likenesses of 

the dukeôs children, of which the tondo Portrait of a Boy in a British private collection (Figure 

4.10) may be a surviving sample.  The four surviving portraits most probably from Salviatiôs 

second Florentine sojourn demonstrate strong stylistic affinities.  They all show the sitters in 

three-quarter view facing the left, and are illuminated from the upper left corner.  Light falls on 
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the foreheads and, partially, on the necks of the sitter, casting their heads in great relief.   During 

this period, the artist established a stylistic dialogue with Bronzino, the official portraitist of the 

Medicean court, through imitation and emulation.  Painted towards the end of Salviatiôs 

Florentine stay, the Portrait of a Youth with a Doe (Figure 4. 18) is influenced by Bronzino.    

Salviatiôs participation in the Accademia Fiorentina seems to have encouraged him to 

explore further the usage of emblems and symbols in his portraits.  For instance, in his Portrait of 

a Florentine Gentleman (Figure 4.2) datable to c. 1546, the artist attempted to express 

Fiorentinità visually through the inclusion of allegorical figures and symbols.   

Cecchinoôs career reached its climax during his third Roman period (1548-1556).  After 

the death of Sebastiano del Piombo and Perino del Vaga in 1547, Salviati became the most 

important painter in Rome.  Although busy with a number of prestigious fresco commissions, 

Salviati was prolific as a portraitist.  Six autograph portraits can be associated with the period: the 

Portrait of a Youth in the Walters Art Museum (Figure 5.12), the Portrait of Totila in Como 

(Figure 5.13), the Portrait of Cardinal Rodolfo Pio da Carpi in Vienna (Figure 5.14),  the 

miniature portrait of a man, presumably Annibale Caro (Figure 5.15), the so-called Portrait of a 

Sculptor in Montpellier (Figure 2.36) and the Self-Portrait in the Museo Horne (Figure 5.17).  

Less interested in creating elaborate backgrounds, Salviatiôs attention seems to have shifted to an 

experimentation with various kinds of supports.  During this period, he painted portraits on slate 

and canvas, as well as panel.  He also experimented with the oval and circular formats.  The 

artistôs use of chiaroscuro also became more dramatic; the heads of the sitters are often cast in 

great relief by a strong light from the upper left corner.   

My study on Salviatiôs portraits concludes with the Portrait of a Lady as Diana (Figure 

5.20), executed during the artistôs French sojourn (1556-1557/8).  It demonstrates his approach to 

female portraiture.  Depicted in the guise of the goddess Diana, the sitterôs rich coiffure and 
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ornate costume recalls Cecchinoôs earlier Charity in the Uffizi (Figure 4.13).  Although Vasari 

informs us that Salviati painted portraits after his return from France, there are no surviving 

examples that can be securely dated to the artistôs last Roman period.              

It is hoped that my dissertation has also contributed to the identification of Salviatiôs 

sitters.  With the exception of the Portrait of Totila, on which the identity of the subject is clearly 

written, all other sitters have been identified through a comparison with reliable portraits of the 

possible candidates.  Their relationship and interactions with the artist have been carefully 

examined, and their whereabouts at the proposed dates of the works have also been taken into 

consideration.  Of the eighteen autograph portraits, more than half of the subjects can now be 

identified with specific persons with various degrees of certainty.  Previous scholarship had 

convincingly identified five of Salviatiôs sitters: Pier Luigi Farnese, Giovanni della Casa, 

Cardinal Rodolfo Pio da Carpi, Annibale Caro, and Giovanni Battista Salviati.  In the present 

study, I have proposed that the painting in Tokyo (Figure 2.31) is probably a portrait of 

Antonfrancesco Doni, and the boy in the miniature roundel (Figure 4.10) is Francesco deô Medici, 

the heir to the ducal throne.   Moreover, the Horne picture (Figure 5.17), currently labeled at the 

museum as a portrait of a man, is very likely a self-portrait by Salviati.    

In the process of defining the development of Salviatiôs style in portraiture, I eliminated 

several traditionally attributed portraits from the artistôs corpus, and have given them to the 

workshop of Michele Tosini.  These include the Portrait of a Man in Naples (cat. no. 30), the 

picture in the Galleria Colonna (cat. no. 34), the Portrait of a Youth in the Museo Poldi Pezzoli 

(cat. no. 28), and the Portrait of a Lady (cat. no. 35) in the National Museum, Washington.
691

  A 

comprehensive study on the portraits by Michele Tosini and by artists in his orbit, such as Maso 

                                                      

691
 The portrait in the Museo Poldi Pezzoli has been tentatively given to Tosini by Costamagna, whose 

opinion I find convincing, see ñIl rittratista,ò p. 51, note 12     
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da San Friano (1532-1571), Francesco (1540-1586) and Giovanni (d. 1599) Brina, and Mirabello 

Cavalori (1520-1572) is badly needed, and would doubtlessly contribute to our understanding of 

Florentine portraits during the second half of the sixteenth century.  Such a study would also help 

to evaluate the extent to which Salviatiôs portraiture influenced subsequent work in the genre.
692

 

 

 

 

 

 

 

 

 

 

 

                                                      

692
 The need to study Michele Tosiniôs portraiture is also acknowledged by Heidi J. Hornik, who lists a few 

examples of the artistôs works in the genre in her monograph on Tosini, see Michele Tosini and the 

Ghirlandaio Workshop in Cinquecento Florence (Brighton: Sussex Academic Press, 2009), 100-103; idem,  

ñMichele Tosini: The Artist, the Oeuvre and the Testament,ò in Continuity, Innovation, and 

Connoisseurship: Old Master Paintings at the Palmer Museum of Art: Proceedings of an international 

symposium held at the Palmer Museum of Art, 31 March- 2 April, 1995 , ed. Mary Jane Harris 

(Pennsylvania: Palmer Museum of Art, 2003), 30-31.  For Maso da San Frianoôs portraits, see Cannon 

Brookes, ñThree Notes on Maso da San Friano,ò Burlington Magazine 107 (1965): 192-196; idem, ñThe 

Portraits of Maso da San Friano,ò Burlington Magazine 108 (1966): 560- 568.  Philippe Costamagna 

provided a good overview on the career of Maso da San Friano, but only briefly touched on the artistôs 

portraits, see ñContinuity and Innovation: The Art of Masa da San Friano,ò in Continuity, Innovation, and 

Connoisseurship: Old Master Paintings at the Palmer Museum of Art: Proceedings of an international 

symposium held at the Palmer Museum of Art, 31 March- 2 April, 1995, ed. Mary Jane Harris 

(Pennsylvania: Palmer Museum of Art, 2003), 39-61.   
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Catalogue 

Introduction  

This catalogue is divided into three categories: autograph portrait paintings, 

doubtful and erroneously attributed portrait paintings, and portrait drawings and prints.  

Numerous portraits have been associated with Francesco Salviati since the beginning of 

the twentieth century.  While the list of autographs aims to be comprehensive, including, 

to the best of my knowledge, all the surviving portrait paintings that can be securely 

attributed to Salviati, the section on doubtful and erroneously attributions is selective, 

including only pieces that are frequently discussed in the literature of the field, especially 

those that are subject to ongoing scholarly debate.            

The works are listed alphabetically according to place.  The main purpose of the 

catalogue is to support my arguments in the dissertation and provide factual information 

about individual works that would be cumbersome if included in the main text.  Each 

catalogue entry gives a general description about the work as a physical object, listing its 

medium, dimensions, condition, provenance, and location. Each entry also discusses 

issues of connoisseurship, such as attribution, identification of the sitter and date.  

Bibliographical citations are listed chronologically by date of publication, followed by 

the attribution suggested by the author and, if applicable, the proposed identity of the 

sitter. 

Most of the works included in this catalogue I have examined personally.  In a 

few exceptional cases, my opinions are based on good photographic reproductions.    
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I     Autograph Portrait Painting s 

No.1     Portrait of a Lady as Diana (Fig. 5.19) 

1556-1557 

Oil on slate, oval, 54 x 40 cm  

 

Provenance: 1860-1864, ch©teau dôAnet  

 

Literature:  Romani, 2004, p. 117 (not Primaticcio); Goguel, 

2011-2, pp. 23-30 (Salviati). 

 

Anet, Ch©teau dôAnet  

Collection of Mr. and Ms. Jean de Yturbe 

 

The portrait at the ch©teau dôAnet shows a lady 

probably in her twenties at bust length against a neutral greenish 

brown background.  Turning her head to the left, the sitter 

glances directly at the viewer.  The subject is portrayed in the guise of Diana-Artemis, the 

goddess of the hunt and a virgin possessing eternal 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 matte surfaces, 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 

owners.
693

  Salviatiôs authorship is revealed in the facial type, the chalk-like skin tone and the 

sensual lips of the lady.  The rendering of the hair and the jewelry resembles those of Francescoôs 

female figures in religious paintings such as the Santa Croce altarpiece and the David cycle in the 

Palazzo Ricci-Sacchetti.  The energetic brushstrokes on the ladyôs garment and fur coat, as well 

as the pearls and ornaments on her hair, strongly resemble Francescoôs style.  The elaborate 

hairstyle and the golden curls, however, are rather characteristic of the Emilian school as 

exemplified in the works of Parmigianino and Primaticcio.
694

   Besides these stylistic indications, 

the work is on slate, a support Francesco experimented under the influence of Sebastiano del 

                                                      

693
 Catherine Monbeig Goguel, ñLe portrait de femme en Diane au ch©teau dôAnet: Une proposition pour 

Francesco Salviati en France,ò Revue de LôArt 172 (2011╘2), pp. 23-30.   
694

 Salviati was deeply influenced by the style of Parmigianino. 
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Piombo.
695

  The painterly rendering of the background demonstrates French influences.  

Francescoôs authorship and the French origin of the painting date the work to the artistôs sojourn 

in France (1556-1557).   

The woman portrayed was generally believed to be Diane de Poitiers (1500 -1565), 

mistress of Henri II.  The workôs location at the ch©teau dôAnet and the ladyôs portrayal in the 

guise of Diana, the goddess of the hunt, used to support such a hypothesis.  Catherine Goguel, 

however, challenges this assumption by suggesting that the woman was one of Dianeôs ladies in 

waiting from the Dauphin®, part of Diane de Poitiersôs territory.  Goguel supports her argument 

by martching the pattern on the cameo ornamenting the ladyôs hair with the coat of arms of the 

important Du Perrier family.
696

  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, Salviatiôs chief patron in France.  Visual evidences in the portrait also 

contradict the sitterôs identification as Diane de Poitiers.  The coat of arms on the hair pin does 

not belong to Dianeôs repertoire of symbols, which are abundantly present at the château.  During 

Salviatiôs French sojourn, Diane de Poitiers was in her fifties; the woman in the portrait, however, 

appears much younger.         

                                                      

695
 Salviatiôs earliest dated use of the stone support was the Adoration of the Shepherds (1549-1550, Figure 

5.1) for the Cappella del Pallio.  The artist executed at least two other portraits on marble: the miniature 

Portrait of Annibale Caro (Figure 5.14, cat. no. 10) and the Portrait of a Sculptor (Figure 2.36, cat. no. 8) 

in the Mus®e Fabre, both datable to Salviatiôs third Roman period (1548-1556).    
696

 Goguel, ñportrait de femme,ò 26.    
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No. 2     Portrait of a Youth (Fig. 5.11) 

c. 1548-1550  

Oil on canvas, diameter 41cm 

 

Provenance: Don Marcello Massarenti, Rome; Henry 

Walters, Baltimore, 1902, by purchase; Walters Art 

Museum, 1931, by bequest.  

 

Literature: Catalogo Collezione Massarenti, Rome, 

1897, no. 1981 (School of Carracci); Zeri, 1976, no. 

214, pp. 330-331 (Salviati); Mortari, 1992, cat. no. 95, p. 

141(Salviati). 

 

Baltimore, Walters Art Museum (in storage) 

37.1105 

 

            This near life-size portrait shows, against a neutral dark background, a youth in a 

three-quarter view.  Dressed in a black costume, the subject turns his head 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 in half or three-quarter 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 support.
697

  First-hand examination, however, proved otherwise.  The portrait 

was initially painted on canvas.  The weave of the canvas actually show through on the 

surface of the painting.  The work was lined twice, first on a coarse canvas probably of 

Italian origin, then on a canvas of finer texture.  It was cleaned and varnished in 1965.     

  Given to the School of Carracci in the nineteenth century, the Baltimore portrait 

was first attributed to Salviati by Federico Zeri, who suggested that it was likely executed 

during Salviatiôs second Florentine period (1543-1548).  Iris Cheney and Costamagna 

omitted it in their discussions on Salviatiôs portraits.
698

  Mortari, however, supported 

Zeriôs opinion and suggested that the portrait was probably from an intermediate period 

of Salviatiôs career.
699

  In my opinion, the neutral dark background, the sombre palette, 

and the sculptural rendering of the head associate the work with Salviatiôs third Roman 

period (1548-1566), when the artist actively emulated the late style of Sebastino del 

Piombo.
700

 The sensitive rendering of the face is characteristic of Salviatiôs style; the 

painter used impasto in the highlights on the lower rims of the eyes, the ridge of the nose, 

                                                      

697
 Mortari, Francesco Salviati, cat. no. 95, p. 141. 

698
 Cheney, Francesco Salviati, II: pp. 416-433; Costamagna, ñIl ritrattista,ò pp. 47-52.     

699
 Mortari, Francesco Salviati, cat. no. 95, p. 141. 

700
During 1552-1554, Salviati was completing Sebatianoôs unfinished altarpiece in the Chigi chapel, the 

Birth of the Virgin.  After the death of Sebastiano in 1547, Salviati was considered a substitute for the 

Venetian in the field of portraiture.    
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and the forehead.  The portrait is stylistically similar to the portraits Salviati executed 

during his second Florentine sojourn; it was probably painted shortly after the artistôs 

return to Rome in 1548.  Furthermore, the shyness and the youthful uncertainty of the 

subject are comparable to a miniature tondo representing a child, possibly of the Medici 

family (Figure 4.10, cat. no. 7).  The portraitôs sensual rendering of youthfulness can be 

compared to the Portrait of a Youth (cat. no. 28) in the Museo Poldi Pezzoli, Milan, and 

the Portrait of a Lady (cat. no. 35) in the National Gallery, Washington D.C.  Although 

the paintings in Milan and Washington are attributed to Salviati by the institutions in 

which they are conserved, they are likely executed by Michele Tosini and Maso da San 

Friano, who were deeply influenced by Salviatiôs work.     

The sitter remains unidentified.  He was probably an aristocratic youth of 

Florentine origin living in Rome.   
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No.3     Portrait of Totila, King of the Goths (Fig. 5.12)  

1543-1548 / 1548 - 1549     

Oil on canvas, 91.5 x 65 cm 

 

Provenance: Paolo Giovio, Como (?); Rovelli family, 

Como; gifted by the Rovelli to the Musei Civici di 

Como in 1966.  

 

Literature: Fasola, 1985, p. 180, no. 378; Fasola, 1990, 

p. 248; Bartalini, 1998, pp. 186-196 (Salviati); 

Francesca de Luca, 2009 (Salviati).     

 

Como, Pinacoteca Civica  

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 gaze on the beholder, the subject is crowned and dressed in mail and 

armor.  He holds a spear with his right hand.   

The inscription at the bottom left ñTotilia Rex Gothor[um]ò identifies the subject as 

Totila, the King of the Ostrogoths, who reigned from 541 until his death in 552.  A native of 

Treviso, the kingôs major achievement was warring against the Byzantine Empire and the 

restoration of the Gothic kingdom in Italy.  Francesco Salviati must have known Procopiusôs 

literary account of the king at battle, as he paid particular attention to rending the plated armour 

of the king and its adornments.
701

  The artist also included the spear, which Procopius reported as 

the kingôs weapon.       

The quick and energetic strokes describing the mail are strong evidence of Salviatiôs 

authorship.  Like many figures in the Triumph of Camillus, the robust vitality of the king is 

shown through his rosy cheeks.  The intense gaze and the knitted brow are characteristic of 

Salviatiôs portraits, and can be seen, for example, in the Portrait of a Florentine Gentleman 

(Figure 4.2, c. 1546) in Saint Louis.  The right hand is simply rendered but powerful.  The shaft 

                                                      

701
 ñThe armour in which he was clad was abundantly plated with gold and ample adornments which hung 

from his cheek plates as well as his helmet and spear was not only purple....ò  Procopiusô writings on the 

Gothic Wars were translated to Latin by Leonardo Bruni who incorporated them into his De bello italico 

adversus Gothos gest libri IV (1441).   
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of the spear is depicted in a painterly fashion.  The capricious lion head on the kingôs breastplate 

is also in accord with Salviatiôs habit of incorporating fantastic metal elements in his works.   

The portrait has been discussed in detail by Roberto Bartalini, who convincingly argues 

that it was commissioned by Paolo Giovio for his museo degli uomini illustri.
702

  Giovioôs portrait 

collection was intricately connected to his literary works, especially the Lives of Famous Men 

(Vitae virorum illustrium) - a project he started in the first months of 1548 and published in 

Florence in 1551.
703

  The Portrait of Totila was commissioned for and displayed next to a brief 

eulogy of the king in Giovioôs villa at Lake Como, which he named ñIl Museoò.  The commission 

may have been initiated at the end of Salviatiôs Venetian sojourn, when Paolo Giovio invited the 

artist to Milan to execute twelve portraits on canvas according to medallion models provided.
704

   

The work was dated to Salviatiôs second Florentine sojourn in an exhibition held at the 

Uffizi in 2009-2010.
705

  Bartalini, however, suggests that it might have been painted shortly after 

Salviatiôs return to Rome, between July 1548 and May 1549, based on stylistic comparisons with 

the major fresco cycles by the artist in the Sala dellôUdienze in Florence, and the Cappella del 

Pallio in Rome.
706

  Bartalini believes that Paolo Giovio had renewed the commission to the artist 

when he aided him to gain the commission to Cardinal Farneseôs private chapel.  Instead of 

drawing inspiration from earlier fresco cycles depicting events from the life of the king, such as 

the St. Benedict blessing King Totila at the Chiostro degli Aranci in the Badia Fiorentina, Salviati 

most likely based his image of Totila on a medal given to Giovio by Duke Cosimo I deô Medici 

through Piero Francesco Riccio.
707

  Both the painting and the medal show the king frontal and 

crowned, holding a baton or spear with his right hand.
708

      

Salviatiôs portrait of Totila was published as an illustration in Paolo Giovioôs Elogia 

virorum bellica virtute illustrium (1575).  A copy of the upper section of the portrait by 

                                                      

702
 Roberto Bartalini, ñPaolo Giovio, Francesco Salviati, il Museo degli uomini illustri,ò 91-92 Prospettiva 

(1998): 186-196. 
703

 Ibid., 186. 
704

 Ibid. 
705

 Francesca de Luca, Santi poeti navigatoré (Florence: Polistampa, 2009). 
706

 Bartalini convincingly argues that the Portrait of Totila, along with Vasariôs effigies of six Tuscan 

poets, was among the likenesses Paolo Giovio sent to Como in May 1549, see ñMuseo degli uomini 

illustri,ò 190.  Perhaps, Salviati chose to use the canvas support because the portrait was intended to travel.       
707

 For an illustration, see Franz Ferdinand Kraus, Die Münzen Odovacars und des Ostgotenreiches in 

Italien (Bologna: Forni editore, 1967), p. 195, no. 62, fig. XIII. 
708

Bartalini, ñMuseo degli uomini illustri,ò 190-191. 
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Christofano dellôAltissimo (1552-1568, Uffizi, inv. 1890 n. 3049) is displayed 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     Self-Portrait (?) (Fig. 5.16) 

c. 1550-1556 

Oil on panel, 54 x 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. 155-156 (Salviati?); Costamagna, 

1998, p. 52, note 46  (workshop of Salviati). 

 

Florence, Museo Horne  

Inv. no. 38 

 

 This portrait shows a bearded man probably 

in his forties, wearing a beret, at bust length against a 

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 attribution has 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 portrait of a man.
709

  However, the physiognomy of 

the sitter closely resembles that of Salviatiôs 

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 Palazzo Vecchio (Figure 2.25).
710

  

The simplicity and directness of the likeness also 

support the idea that this is a self-portrait.  A pastel 

                                                      

709
Filippo Rossi, in Il Museo Horne a Firenze, 1967.  

710
 Vasari also used Salviatiôs Self-Portrait in the Camillus cycle for the woodcut portrait of the artist 

included in the 1568 edition of the Vite. 

Figure 1, Giorgio Vasari, Portrait of Francesco 

Salviati. Mural in Casa Vasari, Florence. 
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drawing by Giuseppe Porta for a fresco in the Sala Regia of the Vatican (Figure 2) showing a man 

with a long beard is probably an idealized portrait of Francesco Salviati in his early fifties.
711

   

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 self-portrait, it 

must have been painted during the artistôs post-

Florentine period, because the man portrayed appears 

older and with a longer beard than the artist does in the 

Camillus cycle around 1543-1545. In his catalogue 

entry, Filippo Rossi also states that the painting is not an 

early work by Cecchino.
712

  Stylistically, the Horne 

picture is close to Three Fates (c. 1550) in the Pitti 

Palace and was probably produced around the same 

time.   

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                      

711
 David McTavish suggested to me orally that the drawing by Giuseppe Porta may have been a 

posthumous portrait of Cecchino Salviati.  
712

 Ibid.,  

Figure 2, Giuseppe Porta, A Bearded Man with 

his Right Arm Raised, a study for the 

Reconciliation between Alessandro III and 

Federico Barbarossa in the Sala Regia, 

Vatican, palace, Rome.  Coloured chalks, 206 x 

262 mm, Collection of the Hon. Robert 

Gathorne-Hardy. 

http://www.christies.com/lotfinder/LargeImage.aspx?image=/lotfinderimages/d39409/d3940907x.jpg
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No. 5     Posthumous Portrait of Giovanni dalle 

Bande Nere (Fig. 4.1) 

c. 1546 

Oil on Panel, 65 x 45cm 

 

Literature: Langedijk, 1981-1987, 2: 1030 

(Salviati; Giovanni dalle Bande Nere); 

Costamagna, 1998, p. 51, note 27 (Salviati; 

Giovanni dale Bande Nere); Cecchi, 2010, pp. 6-

7 (Salviati; Giovanni dalle Bande Nere). 

 

Provenance: first mentioned in the inventory of 

the Palazzo Ducale in 1553; storage of the 

Galleria degli Uffizi; transferred to the Palazzo 

Pitti on Feb. 17, 1954.  

 

Florence, Palazzo Pitti  

Inv. 1890 n. 5195  
 

This medium-size portrait shows a man 

proably in his late twenties or early thirties in armour.  Placed in front of a greyish brown neutral 

background, the sitter turns his head and looks vigilantly to the left.  The panel had been in 

ruinous condition, but was restored in 2010. 

The Pitti painting is a posthumous portrait of Giovanni dalle Bande Nere (1489-1526), 

the legendary condottiere in the employ of the Medici Popes and the father of Cosimo I deô 

Medici, the Duke of Florence.  He was badly wounded during the War of the League of Cognac, 

and died of septicemia after surgery in Mantua on 30 November 1526.
713

   

In his biography of Salviati, Vasari reports that the artist painted a posthumous portrait of 

Giovanni dalle Bande Nere during his second Florentine period.
714

  The portrait is reflected in the 

first inventory of the Palazzo Ducale drawn up in 1553: ñUn quadro di legname con ornament di 

noce, pittovi drento il Signor Giovanni deôMedici, mano di Cechino Salviati.ò  It was then 

hanging in the first room of the Guardaroba secreta.
715

  The portrait mentioned by Vasari had long 

                                                      

713
 For the details of Giovanniôs life and Aretinoôs famous account on his death, see chap. 4, p. 128.     

714
 Vasari-Milanesi, 7: 27.  ñFecce ancora la testa, ovvero ritratto del signor Giovanni deô Medici, padre 

del duca Cosimo, che f u bellissima; la quale è oggi nella guardaroba di detto signor duca.ò 
715

 See Alessandro Cecchi, ñIl Giovanni dalle Bande Nere del Salviati ritrovato,ò Amici di Palazzo Pitti 

Bolletino 2010 cura degli Amici di Palazzo Pitti, 15. 
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been considered lost, until Langedijk identified it with the present panel in the storage of the 

Uffizi.
716

  The painting was restored in 2010 and exhibited as a work of Salviati at the Palazzo 

Pitti.
717

     

Salviatiôs portrait of Giovanni dalle Bande Nere was probably modelled on a death-mask, 

which Giulio Romano produced at Pietro Aretinoôs request shortly after Giovanniôs death.
718

  The 

death-mask arrived in Florence in 1546 as a gift from the poet to the duke, along with Gian Paolo 

Paceôs portrait of the condottiere now in the Uffizi (Figure 4.6).
719

  Salviatiôs portrait was probably 

also painted around the same time, when a revival of interest in Duke Cosimo Iôs father took 

place.
720

   

To emphasize the dynastic continuity, Salviati modeled the painting on Bronzinoôs 

Cosimo in Armour (Figure 4.5), showing the condottiere in the same set of armour worn by his 

son in his official portrait.  The physiognomy of Giovanni was even altered so that he resembled 

his son closely.    

 

 

 

 

 

 

 

 

 

 

    

                                                      

716
 Karla Langedijk, The portraits of the Medici, 15th-18th centuries (Florence: Studio per edizioni scelte, 

c1981-1987), 2: 1030. 
717

 Alessandro Cecchi, ñUn capolavoro ritrovato: Il ritratto di Giovanni delle Bande Nere di Francesco 

Salviati,ò Medicea 6 (2010): 6-7. 
718

 Aretino mentions the making of the death-mask in a letter to Maria Salviati, dated 10 December 1526, 

Lettere sullôArte, 1: 16.            
719

 For Gian Paolo Paceôs portrait, see Aretinoôs letter to the artist, dated November 1545, ibid., 2: 116. 
720

 Janet Cox-Rearick, Bronzino's Chapel of Eleonora in the Palazzo Vecchio (Berkeley: University of 

California Press, c1993), 266.    

https://qcat.library.queensu.ca/vwebv/search?searchArg=Langedijk,%20Karla.&searchCode=NAME%2B&searchType=4
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No. 6     Portrait of a Youth with a Dog (Fig.3.22) 

c. 1543 

Oil on panel, 85 x 68 cm 

 

Provenance: mentioned in the 1898 inventory of 

the collection of Don Amerigo Antinori, Duke of 

Brindisi, Florence (Bronzino); Villa Aldobrandini, 

Frascati; private collection, Florence. 

 

Literature: Cheney, 1963, 2: pp. 423-424 

(Salviati); Costamagna, 1991, p. 32, note 24; M., 

n. 107 (Salviati); Cecchi,1994, p. 19, note 48 

(Salviati); Hochmann, 1998, cat. no. 88 (Salviati).     

 

Florence, Private collection  

 

This medium-size painting shows a boy in 

his teens at half-length, in a three-quarter view, 

turned slightly to the proper right.  There is a dog 

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 corner, a female figure flies with a crown 

in her hands.  Behind the sitter, on the left, there is a 

distant landscape with a tree.       

 The portrait was first published by Iris Cheney, 

who indicated that Berenson had attributed the work to 

Salviati.
721

   The identity of the youth remains mysterious.  

Cheney dated the painting to the period shortly after 

Salviatiôs Venetian sojourn, around 1542-1543, while 

Mortari associated it with Cecchinoôs third Roman period 

(1548-1556).  Similar in style, the portrait must have been 

painted in the same period as, or shortly after, the Portrait 

of a Man of the Santacroce Family in Vienna (Figure 

2.19).
722

   The work demonstrates knowledge of Venetian 

portraiture; the warm palette of the painting recalls that of the Tokyo portrait (Figure 2.31).  The 

                                                      

721
 Cheney, Francesco Salviati, 2: 423. 

722
 The portraitôs similarities to the Portrait of a Gentleman of the Santacroce Family (Figure 3.21) has 

been pointed out by Cheney, see ibid.     

Figure 3, Francesco Salviati, Study of a 

Female Nude.  Red chalk.  Départment des 

Arts graphiques, musée du Louvre, Inv. nr. 

1648. 
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monumental torso and the relatively small head demonstrate the influence of the works of 

Pontormo.  A black-chalk portrait drawing conserved in the Victoria and Albert Museum (datable 

to 1542-1543, Dyce 186, Figure 3.7) may have been a study for the present painting.  The two 

boys resemble each other closely despite the difference in the hairline and the direct gaze of the 

sitter in the painting.      

The disjointed landscape in the background also 

supports the authorship of Salviati.  It is comparable, for 

example, to the landscape with a tree in a drawing attributed to 

Salviati at the Louvre datable to the late 1540ôs (Figure 3).
723

 As 

in the portrait, it is hard to define the spatial relation between 

the figure and landscape in the drawing, though aerial 

perspective is used.  The disjunction between the foreground 

and the background also reveals the influence of Parmigianinoôs 

works, such as the Madonna of the Long Neck in the Uffizi and 

the Vision of St. Jerome (Figure 4), which Salviati must have 

seen during his first Roman sojourn.
724

  

The small female figure flying with a crown in her 

hands and the tree in the landscape almost certainly have 

emblematic meanings. These symbols are also included in the 

upper left portion of Salviatiôs Triumphal Entry after the Siege 

of Veii (1543-1545, Figure 4.3), in which Cosimo I deô Medici 

appears in the guise of Camillus and is crowned by a winged 

allegorical figure similar to the one included in the present 

portrait.  In the fresco, Cosimo/Camillus gestures to a tree with 

a broken trunk and a sprouting branch which represent the 

Medici family emblem, the broncone.  The sapling in the background of the portrait also has a 

                                                      

723
This beautiful red chalk female figure in grand format at the Louvre is probably from the artistôs post 

Florentine period.  The figure type resembles those of the cycle of David.  The rendering of the veil is 

similar to the Uffizi Three Fates.  Overall, the drawing is very finished, except the figureôs right arm, 

which is roughly sketched in (perhaps later by another artist).  The technique of rendering the veil is 

marvelous; drapery is accentuated by highlights created through the use of rubber.  The impression is very 

ornate and almost northern.  
724

 Hochmann pointed out the influence of Parmigianino on this portrait but did not cite any particular 

examples, see Rome and Paris exhibition, cat. no. 88.  

Figure 4, Parmigianino, Vision of 

Saint Jerome.  National Gallery, 

London.  1526-1527. 
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broken trunk; it may very well refer to the broncone.  The inclusion of a dog likely hints at the 

faithfulness and loyalty of the sitter to his master.  The youth portrayed may have been a courtier 

/ poet serving at the Medici court, pledging his allegiance to his masterôs house.  If the sitterôs 

association with the Medici is true, the portrait was likely executed in the beginning of Salviatiôs 

second Florentine sojourn.           
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No.7     Portrait of a Boy (Francesco deô Medici ?)   

(Fig. 4.10) 

c. 1545-1546 

Oil on copper, 10.2 cm in diameter 

 

Provenance: Christieôs London, 1964, no. 76; 

collection of Julian Agnew by July 1991.  Exhibited 

Christieôs London, 31 January 1964. 

 

Literature: sales catalogue, Christieôs London, 1964, 

no. 76; Mortari, 1992, p. 145, cat. no. 111 (Salviati).  

 

Great Britain, Private Collection  

 

This miniature portrait shows a boy around 

years old, at bust length, placed under the parting of curtains.  The sitter turns slightly to the left 

and casts a side-long 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.  David 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 Vasari.
725

  If the sitter is indeed a 

member of the Medici family, Francesco (1541-1587) is a likely candidate.  He would be about 

four or five at the portraitôs proposed date.  His characteristic dark hair also matches that of the 

boy in the roundel.  The roundel shows stylistic affinities with the portraits Salviati produced 

during his second Florentine sojourn.  The modeling of the head resembles that of the Portrait of 

Giovanni dalle Bande Nere (c. 1546, Figure 4.1, cat. no. 5) and the Portrait of a Youth with a Doe 

(1547-1548, Figure 4.18, cat. no. 18).  

This portraitôs small scale, copper support and circular form are unusual for Salviati.  

Portrait miniatures were rather unusual in Centural Italy during the 1540s.  They were more 

common at the royal courts of France and England.  Salviati may have been informed of this 

courtly genre by Giulio Clovio (1498-1578), the famous Croatian miniaturist, who also trained 

Levina Bening Teerling (1510-1520?-1578), a specialist in miniature portraiture.  Painting in oil 

on copper was also rare in Italy at the time.  Although the practice is mentioned in Leonardo da 

                                                      

725
 Vasari-Milanesi, 7: 27.   
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Vinciôs Notes, it does not appear to have taken hold until the 1560s and 1570s.
726

  Salviati was 

likely inspired by the experiments of Sebastiano del Piombo and Parmigianino.
727

   

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

 

                                                      

726
 Edgar Peters Bowron, ñA Brief History of European Oil Paintings on Copper, 1560-1775,ò in Copper as 

Canvas: Two Centuries of Masterpiece Paintings on Copper 1575-1775 (New York: Phoenix Art Museum, 

1999), 11.   
727

 Vasari-Milanesi, 5: 580; Bowron, ñPaintings on Copper,ò 11.  Parmigianino may have occationally 

painted portraits on copper, see Ekserdjian, Parmigianino, 175. 
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No.8     Portrait of a Sculptor (?) (Fig. 2.36) 

c. 1548-1552 

Oval, oil on stone 68 x 51 cm   

 

Provenance: François Xavier Fabre 1837 

 

Literature: Notice, 1828, 1830, n. 299 

(Sebastiano del Piombo); Renouvier, 1837, pp. 

1-3; Notice, 1839, 1843, 1850, n. 411 

(Sebastiano del Piombo); Notice, 1859, 1866, 

n.452 (Sebastiano del Piombo); Lafenestre and 

Michel, 1878, n. 12 (unknown Italian artist); 

Catalogue du musée Fabre, 1879, n. 128 

(Sebastiano del Piombo); Catalogue du musée 

Fabre, 1904, 1910, 1914, n. 754  (unknown 

Italian artist); Catalogue du musée Fabre, 

1926, n. 22 (Bronzino); Reinach, 1916, pp. 

399-417; exhibition catalogue, Montpellier, 

1937, p. 28, no. 65 (Bronzino); Pellicer, 1979, 

p. 173; Bajou, exhibition catalogue, Spoleto, 

1988, p. 31; Hirst, Rome-Paris exhibition, 1998 

(Salviati; Benvenuto Cellini?) , p. 226, cat. no. 

84; Jaffé, 1998, p. 345; Costamagna, 2001, pp. 

119-126 (Salviati); Monbeig Goguel, 2011-2, 

pp. 27-28, fig. 7 (Salviati).    

 

Montpellier, Musée Fabre  

Inv. 837-1-81 

 

This medium-size 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 to his left.  The man is shown frontally 

against a neutral brownish background.  The 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 figure.  The beret casts a shadow on the forehead of the sitter.  The painting 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 1530.
728

  The Portrait of Valori (Figure 

                                                      

728
 Hirst dates the painting to the second half of Salviatiôs second Florentine period (1545-1548), when the 

artist and Cellini both served Duke Cosimo I, see Rome and Paris exhibition, cat. no. 84, p. 226.  
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2.33) at the Palazzo Pitti is a fine sample of the Venetianôs work on marble.  Francesco became 

interested in the use of stone support after the death of Sebastiano del Piombo in 1547.
729

  Salviati 

painted at least two other portraits on stone, the Portrait of Annibale Caro (c. 1549-1551, Figure 

5.14) and the Portrait of a Lady as Diana (1556-1557, Figure 5.19).    

The Montpellier portrait was first attributed to Salviati in 1964 by Michael Hirst, who 

dates the painting to the second half of Salviatiôs second Florentine period (1545-1548), when the 

artist and Cellini both served Duke Cosimo I.
730

  Salviatiôs energetic brush work is not very 

evident in the painting.  It does not strike me as very Salviatesque at first glance.  However, 

visible brushstrokes are seen in various areas of the painting, on the nose ridge, the white collar 

and the sleeves.  The likeness possesses a psychological power not unlike the Horne self-portrait 

(Figure 5.16).  Its dark tonality and oval form suggest that it was probaly produced around 1549-

1550, when the artist was working on the Cappella del Pallio in the Cancellaria as well as the 

Markgrafen Chapel in Santa Maria dellôAmina.   

The sculpture the sitter holds with both hands is a reproduction of a wax model by 

Michelangelo now kept in the 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 practice.  Benvenuto 

Cellini has been proposed as a possible candidate, but not without controversy.
731

  The altered 

facial expression of the sculpture from the original and the painterly treatment of the sculpture 

may convey significant messages.  The subject must have been a devoted admirer of 

Michelangelo, since the sitterôs pose mimics that of the Christ Carrying the Cross in Santa Maria 

Sopra Minerva, another famous sculpture by the Florentince master. 

 

                                                      

729
 Hirst, Rome and Paris exhibition, cat. no. 84, p. 226.  Salviati was commissioned to complete the Chigi 

Chapel in Santa Maria del Popolo, a project left unfinished by Sebastiano del Piombo.  The chapelôs 

altarpiece, the Nativity of the Virgin, was one of the Venetianôs earliest experiments with painting on stone.  

Salviati was asked to bring the piece to completion.    
730

 Ibid.  
731

 Ibid. 
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No. 9     Portrait of Pier Luigi Farnese (Fig. 

3.19) 

c.1541-1542 

Oil on canvas, 100 x 78 cm 

 

Provenance: The painting is mentioned in the 

1708 inventory of the painting collection of the 

Duke of Parma, in the seventh room of portraits, 

Palazzo del Giardino, f. 29 v. no. 230 (Titian). 

 

Literature: Valcanover, p. 113 (Titian; Pier 

Luigi Farnese); Bertini, 1987, cat. no. 311, pp. 

192-193 (Titian; Pier Luigi Farnese); 

Costamgna, 1998, p. 47 (Salviati; Pier Luigi 

Farnese).    

 

Naples, Palazzo Reale (not on view)  

Inv. no. 506 

  

This life-size portrait shows a man 

probably in his late thirties at three-quarter length standing in front of a wall with a faint 

indication of a column.  There is a 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 and looks in the 

same direction. 

Through comparison with the portrait by Titian in the 

Capodimonte (Figure 5), the subject has been identified as Pier 

Luigi Farnese (1503-1547), the natural son of Paul III, known 

for his cruelty and ruthlessness as a mercenary military leader.  

He was made the Duke of Castro (1537-1545), Parma (1545-

1547) and Piacenza (1545-1547).  Francesco Salviati served 

Pier Luigi briefly during 1536-1537, and obtained his patronage 

again after his North Italian journey (1539-1541).   

The painting is undoubtedly from Salviatiôs second 

Roman sojourn (1541-1543).  The warm and harmonious 

colouration and the painterly treatment of the subjectôs 

vestments associate the work with the artistôs Venetian 

experience.  During his stay in Venice between 1539 and 1541, 

Figure 5, Titian, Portrait of Pier Luigi 

Farnese.  Museo di Capodimonte, 

Naples.  c. 1546. 

http://upload.wikimedia.org/wikipedia/commons/b/b5/Pier_Luigi_Farnese_di_Tiziano.jpg
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Salviati started to explore a canvas support and the three-quarter-length format in portraiture ï 

both apply to this work.  The energetic brushwork on the white feather on the dukeôs hat and the 

virtuosity of the reflections on silk surface are characteristic of Salviatiôs style.  The heavy winter 

coat further indicates that the portrait was executed in the winter of 1541 or 1542. The present 

painting must have been executed shortly before the Portrait of a Man of the Santacroce Family 

(Figure 3.19) which shows an identical green curtain at the upper left corner.    
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No.10     Portrait of Annibale Caro (?) 1507-1566  

(Fig. 5.14) 

c. 1550 

Oil on marble, diameter approx. 10cm   

 

Provenance:  Sothebyôs, London, 26 October 1988, lot 92; 

Marco Grassi, New York.  

 

Literature: Costamagna, 1998, p. 49 (Salviati, Annibale 

Caro?); Damiano, 2009, cat. no. 60, pp. 232-233 (Salviati, 

Annibale Caro?).       

 

New York, Collection of Mr.and Mrs. Marco Grassi  

 

 This miniature tondo portrait shows, at bust length, a three-quarter 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 to Salviatiôs ability as a portraitist.  The sensitive execution of the face, 

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 

Salviatiôs authorship.  The intense 

use of chiaroscuro that casts one side 

of the face in shadow is similar to 

that in the Portrait of Ridolfo Pio da 

Carpi in Vienna.   

The sitter has been 

tentatively identified as Annibale 

Caro, from the Marche region, active 

in the intellectual circles of Florence 

around 1525.  He followed his patron 

Giovanni Gaddi to Rome and worked 

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 a close friend of Salviatiôs and 

acted as an intermediary between the artist and the cardinal.  In his correspondence, Annibale 

Figure 6, Antonio Calcagni, 

Portrait Bust of Annibale Caro. 

Victoria and Albert Museum, 

London. 

Figure 7, Atributed to Francesco 

Salviati, Portrait of Annibale Caro. 

Oil on canvas, 70 x55 cm. Formerly 

in the Schäfer Collection, Berlin. 
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mentions his own portraits by Salviati, Bronzino and Jacopino del Conte.
732

  Vasari also 

comments on a portrait of Annibale by Salviati executed in 1541, when the former was 34 years 

old.
733

    

The New York portrait has been generally dated to a later period.  Costamagna dates the 

miniature to around 1548, while Damiano more convincingly proposes a date around 1550. The 

portrait shows stylistic affinities to the artistôs frescoes in the Cappella del Pallio (1548-1550), a 

project in which the artist and the poet collaborated, and can be dated to the frist years after the 

artistôs return to Rome from Florence.   The portraitôs circular form, small size and grass green 

neutral background demonstrate the influence of Corneille de Lyonôs works, samples of which 

Cecchino must have seen before his sojourn in France (1556-1557/8).   

The identification of the sitter is based on the known friendship between Salviati and 

Annibale, the written references and the sitterôs resemblance to the sculptural likeness of 

Annibale by Antonio Calcagni (c. 1569, Figure 6).  The New York painting is also associated 

with a portrait formerly in the Schäfer collection, Berlin (currently whereabouts unknown, Figure 

7).   The Berlin portrait was also attributed to Salviati, and Clare Robertson tentatively identified 

the subject as Annibale.
734

   

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                      

732
 In a letter to Pietro Stufa dated 30 January 1562, Annibale Caro mentions his own portraits by Salviati 

and Bronzino, see Delle Lettere Familiari del Commendatore Annibal Caro, 2 vols (Padova: Giuseppe 

Comino, 1725), 2: 302.  For Caroôs portrait by Jacopino del Conte, see ibid., 2: 314-15.   
733

 Vasari-Milanesi, 7: 20.  The portrait cannot be traced now.  
734

 Robertson, Il Gran Gardinale, p. 24, no. 42.  
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No.11     Portrait of a Man holding a 

Female Figurine (Fig. 2.12) 

c. 1538 

Oil on panel, 64 x 49 cm 

 

Provenance: possibly indentified with a 

portrait attributed to Perino del Vaga 

mentioned in the 1624 inventory of 

Costanzo Patriziôs collection.   

 

Literature: Voss, 1912, pp.42-44, fig. 2 

(Salviati); Voss, 1920, p. 244 (Salviati); 

Alazard, 1924, pp. 187-188, fig. 49 

(Salviati); Venturi, 1933, IX, 6, pp. 206-

207, 214, fig. 122 (Salviati); Mortari, 

1959, p. 252 (Salviati); Cheney, 1963, 2: 

pp. 421, 493; M., n. 127; Mortari, 1992, 

p. 150, no. 127 (Salviati); Katalan, 1999, 

pp. 17-23 (Salviati; Beccafumi); 

Costamagna, Rome and Paris exhibition 

catalogue, 1998, p. 224, cat. no. 83 

(Salviati); Mendelsohn, 2001, pp. 119-

126 (Salviati); Deswarte-Rosa, 2001, p. 

329 (Salviati).   

 

Rome, Private collection 

            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 depicted life-size at bust-length, 

with the body facing proper left, but the head 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 artistôs first Roman period.  Still rather Florentine in style, the work demonstrates 

influences of Andrea del Sarto and Pontormo.  Alazard supports Vossôs view by pointing out the 

portraitôs stylistic affinity to the two foreground figures of the Visitation at San Giovanni 

Decollato, Rome (Figure 8) dated 1538.   Mortari, however, dates the portrait to around 1550.
735

   

The small female statue in gilded bronze is believed to be a reference to the sitterôs trade.  

It is suggested that the sitter is one of the many Florentine goldsmiths who were on friendly terms 

with Salviati.   Possible candidates include Francesco di Girolamo dal Prato, Piero di Marcone, 

                                                      

735
 Mortari, 1959, 252; idem., Francesco Salviati, p. 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 a friend of Francesco dal Prato, a painter, sculptor, and master of tarsia, as well as a 

goldsmith who specialized in casting little figures in bronze.
736

  In the beginning of Salviatiôs 

second Florentine sojourn, he shared a studio space with Francesco dal Prato in the Office of 

Works of Santa Maria del Fiore and painted the Holy Family for Alammano Salviati there.
737

     

Based on a drawing in the Fitzwilliam Museum (Inv. PD.7-1965, red and black chalks), 

Jak Katalan suggests that the sitter was Beccafumi (1486-1551), who influenced Salviatiôs 

Roman frescoes significantly.
738

  Katalan believes that the drawing is preparatory for the Self-

Portrait by Beccafumi at the Uffizi 

dated c. 1525-1530.  On the verso of 

the Fitzwilliam drawing, there is a 

reclining female figure, which the 

author associates with the sculpture in 

the Salviati portrait.  The author offers 

no solution for the function of the 

statuette in the portrait, except to 

suggest that it might be an attribute to Beccafumiôs profession as a sculptor.  But the portrait by 

Salviati can be dated tentatively to c. 1538, when Beccafumi was already fifty-two years old.  

Katalan fails to explain why the Florentine represented the older artist as a young man in his early 

thirties.  The identity of the sitter remains controversial.     

 

                                                      

736
 Vasari-Milanesi, 7: 21.  Vasari also provides a brief biography of Francesco dal Prato in his Life of 

Francesco Salviati.   
737

 Ibid., 7: 21-22. 
738

 Jak Katalan, ñDomenico Beccafumi and Francesco Salviati: a question of influence,ò Apollo 149 (1999): 

17-23.  For the drawing in the Fitzwilliam Museum, see David Scrase, Italian Drawings at the Fitzwilliam 

Museum, Cambridge: Together with Spanish Drawings (Cambridge: Cambridge University Press, 2011), 

pp. 49-50, cat. no. 55.  While the authorship of the drawing is still controversial, Scrase attributes the 

Cambridge sheet to Beccafumi, emphasizing the drawingôs connection with the self-portrait by the artist in 

the Uffizi.      

Figure 8, Francesco Salviati, detail of the Visitation. San 

Giovanni Decollato, Rome. Dated 1538. 
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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 Wodehouse Currie (? 

d. 1896), Hampshire, England; inherited by 

Laurence Currie (? d. 1934), Hampshire, 

England; Bertram George Francis Currie, 

Hampshire, England ( by 1937); Christieôs, 

London, April 16, 1937, lot no. 118, 

purchased by Sir Alec Martin; Christieôs, 

London, July 9, 1937, lot no. 118, purchased 

by Sandor Collection; Arnold Seligmann, 

Rey and Co, New York (1942-1943); 

acquired by the museum in 1943. 

 

Literature: Janson, 1944, pp. 2-7 (Salviati?); 

Zeri, 1948, pp. 180-181, fig. 215 (Salviati); 

Antal, 1951/2, pp. 122-125, fig. 28 (Michele 

Tosini); Bologna, 1953, p. 42; Indianapolis 

exhibition cat., 1954, no. 19 (Florentine 

artist); Coor-Achenbach, 1959, p. 158, note 

12 (Michele Tosini); Rosenthal, 1961, pp. 

16-17 (Michele Tosini); Cheney, 1963, 1: p. 148, 2: pp. 425-426, 3: fig. 129 (Salviati; Alessandro 

deô Medici?); Rotondi Terminiello, 1966, p. 191 (Michele Tosini); Forster, 1967, pp. 30-32, 34, 

fig. 6 (Michele Tosini); Freedberg, 1970, p. 502, note 36 (Michele Tosini); Seymour, 1970, pp. 9-

34, fig. 1 (Salviati?; Lorenzaccio); Fredericksen and Zeri, 1972, pp. 181, 525, 630; Bellosi, 

Florence exhibition cat., 1980, p. 44; Langedik, 1981-1987, 1: p. 242, 2: p. 1138 (Salviati?); Cox-

Rearick, 1987, p. 273, note 80; Desloge, 1988, pp. 46-51, no. 14 (Michele Tosini); 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. 240-241 (Salviati); Cox-Rearick, 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 three-quarter-length.  

Seated under the parting of green curtains, the sitter assumes a pose that recalls Michelangeloôs 

sculpture portrait of Giuliano deô Medici in the Medici Chapel.  Dressed elegantly in black, the 

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 the Marzocco.  Costamagna recently pointed out that the 
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painting had been radically restored at some point.  The original glazes 

were removed and certain details in the landscape were accentuated.          

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 portraitôs proximity to Salviatiôs manner 

but gave it to Michele.
739

  In his fundamental study on Tosiniôs activities 

as a portraitist, K. W. Forster included the St. Louis portrait in a group of 

six likenesses attributed to the artist and dated it to c. 1556-1565.
740

  

Alessandro Cecchi, however, refutes the attribution to Michele Tosini, 

and argues that 

the work 

demonstrates Salviatiôs skills as a 

portraitist.  He esteems Salviatiôs 

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 Florence.
741

   

Dated to 1546-1548 by the 

museum, the portrait demonstrates 

stylistic similarities with Salviatiôs 

Doubting Thomas (1544-1545) at the Louvre and the Uffizi Christ Carrying the Cross (c. 1545, 

Figure 9).
742

  The background landscape and the green curtain are typical of Salviatiôs works.  

The unidentified sitter was certainly of Florentine origin as suggested by the river god and the 

                                                      

739
F. Antal.  ñAround Salviati.ò  Burlington Magazine 93 (1951), pp. 122-125, 122.  Recent advances in 

research on Salviatiôs portraits rendered the criteria with which Antal based his argument dated and invalid.  

Contrary to his belief, Salviati included significant landscape elements in his portraits, such as in the 

Portrait of a Youth (Figure 3.22).
739

  The sunset landscape in the Saint Louis painting is similar to that in 

the background of the Accademia Charity.      
740

 Kurt W. Forster, ñProbleme um Pontormo Portrªtmalerei (III): Ein Beitrag zum Portrªitwerk Michele 

Tosinis,ò Pantheon (1967): 27-34. 
741

 Alessandro Cecchi, ñRitratti a Firenze nel secondo Cinquecento,ò in Il ritratto, gli artisti, i modelli, la 

memoria (Florence: Giunti, 1996), 128.     
742

 Cheney, however, dated the painting to 1543, the first year of Salviatiôs second Florentine period.  In her 

catalogue entry, the portrait is described as provenance unknown, Francesco Salviati, 1:148 & 2: 425-426.         

Figure 9, Francesco Salviati, 

Christ Carrying the Cross. 

Galleria degli Uffizi. 

Figure 10, Francesco Salviati, detail of the modello for Charles V 

Crowning Duke Cosimo.  Département des Arts graphiques, Musée 

du Louvre, Paris, inv. 2795. 

http://www.artst.org/images/mannerism/large/salviati/12880671_Christ Carrying the Cross  Uffizi Gallery  Florence.jpg
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Marzocco.  It has been suggested that the subject was Alessandro deô Medici (Cheney) or 

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 topic for the Accademia Fiorentina, of which Salviati became a member on 21 May 

1545.
743

  The sitter may have also been a member of the Accademia, and closely associated with 

the school of Aramaic.  Giambullari published a detailed account of the origin of Florence in Il 

Gello di M. Pierfrancesco Giambullari Accademico Fiorentino (Florence, 1546), tracing the 

history of Tuscany from Noah and the flood.   In his writing, Giambullari explains the origin of 

the Marzocco, the name of the city ñFirenzeò and the traditional symbol of the city e.g. the white 

lily.     

The motifs of the river god and the lion also support the authorship of Salvaiti.  These 

also appear in the modello for Charles V Crowning Duke Cosimo (Figure 10), a project in which 

he collaborated with Bronzino in 1539.  The 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 stream of water issues.  The juxtaposition of the personification of 

Arno and the lion was popularized by the Aramei in the early 1540s, when Salviati was in 

Florence.      

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                      

743
 For the early activities of the Accademia Fiorentina, see Salvino Salvini, Fasti Consolari 

dellôAccademia Fiorentina (Florence: S.A.R., 1718). 
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No.13     Portrait of Gian Battista Salviati (?) 1535-1562 

(Fig. 3.27) 

c. 1543-1544 

Oil on cradled panel, 69.7 x 48.2 cm 

 

Provenance: Listed in a late-sixteenth-century inventory of 

the Salviati collection in Rome (BVA, Fondo Salviati, 

series 30, s. c. modern numeration c. 85); the Salviati 

collection in Florence between 1662-1698 (BVA, Fondo 

Salviati, series 58, fasc. s. n., s. c); returned to Rome in 

1704 and inventoried in Palazzo Salviati at the Lungara 

(BVA, Fondo Salviati, series 26, c. 15v.); sold by Caterina 

Zefferina Salviati in 1732 (BVA, Fondo Salviati, series 

377, c. 7); inherited by Margherita Colonna, wife of Giulio 

Rospigliosi in 1803; in the Rospigliosi collection until 

1929-1932; collection of E. Milo Greene, Schaeffer 

Gallery, New York; gifted to the Ringling Museum by E. 

Milo Green in 1961. 

 

Literature: Berenson, 1900, p. 137 (Pontormo); Berenson, 

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); Fredericksen and Zeri, 1972, pp. 181, 515, 637; Tomory, 1976, pp. 39-41, 

n.32; Langedijk, 1981-1987, 2: p. 907 (Michele Tosini); Duval, Sarasota exhibition cat., 1984, p. 

58; Janson, 1986, p. 101; Costamagna, 1991, p. 32, note 24 (Salviati); Lecchini Giovannoni, 

1994, p. 129; Cecchi, 1994, p. 19 (Salviati); Costamagna, 1994, pp. 323-324 (Salviati); 

Costamagna, 1998, cat. no.89 (Salviati; Gian Battista Salviati), Costamagna, 2003, p. 338, fig. 

176 (Salviati; Gian Battista Salviati).   

 

Sarasota, John and Mable Ringling Museum of Art  

Inventory SN 733  

 

This medium-sized portrait shows, a boy about seven or eight at half-length, 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 a 

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 are rendered in a painterly fashion 

with energetic brushwork. The red cloak is depicted with great virtuosity and conveys a sense of 

dramatic heroism that recalls some of Titianôs portraits.  In comparison, the upper portion of the 

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 with a catalogue entry by Philippe 

Costamagna.  An entry in a late-sixteenth-century inventory 

not only reveals the portraitôs ancient provenance from the 

Salviati collection, but also identifies the sitter as Gian Battista 

Salviati (1535-1562), the eldest son of Cardinal Giovanniôs 

brother and the heir of the Roman branch of the family.
744

  In 

the same document, Cecchino is cited as the artist of the 

picture.  Costamagna convincingly dated the portrait to 1543-

1544.  Stylistically, the portrait is comparable to Salviatiôs 

Triumphal Entry after the Siege of Veii (c. 1543-1545, Figure 

3.4) in the Sala dellôUdienza of the Palazzo Vecchio.  The influence of the Salviatiôs Venetian 

experience (1539-1541) is shown in the painterly rendering of the helmet, the plume and the red 

cloak, while the sculptural quality of the head, the chalk white flesh tone, and the neutral green 

background demonstrates the artistôs attempt to reintegrate 

into the Roman style.         

 The helmet that the boy holds has been related to a 

drawing at the Louvre showing one of a similar design 

(datable to c. 1545, inv. no. 6126).  This kind of helmet is also 

seen in Salviatiôs frescoes at the Palazzo Vecchio, as well as 

in several likenesses associated with the artistôs workshop, 

e.g. the Portrait of Ludovico Orsini (Galleria Nazionale, 

Parma).  The motif of a man dressed in civilian clothes 

holding a helmet can also be seen in Rossoôs Liverpool 

portrait and Parmigianinoôs Galeazzo Sanvitale (Figure 11), 

                                                      

744
 BAV, Fondo Salviati, series 30, modern numeration c. 85; cited in Costamagna, Rome and Paris 

exhibition, cat. no. 89: ñUn ritratto del già detto Giovan  piccolo che in essa a un morione in mano e sua 

cornice di mano di Cecchini Salviati.ò 

Figure 12, Attributed to Giorgione, 

Portrait of Francesco Maria delle 

Rovere.  Gemäldegalerie, 

Kunsthistorisches Museum.  c. 1502. 

Figure 11, Parmigianinoôs Galeazzo 

Sanvitale.  Museo di Capodimonte, 

Naples.  c. 1523-1524. 

http://bilddatenbank.khm.at/viewArtefactImageLarge?image=http://bilddatenbank.khm.at/images/500/GG_10_korr_x.jpg&backuid=http://bilddatenbank.khm.at/viewArtefact?id=2038
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both earlier than Salviatiôs painting.
745

  This type of portrait probably originated from Venice, in 

the oeuvre of Giorgione, such as the Portrait of Francesco Maria I delle Rovere (Figure 12).  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                      

745
 The helmet in Parmigianinoôs portrait probably alludes to the name of the sitter, Galeazzo, because the 

Latin word for helmet is galea.  See Ekserdjian, Parmigianino, 129. 
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No.14     Portrait of Antonfrancesco Doni (?) 1513-1574 

(Fig. 2.31) 

1539-1540/1 

Oil on canvas, 117 x 90 cm 

 

Provenance: Sir Herbert Cook, Richmond; purchased by the 

museum c. 1969. 

 

Literature: Borenius, 1913, 1: p. 167; Berenson, 1932, p. 424 

(Paolo Veronese); Brockwell, 1932, p. 31, no.141 (School of 

Sebastiano del Piombo) ; Venturi, 1932, p. 82; Gombosi, 1933, 

p. 74; Palluccini, 1944, p. 187 (Salviati); Berenson, 1957, I: p. 

164 (Sebastiano del Piombo); Sasaki, 1969, pp. 49-60 

(Sebastiano del Piombo); Catalogue of New Acquisitions, 

National Museum of Western Art, 1969, pp. 36-37; Les cent 

chefs-d'îuvre, National Museum of Western Art, 1971, no. 93;  

Les cent chefs-d'îuvre,  National Museum of Western Art, 1975, no. 4; Masterpieces, National 

Museum of Western Art, 1978, no. 4; Catalogue of paintings,  National Museum of Western Art, 

1979, no. 255 (Sebastiano del Piombo?); Costamagna, 1998, pp. 49, 50 & 52, note 34, Fig. 6 

(Salviati); Hochmann, 2001, p. 283 (Salviati); McTavish, 2001, pp. 429-432, Fig.1 (Salviati); 

Cropper, 2001, p. 692 (Salviati); Costamagna, 2003, p. 335 (Salviati). 

 

Tokyo, National Museum of Western Art  

Inv. Number: P.1968-0002  

 

 This portrait shows, at three-quarter length, a bearded man perhaps in his mid-twenties, 

standing and leaning on a carpet-covered table.  Clad in black, the 

man looks directly at the viewer, holding a book in his right hand, 

while his left hand is holding the edges of the robe together at his 

waist.  There is a bright green damask curtain at the upper left 

corner.   

The portrait had been previously attributed to Paolo 

Veronese (1528-1588) and later to Sebastiano del Piombo by 

Bernard Berenson.  The attribution to Salviati was advanced by 

Pallucchini (1944) and McTavish (2001).  Datable to Salviatiôs 

Venetian sojourn in 1539-1541, the work has been compared to 

portraits executed by the artist after his return to Rome from 

Venice, such as the Portrait of a Man of the Santacroce Family 

(Figure 2.19).  The realistic rendering of the lustrous green curtain 

is similar to that of the altarpiece in Santa Cristina, Bologna (painted in Venice, also a work on 

Figure 13, Paolo Veronese, Portrait of a 

Gentleman.  Galleria Colonna, Rome. 
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canvas). Berensonôs attribution to Veronese was, perhaps, based on comparison with the portrait 

by the artist in the Galleria Colonna (Figure 13), which shows similar compositional scheme to 

the Tokyo portrait.  The remarkable similarities shared by the two portraits suggest that Veronese 

had possibly seen and responded to the Tokyo painting, which may have remained in Venice for a 

period of time after its completion.                                                                                           

The identity of the person portrayed remains uncertain.  

Berenson tentatively identified the sitter as Ercole II dôEste, 

Duke of Ferrara.  The sitter, however, appears more likely to 

be a man of letters instead of a prince.  Costamagna proposed 

that the man may be a fuoruscito in the circle of Pietro Aretino 

and the composition of the portrait was inspired by Titianôs 

portrait of Benedetto Varchi in Vienna (Figure 14).
746

   

In my opinion, the features of the sitter correspond 

closely with those of Antonfrancesco Doni (1513-1574), as 

shown in the printed portrait designed by Salviati for the 

writerôs second book of letters published in Florence in 1547 

(Figure 2.12).  The sitter of the Tokyo portrait also resembles 

closely the bearded figure in the in the middle ground of the Resurrection of Lazarus (Figure 

2.13), datable to the first half of Salviatiôs second Florentine sojourn (1543-1545).  The 

remarkable similarities among these three portraits suggest that they are probably based on the 

same design.     

 A notable printer, editor, translator, and poligrafo, Doni was also a native of Florence.  It 

is generally assumed that 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 good friend of the 

sculptor, in whose workshop Salviati was a trainee during 1526-1527.
747

  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 actively sought Salviatiôs acquaintance, 

                                                      

746
 Varchi was in Venice during 1539-1540.  See Costamagna, ñPortraits of Florentine Exiles,ò 335.    

747
 Doni is mentioned in Bandinelliôs Memoriale, 423. 

Figure 14, Titian, Portrait of Benedetto 

Varchi.  Kunsthistorisches Museum, 

Vienna.  1540. 
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since he was looking for patronage and opportunities beyond the monastery and Florence.
748

  The 

writer must have considered Venice one of his potential destinations.  In order to solicit 

protection from Aretino, Doni wrote him a letter in 1538, claiming himself an admirer of the 

Pietroôs work.
749

  The Tokyo portrait may have been an expression of friendship from Doni to 

Aretino executed in Venice based on sketches done in Florence. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                      

748
Doni left the monastery in Florence in the early months of 1540 and travelled north to Genoa. 

749
The letter was published by Marcolini in Venice in 1552. 
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No.15     Portrait of a Man of the 

Santacroce Family (Fig. 3.21) 

1541-1543 

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, p. 41 

(Salviati); Voss, 1920, pp. 243-244, 

fig. 84 (Salviati); Fröhlich-Bum, 1921, 

p. 129; Alazard, 1924, p. 188 

(Salviati); Catalogue of the Museum, 

1928, pp. 188-189; 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 exhibition catalogue, 1998, p. 49, 

fig. 4 (Salviati). 

 

Vienna, Kunsthistorisches Museum  

Inv.- Nr. GG_296 

 

This portrait shows, at three-

quarter length, a bearded man 

probably in his early or mid twenties.  Dressed in a dark woolen outfit with white collars, the man 

stands in contrapposto with his shoulders half-turned to the left, looking directly at the spectator.  

The sitter touches a dark object, perhaps an arm of a chair, with his right hand, while resting his 

left hand on his hip in a gesture borrowed from Michelangeloôs sculptural portrait of Giuliano at 

the Medici chapel.  There is a green curtain at the upper left corner, and below it, stands a 

statuette of a fallen Amazon.  The olive-green 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 portrait was 

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 

immediately after Salviatiôs second Florentine sojourn (1543-1548).  Costamagna convincingly 

associates the portrait to Salviatiôs second Roman sojourn (1541-1543).    
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Compositionally, the Vienna portrait is comparable to the likenesses executed during and 

immediately after Salviatiôs Venetian sojourn (1539-1541), such the Portrait of a Man in Tokyo 

(Figure 2.31) and the Portrait of Pier Luigi Farnese (Figure 3.19), featuring a green curtain at the 

upper left corner.  The modeling of the head resembles that of the Portrait of a Youth with a Dog 

(Figure 3.22) and the Portrait of Gian Battista Salviati (Figure 3.27).  The olive neutral 

background, with which Salviati probably first experimented in his Venetian portrait, and the 

painterly treatment of the statuette and its platform, reflect the artistôs North Italian journey.  The 

red lips and the individual rendering of the beard and 

eyebrows also indicate Salviatiôs authorship. 

The man portrayed was believed to have been a 

member of the Santacroce family, since the statue of the fallen 

Amazon in the background has been identified with an antique 

sculpture in the Patrizi collection.
750

   

The Portrait of a Man from the Albizzi (?) Family 

(Figure 15) in the Worcester Art Museum may show the same 

sitter as the Vienna painting.  The sitter of the Worcester 

portrait resembles the subject of the Vienna portrait, though 

the 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 an autograph.  The artist of the 

Worcester work almost certainly knew Salviatiôs Vienna 

portrait, he modelled the pose of the sitter and the composition on Cecchinoôs work.    

 

 

 

 

                                                      

750
 The Patrizi were descendants of the Santacroce family.  For the Amazon Patrizi, see S. Reinach, 

Repertoire de la statuaire grecque et romaine, 1987, 2: 326; G. Lippold, Handbuch der Archaologie 

(Monaco, 1950), vol. 5.  The sculpture is documented in the Patrizi collection in 1624, see Costamagna, 

Rome and Paris exhibition catalogue, p. 52, note 41.  

Figure 15, Unknown artist, Portrait of 

a Man from the Albizzi (?) Family.  

Worcester Art Museum. 




