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ABBREVIATIONS

A1l archival references are to the Archivio di Stato, Florence (ASF),
unless otherwise indicated. A1l dates cited are New Style.

Archival Citations

App : Appendice

Bib Laur : Biblioteca Laurenziana

Bib Ricc : Biblioteca Riccardiana

BNF : Biblioteca Nazionale di Firenze
Cat : Catasto

Comp Sopp : Compagnie Religiose Soppresse
Conv Soppr : Conventi Soppressi

Copia : Copia di Catasto Monte

CS : Carte Strozziane

Dec Rep : Decima Repubblicana

Magl : Magliabechiana

MAP : Mediceo Avanti il Principato

MSS : Manoscritti

NA : Notarile Antecosimiano

on : oncie (ounces)

Pupilli : Pupilli avanti il Principato
Tratte : Tratte, Libro del1'Eta

Other Citations

AB : The Art Bulletin

AH : Art History

ASI : Archivio Storico Italiano

BB Central : B. Berenson, Italian Pictures of the Renaissance. Central

ItaTian and North ItaTian Schools. 3 vols. London, 1968.

BB Drawings : B. Berenson, Drawings of the Florentine Painters.
Amplified Edition. 3 vols. Chicago, 1938.

BB Florentine : B. Berenson, Italian Pictures of the Renaissance.
Florentine School. 2 vols. London, 1963.

BM : Burlington Magazine

Delizie : Delizie degli eruditi toscani. Edited by I. di San Luigi.
Florence, 17/0-17/89.

GazBA : Gazette des Beaux Arts

JSAH : Journal of the Society of Architectural Historians

JWCT : Journal of the Warburg and Courtauld Institutes

MittFlor : Mitteilungen des Kunsthistorischen Instituts in Florenz

MOPH : Monumenta Ordinis Fratrum Praedicatorum Historica

Protocolli1 : Protocolli del Carteggio di Lorenzo i1 Magnifico per gli
ann1 1473-74, 1477-92. Edited by M. del Piazzo. Florence, 1956.

RenQ : Renaissance Quarterly

Vasari-Milanesi : Giorgio Vasari, Le vite de' piﬁ eccellenti pittori,
scultori ed architettori. Edited by G. Milanesi. FTlorence,
1878-81.
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CHAPTER ONE: NOTES

1. M. Baxandall, "Rudolph Agricola on patrons efficient and patrons
final: a renaissance discrimination," BM 124 (1982):424-25.
Wackernagel, Florentine Renaissance Artist, 207 and F.W. Kent, “Piu
superba," 322 (citing FiTarete) have both made a distinction between
the patron's paternity and the artist's maternal operation.

2. E.H. Gombrich, "The Early Medici as Patrons of Art" in Italian
Renaissance Studies, ed E. Jacob (London, 1960), repr in his Norm and
Form, 35-57; a similar view had been proposed in WackernageT, .
Florentine Renaissance Artist, Ch 7 and A. Chastel, Art et humanisme a
FTorence au temps de Laurent le Magnifique (Paris, 1959). Barfucci's
Lorenze de' Medici, first pub in 1945, was rather general and
romantic.

A revision was perhaps begun in M. Martelli, Studi Laurenziani
(Florence, 1965) and his "I pensieri architettonici del Magnifico,"
Commentari 17 (1966):107-11; see also Ch 2 n 176 and the works by
ETam, Foster and F.W. Kent cited there; also P.E. Foster, "Lorenzo de'
Medici and the Florence Cathedral Facade," AB 63 (1981):495-500; F.W.
Kent, "Poggio," and Morselli and Corti, S.Maria delle Carceri.

3. See esp Bulman (cited in Ch 2 n 38); Craven, "Patronage in
Florence 1494-1512" (incl 8, 22-23, 58, 89, for noting that family
occasions like marriage and death led to patronage of the arts);
Glasser, Artists' Contracts; Luchs, Cestello (esp 38: "a broader and
perhaps more representative case study™); Wackernagel, Florentine
Renaissance Artist, 240f, Ch 8. Filippo Strozzi has received much
attention recently: Borsook, "Lecceto" and "S.Maria Novella"; Friedman
(cited in Ch 5 n 84); Goldthwaite, "Strozzi Palace"; Sale, Strozzi
Chapel; Winternitz (cited in Ch 6 n 112). For the study of a patron
active in the mid Quattrocento see the volume on Giovanni Rucellai,
esp F.W. Kent, "Making of a Renaissance Patron" and Preyer, "Rucellai
Palace." Stimulating and wide-ranging comments on patronage are
offered in Gundersheimer, "Patronage in the Renaissance"; D. Kent,
Rise, esp Introduction and Pt I; F.W. Kent and Simons, Patronage.

4. See the plates in Birbari and Polidori-Calamadrei (each cited in
Ch 7 n 106), passim; also Herald (cited in Ch 7 n 11), Pls 125-26,
131, 137, 140, col pl 15 and Levi-Pisetzky (cited in Ch 7 n 8), Pls
102, 105, 107, 111, 113, 114, 118, 130, 168. In Niccolini di
Camugliano, Chronicles of a Florentine Family, pls opp pp 94, 138,
142, 144, GhirTandaio's frescoes illustrate costume and the Sassetti
altarpiece is shown for its "example of the red breed of cattle."
Ghirlandaio is taken literally and as an exemplar of historical
reality in such surveys of the period as Bargellini (cited in Ch 7 n
1), Welliver (cited in Ch 2 n 220) and Weiser-von Inffeld (cited in Ch
3 n 144); see also Ch 7 at n 118. G. Davies, Ghirlandaio, is the only
English monograph on the artist of any substance, but is very
out-of-date, defending the artist's religious and humane impetus but
also saying that "he is the simple straightforward historian of the
outward appearances of the life of the Renaissance": see esp 49-50,
118-20, 146, 152. Burke, Tradition and Innovation, 40f treats
Ghirlandaio's works as an example of "domestic realism"; see also
Marchini in n 10 below.
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5. F. Hartt, A History of Italian Renaissance Art (London, 1970),
esp 304, 303; repeated in the revised edition (1980), 353-54, although
he now adds: "Gradually, in the last two decades, Ghirlandaio's real
qualities have become appreciated again. After closer study, his art
has shown at least three important characteristics ... [firstly] the
freshest and most consistent color sense of any Florentine painter of
his day ... [secondly, an ability] to compose figures and
architectural spaces into a complex unity beyond that achieved by
Quattrocento painters anywhere else ... [and thirdly] his reserve
veils an unsurpassed delicacy in the analysis of character" (cf Beck,
at n 14 below, on the characterisation).

Berenson, Italian Painters, 83-84, 155 also criticised both
Ghirlandaio and his patrons, since only "the superior philistine of
Florence" enjoyed this artist who was neither "significant" nor
decorative. Hope (cited and quoted in Ch 7 n 147), similarly believes
that "Ghirlandaio was one of the most popular Florentine artists of
his generation, if by no means the most talented."

6. The first word is from the assessment of a Milanese envoy, ¢
1488 (Baxandall, Painting and Experience, 26) who, 1ike Giovanni Santi
(Gilbert, Documents, 99) and Luca Paccioli (van Marle, Italian
Schools, XITI:11I7), coupled Ghirlandaio with Botticelli and Filippino
Lippi. The other words quoted here are from the contract between the
Ghirlandaio brothers and Giovanni Tornabuoni in 1485: Chambers,
Patrons and Artists, 173, 175.° For favourable judgements by
contemporaries see also Ch 5 n 190 and Vasari-Milanesi I11:272-73; for
his frequent employment by the Tornabuoni, Ch 4 at n 134. Sabatini's
defence of the artist in 1944, against the prevailing opinions of
Ruskin and Berenson, also cited the anonymous envoy and Vasari:
Ghirlandaio, 1ff. On the other hand, Verino's 1list of Florentine
artists written in 1488 neglects Ghirlandaio: Gilbert, 192-93 (cf his
inclusion of the now dead artist in 1503: van Marle, 117).

7. The first quotation is from Borsook, "“S.Maria Novella," 745
(although in Mural Painters, 1i, Ghirlandaio is recognised as
"extremely adept in painting illusions of space and mass"); the second
quotation is from Hartt (cited in n 5), 308, repeated in the revised
ed, 358.

8. J. Burckhardt, The Cicerone. An Art Guide to Painting in Italy
(London, 1918), 72; G. Davies, Ghirlandaio, 116; Sabatini,
Ghirlandaio, 1, 19; Steinmann, GhirTlandajo, 59, 65; H. W81fflin,
Classic Art, trans P. and L. Murray (London, 1953), 15, 129-30,

-63; n 230. For the association between Fra Bartolommeo and
the Ghirlandaio school see E. Fahy, "The Beginnings of Fra
Bartolommeo," BM 108 (1966):456-63; idem, "The Earliest Works of Fra
Bartolommeo," AB 51 (1969):142ff.

Raphael's awareness of Ghirlandaio probably first arose through
Perugino who had worked with Domenico in the Sistine Chapel and who
was in and out of Florence from at Teast 1486 to after 1497, probably
visiting the Ghirlandaio shop (Camesasca, Perugino, 83-84). A
recently discovered compositional sketch, attributed to Perugino or
the young Raphael, for the Birth of the Virgin scene in the predella
of Perugino's Fano altarpiece (1488-37: S. Ferino-Pagden,
"Pintoricchio, Perugino or the young Raphael? A problem of
connoisseurship," BM 125 [1983]:87-88, fig 28), may even be in fact a
first sketch by Ghirlandaio for the subject in S.Maria Novella, on a
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sheet then accidentally or deliberately passed on to the Perugino
shop. The quick summary style, fluid graphic ease, airy space,
angular blocking of the faces, stick-like legs, and group of three
around the child, for instance, all recall Ghirlandaio's larger and
fuller sketch for the Birth in the British Museum (P1 27). Indeed
Shearman notes that the drawing Tooks "like the work of a contemporary
of Ghirlandaio": BM 126 (1984):403.

9. Cadogan, "Aspects of Ghirlandaio's Drawings," 282ff and idem
(cited in n 13); Fahy first noted a relationship between the drawings
of Ghirlandaio and Leonardo in 1969 (cited in n 8), 152-53; see also
his Followers, 70-71 and "Michelangelo,"” esp 156. For Michelangelo as
a pupil see Ch 2 n 230; for another relationship in their drawings,
Gilbert, "Masaccio's Sagra." Grossman, "Ghirlandaio's 'Madonna and
Child,'" esp 108 and n 29 accepts Fahy on Leonardo and grants an
early, senior role to Ghirlandaio: “The Verrocchiesque paintings which
can now be confidently attributed to him show not only that
Ghirlandaio was for a period the leading painter in Verrocchio's
workshop but also that it was he who exercised the initial influence
on Leonardo" (113f, esp 120).

J. Beck, Italian Renaissance Painting (New York, 1981), 335 and
Hartt (revised edition, cited in n 5), 357, note the influence of
Ghirlandaio's compositions and spatial handling on Michelangelo. More
generally, a continuity between the later Quattrocento and the High
Renaissance has been suggested by Goldberg (cited in Ch 2 n 229) and
Summers, Michelangelo, 249.

10. J. Ruskin, Mornings in Florence (London, 1901), 24-27; BB
Drawings 1:136 (see also n 5 here); 0. Fischel, Raphael (Berlin, 1962
ed), 5, 95; Hendy (cited in Ch 3 n 198). See also Kennedy,
Baldovinetti, 205 n 42; F.J. Mather, A History of Italian Painting
(New York, 1951 ed), 187, 193; Pope-Hennessy, as quoted in Ch 2 at n
5; Wackernagel, Florentine Renaissance Artist, 47, 244, 292-93; G.
Davies and Burke, quoted in n 4 above. Sabatini's essay is still a
worthwhile introduction (Ghirlandaio, 18f on the frescoes in S.Maria
Novella) and influenced Marchini, "Ghirlandaio, Domenico," who
nevertheless emphasises the artist's "worldly and everyday,
documentary" aspects (esp col 322).

11. NA, M 237, ff 159r-160r; here amended from the translation in
Chambers, Patrons and Artists, 172-75. The contract was first pub by
G. Milanesi in IT Buonarroti, n.s. 3, II/X (Jan 1887):335-38; then in
G.B. Cavalcaselle and J.A. Crowe, Storia della pittura in Italia
(Florence, 1896), VII1:296f and Milanesi, Nuovi documenti, 134-36. All
have omitted "villes"; G. Davies, Ghirlandaio, 170-72 and subsequently
Baxandall, Painting and Experience, 18, Chambers, and Offerhaus,
Motief en Achtergrond, 227-28, have also omitted "aquas." The
contract 1s discussed in Glasser, Artists' Contracts, 13 n 1, 22 n 2,
25 n 2, 26-27, 32-37 passim, 41, 42, 53, 81, 112, 141-45, 150-51, 206.

12.  Trinkaus, "Recent Studies," 688; for the inscription see esp Ch
7 at n 35. D. Norman's review of Wackernagel, Florentine Renaissance
Artist, in AH 6 (1973):225-26 acutely criticises the reading of
GhirTandaio's "realism" as a worldly and irreligious style.

13.  Offerhaus, Motief en Achtergrond, Ch IV, with English summary,
247 (often rather embTematic: see Ch 7 nn 90, 115, 119 below). Recent
studies include Ames-Lewis, "Drapery 'pattern'-drawings";
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Anrep-Bjurling, "Ghirlandaio's portraits"; Behrends (cited in Ch 7 n
91); Cadogan, "Aspects of Ghirlandaio's Drawings"; J. Cadogan, "Linen
drapery studies by Verrocchio, Leonardo and Ghirlandaio," Zeitschrift
fllr Kunstgeschichte 46 (1983):27-62; Dacos, "Ghirlandaio et
TTantique™; Dobrick (cited in Ch 6 n 85), 356, 359; Fahy, esp
Followers; Grossman, "Ghirlandaio's 'Madonna and Child'"; 0O'Leary
(cited in Ch 6 n 3); Rosenauer, "Frtlhen Werke"; Ross (cited in Ch 5 n
139 and Ch 6 n 3); Thomas, "Classical reliefs." The Sassetti chapel
has attracted most attention: see the studies by Borsook and Offerhaus
and the bibliography cited in their History and Legend, and Hatfield,
“Sherlock Holmes."

14. Beck (cited in n 9), 274, 268; similar to the assessment of the
altarpiece made by Hartt (revised edition, cited in n 5), 357; cf the
more traditional study, J. Mesnil, "L'Influence flamande chez Domenico
Ghirlandaio," La Revue de 1'art ancien et moderne 29 (1911):61-76.
The most recent comment on GhirTandaio and the Flemish influence is in
L. Campbell, "Memlinc and the followers of Verrocchio," BM 125
(1983):675-76, with letter by A. Wengraf, BM 126 (1984):91-92.

15. Burckhardt (cited in n 8), 67. W81fflin (cited in n 8), 12,
14-15, 217-18, 231-33, although mixed, was often positive in his
reaction to Ghirlandaio too.

16. C. Geertz, "Deep Play: Notes on the Balinese Cockfight" (1972),
repr in his The Interpretation of Cultures (London, 1975), 412-53, esp
448. The nature in which art could authenticate and affirm is also
noted by Partridge and Starn, Raphael's 'Julius II', 34: "The
believable presence in an idealized form was one more means through
which society could be persuaded to believe in itself."

17. Pointed out in the review of Schuyler, BUsts, by M.D. Garrard,
AB 61 (1979):486.

18.  Burckhardt, Civilization of the Renaissance in Italy, esp Parts
2 and 4; also his Cicerone (cited in n 8), 57-60. His stress on
"realism" and "individualism" is accepted by Burke, Tradition and
Innovation, Chs 1 and 2, but placed in an illuminating context by H.
White, Metahistory. The Historical Imagination in Nineteenth-Century
Europe (Baltimore, 19/3), Ch 6, esp 235-37, 254-59. Individualism is
still highlighted in A. Heller, Renaissance Man (London, 1978), esp Ch
7 "Individuality, knowledge of man, self-knowledge, autobiography,"
also 9, 264-65, 361, 403.

19. Goldthwaite, Private Wealth and "Palaces"; Becker, "Quest for
Identity" and "IndividuaTism™; also, eg, Heller (cited in n 18), esp
260-61, 443 and Lesnick, "Dominican Preaching." Cf Trinkaus, "Recent
Studies," for a critical review of current thinking (1976).
Goldthwaite's continued stress on individualism in his Building has

“received critical comment in reviews: Burroughs, AH 6 (I983):359-63;
R. Starn, AB 65 (1983):332, 334. T

20.  F.W. Kent, Household and Lineage, 298; see the works by these
authors cited in the bibliography here. A convenient summary of
literature up to 1976 is available in F.W. Kent's review of Heers. A
more recent survey of thinking on all periods is L. Stone, "Family
History in the 1980s. Past Achievements and Future Trends," Journal of
Interdisciplinary History 12 (Summer 1981):51-87, esp 72f, who
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concludes that a more private and bourgeois family developed between
1650 and 1850.

21. Quoted by F.W. Kent in his review of Heers, 78. For emotional
1ife and the use of letters see the example by E. Swain, "Faith in the
Family: The Practice of Religion by the Gonzaga," Journal of Family
History 8 (1983):177-89, esp 181-82, which treats "the collective
self-consciousness of the Gonzaga" in the 15th century.

22. Gage, Life in Italy, 23, also 14; Brucker, Renaissance Florence,
90, 98, also 113-14.

23. Even A. Molho's review essay on F.W. Kent, Household and
Lineage, would only extend the realms of sociability and investigate
such matters as less aristocratic families and "spiritual kinship"
ties formed through god-parenthood or marriage: "Visions of the
Florentine Family in the Renaissance," Journal of Modern History 50
(1978):304-11. D. Herlihy's review of that book and of Brucker, Civic
World and D. Kent, Rise, in Medievalia et Humanistica 10
T1981):229-33, specifically addresses these studies in the light of
Burckhardt's thesis and finds that "this classical interpretation
retains its power to stimulate, if not always to convince."

24. \Weissmann, Ritual Brotherhood, 26ff; also his "“The Importance of
Being Ambiguous: Social Relations in Renaissance Florence," paper
presented at the Humanities Research Centre, Australian National
University, 23 May 1983.

25. Gundersheimer, "Patronage in the Renaissance," esp 19, places a
valuable stress on "the networks of mental attitudes and social
connections that provide ... [the] supportive structures" of
patronage. See Ch 7 Section F here, esp n 179, for the corporate and
moral basis of “fame."

26. Alazard, Portrait Florentin, 51; I. Lavin, "Bust"; Lipman,
"Florentine Profile Portrait™; Pope-Hennessy, "The Portrait Bust" in
his Renaissance Sculpture; idem, Portrait, esp Ch 1; Schuyler, Busts,
heading on p 1I: "The Craving for fame: the main motivational force."
Other examples include B. Cole, The Renaissance Artist at Work
(London, 1983), 166; K. Garas, Italian Renaissance Portraits
(Budapest, 1965), 5-7; H. Klotz, "Formen der Anonymitdt und des
Individualismus in der Kunst des Mittelalters und der Renaissance,"
Gesta 15 (1976):303-12; R.M. Letts, The Renaissance (Cambridge, 1981),
44-47; T. de Mauro et.al., "Portraiture™ in Encyclopaedia of World Art
(New York, 1966), XI:cols 487f, incl the Renaissance "cult of the
individual"; Moulton (cited in Ch 2 n 58), esp 27, 35; A. Smith,
Renaissance Portraits (London, 1973), 14. Pope-Hennessy and
Christiansen, Secular Painting, 4, 56-63, briefly recognises the
“commemorative and documentary™ nature of portraits, but by describing
Filippo Lippi's Double Portrait in the Metropolitan Museum, New York,
as "a family manifesto rather than ... a portrait in the modern
sense," the preoccupation with a narrow sense of portraiture remains
(for further criticism, see Ch 2 nn 78, 109, 119).

For other approaches, in which individualism is not central, see
Brilliant, "On Portraits," who stresses that such areas as patronage
and artistic conventions must be considered; Castelnuovo, "Il
significato del ritratto"; Debs, "From eternity to here"; Hatfield,
"Early Renaissance Portraits"; Keller, "Die Entstehung des
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Bildnisses"; F.W. Kent, Household and Lineage, 110f, 290f; Partridge
and Starn, Raphael's 'JuTius II', 6-8, I4; Wackernagel, Florentine
Renaissance Artist, 94-98, 169-72 combines individualism with several
other perceptive comments, although overall he saw worldly fame as the
increasing motivation for all patronage. R. Starn's review of
Trexler, Public Life, notes one of that study's implications for
portraiture: "self-display was more a function of dynastic pride or of
princely pretensions than of the individual ego" (AB 65 [1983]:334).

27. Valla is quoted by C. Trinkaus, "Humanist Treatises on the
Status of the Religious: Petrarch, Salutati, Valla," Studies in the
Renaissance 11 (1964):40; the Tornabuoni priest by Maguire, Medici
Women, 207-08 n 40 (J. Ross, Medici Correspondence, 173 omits this
phrase), a statement uttered in the very act of seeking patronage.

28. Hatfield, "Early Renaissance Portraits," esp 326; for Filippo
Strozzi see n 52 here and Ch 4 n 56. F.W. Kent, "Making of a
Renaissance Patron," 75, explicitly argues against individualism for
such men as Filippo Strozzi and Giovanni Rucellai.

29. A. Strozzi, Lettere, 57; the English quotation is from Brucker,
Documentary Study, 63. On the importance of honour see also Alberti,
Family, passim, eg 201; Brucker, 66; Kirshner, Monte delle Doti;

Kuehn, "Honour and Conflict."

30. D. Kent, Rise, esp 15, 19, also 108-09, 190f; also her
“Florentine reggimento"; also Brucker, Civic World, 255, 303, 312.
For Gondi see Rubinstein, Government, 126; translated in Gage, Life in
Italy, 21.

31. Rinuccini is translated in Watkins, Humanism and Liberty, 212.
See also Alberti, Family, 26-28, 44, 178; Landino's Disputationes
Camaldulenses in Garin, Prosatori latini, 748; 0'Malley, Praise and
BTame, 168f for Poggio and preachers.

32. Becker, "Quest for Identity" and "Individualism"; B.Z. Kedar,
Merchants in Crisis. Genoese and Venetian men of affairs and the
fourteenth-century depression (New Haven, 1976); Kuehn, "Honour and
Conflict™ and Emancipation, 63f; Kinsman, Darker Vision of the
Renaissance, esp L. Martines, "The Gentleman in Renaissance Italy:
Strains of Isolation in the Body Politic" and L. White, Jr. "Death and
the Devil"; Price-Zimmermann, "Confession"; R. Starn, "Petrarch's
Consolation on Exile: A Humanist Use of Adversity" in Essays presented
to Myron P. Gilmore, eds S. Bertelli and G. Ramakus (FTorence, 1978),
[:241-54; Trexler, esp "Search," Public Life and "Honour Among
Thieves" (cited in Ch 2 n 219). See Ch 2 n 178 for "golden age" and
attesa.

33. See Ch 6 n 94 for the device; esp Ch 3 Section E for Giovanni.
Goldthwaite's studies include "Palace," Building and "The Empire of
Things: Consumer Culture in Renaissance Italy"” in F.W. Kent and
Simons, Patronage.

34. Weissman's paper (cited in n 24). On ricordi, manuals etc, see

f;g ?uehn, Emancipation, 57f and Ullmann, Medieval Foundations, 68-70,
ff.

35. Trexler, "Sacred Image," 32-33 (1490); Dominici, On the
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Education of Children (cited in Ch 2 n 187), 37. For the efficacy of
The visual see Ch 2 Section B; for the socialising role of art in
relation to marriage see esp Callmann, Apollonio, 39ff; on ritual and
display esp Trexler, Public Life. Alberti’s Della Pittura was aware
of art's educational role and was itself typified by "the nature of an
address ... to a physically present audience": Spencer (cited in Ch 2
n 201), 31.

36. Palmieri, Della vita civile, 6; from the translation in D.
Thompson and A.F. Nagel (eds) The Three Crowns of Florence. Humanist
Assessments of Dante, Petrarca and Boccaccio (New York, 1972), 88. A
similar statement is made by Giannozzo Manetti's On the Dignity of
Man: Murchland, Two Views of Man, 102; for S. Antonino, see Ch 7 at n
192; see also Ch 7 n 179. ATberti wrote of architecture as an
aesthetic and moral duty: "we decorate our houses as much to adorn our
fatherland and family as for the sake of elegance" and this is the
"duty of a good man": J. Onians, "Alberti and [Filarete]: A Study in
Their Sources," JWCI 34 (1971):100 and passim. See also Alberti,
Family, 135; 0'Malley, Praise and Blame, Ch 5 "The Ideal of the
Christian Life"; Westfall, Perfect Paradise, esp 33, Ch 3; Ch 2 nn
144, 173, 179 here. Despite Wackernagel's awareness of the
interpenetration of religious and "worldly" motivations, he tended to
see "fame" and realism as irreligious: Florentine Renaissance Artist,
esp 292-95, cf review by D. Norman in AH 6 (1983):225-26.

37. E. Panofsky, Renaissance and Renascences in Western Art
(Stockholm, 1960), esp Ch I; also C. Davis, "IT Buon Tempo Antico" in
Florentine Studies. Politics and Society in Renaissance Florence, ed
N. Rubinstein (London, 1968), 45-69; J. Spencer, "Rinascere a vedere"
in Stil und Uberlieferung in der Kunst des Abendlandes. Akten des 21.
Internationalen Kongresses flir Kunstgeschichte in Bonn 1964 (Berlin,
1967), 111:234-36; R.N. Watkins, "Petrarch and the Black Death: From
Fear to Monuments," Studies in the Renaissance 19 (1972):196-223; E.
Wind, "Platonic Tyranny and the Renaissance Fortuna. On Ficino's
Reading of Laws IV, 709 A - 712 A" in Essays in Honour of Erwin
Panofsky (New York, 1961), 491-96.

38. Borsook and Offerhaus, History and Legend and "Storia e
Leggende"; Sassetti is quoted from Gombrich, "Personification," 255;
Mazzei from Jones, "Florentine Families," 202 and n 162.

39. The first phrase is a paraphrase of Bruni by A. Brown, "Pater
Patriae," 191; the second from Lorenzo Ghiberti, Commentarii
(Courtauld Institute, London, n.d.), 7. Other examples incl P.W.G.
Gordan (ed) Two Renaissancce Book Hunters. The letters of Poggius
Bracciolini to Nicolaus de" Niccolis (New York, 1974), 176; Verde,
Studio Fiorentino, IIT pt I, 91 (Antonio Lanfredini in 1484 on the
brevity of Tife); Wilcox, Humanist Historiography, 8. Family ricordi
"were concerned with preserving honour and resources; ... with
preserving the family in the face of many real threats to its
continued existence": Kuehn, Emancipation, 63.

40.  Palmieri, Della vita civile, 3; translated in Thompson and Nagel
(cited in n 36), 84.

41. Ghiberti (cited in n 39), 22; the poet is Bartolomeo Aragazzi,
quoted in Caplow, Michelozzo, 226. On Lorenzo see esp A. Chastel,
“Melancholia in the sonnets of Lorenzo de' Medici," JWCI 8
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(1945):61-67.

42. Price-Zimmermann, "Confession"; Ullmann, Medieval Foundations,
177-80; Ch 2 at n 211.

43. Rucellai, Zibaldone, 2 (see F.W. Kent, Household and Lineage,
55, 113-14 too); Dati in Brucker, Two Memoirs, 124.

44. Borsook, "Lecceto," 9 and Doc 19 (Strozzi); Ch 3 at n 125f
(Tornabuoni).

45. For the chapel see Ch 7 passim, esp n 100, with the Ficino
quotation from the Davies translation cited there, p 47. For family
pride and the desire for protection in a Venetian group portrait see
P. Pouncey, "The Miraculous Cross in Titian's 'Vendramin Family,'"
JWCI 2 (1938-39):191-93.

46. Becker, "Quest for Identity" and "Individualism." In Petarch's
words, "fear, negotium, and trouble" could create "full vigour":
Trinkaus (cited in n 27), 12. Men "“desperately sought new sources of
security and identity": Brucker, Renaissance Florence, 101.

47. Alberti, Family, 186.

48. Ficino, Letters, 1:150; probably derived from Seneca's Letter I
to Lucilius (™who understands that he is dying daily?"), of some
interest to humanists (see Panizza [cited in Ch 4 n 89], esp 41, 53).
See also Ficino, 1:94 ("We must live today, since he who lives for
tomorrow never lives"); Watkins (cited in n 37), 217.

49. Kuehn, Emancipation, 57 cf Alberti, Family, 185. The importance
of seeing is poignantly voiced by Donato Acciaiuoli, who commented in
1456 on the void created by his father's death: "I had barely seen the
light when I lost my father; I never once set eyes upon him, nor did I
ever know him..." (M. Ganz, "Donato Acciaiuoli and the Medici: A
Strategy for Survival in '400 Florence," Rinascimento, ser 2, 22
[1982]:38). On fathers and education see also Alberti, Family, esp Bk
I; F.W. Kent, Household and Lineage, Ch 2; Kuehn, 57f; Palmieri, Della
vita civile, esp 19. Gundersheimer has now perceptively and briefly
noted the importance of "dynastic continuity" and the way in which
patrons sought to belong to "a great continuum, extending deep into
the past and far into the future”: "Patronage in the Renaissance," 20.

50. Ficino, Letters, 1:92, see also 120-21, 160, II1:49-50, 66. For
Lorenzo see esp Ch 3 at n 171f and Ch 7 Section C.

51.  Watkins, Humanism and Liberty, 143. Barbaro spoke of the "well
born" who "understand that the image [imagines] of their parents is
more of a burden than an honour unless they prove themselves by their
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King, "Caldiera and the Barbaros on marriage and the family," 33.

52. Ficino, Letters, I:151; see also Ch 2 at n 212. On "remaking"
see Ch 2 n 21Z2; the first quotation here is from Brucker, Documentary
Study, 41; the second from Alberti, Family, 113 (see also 47); see
also Ch 2 at n 208f; at n 61 here; Kohl and Witt, Earthly Republic,
136 (Bruni); Paleotti, Discorso, 337 (on portraits used to prove
family resemblance); Sale, Strozzi Chapel, 8, 17, on Filippo Strozzi's
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desire "rifare la nostra casa"; A. Strozzi, Lettere, 61, 599. For the
Tornaquinci practice of naming, see esp Ch 3 nn 37, 38, 167.

53. Morelli, Ricordi, 82; translated in Kent, Household and Lineage,
252, 296. For councillors on this continuum see the references to
Brucker in Ch 2 n 145; see also Alberti, Family, esp 31, 40, 44; D.
Kent, Rise, 45, 142. For an instance where memorial masses were to be
heard with consorti present and for the salvation of the souls "of his
ancestors and future descendants" see D.V. Kent and F.W. Kent,
"Temperani," 246 n 3.

54. Palmieri, Della vita civile, 6; translated in Thompson and Nagel
(cited in n 36), 88; Niccolini (Bec), 95. See also Alberti, Family,
passim; Brucker, "Medici," 1; for the importance of conserving family
heritage and honour.

55. Paoletti, Discorso, 341, see also 339-40. De Mauro et.al.
(cited in n 26), col 492 only cites what is p 337 in this edition,
earlier in Ch XX, to make Paoletti sound more restrictive, whereas the
Cardinal does recognize the familial, inspirational role of
portraiture. For other examples of art as inspirational and for
exemplary images see Jenkins, State Portrait, 4-5; Vergerio in W.
Gundersheimer (ed) The Italian Renaissance (Englewood Cliffs, 1965),
28, 34-35; Watkins, Humanism and Liberty, 123, 143 (n 51 above); Ch 2
Section D iii, incl n 204; n 63 here (Colonna).

56. G. Szabo, The Robert Lehman Collection (New York, 1975), 58 for
the diptych by Lorenzo Costa; R. Salvini, All the Paintings of
Botticelli (London, 1965), Pt 2, P1 132 for a Youth from the
Botticelli circle, in the Musee des Beaux Arts, Besangon.

57. See Ch 7 at n 67.

58. See n 114 below for 1394 (note that the ancestor commemorated
was not simply the man's father); P. Bacci, "Documenti e commenti per
la Storia dell'Arte," L'Arti 3 (1940-41):353-70 (1455).

59. The quotations here are from Ficino, Letters, 1:43-44, 50, 165;
for physiognomy see 122-23, 185. On a Renaissance interest in
physiognomy see M. Barasch, "Character and Physiognomy: Bocchi on
Donatello's St. George. A Renaissance Text on Expression in Art,"
Journal of the History of Ideas 36 (1975):413-30; M. Barasch, "A
SiTenus Surviving in Nicola Pisano," AB 58 (1976):13-18; P. Meller,
"Physiognomical Theory in Renaissance Heroic Portraits" in Studies in
Western Art. Acts of the XX International Congress of the History of
Art (Princeton, 1963), II1:53-69; Summers (cited in Ch 2 n 104).
Partridge and Starn, Raphael's 'Julius II', 24-28 point out that
physiognomic categories and stereotypes were counter to "the tabula
rasa of Burckhardtian individualism."

60. Luchs, Cestello, 40, 159 n 7, 378-79; Walker (cited in Ch 4 n
78), 33 for Landino.

61. The first quotation is from A. Ferruolo, "Botticelli's
Mythologies, Ficino's De Amore, Poliziano's Stanze per la Giostra:
Their Circle of Love," AB 37 (1955):19; the Tatter from F.W. Kent,
Household and Lineage, 46-47. See also the translation by Davies
(cited in Ch 7 n 100), 37; Ch 2 at n 208f.
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62. Burckhardt, Civilization of the Renaissance in Italy, 247.

63. Gilbert, Documents, 97 (Santi); Alberti is quoted in Italian by
Goffen, "Icon and Vision," 495 and Jenkins, State Portrait, 4 (who
gives a similar statement from Biondo too); its translation is given
in Ch 2 at n 29. Poggio Bracciolini wrote about a classical bust, a
"lifeless thing," "as if it breathed and spoke": Krautheimer,
Ghiberti, 303. Vittoria Colonna's belief that painting "makes present
to us men long dead ... so that we may imitate their noble deeds" is
reported by Hazard, "Renaissance Aesthetic Values," 18. In 1513
Julius II's portrait appeared to revivify this recently deceased Pope:
Partridge and Starn, Raphael's 'Julius II', esp 1, 75, 79. Other
examples include Pope-Hennessy, Portrait, 71 (on Pisanello); G.
Robertson, in a review of a book on Titian, BM 125 (1983):365 (a
letter by Aretino).

64. Pliny, Natural History, esp XXXV, II, 6; see the classical
statue of a patrician carrying busts of his ancestors: Schuyler,
Busts, P1 44. Pliny, Polybius and others are cited by Paoletti,
Discorso, 316, 472, on arme and portraits.

65. A rough translation from the text in R. Weiss, Primo Secolo
de11'umanesimo (Rome, 1949), 120-21; Giovanni da Ravenna also argued
that "nobility dazzles us with rays of virtue, not with wealth and
ancestral portraits " (Baxandall, Giotto and the Orators, 62). The
isue was also addressed by Poggio Bracciolini: Watkins, Humanism and
Liberty, 122ff passim.

66. Pliny, as cited in n 64; J.W. McKenna, "Henry VI of England and
the Dual Monarchy: Aspects of Royal Political Propaganda, 1422-1432,"
JWCI 28 (1965):145-62, esp P1s 27, 28 b; Scaglia (cited in Ch 2 n
100), 430.

67. C. Carnesecchi, "Un fiorentino del secolo XV e le sue ricordanze
domestiche," ASI, ser 5, 4 (1889):165; Ch 3 n 44 for the Tornaquinci
ricordo. -

68. Ficino, Letters, II:66; Walker (cited in Ch 4 n 78), 34
(Landino); Santi at n 63 above; Alberti, Family, eg 49, 53 also uses
the tree imagery for offspring.

69. Vasari-Milanesi III:168; quoted from the Everyman ed, II:51 cf
Alberti (Spencer), 63 on "great pleasure."

70. Pliny, Natural History, XXXV, II, 6-7; Vasari-Milanesi II1:373
(quoted from the Everyman ed, II1:101). His 1ife of Baldovinetti also
mentioned portraits "nelle case dei discendenti loro, o di gesso o di
pit;gga“sagd “ritratti in carta" left in his estate: Vasari-Milanesi
R , 598.

71.  For the early history see P. Aries, The Hour of Our Death (New
York, 1981), 261f and Caplow, Michelozzo, I82 n 70. Dante's mask is
in the Museo Nazionale, Florence; the Quattrocento examples are all
illustrated in E. Benkard, Undying Faces: a collection of death masks
(London, 1929).
On death masks see also Fusco (cited in n 72); E. Maclagan, "The
Use of Death-masks by Florentine Sculptors," BM 43 (1923):303-04;
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Pigler, "Portraying the dead"; J. Pohl, Die Verwendung des
Naturabgusses in der italienischen PortrdtpTastik der Renaissance
(Wlrzburg, 1938); Schlosser (cited in Ch 2 n 44); Schuyler, Busts,
114-45; Wackernagel, Florentine Renaissance Artist, 94-95. M.
Barasch, "Masks in Renaissance Art," Scripta Hierosolomytana (Studies
in the Drama, XIX), Jerusalem, 1967, 75-87 discusses masks as symbols
of death.

72. Cennini has often been cited (eg Schuyler, Busts, 116-17) but
now Ghiberti has also been recognised by myself (see F.W. Kent,
Household and Lineage, 111 n 210) and L. Fusco, "The Use of Sculptural
ModeTs by Painters in Fifteenth-Century Italy," AB 64 (1982):182-83,
who also correctly notes that Ghiberti's interpolations to Pliny
suggest personal experience of the technique.

73. Possible examples incl those discussed by P. Aries, The Hour of
Our Death (New York, 1981), 261f; Caplow, Michelozzo, 18If; Fusco
(cited in n 72), fig 28; Hatfield, "Sherlock Holmes™; Maclagan (cited
in n 71); Pope-Hennessy, Luca, 47; Schuyler, Busts, 114ff; n 116
below.

74. Berenson, "Nova Ghirlandajana," esp fig 6; Castelnuovo, "Il
significato del ritratto," 1053; Gilbert, "Renaissance Portrait," 284;
Pope-Hennessy, Portrait, 56, figs 54, 55.

75.  For portraiture of Dante see esp Gombrich (cited in Ch 2 n 117);
for S. Bernardino, esp Mode (cited in Ch 2 n 38).

76. Pope-Hennessy, Portrait, 75f, who notes the "two assumptions
implicit in this account: that these men formed a group and that their
critical intelligence was brought to bear upon artistic problems."

77. Palmieri, Della vita civile, incl 122-23 (and at n 84 here) and
Baron (cited in Ch 2 n 144) on magnificence. Martines, Social World,
198 is quoted here; for biography, incl the mediocre station of his

ancestors, see also Messeri, "Matteo Palmieri," 262ff and Vespasiano,
Le Vite, I:563-67. For contacts with the Tornabuoni see Ch 3 n 116,
Ch 4 n 101.

78. Ficino, Letters, I:113. For La citta di vita see Bandini,
Catalogus Italicorum, cols 74ff; M. Davies, London, 122-27; Messeri,
"Matteo Palmieri,™ 319f; Vespasiano, Le Vite, [:565-66.

79. Palmieri, Della vita civile, 5. On this mutual imagery see also
Ady, “"Morals and Manners,™ 1I8I; Alberti, "De Iciarchia" in Opere
volgari, I1:266-68; legislation of 1470 speaking of "this body which
we call city” (Kirshner and Molho, "Marriage Market," 438); J. Najemy,
"Guild Republicanism in Trecento Florence ...," American Historical
Review 84 (1979):53-71, 69.

80. Palmieri, Della vita civile, 70, 44, also 85, 93, 122, 128, 136.
For similar concentric or overlapping circles in Ficino see his
“Platonic Theology," translated by J.L. Burroughs, in Journal of the
History of Ideas 5 (1944):235 and nn 83, 118 below. For other
ing:ances of an organic continuity in Ficino see at n 68 here and Ch 7
n 64.

8l. Palmieri, Della vita civile, 136; partly translated in F.W.
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Kent, Household and Lineage, 14.

82. Messeri, "Matteo Palmieri," esp 323-25, also 256, 267-68,
271-72, 299. Contemporaries saw Matteo as the head of his own
household: Vespasiano, Le Vite, 1:563, 565, cf Martines, Social World,
191.

83. Ficino, Letters, 11:66, 67; for the altarpiece n 86 below.

84. Palmieri, Della vita civile, 164; part translated in Holmes,
Florentine Enlightenment, 168.

85. Messeri, "Matteo Palmieri," 266, 275, 322-23, with burials and
offices at S. Pier Maggiore on 271, 299, 317, 318, 325; also Palmieri,
Della vita civile, 123, 151, 164 on villas and loggie; Carocci,
Dintorni, 106; I. Lavin, "Bust," 213; Rinuccini, Lettere, 78-85;
SchuyTer, Busts, 10 and n 19.

86. For the ms. see Bandini, Catalogus Italicorum, col 74ff; BB
Drawings 1:71-72, II:no 588; F. Gurrieri (ed) Disegni nei Manoscritti
LCaurenziani. Secoli X-XVII (Florence, 1979), 192; Messeri, "Matteo
Palmieri,” 318.

For the altarpiece see A.M. Brizio, "Un'opera giovanile del
Botticelli," L'Arte 36 (1933):108-19; M. Davies, London, 122-27;
Messeri, 318, 320f; Vasari-Milanesi II11:314-15.

87. Palmieri, Della vita civile, 168, 176 (my emphases); see also at
n 36 above and S. Antonino, quoted in Ch 7 at n 192.

88. Literature incl I. Lavin, "Bust," 213, n 10 no 9; Pope-Hennessy,
Portrait, 75f and Renaissance Sculpture, 48, 51, 280, 282; Schuyler,
Busts, 10, 16-17, 2&4f, 154-55. It is notable that in 1468 Matteo was
an ambassador in Rome and then in Nov-Dec a prior (when Niccolo
Tornabuoni was Gonfaloniere: Messeri, "Matteo Palmieri," 308f, 311,
335-37; Ch 4 n 101).

89. For Pliny and Vasari see at n 70 above; Castelnuovo, "Il
significato del ritratto," 1051; I. Lavin, "Bust," 208, figs 3, 4;
Schuyler, Busts, 10, 24-28, figs 14, 15 for placement. The latter two
cite panels by Jacopo del Sellaio which show busts positioned above a
doorway, but the significance of the parallel with arme has not been
noted. See Borsook, "Lecceto," Doc 37 for the Strozzi arme; Ch 4 n 26
for the Tornaquinci ones; Savonarola in Gilbert, Documents, 158 also
referred to the practice; Shapley, Catalogue, PT 23T for the
"Sassetta." On this interchangeability see also Ch 2 at n 84f.
Portraits and/or arme could also be displayed above the household
fireplace.

90. Pope-Hennessy, Portrait, 77; from Palmieri, Della vita civile,
- 167.

91. Palmieri, Della vita civile, 132; partly translated in F.W.
Kent, Household and Lineage, 253. Morelli commented that "no seed
[seme] remained from" his sister: Ricordi, 182, translated in Trexler,
"Search," 232.

92. Palmieri, Della vita civile, 85. It was important to
Pope-Hennessy, Portrait, 76, that Palmieri was a friend of Neri
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Capponi, yet the only evidence cited for this remains Matteo's
introductory letter to his De captivitate Pisarum liber (F.W. Kent,
Household and Lineage, 291 and Messeri, "Matteo PaTmieri," 270), which
couTd have resulted primarily from Neri's key role in that conflict.

93. Literature on the tomb incl F.W. Kent, Household and Lineage,
esp 104-05, 291; Pope-Hennessy, Renaissance Sculpture, 42, 277, 282;
Schulz, Bernardo Rossellino, 69-74, 114-17, 166, figs 114-20, with
bibliography on II5.  For Neri see esp G. Cavalcanti, Istorie
Fiorentine, ed F. Polidori (Florence, 1838), 11:434-43; Goldthwaite,
Private Wealth, esp 189-94; F.W. Kent, esp 73, 104-05, 128-29, 137,
158, 202-03, 264-65, 272, 283; Martines, Social World, passim.

S. Spirito was a particular Capponi Tocus: Neri himself was on
the rebuilding committee and, in all, 4 chapels there were held by the
Capponi, one of them a communal chapel for the entire lineage. Neri's
son Gino paid money "per la chappella della chasa della consorteria"
in 1469 and 1483, as well as improving another chapel where his
grandfather, father, self and son found burial. Throughout the
Quattrocento, Capponi members, incl Neri, shared the expenses of
family masses held for St. Nicholas, the general "protector of our
house." On this see esp Kent, 104-05, 264-66, 272; Schulz, passim;
Craven, "Patronage in Florence 1494-1512," 9f.

94. See Cavalcanti (cited in n 93), esp 439-40, 442 for the will;
also F.W. Kent, Household and Lineage, 73, 137.

95. On the importance of such helmets see Wackernagel, Florentine
Renaissance Artist, 109-10, 221 n 2; on a possible Tornabuoni example,
Ch 4 at n 143 here.

96. On the chapel's decoration see esp S. Craven, "Three dates for
Piero di Cosimo," BM 117 (1975):572-76; F.W. Kent, Household and
Lineage, 104-05, 283; Schulz, Bernardo Rossellino, 69-74, 166.

97. Pope-Hennessy, Portrait, 75, 78 cf his Renaissance Sculpture,
277, 282. See Schulz, Bernardo Rossellino, 69, 72-73, for the date
and death-mask.

98. Cavalcanti (cited in n 93), 439.

99. I. Lavin, "Bust," 213; Schulz, Bernardo Rossellino, 73.

100. Quoted at n 63. A family palace could have a similar function:
for Filippo Strozzi's, see Ch 4 n 56; for others see F.W. Kent,
Household and Lineage, 48-49, 70.

101. Literature incl M. Battistini, "Giovanni Chellini, medico di S.
Miniato," Rivista di storia delle scienze mediche e naturali 18
(1927):106-17; Caplow, Michelozzo, b518ff; H.W. Janson, "Giovanni
“Chellini's Libro and DonateTTo™ in Studien zur Toskanischen Kunst:
Festschrift flr L.H. Heydenreich, eds W. Lotz and L. M8tler (Munich,
1964), 131-38; R. Lightbown, "Giovanni Chellini, Donatello and Antonio
Rossellino," BM 104 (1962):102-04; de Maddalena, "Archives Saminiati";
Pope-Hennessy, Portrait, 75f; Renaissance Sculpture, 47, 282; Victoria
and Albert Museum, 124-26; A. Radcliffe and C. Avery, "The 'ChelTinmi
Madonna™ by Donatello," BM 118 (1976):377-87; A.M. Schulz, "The Tomb
of Giovanni Chellini at San Miniato al Tedesco," AB 51 (1969):317-32;
Schulz, Bernardo Rossellino, esp 72, 75-81, 117-20, with bibliography;
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Schuyler, Busts, 150-54.

102. Pope-Hennessy, Renaisance Sculpture, 47; Victoria and.A1bert
Museum, 125; Schulz, Bernardo Rossellino, 72 accepts the npt1on of a
[ife mask. The other quotation is from Lightbown (cited in n 101),
104.

103. For the texts of Cennini and Ghiberti see n 72. The sitter's
smile sets the whole configuration of the facial bones and flesh, so
is not the result of a simple intervention by the artist imposed Tater
upon the mask. Nor is it clear how a terracotta mask was used in the
carving of a marble work. Like the mirror (see esp Ch 2 n 207), the
mask would only have been a first, observational tool, then
considerably re-shaped by the values and visual intelligence of artist
and patron.

104. Pope-Hennessy, Renaissance Sculpture, 47, where he also speaks
of the "whole man" in the same paragraph, like I. Lavin, "Bust,"
placing humanism hand-in-hand with individualism.

105. For the bust see Pope-Hennessy, Victoria and Albert Museum, 124;
the tomb's inscription is quoted at n II3 below; see Lightbown (cited
in n 101), 102 n 1, 103, 104 n 15 for the other matters.

106. A contemporary appreciation.quoted in Pope-Hennessy, Renaissance
Sculpture, 282.

107. Here quoted from the translation in Radcliffe and Avery, 378;
also discussed by Janson (each cited in n 101).

108. Lightbown (cited in n 101), 103; Pope-Hennessy, Portrait, 76;
Schulz, Bernardo Rossellino, 75.

109. Lightbown (cited in n 101), 103 for the guild; Schulz, Bernardo
Rossellino, 75 for the chapel.

110. Lightbown (cited in n 101), 102-04 passim: his library included
3 classical works and the Psalms of David and he was a lecturer at the
University for 1401-03, then Vice-Rector, but his salary was on the
lower end of the scale, judging by the figures in G. Brucker,
"Florence and Its University, 1348-1434" in Action and Conviction in
Early Modern Europe. Essays in Memory of E.H. Harbison {Princeton,
1969), 234 n 56, 236 n 66. Few staff there were long term, it was
beset by economic and administrative troubles and was closed in
1407-13 (Brucker, 231, 224), perhaps the reason for Chellini's move
into private practice.

111. Adapted from the translation of Lightbown (cited in n 101), 103,
~who gives "freedom of the city" for Cittadinanza.

112. Lightbown (cited in n 101), 103 and nn 12, 15; Schulz, Bernardo
Rossellino, 75. The marriage of Tommaso in 1452 was the occasion for
one of the two documented contacts between Chellini and Capponi. Neri
acted as "operatore" for the bride's family, the Sacchetti, and his
own wife was Selvaggia Sacchetti (Goldthwaite, Private Wealth, 188).

113. Schulz, Bernardo Rossellino, 118 for the inscription, 75 and 119
for the will of Feb 1460. On 23 Jan 1460 he made a large donation to
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S. Domenico: Caplow, Michelozzo, 521. For the names of the nephew's
sons see Battistini (cited in n 101), 116.

114. Zeri and Gardner, Florentine School, 51.

115. Schulz, Bernardo Rossellino, 76f.

116. Schulz, Bernardo Rossellino, 75, 81, fig 131. Desiderio da
Settignano's tomb of the Cardinal of Portugal also employed
death-casts of the face and hands. The sculptor was paid in 1463,
four years after the Cardinal's death. See Hartt and Corti, Chapel of
the Cardinal of Portugal, 53, 82, 144 Doc 8; Pope-Hennessy,
Renaissance Sculpture, 47, 281.

117. Schuyler, Busts, 8-9, figs 8, 9; for Julius II's portrait placed
on the altar see Partridge and Starn, Raphael's 'Julius II', esp 1,
75, 79.

118. Ficino, Letters, 1:124.

119. For this dedication inscription, dated 1490, in the chapel, see
esp Ch 7 at n 35. The contract for an altarpiece at S. Francesco di
Palco in 1490 specified that Domenico Ghirlandaio was to do the heads
(Milanesi, Nuovi documenti, 156; Chambers, Patrons and Artists, 15),
as had another contract with him for a fresco at Settimo in 1487
(Fabriczy [cited in Ch 3 n 171], 257). For the Tornabuoni contract
see the quotation at n 11 here.




CHAPTER TWO: NOTES

1. The quoted phrase is Gilbert's, in "Last Suppers," 371 who argues
against a polarisation between "only two possible alternatives" in
Renaissance art, realism and symbolism. A discussion pertinent to a
fresh examination of the issue of naturalism has been offered in an
article which arrived too recently to be used in the body of this
thesis: C. Harbison, "Realism and Symbolism in Early Flemish
Painting," AB 66 (1984):588-602.

A caution against associating paganism with a "secular outlook"
js cited in n 176 below from Holmes, Florentine Enlightenment, 265-66;
for dichotomies applied to the classical material in Ghirlandaio's
frescoes see, eg, Ch 7 at nn 44, 47.

Recent thoughts of importance are offered by W. Hood, "The Sacro
Monte of Varallo. Renaissance Art and Popular Religion" in Monasticism
and the Arts, ed T. Verdon (Syracuse, 1984), 291-311. Exceptions of
course increase, an example treating portraiture being Partridge and
Starn, Raphael's 'Julius II,' notably a collaboration between an
historian and an art historian.

The relationship of Renaissance art to "popular taste" has rarely
been debated, whereas discussion amongst historians is lively on the
horizontal and vertical ties in Florentine society: S. Bertelli,
"Politology in the Florentine Republic," paper presented at the
Frederick May Foundation Conference, Sydney, 4 May 1982; D.V. and F.W.
Kent, Neighbourhood, 8-9, 116-17; idem, "Temperani," esp 250; D.V.
Kent, "The Dynamic of Power in Cosimo de' Medici's Florence" in F.W.
Kent and Simons, Patronage; Molho, "Cosimo"; Weissman, Ritual
Brotherhood, incl 19F, 24 n 42, 40-41.

2. Trexler, "Charity"; Becker, "Lay Piety".

3. The wide network through which family aid could extend is treated
in F.W. Kent, Household and Lineage, esp Ch 3; D.V. and F.W. Kent,
“Temperani." Variation in weaTth amongst the Tornaquinci is discussed
in Ch 3 esp n 50 below.

4. For example, see Hatfield, "Review," on the unconscious actions
of a society, and Baxandall, Painting and Experience; Hatfield,
Botticelli, xiv paraphrases Wind: "it is necessary for us to know more
than the painter himself had to know."

5. Pope-Hennessy, Renaissance Sculpture, 30, 48.

6. L. Cendali, Giuliano e Benedetto da Maiano (San Casciano Val di
Pesa, 1926), 182-84; now trans in Gilbert, Documents, 43-47. For
further discussion on this issue see Section E beTow.

7. For Trexler see n 8; R. Wittkower, Architectural Principles in
the Age of Humanism (London, 1949), Pt 1.” See esp irinkaus, "Recent
Studies™ (quoted in Ch 1 at n 12) and Weinstein, "Critical Issues"

(quoted in Ch 7 at n 61).

8. Trexler, "Sacred Image," 8, 18; elaborated in his Public Life,
54ff. Naturally there were exceptions, incl Salutati who distinctly
spoke of "similitude" and the "ignorant vulgar" but who nevertheless
believed that "simulcra of the crucified have sweated live blood"

(Baxandall, Painting and Experience, 60-61 cf Trexler, Public Life,
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68). Another valuable discussion on images as sacred is D. Freedberg,
"The hidden god: image and interdiction in the Netherlands in the
sixteenth century," AH 5 (1982):133-53, esp 138f.

9. Landucci, Diario, 368 (trans Trexler, "Sacred Image," 16);
Rinuccini, Ricordi, Txxvii (16 April 1452). Other occasions not cited
by Trexler in his "Sacred Image" include 14 May 1487 and Feb 1499
(Rossi, Ricordanze, 236, 276). See also D. Herlihy, "Santa Maria
Impruneta: A Rural Commune in the late Middle Ages" in Florentine
Studies, ed N. Rubinstein (London, 1968), 244f.

10. Trexler, "Sacred Image," 15 n 28, 19, 23 for the above.
Conversely, an image which broke with its contract and no Tonger
performed when man invoked its power, was destroyed or defiled (Ibid,
9f; Brucker, Documentary Study, 151-52; nn 11, 18 below). At other
times, an image could be attacked because it represented too
efficaciously the devil or an heretic: eg Sassetta's St. Anthony
beaten by devils, Siena, Pinacoteca (Carli, Sassetta, Tav II);
Botticini's Palmieri Altarpiece, (M. Davies, London, 122); a classical
statue in Siena (H. van Os, "The Black Death and Sienese painting: a
problem of interpretation,” AH 4 [1981]:246-47).

11. Trexler, "Sacred Image," 28 and n 65.

12. Gage, Life in Italy, 88 (my emphasis). If the translation is
accurate, the active and present verb is telling.

13. Borsook, Mural Painters, fig 33; for another example see Goffen,
"Icon and vision," 507 who also speaks of "the act of painting [as] an
act of devotion;" for other instances of artists aware of efficacious
imagery or acts see nn 30, 55 below.

14. See Ch 1 n 95.

15. Christiansen, Gentile, 46-47, P1 59; Shapley, Catalogue, 197-99,
P1 137, with 3 other versions noted: Andrea di Giusto's is also
reproduced in BM 112 (1970) opp. 766, fig 49, as it was in Berenson,
Homeless, 278 with the comment that "the subject escapes my erudition
and gift of guessing." Other depictions of the efficacy of a saint's
tomb include Andrea di Firenze's Healing the Sick at the Tomb of St.
Peter Martyr, Spanish Chapel, S.Maria Novella (Antal, Florentine
Painting, PT 63) and the Provencal Master of St. Sebastian's Pilgrims
at a Sanctuary, (N. di Carpegna, Catalogue of the National Gallery
Barberini Palace Rome [Rome, 1969], 39-40, PT 100).

16. Trexler, "Setting," 125.

17. G. Brucker, "Sorcery in Early Renaissance Florence," Studies in
the Renaissance 10 (1963):7-24; idem, Documentary Study, 260-73.

18. Brucker, "Sorcery," 18; idem, Documentary Study, 267. One
"nobleman," executed in 1501 for throwing horsedung at an image of the
Virgin, obviously had believed that the image could be effective and,
conversely, blamed for ineffectuality (Landucci, Diario, 233; S.
Edgerton, "A Tlittle-known 'purpose of art' in the Italian
Renaissance," AH 2 [1979]:47, P1 28). For votives commissioned by
oligarchs see nn 44f, 135 below. Hood (cited in n 1) documents visits
to Varallo by such figures as a Milanese chancellor in 1507 and
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Cardinal Archbishop Carlo Borromeo in 1584.

19. Landucci, Diario, passim, incl 41-42, 44; n 8 above. An
articulate, long Tetter from mother to daughter advised "nor to give
heed to soothsayers, nor to their witchcraft and incantations," as
though it were possible for others in her class to do so (Maguire,
Medici Women, 11). Coral warding off the evil eye is shown in
Renaissance paintings by such artists as Mantegna and Piero della

Francesca: see L'Oreficeria, nos 205f.

20. Brucker, "Sorcery," 12-13 and n 16 for 1396; Trexler, Public
Life, 61 for 1490. When Savonarola advised one "to take a skuTT in
one's hand and contemplate it often" (Burke, Tradition and Innovation,
241), the reference to death is, in a sense, also future-oriented and
contemplative of the head's form. Portraits such as Bernardino
Licino's Young Man with a Skull, c 1510-20, (Lloyd, Ashmolean Museum,
98-100, PT 7I) could then be nuanced along with the notion of memento
mori.

21. Zemon Davis, "Popular Religion," for instance, sees superstition,
magic and so on as unfairly opposed to rationality; see also H.
Geertz, "An Anthropology of Religion and Magic, I," Journal of
Interdisciplinary History 6 (Summer 1975):71-89. Weissman, Ritual
Brotherhood, esp Ch 1, addresses "sociability."

22. Condivi, Michelangelo, 6-7, cf 125 n 9 only links this with "the
ancient metaphor of drinking at the breasts of Wisdom"; C.
Klapisch-Zuber, "Genitori naturali e genitori di latte nella Firenze
del Quattrocento," Quaderni Storici 44 (1980):543-63; Trexler,
"Infanticide," 100f, 107 on a balia; Pagolo Morelli stayed "sempre in
villa" with his balia until he was 10-12 years old, "poco meglio ch'un
lavoratore" until his "gentile" and virtuous nature triumphed in the
city (Morelli, Ricordi, 144-45).

23. H. Bober, "In Principio, Creation Before Time" in De Artibus
Opuscula XL, Essays in Honour of Erwin Panofsky (New York, 1961),
13-28; A.C. Spearing, Medieval Dream-Poetry (Cambridge, 1976), es
8-11; C. Erickson, The Medieval Vision. Essays in History and
Perception (New York,1976).

24. Ficino, Letters, 1:49-50; D. Kent, Rise, 268 for 1426; R.
Hatfield, "Some Unknown Descriptions of the Medici Palace in 1459," AB
(1970):233 for 1459; Gombrich, "Personification." T

25. Meiss, Black Death, 105-31; Cole, Giotto, 181 n 19; Gilbert,
Documents, 15: in 1494 Francesco Mantegna, having heard a caricatured
description of the King of France, had a vivid dream which then
resulted in a portrait sketch.

26. See text at nn 194-95; Goffen, "Icon and vision," esp 498-99;
Purtle, Marian Paintings, Ch 4; J. Snyder, "Jan van Eyck and the
Madonna of Chancellor Nicolas Rolin," Oud Holland 82 (1967):163-71.

In other instances art depicts art enTivened, an image addressing
man (eg St. Francis, S.Giovanni Gualberto or Aquinas: for the last see
Sassetta's panel, Carli, Sassetta, P1 6), which is more, surely, than
just a matter of "intimacy™ (Cole, Giotto, 18, 49).

27. Morelli, Ricordi, 483, 513-4, 503, 458. Discussed by Trexler,
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"Search," and Public Life, Ch 5.

28. La Cronica Domestica di Messer Donato Velluti, scritta fra il
1367 e i1 1370, ed I. del Lungo and G. Volpi (Florence, 1914), 11-154,
160, 290, 304-05, 310-13, passim (his self-portrait is at 154); also
Morelli, Ricordi, 197, 501 (the former a description of himself); A.
de' Ricci, Ricordanze, 225 (quoted at Ch 5 n 29). The practice is
briefly noted by UTTmann, Medieval Foundations, 69, 179.

29. Alberti (Spencer), 63; Leonardo quoted by Trexler, Public Life,
62. See Ch 1 n 63.

30. Vasari-Milanesi, III:691; Kury (cited in Ch 3 n 144), 31 n 27;
Pigler, "Portraying the Dead," 1, 4.

31. Including a medal and several panels associated with Botticelli:
G. Mandel, L'opera completa del Botticelli (Milan, 1978), nos 46-48;

Hatfield, Botticelli, 76f; Lightbown, Botticelli, 11:29-32; n 53 below
on the medal.

32. On Albiera see Ficino, Letters, I1:54-55, 232; Poliziano (Del
Lungo), 145-47; A. Perosa, '"Febris: a poetic myth created by
Poliziano," JWCI 9 (1946):74-95; 1. Lavin, "Bust," 214-15; A. Brown,
Scala, 273 n 55; n 128 below. On Giovanna as a half-sister see Dumon,
Les Albizzi, 184 and Ch 3 n 203.

33. See citations in n 31; H. Friedman, "Two paintings by Botticelli
in the Kress Collection" in Studies in the History of Art Dedicated to
William E. Suida (London, 1959), 116-23; Shapley, Catalogue, 83-84;
the possibility that the portrait is actually posthumous is raised
most cogently by Hatfield, "Early Renaissance Portraits," 328. Horne,
Botticelli, 52-53 discusses Simonetta Vespucci's death and the
[iterary reaction but denies that any portraiture, in mythologies,
resul ted.

34. The letter was published by E. Ridolfi, "Giovanna Tornabuoni,"
432 n 2; see Ch 3 nn 125, 126. A wife's demise did not often provoke
such a personal, emotional response, although Giovanni Rucellai also
counted it "la maggior perdita che mai abbi avuto o potessi avere"
(Zibaldone, 119; F.W. Kent, "Making of a Renaisance Patron," 18), and
Federigo da Montefeltro's loss has often been connected with various
art (M. Lavin, "Corpus Domini," 22-23; M. Meiss, "Ovum Struthionis:
Symbol and Allusion in Piero della Francesca's MontefeTtro Altarpiece"
[1954] repr in his Painter's Choice, 105ff, esp 116f).

35. Wohl, Domenico Veneziano, esp 48-49, whose doubt on the
background representing Borgo degli Albizzi (as claimed, eg, by Thiem,
Sgraffito, P1 V2) is based on too literal an expectation.

An example, with further references, of a 15th century dialogue of
consolation is in P.0. Kristeller, "Francesco Bandini and His
Consolatory Dialogue Upon the Death of Simone Gondi" in his Studies in
Renaissance Thought and Letters (Rome, 1956), 411-35. It was a
father’s Toss of a son which generated the most intense and personal
reactions: on Giovanni Morelli, Giannozzo Manetti and Giovanni da
Ravenna see nn 210, 211 below; on Giovanni Chellini Ch 1 at n 111
above; F.W. Kent, Household and Lineage, 56. Further examples include
F. de Roover, "Andrea Banchi, Florentine Silk Manufacturer and
Merchant in the Fifteenth Century," Studies in Medieval and
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Renaissance History, 3 (1966):230 and n 26; Niccolini (Bec), 137;
VeTTuti (cited in n 28), 310-13. ,

When women were mourned it was as a lover or fiancée (see nn 32,
33 above), a wife (n 34 above) or, rarely, a mother (Lorenzo de'
Medici on his mother's death: Bandini, Catalogus Latinorum, II:cols
323, 605-08, the latter Francesco da Castiglione’s Lamentation
addressed to Lorenzo in Apr 1482; J. Clough, The Medici. A Tale of
Fifteen Generations [London, 1976], 156; Protocolli, 187-89;
Levantini-Pieroni, Lucrezia, 13-16, 62f; Pezzarossa, Lucrezia, 35-36;
J. Ross, Medici Correspondence, 244-45).

36. Wohl, Domenico Veneziano, 49, 60 nn 38-39 comments on the panel;
by implication, the studies of D. Shorr, "The Mourning Virgin and St.
John," AB 22 (1940):61-69 and M. Barasch, Gestures of Despair in
Medieval and Early Renaissance Art (New York, 1976) can be applied to
the Verrocchio especially, for which see also Ch 3 n 126; the fresco's
classical source has been discussed by Gombrich, Warburg, 180 and
Dacos, "Ghirlandaio et 1'Antique," 436-39. For DonatelTo's filtering
of classicism see H.W. Janson, "Donatello and the Antique," in
Donatello e i1 suo tempo (Florence, 1966), 77-96.

37. E. Casalini, Un inventario inedito del secolo XV. Testo dell'
inventario e note el testo dell'inventario (Florence, 1971), 106, Tine
471.

38. Domenico di Leonardo Buoninsegni, Storia della Citta di Firenze
dall'anno 1410 al 1460, ed T. Guadagni (Florence, 1637), 124. For
effigies and death masks of saints see L.M. Bulman, "Artistic
Patronage at SS.Annunziata 1440-c 1520" (Ph.D. diss, Univ of London,
1971), Ch IV, 13 (hereafter cited as Bulman, with all page numbers
referring to this chapter); R. Mode, "San Bernardino in Glory," AB 55
(1973):58-76; n 42 below. ' T

39. Casalini (cited in n 37), 106, line 464; Shearman, "Collections,"
Doc C, nos 74, 75.

40. Borsook, "Lecceto," 5, n 44 and Doc 63.

41. Seymour, Verrocchio, 170, Pls 139-41. Often difficult to
identify with certainty as either a young boy, Christ or the Baptist,
this bust type includes Ibid, P1 144; Pope-Hennessy, Victoria and
Albert Museum, P1s 185-87, 204-06, 390, 426; idem, Luca, figs 60, 6l.
Wackernagel, Florentine Renaissance Artist, 97 briefly but
perceptively noted that such works were "an intermediate stage between
the family portrait and household devotional image."

42. 1. Lavin, "Bust"; Schuyler, Busts, 67-69 on reliquaries, 118-19
on Brunelleschi; see also A. Moskowitz, "Donatello's Reliquary Bust of
Saint Rossore," AB 63 (1981):41-48.

43. For "memoria cera" see Davisson, "S.Trinita Sacristy," 317;
Filippo Strozzi required "torchi...et 4 falcole di cera biancha,...per
1'altare, con 1'arme nostra impressavi" (Borsook, "Lecceto," Doc 24)
as did a will regarding S.Trinita in 1367 (Hoger, Familienkapelle, 191
Doc II); Dante wrote of "Nature...printing the mortal wax™ (Paradiso,
VIII, Tine 128; XIII, lines 69f).

44. Bulman, 16: the quantity of votives peaked in 1480-1510.
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References on votives not otherwise cited here incl P. Aries, The
Hour of Our Death (New York, 1981), 286-88; Burke, Tradition and
Innovation, I41-42; L. Kriss-Rettenbeck, Das Votivbild (Munich, 1958),
chiefly illustrative; R. Lightbown, "Ex-votos in gold and silver: a
forgotten art," BM 121 (1979):353-59, mainly on France; G. Masi, "La
ceroplastica in Firenze nei secoli XV-XVI e la famiglia Benintendi,"
Rivista d'Arte 9 (1916):124-42; Meiss, Painter's Choice, 114, figs
101, 104; A. Strozzi, |ettere, 129, 134, 197; J. von Schlosser,
“Geschichte der PortratbiTdnerei in ,Wachs," Jahrbuch der
Kunsthistorischen Sammlungen des allerhochsten Kaiserhauses Wien 29
(1910):1/1-258; Vasari-Milanesi, III1:254, VI:632-35; Wackernagel,
Florentine Renaissance Artist, 78-79, 95, 98n 88, 267; Warburg,
Rinascita, 117-18, 137-41.

45. Dei, "Cronica," MSS, 119, f 32v; now in Romby, Descrizioni, 49.

46. For S.Maria Novella see Orlandi, Necrologio, II:40, 398; for Or
San Michele, Compagni, Cronica, 141 mentions 'molte immagine di cera"
destroyed by fire in 1304; Sacchetti's Novelle mention wax votives
there (Warburg, Rinascita, 137); and Bulman, 7 refers to a ruling of
1417.

47. The best treatment of votives at SS.Annunziata is Bulman, Ch IV;
see also G. Brunetti, "Una vacchetta segnata A" in Scritti di storia
dell'arte in onore di Ugo Procacci, ed. M. Grazia Ciardi Dupre Dal
Poggetto and P. Dal Poggetto (MiTan, 1977), 1:228-35 for an inventory
of 1439; S. Lang, "The Programme of the SS.Annunziata in Florence,"
JWCI 17 (1954):288-300; Teubner, "Langhaus der SS. Annunziata," esp
35, 36, 38, 41 and Docs XII no 4, XIII, XVII no 1, XXV, XXVI no 3,
XXVII; P. Tonini, I1 Santuario della Santissima Annunziata di Firenze
(Florence, 1876). ~ George Eliot's Romola, Ch 14 is an evocative
reconstruction of the church's crowded appearance which Fra Domenico
Corella's Theotocon of 1469 had mentioned: "This hall has the look of
a city, where modeled settlers live, so many men's images are in it
. tightly packed" (Gilbert, Documents, 151).

48. Brucker, Documentary Study, 186. Other accounts of visitors incl
Arlotto, Facezie, 45-46; Bulman, 1, 3; Benedetto da Cepparello's
letter to Lucrezia Tornabuoni of 24 Sept 1477 in del Badia,
Miscellanea Fiorentina, 11:141-42. For the Gonzaga see esp B. Brown,
"SS.Annunziata.”

49. Bulman, 7; Teubner, "Langhaus der SS. Annunziata," Doc XXVII no
9; the Theotocon mentions "kings and powerful lords," "generals,"
"aged lords ... and younger ones," "kings and famous dukes and
powerful tyrants" (Gilbert, Documents, 150, 152). Legislation in 1401
permitted only an "“uomo di RepubbTica ed abile alle arti maggiore" to
leave his "voto in figura" but Bulman thinks this was not followed
ég?rburg, Rinascita, 137 n 4; cf Bulman, 6-7 and Trexler, Public Life,

50. Bulman, 7; Caplow, Michelozzo, 576; A. Parronchi, "Storia di una
'‘Gatta Malata,'" Paragone 157 (1963):60-68.

51. Vasari-Milanesi, I11:373-74; Bulman, 10 cites a document of 21
Mar 1479.

52. Vasari-Milanesi, loc.cit.; the Este also placed votives at Assisi
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(Bulman, 2 nn 4, 5). Lorenzo's other votives included a silver bust
in the Baptistery (Wackernagel, Florentine Renaissance Artist, 28, 34)
and Rossi, Ricordanze, 238 recorded Lorenzo’s actions "per boto a
S.Maria di Coreto™ in 1488. For comparative use of a votive image by
the Gonzaga in 1497 see n 135 below.

53. Trexler, "Martyrs," esp 298, 307, to which I would add a greater
stress on the family overtones. The medal is reproduced in Hatfield,
Botticelli, fig 35, with Giuliano's, inscribed LVCTVS PVBLICVS, as fig
36. Although they would support his case, Trexler does not mention
the votives, nor Giuliano's panel portraits (nn 31, 33 above) which
Shapley, Catalogue, 84 and n 3 thinks were commissioned "to foster the
jdea that the young prince was a martyr." It is intriguing to note
that in 1739 Francesconi, Firenze sacra, 53-54 recorded a regular mass
on the last Sunday in April at S. Croce "per 1'anima di Francesco di
Antonio Nori, che mori per difendere la vita a Lorenzo de' Medici."
Francesco had died with Giuliano in April 1476. For possible
commemoration of Giuliano by the Tornabuoni see Ch 3 n 208, Ch 4 n 32.

On the other hand, I would differ somewhat from Trexler's overall
interpretation. That Alamanno Rinuccini in 1493 could, when
addressing the Signoria, fervently refer to Justice and the "infinito
numero di martyri" who died "per zelo della iustitia et constantia et
per difensione della fede" (Lettere, 203), suggests that the civic
connotations of martyrdom were not confined to the Medici or
Savonarola. Probably Lorenzo was manipulating beliefs more commonly
held than Trexler allows (also cf his n 11 with Rucellai, Zibaldone,
30 and Watson, "Virtu and Voluptas," 311). Lorenzo, let alone Giorgio
Antonio Vespucci in 1499, also could have been attending anew to the
Martyrs at a time when penitential, active worship was growing (eg n
214 below).

54. Wackernagel's study still remains a rare reconstruction of art's
physical context. In museums, the Palazzo Davanzati is a refreshing
exception: M. Fossi Todorow (ed) Palazzo Davanzati (Florence, 1979).

55. On the Puritd confraternity of "gentili uomini e di stato" see
Fineschi, Cimitero, 29-30; Orlandi, Necrologio, II1:332, 338; Trexler,
"Adolescence,” 264; Public Life, 114; Wackernagel, Florentine
Renaissance Artist, 44, Conv Soppr, 102, 94, second filza of
inventari, 1s a later copy of the June 1474 agreement whereby the
Ricasoli patrons of the Purita chapel were able to destroy old tombs
and display their arme. ~ For Prato see Morselli and Corti, S.Maria
delle Carceri, esp 69-70. Several others are mentioned in
Sinding-Larsen, "Centralized Church" and include Assisi and Loreto.
The "Nutiata e Santa Maria de Loreto, Santa Maria degli Angeli, ..."
were precisely the guises used by a prisoner to invoke the Virgin's
aid: Pampaloni, "Francesco Cegia," 230.

56. Craven, "Patronage in Florence 1494-1512," 66: “Sandro di
botticelli per dipintura della testa di piero nostro padre." That the
“"decorative or minor arts ... must be embraced in the mainstream of
the history of forms" is also the argument, well substantiated, in
Haines, "Sacrestia delle Messe", 23.

57. Paintings with thanksgiving connotations are cited by G.
Achenbach, "The Iconography of Tobias and the Angel in Florentine
Painting of the Renaissance," Marsyas 3 (1943-45), esp 82 n 10, fig 2;
Bulman, n 13; and include Raphael's Madonna di Foligno. Inscribed
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"vows" near donor portraits include Lane, "Medieval Devotional
Figure," 55, 58 n 1, 62 n 2, 71 (hereafter cited as Lane, 1970).

58. Zeri and Gardner, Florentine School, 49-52, 88-91 for the panels.
Donor portraiture as a distinct category is now receiving more
attention: see, in chronological order, E. Schaeffer, Das Florentiner
Bildnis (Munich, 1904), Ch 2; Pope-Hennessy, Portrait (1966), Ch VI;
K. Bauch, "Giotto und die Portrdtkunst" in Giotto e il suo tempo
(Florence, 1967), 299-309; Lane, 1970; D. Kochs, Die
Stifterdarstellung in der italienischen Malerei des 13-15 Jahrhunderts
(Diss., Cologne, 19717, not available to me; Philip, Ghent ATtarpiece
(1971), 192-200; M. Lavin, "Sigismondo Malatesta" (1974); Debs, "From
eternity to here" (1975); E. Helter, Das altniederldndische
Stifterbild (Munich, 1976); P. Aries, The Hour of Our Death (French
ed, 1977; New York, 1981), 254f; S.G. Moulton, "Titian and the
Evolution of Donor Portraiture in Venice" (Ph.D. diss., Stanford Univ,
1977); Partridge and Starn, Raphael's 'Julius II' (1980), 97f; Geiger,
"Filippino Lippi" (1981):65-69.

59. Examples of votives incl Brunetti (cited in n 47), 230, 232:
Cardinal de' Conti at the foot of a silver Virgin and Child in 1439;
Bulman, 7, 12, with the importance of proximity to an altar on 9;
Lightbown (cited in n 44), 354-55, 359. Wackernagel's brief comment
is in his Florentine Renaissance Artist, 267.

60. G. Volpi (ed) Ricordi di Firenze dell'anno 1459 di autore anonimo
in Rerum Italicarum Scriptores, new ed. XXVIIT pt T (Citta di Castello,
1907):4-5.

6l. Goffen, "Masaccio," esp 501-04 applies Hebrews only to the
Trinity and mentions the Offertory Rite, for which see also Eisenhofer
and Lechner, Liturgy of the Roman Rite, 295-302; Hatfield, Botticelli,
42-48; Jungmann, Mass of the Roman Rite, esp 2-30; King, Liturgies of
the Orders, 381-82; Lane, 1970, 21-34; G.A. Michell, Landmarks 1n
Liturgy (London, 1961), Ch 2, 214; 0. von Simson, Sacred Fortress:
Byzantine Art and Statecraft in Ravenna (Chicago, 1948), esp 24-30,
36, 38, 88, 92, 98; Watkins, "Brancacci Chapel," 107; text at n 216
below.

62. W.E. Kleinbauer, "The Orant as Donor," Abstracts of Papers
Delivered in Art History Sessions, College Art Association of America
Conference, Jan 3I-Feb 3, 1979, Washington, 25; Lane, 1970, 38-41;
Panofsky, Tombs, Ch III passim.

63. On Ravenna see esp von Simson (cited in n 61), incl 24-30, 38;
also D. Bullough, "'Imagines Regum' and their significance in the
Early Medieval West" in Studies in Memory of David Talbot Rice, eds G.
Robertson and G. Henderson (Edinburgh, 1975), 227f. For portrayal of
the Emperor in general see Ibid, 223-76; Lane, 1970, 41-46; W.C.
Loerke, "The Miniature of the Trial in the Rossano Gospels," AB 43
(1961):171-95, esp 177-82; Ringbom, Icon to Narrative, 41. Another
essay of interest is E. Kitzinger's "Some Reflections on Portraiture
in Byzantine Art" (1963), repr in his The Art of Byzantium and the
Medieval West: Selected Studies, ed W.E. Kleinbauer (Indiana, 1976),
256ff. For a comparable instance, where Leo X was present at a
wedding by means of his portrait, see R. Sheer, "A new document
concerning Raphael's portrait of Leo X," BM 125 (1983):31-32.
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64. On Intercession see Lane, 1970, 28-34; R. Brooke, The Coming of
the Friars (London, 1975), 158 cites a Dominican document of 1250
where it was considered virtually heretical not to plead for
intercession, since the Cathars "never implore the help or patronage
of the angels or of the blessed Virgin or the saints."

65. J. Gardner, "The Stefaneschi Altarpiece: A Reconsideration," JWCI
37 (1974):57-103 for the Giotto. The Dominican example is discussed,
with others, in Cannon, "Dominican Patronage," 147-48 and "Simone
Martini," 84, P1 19a, who is not clear on whether the bishop, who died
in 1330, remained in Orvieto after the altarpiece was commissioned.
Nor does she comment on the Maries' address to the viewer/donor.

66. The altarpiece, discussed by Zeri and Gardner, Florentine School,
56-60, has been attributed since to Lorenzo di Niccolo by E. Fahy, "On
Lorenzo di Niccold," Apollo (Dec 1978):379. The inscriptions are
treated in Covi, "Inscription," 77f, App 106, 282; their textual
source by B. Lane, "The Symbolic Crucifixion in the Hours of Catherine
of Cleves," Oud Holland (1973):4-26, 10. See also Warner, Virgin
Mary, Ch 13 esp 199-200 and 0. von Simson, "Compassio and co-redemptio
in Roger van der Weyden's Descent from the Cross,™ AB 35 (1953):esp
11-12 for the Virgin's mercy but not this DoubTe Intercession type.

67. Seven Italian derivations are listed by Zeri and Gardner,
Florentine School, 58 n 2, to which can be added (i) a design by
GentiTe da Fabriano to commemorate the death of a Florentine patron
(1423): Christiansen, Gentile, 49, 106, P1 60 and (ii) variants
referring to deliverance from the plague which are more hierarchical
in that further saints plead beneath the Virgin and Christ: see BB
Central, II, P1s 654, 680 and BB Florentine, II, P1 894 (this last,
by Gozzoli, is the only Italian version other than the one of ¢ 1402,
listed by Reau, Iconographie, II/2, 123).

For the Lippi see ATte pinakothek Minchen. Italienische Malerei
(Munich, 1975), 64-65, PT 28; F. Gamba, "Di una predella falsamente
attribuita a Filippino Lippi" in Studi in onore di Matteo Marangoni
(Florence, 1957), 197-201; Vasari-Milanesi, 111:465-66. For the
Montreal example, Covi, "Inscription," 552-53; Fahy, Followers, 80 n
39; Lane (cited in n 66), esp 13, fig 13; M.N. Rosenfeld, "Problems of
Iconography in Italian Painting," Apollo 171 (May 1976):386, fig 4.

68. In the 6th century, St. Gregory's Libri Miraculorum already
records the Virgin protecting with her cToak a Jewish boy who had
participated in the Mass: Lane, 1970, 8, who never refers to the
Misericordia type. The Virgin is called "Advocata Universitatis" in a
manuscript in the manner of A. Gaddi: U. Procacci, The Gallery of the
Academy of Florence (Rome, 1951), 22. References to iconographical
discussions are given by Schulz, Bernardo Rossellino, 19 n 11.

69. Gilbert, Documents, 211-12 and see n 147 below.

Examples before 1458 which contain probable portraits include BB
Central, II, P1s 50 (c 1331), 407 (1364); BB Florentine, I, P1 427
(T435737) and the contemporaneous sculpted vérsion for the same
confraternity in Schulz, Bernardo Rossellino, Ch 1, figs 1ff;
Christiansen, Gentile, figs II, 14 {incl 1407); P. Deschamps, "La
Vierge au Manteau dans les peintures murales de la fin du moyen age"
in Scritti di Storia dell'Arte in Onore di Mario Salmi (Rome, 1962),
I1:1/5-85, fig 2 (Tate 14th century); Grossato, Da Giotto al Mantegna,
nos 71, 72 (1408, 1419).
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A variant is another instance of continuity: for the type in
which one edge of the seated Virgin's cloak is lifted around kneeling
donors we have examples from the Dugento (White, Duccio, 55), Trecento
(Lane, 1970, 139) and Quattrocento (Mantegna: n 134 beTow).

70. E. Brockhaus, "La Famiglia Vespucci e 1'affresco del Ghirlandajo
in Ognissanti" in his Ricerche sopra alcuni capolavori d'arte
fiorentina (Milan, 1902), 8I-127; G. Davies, Ghirlandaio, 20f; R.
Cangton Douglas, "The Contemporary Portraits of Amerigo Vespucci," BM
(1944):30-37; Lauts, Ghirlandaio, 8-9, 48, P1s 4-9; van Marle, Italian
Schools, XII1:10-12, Tig 2; Rosenauer, "Fruhen Werke," 60f dates the
work ¢ 1480, but it seems to me and others rather earlier than the
Sistine frescoes.

71. Lane, 1970, esp 12, 14, 15, 25, 27-8, 110.

72. Borsook, Mural Painters, 38-42, P1s 48-9. The doctrinal problems
leading up to The 1336 Bull and the particular involvement in these by
the Franciscans are placed evocatively in context by U. Eco, The Name
of the Rose, trans. (London, 1983), 296f.

At S.Croce the adjacent niche portrays a woman beneath a
Deposition: salvation is again the theme but neither tomb nor
boundaries allow such an explicit visionary reading. Nearby frescoes
with sleeping figures and a Resurrection scene from St. Sylvester's
cycle opposite further the chapel's iconographic emphasis.

Other tombs with a depiction in mosaic or fresco of the risen
soul, but above a carved effigy, include those of Bishops G. Durandus
(1296) and Giovanni de Coca (before 1494), both in the Dominican
church, S.Maria sopra Minerva, Rome. See also C. Dempsey, "Masaccio's
Trinity: Altarpiece or Tomb?" AB 54 (1972):278, 280; Panofsky, Tombs,
76ff and P1s 334f; Philip, Ghent Altarpiece, 206; A. Tenenti,
"'attesa del Giudizio Individuale nell'iconografia del Quattrocento"
in L'Attesa dell'eta nuova nella Spiritualita della fine del Medioevo,
Convegni del Centro di studi sulTa spiritualita medievale, III (Tod1,
1962), 173-93.

73. Brief comment on both works is made by Lane, 1970, 126-29 passim;
for Duccio see White, Duccio, esp 54-55, whose stress on the
Franciscans has been queried by a reviewer, H. van Os, who balances
this with mention of the Dominicans: BM (1981):166. For Fra Angelico
see at nn 162, 188f below. In general, the Dominicans are mentioned
also here at nn 26, 65, 118, 173, 187, 195, 204; Ch 5 Section D; Ch 7
at n 58f. The material in Cannon, "Dominican Patronage" could allow
my tentative conclusion on the Dominicans, but further comparative
research is needed.

Other works on the Dominicans and art include Antal, Florentine
Painting; Borsook, Mural Painters, eg 51; J. Cannon, "Dating the
frescoes by the Maestro di S.Francesco at Assisi," BM 124 (1982):69;
Cannon, "Simone Martini"; Geiger, "Filippino_Lippi,"™ 67ff; L. Gillet,
Histoire Artistique des Ordres Mendicants: Etude sur 1'Art religieux
en Europe du XIIIe au XVIIe siécles (Paris, 1912); V. Marchese, Lives
of the Most Eminent painters, sculptors and architects of the Order of
St. Dominic (Dublin, 1852); Meiss, Black Death, esp 9-26; G.G.
Meersseman, "L'architecture dominicaine au XIII® si&cle. Legislation
et pratique," Archivum Fratrum Praedicatorum 16 (1946):136-90; qidem,
"Origini del tipo di chiesa™; H. van Os, "The discovery of an early
'Man of Sorrows' on a Dominican triptych," JWCI 41 (1978):65-75;
Wackernagel, Florentine Renaissance Artist, 306-07.
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74. Stubblebine, Giotto, esp figs 2, 77 and the essays by Sch]ege}
and Shorr; also R.” Rough, "Enrico Scrovegni, the Cavalieri Gaudenti,
and the Arena Chapel in Padua," AB 62 (1980):24-35.

75. Gardner (cited in n 65), esp Pls 9, 10b, 16a; see Ch 7 Section F
on Giovanni's donor portrait.

76. For Simone Martini and the Dominicans see Cannon, "“Simone
Martini," esp 84-85 (n 65 above); on the Assisi Chapel, Borsook, Mural
Painters, esp 24, P1s 34, 35. Donor portraits in the Magdalen ChapeT,
Assisi, contemporaneous with Simone's fresco, are not as bold in
scale, placement, gesture or architectural setting, but are important
early examples (Ibid, P1s 14, 15).

The last phrase in my paragraph is M. Lavin's, "Sigismondo
Malatesta," 349; "mere familiarity" is White's judgement on
unspecified donor portraits sometime after Duccio's (Duccio, 55);
"intimacy" is seen as the endpoint of all implicitly "progressive"
devotional portraiture by Lane, 1970.

A French ms. of 1311 placed a full-size Countess in the same
space as a Virgin and Child before whom she kneels. Lane comments
that "an unprecedented degree of intimacy is achieved here, for the
Virgin reaches down and touches the devotee's wrists as if assuring
her that her prayer will be answered (106, fig 103). Another French
ms., unfinished in 1348, with a female donor, verbally referred to the
gesture which however was not shown visually: "manum misericordie tue
michi porrigas" (110, fig 110).

Countless examples of the hand- or wrist-holding gesture in Limbo
or at the Gates of Paradise include Ibid, 119 (the Duke of Berry
before the Gates); the Lorenzetti shop at Assisi itself in the 1320s
or earlier (Borsook, P1 40); also BB Central, II, P1 191; BB
Florentine, I, P1 290; van Marle, Italian Schools, IV:figs 133, 180,
V:fig 65. For later variations in other contexts see, eg, BB
Florentine, I, P1 278 and II, P1 845.

Lane considers the "equality of scale" between worshipper and
worshipped important and agrees with Meiss that this occurred well
before ¢ 1390 (117 n 4 cf Panofsky, Early Netherlandish Painting, 47).
But her concentration on mss and the Northern tradition Teads her to
give little attention to Italy and she ignores frescoes. Even
Giotto's Arena Chapel, earlier than the French ms. of 1311, is
mentioned in a negative context: "The large size of the donor ... does
not continue in [Italian] panel painting of this period" (133). The
sheer scale of wall painting, its own innovations and influence, need
consideration. Pope-Hennessy, Portrait, also neglects key instances
in this medium (nn 115, 119 below). Full size donors, "never in panel
paintings" of the earlier Trecento but present in fresco, a medium
permitting "greater freedom of invention," are noted briefly by H.
Maginnis, "The So-Called Dijon Master," Zeitschrift fur
Kunstgeschichte 43 (1980):133 n 24.

77. Borsook, Mural Painters, 30-31, P1 39; H. Maginnis, "Assisi
Revisited: Notes on Recent Observations," BM 117 (1975):516-17 and
idem, Letter, AB 62 (1980):481. T

/8. The Giottino is briefly discussed by Schaeffer (cited in n 58),
70, 73; Smart, Dawn, 84, P1 95.

Latgr examples include n 70 (Ghirlandaio), n 101 (Alfonso II) and
the Pieta by the Sienese Master of the Osservanza (1432-33: H. von
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Erffa, "Der Nﬂrnberger Stadtpatron auf italienischen Gemalden,"
MittFlor 20 [1976]:1-12, who incorrectly judges the scale of the
posthumous donor as innovative).

For examples, mostly self-portraits, of Tijian, Tintoretto,
Savoldo, Bandinelli and Michelangelo, in the Pieta or Entombment, see
Pope-Hennessy, Portrait, 295f, in which context several of his
preconceptions shine. Speaking of the examples by Titian and
Tintoretto, he says "in these paintings the portrait image partakes of
a corporate experience. But it was also possible, by eliminating
narrative, to reduce it to terms that were more meaningful. The first
occasion on which that is done in Italy is about 1525, in an
altarpiece" by Savoldo, "of which the upper part alone survives" and
in which we see that "the surrounding figures are for the first time
omitted, and a single portrait figure is introduced. The compostion
is indeed conceived in terms of an antithesis between the intensely
realized 1iving portrait and the head of the dead Christ" (my
emphases). Such a contrast is neither so evident, nor new nor
"meaningful," whatever Pope-Hennessy means by that term other than
presumed individualism, even modern agnosticism. For his quotation
from Michelangelo in this context see n 186 below.

79. J. Gardner, "Saint,Louis of Toulouse, Robert of Anjou and Simone
Martini," Zeitschrift fur Kunstgeschichte 39 (1976):12-33; also Debs,
"From eternity to here,” 49. For precedents see also E. Kitzinger,
"On the portrait of Roger II in the Martorana in Palermo," Proporzioni
3 (1950):30-35 (repr now in the Studies cited in n 63); Lane, figs 22,
23, 26, 29, 43, 49, 50, 64, 69, 78: the inscription in the 1llth
century Evangelary of Henry III is particularly clear on the
legitimacy granted thereby from a divine source, "Per me regnantes
vivant Heinricvs et Agnes," 69, fig 50; M. Lavin, "Sigismondo
Malatesta," 348 and n 10; S. Steinberg, "I ritratti dei rei Normanni
in Sicilia," La Bibliofilia 39 (1937):29-57.

80. The most recent bibliography and overview is presented by E.C.
Southard, The Frescoes in Siena's Palazzo Pubblico, 1289-1539: studies
in imagery and relations to other communal palaces in Tuscany (New
York, 1979). See esp N. Rubinstein, "Political Ideas 1n Sienese Art:
The Frescoes by Ambrogio Lorenzetti and Taddeo di Bartolo in the
Palazzo Pubblico," JWCI (1958):179-207; U. Feldges-Henning, "The
Pictorial Programme of the Sala Della Pace: A New Interpretation,"
JWCI 35 (1972):145-62, incl the idea that the City is shown as
Heavenly Jerusalem; supported by the argument in C. Frugoni, "The Book
of Wisdom and Lorenzetti's Fresco in the Palazzo Pubblico at Siena,"
JWCI 43 (1980):239-41. Pope-Hennessy, Portrait, 4 judges that "the
community is composed of individuals and can be depicted only in terms
of crudely differentiated portrait heads," which would appear to
suggest that such "individualism" could not be visually realised. On
the contrary, Borsook, Mural Painters, PT 47 shows seven heads, all

- carefully distinguished by feature, build, age and so on, yet arranged
in an isocephalic, dignified order.

8l. E. Borsook, "Maestro Francesco and a Portrait of the Signoria of
Florence" in Festschrift Ulrich Middeldorf (Berlin, 1968), 60-63. For
an early instance, 1310, of a single Podesta commemorated, with his
wife, beneath his name saint, see van Marle, Italian Schools, IV:fig 1
and Lane, 1970, 142; other instances of civic ruler portraits include
Larner, Culture and Society, Ch 4 and n 69 above.
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82. M. Lavin, "Sigismondo Malatesta;" with Tletters AB 57
(1975):306-07; and M. A. Lavin, "The Antique Source for the Tempio
Malatestiano's Greek Inscriptions," AB 59 (1977):421-22. These
studies cite only the Imperial and one-to-one tradition of ruler
portraiture such as Simone Martini's instance (n 79 above).

83. Trans in Chambers, Patrons, 173.

84. Wilkins, "Early Florentine Frescoes," esp 154, fig 23; Orlandi,
Necrologio, I1:444. Goffen, "Masaccio," 495 speaks of the saints in
the Trinity as "legal witnesses."

85. Borsook, "Lecceto," Doc 24.

86. See esp the issue of Revue de 1'Art 26 (1974):8ff on "Art de la
signature," although it does not address the matter of
interchangeability in the same context. Another notable instance is
the apse chapel designed by Alberti for his own benefice, S.Martino a
Gangalandi near Florence, where his arme act as signature in a
location that usually indicates patronage (the inscription only
acknowledges a local confraternity): Borsi, Alberti, 288-91. In
Ghiberti's Gates of Paradise the self-portrait is on the same eye
level as the inscription, forming a punctuation mark to that
signature: Krautheimer, Ghiberti, P1 81. Dirk Bouts, ¢ 1467, not only
signed a financial quittance with his patrons but added his
self-portrait: Blum, Netherlandish Triptychs, 64. For Ghirlandaio's
self-portraiture see n 133, Ch 7 at n 76f below. Unfortunately E.
Eng, "The Significance of the Mirror and the Self Portrait in
Renaissance Developments in Psychology" in Proceedings of the 10th
International Congress of the History of Science (Ithaca, 1962), 2,
1045-47, 1s too general.

87. Bulman, 7 and n 50 above; Ch 1 at n 89 for the placement of arme
and portraits.

88. Gombrich, Norm and Form, 42. Piero de' Medici and the Calimala
guild came to a compromise agreement in 1448 for the Cappella del
Crocefisso in S.Miniato al Monte: he was able to place his arme on the
“marble adornment" but the guild's arms were to be in the most
conspicuous place (Lightbown, Donatello and Michelozzo, 248).

89. Warburg, Rinascita, 228; for other instances see Ch 5 n 38. See
F.W. Kent, HousehoTd and Lineage, 254ff on the importance of family
arme; also Wackernagel, Florentine Renaissance Artist, 241, 267.

90. Vasari-Milanesi III:260-2; here quoted from the Everyman edition,
[1:71-72. See Ch 5 Section B (i) for a more detailed discussion.
Vasari says the "scudicciuolo" was "un quarto di braccio" and,
although there is some dispute on this, a braccia is given as an
average 58.33 cm in BM (June 1978):358 n 3.

91. Philip, Ghent Altarpiece, 196-97; also Lane, 1970, 207, 228 and
Purtle, Marian Paintings, 62: van Eyck's Rolin Altarpiece
"immortalized the chancelTor's prayer and devotion within the chapel."
See also n 194 below.

92. Trexler, "Setting," 130. In this context, more recently he has
used the Ricci dispute, although with minor errors (Public Life, 96)
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and the legal signification of arme would further enhance his case. A
votive's proximity to an altar was prestigious: Bulman, 9; A. Strozzi,
Lettere, 197 showed interest in a votive's location. Eisler, "Man of
Sorrows," esp 233 comments on arme and the position of a reliquary
which was probably also a eucharistic repository. Abbot Suger
"“mentioned his name on places where the eucharistic sacrifice was
celebrated" (Lane, 1970, 86).

93. See nn 149f below for the Corpus Christi; Ch 5 at nn 141, 173f
for the Tornabuoni vestments; B. Markowsky, "Eine Gruppe bemalter
Paliotti in Florenz und der Toskana und ihre textilen Vorbilder,"
MittFlor 17 (1973):105-40 for comparative material on other paliotti.

94. The phrase is Pope-Hennessy's, Portrait, 257, in a disappointing
Ch VI "Donor and Participant." See n 76 above on Lane.

95. The following discussion particularly refers to Eisler,
"Perspective"; Goffen, "Masaccio," esp 502-04; Lane, 1970, 148-49; for
the Rolin Madonna and the passage from Augustine see Purtle, Marian
Paintings, esp 61, 81; the Cavalli fresco by Altichiero is reproduced
in M. Lavin, "Montefeltro Altarpiece," fig 3. Reference is also made
to material, in this chapter, at nn 61, 78. Other works consulted
incl Berti, Masaccio, esp 115f; Borsook, Mural Painters, 58-63; Debs,
"From eternity to here," 5%; Dempsey (cited in n 72 above); E.
Hertlein, Masaccios Trinitat (Florence, 1979); R. Lieberman,
"Brunelleschi and Masaccio in Santa Maria Novella," Memorie Domenicane
n.s. 12 (1981):127-39, esp. 135; J. Polzer, "The Anatomy of Masaccio's
Holy Trinity," Jahrbuch der Berliner Museen 13 (1971):18-59;
Pope-Hennessy, Portrait, 257-58; Schlegel, "Masaccio's Trinity."

96. Not mentioned in Pope-Hennessy, Portrait; Lane, 1970; Hatfield,
Botticelli. See Beck, Masaccio, the documents, 17-24, 31-50; Berlin,
261; Berti, Masaccio, esp 152, Pls 24-25; Davisson, "Advent of the
Magi," 282; Debs, "From eternity to here," 52. J. Stubblebine, "'The
Face in the Crowd.' Some Early Sienese Self-Portraits," Apollo (Dec
1978):391 suggests that Masaccio portrayed himself here "struggling to
see us from between the horses' heads."

In the Brancacci chapel's window wall and the Raising, portraits
exist amongst crowds or as propagandistic "honour™ portraits (P.
Meller, "La Cappella Brancacci. Problemi Ritrattistici ed
Iconografici," Acropoli 1 [1960-61]:186-227, 273-312, often received
with some doubts). The register with the Tribute Money and Enthroning
of Peter may include a self-portrait, and portraits of patron(s) and
monks, but no donor portrait is easily distinguishable, just as an
archival search fails to reveal one! (A. Molho, "The Brancacci Chapel:
Studies in its Iconography and History," JWCI 40 [1977]:50-98). As
the Raising, on the lowest register, was not finished by Masaccio, the
inclusion of one there may have been intended.

For the Sagra see n 139; for the Bovi Chapel and Altichiero see
esp nn 112, 12%.

97. Hatfield, Botticelli, 33 and passim; also Davisson, "Advent of
the Magi." The iconography of Masaccio's altarpiece has been
commented upon by J. Shearman, "Masaccio's Pisa Altar-piece: an
alternative reconstruction," BM (1966):449-55, esp 454 (as Redemption,
although the predella is not considered) and C. Gardner von Tueffel,
"Masaccio and the Pisa altarpiece: a new approach," Jahrbuch der
Berliner Museen 19 (1977):23-68, esp 52-57 (on the Carmelite context
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but also not attending to the predella closely).

98. Davisson, "S.Trinita Sacristy," 324 (as Palla and his father
Nofri); Christiansen, Gentile, 98 more plausibly suggests Palla and
his son Lorenzo.

99. Conveniently available now in Gilbert, Documents, 157-58. Fra
Filippo Lippi's supposed use of models, esp his mistress, for the
Virgin is well known but need not be taken to mean that his paintings
are "more mundane than Fra Angelico's" (Shapley, Catalogue, 262).

100. See, eg, G. Scaglia, "An Allegorical Portrait of Emperor
Sigismund by Mariano Taccola of Siena," JWCI 31 (1968):428-34, esp 429
for earlier German instances; B. Kery, Kaiser Sigismund. Ikonographie
(Vienna, 1972); E. Knauer, "Kaiser Sigismund. Eine ikonographische
Nachlese" in Festschrift flr Otto von Simson zum 65 Geburtstag
(Berlin, 1977), 173-96. Emperors and rulers especially have entered
art as one of the Magi: other than the above, see, eg, n 141; Plant,
"Portraits," 412, fig 14 and, for King Louis of Hungary as St.
Ladislaus, fig 15; Philip, Ghent Altarpiece, 186 n 363.

Fouquet may have portrayed the King's mistress as the Virgin
(Berlin, 162 and Warner, Virgin Mary, 203, fig 28), as later English
painters certainly did (F. Cossa, "John Evelyn as penitent Magdalen:
‘saints' and 'malcontents' in seventeenth century English
portraiture," Rutgers Art Review. 1 [Jan 1980]:37-48. Rather unaware
of European traditions, the article treats other English examples of
"guise" too). As the Queen of Heaven, the Virgin was adaptable to the
visage or actions of a queen on earth (Warner, Virgin Mary, esp 114,
fig 15). An interesting example is Marie, Duchess of Gueldre and
Juliers, shown as her namesake, the Virgin Annunciate, around 1415,
perhaps as an "allegorical prayer for offspring": Panofsky, Early
Netherlandish Painting, 101; J. Harthan, Books of Hours and their
Owners (London, 19/7), 78f; M. Thomas, The Golden Age. Manuscript
painting at the time of Jean, Duke of Berry (New York, 1979), P1 34.

101. Bacci, Piero di Cosimo, 69-70, Tav 7; on St. Nicholas, Kaftal,
Iconography of the saints, 756ff and Davisson, "S.Trinita Sacristy,"
321; ftor Alfonso, G. Hersey, Alfonso II and the Artistic Renewal of
Naples 1485-1495 (London, 1970), 29, I118ff, Pis 169-73. See n /8 on
Giottino. Michelangelo's position on imitation, relevant to portrayal
as a "saint," is quoted in n 186 below. E. Wind's "Studies in
Allegorical Portraiture," JWCI 1 (1937-38):138-62, esp 152, is a
sensitive and thoughtful approach to "guise," examining Gridnewald's
portrayal of Albrecht von Brandenburg as St. Erasmus.

102. Meiss, Painter's Choice, 120.

Another form of "guise," perhaps even its origin (see n 104 for
an example from 1400), was to choose one's namesake, who was usually
one's patron saint: eg SS. Lorenzo and Cosmas appear in Fra Angelico's
altarpiece commissioned by the 1ike-named Medici brothers for S.Marco
(Pope-Hennessy, Fra Angelico, 199-200, P1 48).

Other exampTes of "guise," not always certain however, include
Luca Pacioli 1in Piero della Francesca's Brera Altarpiece
(Pope-Hennessy, Portrait, 269, 325 n 8) and Gino Capponi as St.
Sebastian in PolTaiuoTo's altarpiece for the Pucci chapel (M. Davies,
London, 444; Ettlinger, Pollaiuolo, 140): both instances where, if the
identifications are accurate, the artist seems to have been using a
face as a model rather than a donor as an imitator, for which see n
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105 below.

Douglas (cited n 70 above), 35, identifies St. George in
Ghirlandaio's Deposition as Giorgio Vespucci. P. H. Jolly, "Antonello
da Messina's 'St. Jerome in his Study': a disguised portrait?" BM 124
(1982):27-29 sees Alfonso V as St. Jerome and gives many exampTes at
29 n 8. Donatello may have "disguised" himself as S. Rossore
(Moskowitz, cited in n 42).

103. For Botticelli see M. Davies, London, 100; the Ghirlandaio,
Borsook and Offerhaus, "Storia e leggende,” 291; for the Pucci arme in
Pollaiuolo's altarpiece, Thomas, "Classical reliefs," 80; also G.
Smith, "Bronzino's Holy Family in Vienna: a note on the identity of

its patron," Source 2 (Fall 1982):21-25.

104. Taddeo Bartolo fittingly portrayed himself as St. Thaddeus and
gestures in scholarly disputation in the Assumption altarpiece,
Montepulciano, 1400: van Os, "Persona," 449-50, who would disagree
with Pope-Hennessy, Portrait, 4 and fig 1 who claims that "his puzzled
face peers out at us through the ground fog of a theocratic world."

For Botticelli see Hatfield, Botticelli, 31-32, 70, 100; L.D. and
H.S. Ettlinger, Botticelli (London, 1976), 41 claim “it is unlikely
that a fifteenth century painter should have included his own
full-lTength likeness in so prominent a place." Lippi at Spoleto and
Gozzoli at S.Gimignano already had shown themselves full-length.
Botticelli's more assertive forward thrust, accentuated by elbow,
glance and colour, would all suit a young, ambitious and aware artist,
here working for a "parvenu" (Hatfield, Botticelli, 22).

On Michelangelo, see C. Seymour, MicheTangelo's David: A Search
for Identity (Pittsburgh, 1967) and D. Summers, "David's Scowl" in
Collaboration in Italian Renaissance Art, eds W. Stedman Sheard and J.
Paoletti (New Haven, 19/8), 113-24; for Giorgione, Ibid, 120 n 24 and
J. Anderson, "The Giorgionesque Portrait: From Likeness to Allegory,"
in Giorgione. Atti del Convegno Internazionale di Studio per il 50
Centenario della Nascita (Venice, 1979), 153-58. Other comment of
interest includes E. Panofsky, "'Facies illa Rogeri Maximi Pictoris'"
in Late Classical and Medieval Studies in honour of A. M. Friend, Jr.
(Princeton, 1955), 392-400 and on St. Luke as a painter in relation to
self-portraiture see also Goffen, "Icon and vision," 505-11.

Around 1476, in his own burial chapel, Vecchietta produced ...0B
SVAM DEVOTIONEM, a panel of the Virgin and Child which includes his
name saint, S.Lorenzo, kneeling like a donor, being presented by St.
Peter and receiving a blessing which is equally a recognition directed
at the viewer (including the artist as devotee). Although van Os does
not comment on this possibility, which would support his argument, it
is likely that we have here a conflation of donor, self and "guise"
portraiture (cf Alberti, n 86 above; van Os, "Persona," 453, figs 16,
17 which compares well with another possible self-portrait, fig 8, on
which see n 133 below).

) For other self-portraiture in a religious context see nn 78, 105
ere.

105. Janson, Donatello, 35, 40-41, who argues differently;
Vasari-Milanesi I1:294-95 (Masaccio). Similar motivations may lie
behind Donatello's possible self-portrayal in his reliquary bust of
S.Rossore: Moskowitz (cited in n 42). For the use of models by Lippi,
Pollaiuolo and Piero della Francesca see nn 99, 102 above.

106. See also Sections D (i) and E below. The references here are to
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Eisler, "Perspective" and M. Kemp, "Science, Non-science and Nonsense:
The Interpretation of Brunelleschi's Perspective," AH 1 (1978):1}4—61,
esp 151-54, who concludes that "our next task in explaining its
[Brunelleschi's perspective] historical position will lie within an
understanding of the growth of naturalism in art. This growth has, I
believe, more to do with the specific functions of images than with
'paradigms' of collective psychology or nebulous spirits of an age."
Earlier he suggests that we search for "shared motivation," which for
him means "the emulation of antiquity." I am more concerned with
religious "functions."

Naturally examples where naturalism is "read" beneath its
surface, between the lines, by art historians, are more plentiful than
I can name: another would be van 0s' brief indication that
Vecchietta's bronze Resurrected Christ (1476) “is in the most literal
sense the embodiment of physical triumph over death, which is sin,
symbolized by the snake. That is the inner motivation for this
verism" ("Persona," 453). On the other hand, too often "intimacy" is
considered the ultimate purpose of naturalism (eg nn 76, 102 here).

107. 0'Malley, Praise and Blame, passim, incl 173, 176, 178, 181 and
his "Preaching,” esp 417-19, 430f; see also nn 153, 175, 179 below.
T. Martone, "Interpretation of the Sistine Ceiling" (letter) AB 64
(1982):484-85 makes use of 0'Malley, as does Steinberg, "Sexuality of
Christ," herewith quoted from 9, 24, 12, 127 (who cites works by
Ghirlandaio and his school: Pls-46, 50, 51, 66, 178). The last
quotation is from 0'Malley's "Postscript" in Steinberg, 201.

108. Borsook and Offerhaus, "Storia e leggenda"; idem, History and
Legend; Meiss, Painter's Choice, 120-21; W. Welliver, L' Impero
Fiorentino (Florence, 1957); idem, "Alterations in Ghirlandaio's S.

Trinita Frescoes," Art Quarterly 32 (1969):269-81.

109. Pope-Hennessy, Portrait, 263: "Florentine fresco cycles commonly
included portraits, but the Flemish practice of donor portraiture was
distinct from the commemoration of the family in frescoes; it provided
an occasion for personal commemoration which paid tribute to the
devotion of the individual, ministered to his self-importance, and
supplied a record of his physique." Again he posits the implicit
progress from corporate to individual (n 78 above), whereas such donor
portraiture of "individuals" either side of a central scene had had a
long life in Italy (Lane, 1970, 125ff and n 58 above). Nor did
“commemoration of the family" exclude "devotion," "self-importance" or
a "record" of physique. Indeed, Gilbert's comment precisely focuses
on group portrayal after ¢ 1475 ("Portrait," esp 283-85).

110. To choose just one of Berenson's volumes, see the examples (some
of which are only possibilities) in BB Central, II, incl P1s 142, 143,
174, 193, 220f, 514, 521, 547f, 626.

111. Philip, Ghent Altarpiece, 186-87, fig 184.

112. Plant, "Portraits," quoted here from 425, 412. The over-eager
inclusion of portraits could have its dangers however: in Altichiero's
Martyrdom of St. George, Oratory of St. George, Padua, Francesco da
Carrara 1s one of three men on horseback who supervise more than
witness the execution! (BB Central, II, P1 223; on the identification
but not the problem see Plant, "Fresco Painting," 207).
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113. Larner, Culture and Society, Ch 5; Keller, "Die Entstehung des
Bildnisses." ~— Works in Naples included Simone Martini's Anjou
Altarpiece (n 79 above) and a fresco cycle of the sacraments, once
attributed to Giotto (BB Central, II, P1s 143-45; van Marle, Italian
Schools, V:332ff; Vasari-Milanesi, 1:422-25). Losses are many,
incTuding works by Giotto in Naples and Milan: C. Gilbert, "The Fresco
by Giotto in Milan," Arte Lombarda 47/8 (1977):31-72; C.L.
Joost-Gaugier, "Giotto's Hero Cycle in Naples: A Prototype of [onne
I1lustri and a Possible Literary Connection," Zeitschrift fur
Kunstgeschichte 43 (1980):311-18; Vasari-Milanesi, I:389-9I, 400-01.

114. On Ferrara see esp Warburg, "Arte Italiana e Astrologia
Internazionale nel Palazzo Schifanoja di Ferrara" (1912), in his
Rinascita, 249ff; for Mantua, n 115 below; for Milan and Lombardy, eg,
Gilbert, Documents, 122-26, 139-40.

115. Gilbert, Documents, 130-31. A convenient overview and
bibliography is available in D. Chambers and J. Martineau (eds)
Splendours of the Gonzaga (Victoria and Albert Museum, London, 1981),
esp C. Elam, "Mantegna at Mantua," 15-25 and catalogue entry, 118-21;
see also Debs, "From eternity to here," 52-53. Pope-Hennessy,
Portrait, 86-89 mentions Mantegna but his Ch V "The Court Portrait"
rarely treats frescoes.

116. Gozzoli still awaits detailed investigation: see Gombrich, Norm
and Form, esp 48f; A. Grote, "A Hitherto Unpublished Letter on Benozzo
Gozzoli's Frescoes in the Palazzo Medici-Riccardi," JWCI 27
(1964):321-22; Padoa Rizzo, Gozzoli, 55ff, 123-24. For the mileau see
also E.H. Gombrich, "Alberto Avogadro's Descriptions of the Badia of
Fiesole and the Villa of Careggi," Italia Medioevale e Umanistica 5
(1962):217-29; C. Gutkind, Cosimo de™ Medici, Pater Patriae, 1389-1464
(Oxford, 1938), esp 216-21, 235; Hatfield, "Magi" and his article
cited in n 24 here. For Domenico Veneziano's tondo of the Magi see n
141; other instances of portraiture in the Magi narrative incl nn 96,
98, 100 here, but for extended discussion see Davisson, "“Advent of the
Magi" and Hatfield, Botticelli.

117. See n 74 for the Arena Chapel and for the Palazzo del Podesta, E.
H. Gombrich, "Giotto's portrait of Dante?" BM 121 (1979): 471-83 and
Vasari-Milanesi, 1:372-73, 413-22. '__

118. NA, M 237, fff 192r-193v (1486). On the Strozzi Chapel see BB
Florentine, I, P1s 194-200; Giles, “Strozzi Chapel."

For Andrea di Firenze's Spanish Chapel see BB Florentine, I, Pls
235-45 passim incl P1 243, a possible donor portrait; Borsook, Mural
Painters, 48-54, Pls 59-65; M. Devlin, "An English Knight of the
Garter in the Spanish Chapel in Florence," Speculum 4 (1929):270-81;
Fineschi, Corpus Domini, 13; Gardner, "Chapterhouse Frescoes"; A.
Luttrell, "A Hospitaller in a Florentine Fresco: 1366/8," BM 114
(1972):362-66; Meiss, Black Death, 94ff; P. Watson, "The Spanish
Chapel: Portraits of Poets or a Portrait of Christian Order?" Memorie
Domenicane, n.s., no 11 (1980):471-87; n 163 below.

For Dominican portraiture see Cannon, "Dominican Patronage," esp
Chs 4 and 5; nn 65, 73, 162 here. B.H. Rosenwein and L.K. Little,
“Social meaning in the Monastic and Mendicant Spiritualities," Past
and Present 63 (1974):21, contrasts Dominic, "one of the least
charismatic of saints," with "the immediate, personal example" set by
the "Christ-like" Francis. The institutional and social context
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treated in that article would be a useful starting point for further
investigation of Mendicant attitudes to art. The Dominicans were
leaders in the development of hagiographical literature: P. Mandonnet,
"Order of Preachers" in The Catholic Encyclopaedia (New York, 1911),
XI11:364.

For Fra Angelico's Crucifixion in S.Marco's capitolo see
Pope-Hennessy, Fra Angelico, 22, 205-06, Pls 72-73; for his Risen
Christ glorified in the Court of Heaven adored by Dominican saints and
beati, the predella from the altarpiece of S.Domenico, Fiesole, 10,
12, 189-90, fig 1, P1s 4-5 and M. Davies, London, 16-31. The series
of 40 learned Dominicans in the capitolo of S.Niccold, Treviso (1352)
is the most famous precedent: BB Central, II, P1s 260, 262; Gardner,
127-28; van Marle, Italian Schools, IV:358ff, figs 182f; Plant,
"Fresco Painting," Ch IV; Smart, Dawn, P1 169. But sometime c 1336-47,
a Florentine precedent for Fra Angelico's predella was undertaken at
S.Maria Novella, with a panel by the Master of the Dominican Effigies
showing Christ and the Virgin enthroned, surrounded by 17 Dominican
saints and beati in the court of paradise, which is in fact the
earliest known depiction of any beati: Antal, Florentine Painting,
185-86, 338, P1 34; Kaftal, Iconography of the saints, xxx. For Tater
examples, incl a Dominican tree, frescoed at the convent in the
Trecento, see Lunardi, S.Maria Novella, 37-38, with ills. Other
examples, of Dominicans as donor portraits in the Trecento, include BB
Central, II, P1s 84, 85, 330, 522 and Berlin, 45-46.

119. Gilbert, "Portrait," 283. For the use of models see n 105.
Pope-Hennessy, Portrait, 19 incorrectly states that "in North Italy
the collective portrait made its appearance rather later than in
Florence," referring to Pisanello and Gentile Bellini. Gilbert,
Documents, 198, 211 is also inaccurate, claiming that "portraits in
the crowd of spectators ... seems to have first appeared just about
1460," citing Lippi, Gozzoli and Piero della Francesca, that is, only
Tuscan examples. For the Giovanni da Milano fresco in S.Croce (note
his Lombard origin) see BB Florentine, I, P1 123.

120. Plant, "Fresco Painting": I have consulted only Ch V, on Padua
and Verona, and the Conclusion in detail. Other chapters treat such
places as Avignon, Bologna and Treviso. My quotations here are from
226-30 passim. On the narratee see also G. Prince, "Introduction to
the Study of the Narratee" (1973) repr in Reader-Response Criticism.
From Formalism to Post-Structuralism, ed J.P. Tompkins (Baltimore,

13980), 7-25.

121. Plant, "“Fresco Painting," 204 (other examples of types and
generations portrayed are noted explicitly at 206, 211). The Baptism
is also illustrated in idem, "Portraits," fig 10. For another,
relevant aspect of the influence of religious practice and belief on
style and iconography see R. Goffen, "'Nostra Conversatio in Caelis
Est': Observations on the 'Sacra Conversazione' in the Trecento," AB
61 (1979):198-222, esp 215, 220-21. T

122. Plant, "Fresco Painting," 228; Baxandall, Giotto and the Orators,
esp 54, 87, 91f, 94-96, 134, 136-37 and quoted, with emphases added,
from 104, 108-10. For Alberti see n 205 below. For Poliziano's ideal
of the docta varietas see Summers, Michelangelo, 242-49. Since
Florentine portrayal during the Trecento often occurred in
non-narratives, a portrait was not a narrative device alone, nor was
it thus when Tuscan portraiture did enter the narrative.
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123. For Alberti see n 201. Plant, "Fresco Painting," 229 makes a
similar comment on Michelangelo, but not in relation to Alberti, where
incidentally, she does not note adequately that Trexler and Hatfield
discuss the Quattrocento more than the Trecento: her desire to ignore
Tuscany also tends to negate a century.

124. Gilbert, "Portrait," 283-84 where he reverses the dating of
Ghirlandaio's cycles, putting the Sassetti implicitly after the
Tornaquinci chapel. Unfortunately his comments are brief and my
development from them, to stress the viewer and a visual tension,
would disagree with his approach (nn 119, 207 here). Another key
example would be Botticelli's Adoration of the Magi, Uffizi, Florence,
¢ 1472-75 (Hatfield, Botticelli, esp 29-32). As may be Vecchietta's
Way to Calvary, Baptistery, Siena where three portraits on the edge
stand, observe or comment (BB Central, II, P1 802). Gozzoli and
Ghirlandaio in S.Gimignano had begun to edge full-length portraiture
into greater prominence too. For the Bovi chapel see Grossato, Da
Giotto al Mantegna, no 59 and van Marle, Italian Schools, IV:fig 87.

125. I have tried to take account of Tlosses: eg see nn 113 (Giotto),
139 (Masaccio's Sagra), 140 (in Santa Lucia), 141 (in S.Egidio), 156
(Fra Angelico at Rome). Another example of interest, Filippino
Lippi's panel showing himself with his friend and patron, Piero
Pugliese, is documented in A. Perosa, "Un'opera sconosciuta di
Filippino Lippi nella testimonianza di un poeta umanista," Rivista
d'Arte 24 (1942): 193-99.

One of our most important losses is the fresco cycle with 01d
Testament stories by Baldovinetti in the main chapel, S.Trinita,
commissioned by Messer Bongianni di Bongianni Gianfigliazzi early in
1471 (just after he was knighted but years since he was granted
patronage rights in 1464) but not finalised until arbitration and
payment in 1497. Nor does Baldovinetti's window (1466) survive, but
his Trinity altarpiece does (Accademia, Florence: van Marle, Italian
SchooTs, XI:fig 176, of 1470-72), along with the Prophets in the vauTt
and remains of the lunettes (illustrated in Nocioni, S.Trinita, 67).
Vasari reports that Lorenzo de' Medici and a renowned clockmaker and
astrologer, Lorenzo della Volpaia, were portrayed in Sheba visiting
Solomon. Later writers often record further unnamed portraits in this
appropriately courtly scene. Opposite this were portrayed various
Gianfigliazzi men and other oligarchs, some of whom may be posthumous
if Vasari's identifications are correct (eg Giuliano de' Medici died
in 1478, Paolo Toscanelli [astronomer and geographer] in 1482,
Bongianni himself in 1484). The selection of scenes and some of the
portraits suggest an iconography treating wisdom and prophecy,
including astronomy.

The inclusion of many portraits, particularly Lorenzo's, was an
important precedent for Ghirlandaio's nearby frescoes in the Sassetti
chapel (c 1482f), esp since Baldovinetti is often considered
Ghirlandaio's teacher (see Ch 7 at n 83f). The unnamed scene, with at
least 4 portraits on one side, 6 the other, may have been crowded in
Gozzoli's mode, or more like Ghirlandaio's: the degree of "bold entry"
and distinguishable clarity can never be known. No other comparable
works by Baldovinetti, including his involvement at S.Egidio,
survives. Of course another cappella maggiore with portraits was to
be the Tornaquinci chapel, where Bongianni's daughter, Lorenzo
Tornabuoni's second wife, was portrayed, ¢ 1489-90 (Ch 4 at n 76f).

The bibliography consulted for the Gianfigliazzi chapel was, in
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chronological order, Vasari-Milanesi, 11:592-95, VIII:87; S. Rosselli,
Sepoltuario, MSS, 625, II, 918-19; Richa, Chiese, I11:177-78; H.
Horne, "A newly discovered 'Libro di Ricordi® of Alessandro
Baldovinetti," BM 2 (1903):22-32, 167-74, 377-90; G. Poggi, I ricordi
di Alesso Baldovinetti (Florence, 1909), esp 4-5, 9-10, 14-16, 37-38,
48-49, 51-52; van Marle, XI1:247-48, 272-75; Kennedy, Baldovinetti, esp
172ff, 237, 247; Chambers, Patrons and Artists, 205-06; R.N. Vasaturo,
Church of S.Trinita. Historical Notes and Artistic Guide (Florence,
1973), 28, 38, figs 29-31; Nocioni, 30-32, 100-05; Sale, Strozzi
Chapel, 171-74.

126. Alpers, "Exclusions," esp 185, 190, 193 has astute, succinct
comments on Alberti; see also A. Procaccini, "Alberti and the
'Framing' of Perspective," Journal of Aesthetics and Art Criticism 40
(1981):29-39. Hindsight is treated by J. Ackerman, "StyTe" in Art and
Archaelogy with R. Carpenter (New Jersey, 1963), 164ff.

127. Another sort of visual distinction to indicate portraits was made
in Byzantine art, where portraits were often more abstract than the
Saints and especially less actual than Christ. The square nimbus was
another device to distinguish secular from sacred. See Kitzinger
(cited in n 63), esp 186, 188, 190.

128. For the painting by Lorenzo Costa in Bologna see C.M. Ady, The
Bentivoglio of Bologna. A study. in despotism (1937) (Oxford, 1969),
1427; BB Central, III, PT 1626 with the Triumphs opposite, 1628-29.
The inscription commends Giovanni Bentivoglio, his family and his city
to the Virgin's (intercessory) prayers.

Other references are to I. Lavin, "Bust," esp 213-15; for Ficino
and inwardness see Section D ii below; for Albiera's bust, n 32. J.
Bialostocki, "Man and Mirror in Painting: Reality and Transience" in
Studies in Late Medieval and Renaissance Painting in Honor of Millard
Meiss (New York, 1977), 61-72, esp 68, explains the absence of mirrors
and reflections in 15th century Italian art as due to "their lack of
experience in the oil-painting technique." But when mentioning
Brunelleschi's perspective experiments with panels containing real
mirrors, he implies another reason: "the mirror was not in the
picture; in Brunelleschi's works, it became an element of the
picture," a point which can then be applied to my notion of a
metaphorical threshold.

Since writing this chapter I have dipped into M.A. Caws, The Eye
in the Text. Essays on Perception, Mannerist to Modern (Princeton,
1981) which evocatively treats thresholds, mirrors, gaze, gesture and
so on, mainly in the work of French poets. Any future work on the
ideas in this chapter would benefit from a reading of that text. So
too our "post-modern" self-consciousness could be employed to
re-examine the role of visual irony during the Renaissance: in the
meantime see E. Reiss, "Medieval Irony," Journal of the History of
Ideas 42 (1981):209-26, esp 214, 218.

129. The only discussion known to me is A. Chastel, "Le Donateur in
abisso dans Les Pale," originally in Festschrift fur Otto von Simson
zum 65. Geburtstag (Berlin, 1977), 273-83; repr in his Fables, Formes,
Figures, I11:129-44. He locates the innovation at Verona, ¢ 1470-1530,
and cites few precedents, although Filippo Lippi is mentioned. But he
does not notice Lippi's most obvious example, the Virgin and Child
with angels and a helf-length donor in the Fitzwilliam Museum,
Cambridge: Marchini, Filippo Lippi, 199, P1 10.
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Chastel's exclusion of earlier instances in Venice can be
corrected by reference to Goffen, "Icon and vision" (quoted here from
499; see H. Wohl, letter, AB 58 [1976]:473-74 for his addition on
Domenico Veneziano). Other examples include the Gentile Bellini of ¢
1450-60 in Berlin, 48 (with later Venetian instances, 43, 106) and an
example from Giovanni Bellini's worshop in Paris, Louvre, 151.

The earliest dated instance known to me is a fresco in Volterra
by the Sienese artist Benvenuto di Giovanni, of 1466: BB Central, II,
P1 842, although documents allow a date between 1441 and 1447 for the
donor portrait within Lippi's Coronation of the Virgin for S.Ambrogio
(Borsook, "Cults and Imagery,™ 163, 170 and n 164, which comments
briefly on the type's "multiple significance" incl "an eschatological
allusion - that the donor's good acts will not be overlooked after his
death").

For examples by Ghirlandaio and his associates, including a panel
of 1494 in S.Maria Novella, see BB Florentine, II, P1s 996, 1131,
1155, 1173, 1175, 1297; E. Carli, La Pinacoteca di Volterra (Pisa,
1980), 32-33, P1 16, with an exampTe of the 1580s from the same Badia
as Ghirlandaio's, 19 and P1 9; Chastel 139-40; van Marle, Italian
Schools, XIII:figs 99, 159 for works of 1501 and 1486 not reproduced
by Berenson. (A work by Botticelli for Volterra from around the same
time as Ghirlandaio's is briefly discussed in Lightbown, Botticelli,
11:143-44).

Others from various regions include BB Florentine, II, P1s 1023,
1344; BB Central, II, P1 868; BB.Central, IIT, PTs 1092, 1203, 1261,
1309, 1327, 1366, 1449, 1515, 1692, 1813, 1893, 1906, 1907, 1962; a
school of Mantegna Madonna della Vittoria with Jews gt the base who do
not attend to the image, reproduced in Zeitschrift fur Kunstgeschichte
44 (1981):350 fig 12; Steinberg, "Sexuality of Christ,” figs 72, 73,
76, all private devotional images of the early Cinquecento; a
self-portrait by Falconetto in Mantua, reproduced in Revue de 1'Art
(1974), 10 (cited in n 86 above).

Further investigation of the type and its sources is needed. Its
funerary associations in classical times are mentioned by Goffen, 494
(see, eg, Panofsky, Tombs, P1s 91-94, 115, 125-27) but could also be
linked with later images of souls arriving at Heaven on the Last Day
which are shown half-length, rising up from tombs: for Signor Bardi
see n 72 above, the Strozzi chapel in S.Maria Novella n 118 and Fra
Angelico shows this without using portraits (eg BB Florentine, 1I, Pl
635). For half-length or bust images on Christian tombs see Panofsky,
P1s 155-56, 158, 167, 192, 231, 281, 283, 284 (Epitaph of Bishop
Donato Medici, 1475, Pistoia Cathedral), 285, 288, 314 (Francesco
Sassetti), 336, and 431-36 for Baroque examples, esp by Bernini. For
a half-length figure in a Descent into Limbo fresco of the 10th
century in S.Clemente, Rome, see Lane, 1970, 40, fig 16. In this
connection it is interesting to note that two of Chastel's examples
are situated near demons (figs 294, 298).

The Imperial and majestic connotations of the half-length
portrait are mentioned by Goffen, 494 and Ringbom, Icon to Narrative,
39f (who turns to intimacy on 48f).

Since the half-length figure, connoting a blessed soul, an
imperial ruler or the Virgin all refer to the higher realms in an
hierarchy, it is not surprising that writers too have granted the
body's upper portion greater status, developing the topos pedes in
terra, caput in coelo. Durandus speculated that Greek icons used the
form "in order to remove all occasion for foolish thoughts"
(Steinberg, 27, 143-44). In this regard it is worth noting that many
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of the in abisso portraits are men of religious vocation who had
disavowed their worldly and sexual nature.

Byzantine and Western texts early suggest an awareness that the
half-length image precisely refers "to more than meets the eye" since
the divine is unknowable: I. Lavin, "Bust," n 34 (Mesarites) and
Steinberg, 27 (Leo VI).

0f course not only the Virgin or the Pantocrator but also the
saints were often shown half-length, in icons, reliquaries, dossals
and countless polyptychs, so the form and its suggestion of eternal
presence was well known. For a convenient selection see White, Duccio,
Ch V and figs 5, 16, 51; also, eg, a mid 14th century format,
attributed to Barna da Siena and with a Dominican donor in diminutive
full-length in Berlin, 45-46; and for the use of half-length saints or
figures, who are not portraits, at the base of works to engage the
viewer in the 16th century, see BB Florentine, II, Pls 1392, 1424,
1427.

For the Fouquet in Berlin, c¢ 1450, see Berlin, 162 and Lane,
1970, 164. The Flemish diptych with a half-length devotional figure
is discussed by Lane, 1970, 219-20, 229-31; Panofsky, Early
Netherlandish Painting, 294f; Ringbom, 45f. Roughly dating from 1460
and with the dividing frame, this Flemish format is quite different in
form if not in conception, as Ringbom, 48 implicitly recognises. For
closer examples from German Romanesque manuscripts see Lane, 1970, 74,
77, figs 62-64, 66, who does not however make any comment on the
format or half-length type.

Ringbom, 42 n 17 briefly mentions the imperial box and parapet in
Byzantine iconography; for Giotto's use of this to portray Pope
Boniface VIII proclaiming the Jubilee of 1300 see C. Mitchell, "The
Lateran Fresco of Boniface VIII,"™ JWCI (1951):1-6. Ringbom, 43f also
mentions the Flemish use of windows and enclosures, without reference
to the settings used by Filippo Lippi (Chastel, 137-38). A. Blunt,
"Gianlorenzo Bernini: illusionism and mysticism," AH 1 (1978):57-89,
at n 51 links the "sort of pen" in Lippi's Annunciation, Palazzo
Barberini, Rome, to the setting for Bernini's portraits in the Cornaro
chapel, but he otherwise treats only works of the 16th century. Hence
he forgets that Ghirlandaio had shown a family "flanking an
altarpiece" (77) in both the Sassetti and Tornaquinci chapels and
flanking a fictive altar in the Joachim and Zacharias scenes too. 1I.
Lavin, Bernini and the Unity of the Visual Arts (London, 1980), 93f
links Bernini’s settings with coretti, so neither author investigates
much older traditions. -

The totus homo is discussed only in relation to sculpted busts by
I. Lavin, "Bust™. With the re-orientation I have suggested in n 128,
much of Lavin's argument could be pertinent here. "From Manetti [On
the Dignity and Excellence of Man, 1451-52] it was but a short step to
the view of man as a free and independent being midway between Heaven
and Hell, a concept which is one of the principal glories of
Florentine humanist thought in the second half of the fifteenth
century" (213). He then cites Palmieri's Citta di Vita (1450s-60s):
see Ch 1 Section D above. Man "midway" but never "modern" is the
sense generated by the in abisso donor.

Many of the issues raised by the half-length donor may also
relate to the domestic panel portrait (usually taking the bust or
half-length form in the Quattrocento), such as eternal presence and
preservation, funeral connotations and totus homo. The same
considerations probably affected portraiture in family trees: those
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illustrated by B. Hinz, "Studien =zuy Geschichte des
Ehepaarbildnisses," Marburger Jahrbuch fur Kunstwissenschaft 19
(1974):139-218, figs 9, 10, 13-16, all show portraits in ha1f—1ength.

But the special significance of a donor portrait in a religious
setting requires a consideration of such factors as placement at an
altar, prayer gestures and eye glance, so that we are aware of the
ritual and sacral nature of the visual effect.

130. For mss see Lane, 1970, passim; for Assisi n 77 above. The Daddi
is reproduced in BB Florentine, I, P1 165, with a contemporary
"replica" in van MarTe, Italian Schools, III:fig 212, and briefly
discussed by Lane, 1970, 140 and Ringbom, Icon to Narrative, 43 n 20.

131. M. Davies, London, 119-22, without comment on the unusual
framing. Meiss, Painter's Choice, 193 dates it to the early 1470s.
F.W. Kent, Household and Lineage, 262-63 offers further evidence on
Girolamo Rucellai’s patronage.

132. BB Central, III, P1 1236; in 1:236-37 he notes that the
Piedmontese artist was acquainted with Tuscan painting, including
Ghirlandaio's. Further bibliography is given by N. Gabrielli,
Galleria Sabauda. Maestri Italiani (Turin, 1971), 159-60, Tav 91 no
213, The precedent might be representations of Constantine shown the
images of SS. Peter and Paul (eg BB Florentine, II, P1 645).

A secular example of illusionary framing is A Woman holding a
Portrait of a Man, attributed to Bernardo Licinio, ¢ 1525-35
(SpTendour of the Gonzaga [cited in n 115], 164), where the single
painting appropriates something of the form of a diptych or paired
portraits of a married couple. In this case the man is probably dead,
so that the portrait itself, rather than an unframed figure, signified
eternal presence.

133. Perugino, Collegio del Cambio, Perugia (1496-1507): Camesasca,
Perugino, no 71L, Tav XXXVII; Pinturricchio, Annunciation, S.Maria
Maggiore, Spello (1501): BB Central, III, P1 1137 and Chastel,
Studios, P1 189; Gozzoli, Chapel, Medici Palace, Florence (c 1459): n
116 above; Botticelli, Adoration of the Magi, Uffizi, Florence (c
1472-75): n 104 above. See aTso StubbTebine {cited in n 96).

From an artist superbly skilled in portraiture, Domenico
Ghirlandaio, we have at least 5 self-portraits, the first being his
wide-eyed but blank gaze outwards as he appears at the left edge
behind other portraits in the Funeral of S.Fina, Collegiata,
S.Gimignano (c 1475). From there the degree of visibility and
self-possession increases, through the Crossing of the Red Sea,
Sistine Chapel, Vatican (c 1482), to the Raising, Sassetti chapel,
S.Trinita (c 1482-85), to the Adoration for the Ospedale degli
Innocenti (1488), to his last in the Joachim, Tornaquinci Chapel (c
1489-90), which is the most full-bodied possession of space and
foreground. For further comment on the Joachim portrait see Ch 7 at n
76f. Convenient if poor reproductions of all these works are
available in van Marle, Italian Schools, XIII:figs 4, 19, 35, 40, 231.

Well known is van Eyck's "framed"” inclusion within the Arnolfini
Marriage, precisely by means of a mirror, with legalistic signature
inscribed below: E. Panofsky, "Jan van Eyck's Arnolfini Portrait," BM
64 (1934):117-27; P. Schabacker, "'De Matrimonio ad Morganaticam™
Contracto': Jan van Eyck's 'Arnolfini' Portrait Reconsidered," AQ 35
(1972):375-98. —

An example earlier than those of Perugino and Pinturricchio, of a
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bust-length self-portrait framed, may be Vecchietta's presence in the
Collegiata, Castiglione Olonna (c 1460), where a figure grips the
sides of a "window": van Os, "Persona," 449, fig 8.

134. Gilbert, Documents, 135-36. He comments that the document
"evokes ... the fundamental aesthetic assumption of the age that what
the painting shows is fully real, not different from what is outside
the painting," a comment he states more generally in "Last Suppers,”
372. I would stress a less literal reading, considering the efficacy
of the visual and its conscious manipulation. To use Gilbert's words
from the latter article, I would instead distinguish between art as a
"window" and as a "mirror" and pay more attention to the frame. For
futher disagreements, see nn 182, 207 below.

The procession is discussed succinctly by Elam (cited in n 115),
23, fig 29.

135. Gilbert, Documents, 134, 136. The wish for a cult, the votive's
position, the political usage of the image before a large audience
(including "they should all pray to her to preserve you in happiness
for the future"), recall Lorenzo de' Medici's earlier use of votives
(text at n 52).

136. On the cavalleresco spirit see Plant, "Fresco Painting," incl
169, 202, 223.

North Italian examples of armoured devotional figures are cited
by M. Lavin, "Montefeltro Altarpiece," 368, n 9 and figs 3, 5; see
also BB Central, II, P1s 219, 233. The type enters panels too in the
15th century (Piero della Francesca, Brera Altarpiece, M. Lavin,
op.cit.; Mantegna, n 134 above; Giovanni Santi, Baxandall, Painting
and Experience, P1 62). For armoured donors in East Anglian mss. see
Lane, 1970, 97f and for Flemish panels 191f, figs 216, 218. On tombs
see, eg, S.F. Bridges and T. Ward Perkins, "Some Fourteenth Century
Neapolitan military effigies, with notes on the families represented,"
Papers of the British School at Rome 24 (1956):158-73 and Panofsky,
Tombs, R , , , R , 247, 257, 261-62, 274-75, 332,
343, 355a,b, 371, 378ff passim, 416, 429, 430.

A few Tuscan instances do, however, survive: P. Lorenzetti,
S.Domenico, Siena (BB Central, II, P1 86 and Meiss, Painter's Choice,
fig 113); Spinello Aretino, S.Agostino, Arezzo, 1377 (BB Florentine,
I, P1 400); Giovanni da Milano (?), Carmine, Florence (van Marle,
Italian Schools, IV:fig 118) where the only distinguishing attribute
of the donor as a "knight" is a sword. The knights shown in two
frescoes of political allegory are obviously offering their fealty in
a communal context: A. Lorenzetti (n 80 above) and Jacopo di Cione,
The Expulsion of the Duke of Athens, detached fresco, previously in
the Palazzo della Signoria and now the Museo Nazionale, Florence (BB
Florentine, I, P1 233). A very different social context existed by
the time of Piero di Cosimo's Portrait of a Man in Armour (Bacci,
Piero, P1 73; M. Davies, London, 424-25), where the background is,
however, of the Piazza delTa Signoria as it was between 1504 and 1534,
and Michelangelo's Medici tombs, S.Lorenzo.

The content and context of these Tuscan examples makes evident
the religious and political nature of the armoured portrait. Lavin
says of the North Italian examples that they show "pride of might" and
“chivalric piety," seeking "protection in their military deeds" (368).
However, other motives must be added, such as thanksgiving, fealty and
posthumous prayer. Nor then is Piero della Francesca's representation
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of Federigo da Montefeltro so starkly different. It is indeed a
"pledge of fidelity" declaring "Federico's trustworthiness as a
Soldier of God," but that it "is he who offers protection" to Ecclesia
(370) is not borne out by visual cues nor tradition.

Lavin makes her claim on the basis that no interceding saint.
presents him to the Virgin and that he "stares straight before him in
a totally abstract way" unlike "every early example" where "the donor
looks imploringly at the Virgin." However the two instances from the
Trecento in Tuscan town halls need no patron saint and the fresco in
Arezzo, surely known to Piero, has the saint's left hand at a similar
distance from and angle to the donor's head. Admittedly the elderly
saint behind Federigo now holds a book but his raised foot, gaze and
forward thrust of draperies and book all visually move the donor
towards the Virgin.

At least one instance from the Trecento, not cited by Lavin, also
has the donors staring ahead (BB Central, II, P1 233) and now
Federigo's gaze is the common unseeing one of donors in "civilian"
garb. Indeed, on the necessity of such a gaze see text at n 194
below. Lavin claims that "Federico's gaze implies no such
supplication ... He kneels in a strict, unbending profile in close
physical proximity to the holy personages, but emotionally isolated
from them ... Piero has given him a pose archaistic in its hieratic
immobility, and has expressed with it a new psychological
independence" (368). On the contrary, I would argue that Piero and
his kneeling patron were being quite pious and finely aware of the
visual notations used. The lack of a patron saint and the gaze which
keeps the donor in strict, immobile profile are features of van Eyck's
Rolin Altarpiece, for instance, where again the donor is not literally
present in the heavenly sanctuary, let alone psychologically
independent. A deliberate ambiguity applies also to the elderly saint
“presenting" Federigo and to Piero's famous use of the architecture
(eg Lavin 367 herself on the latter). Perhaps something of Lavin's
interpretation of Federigo's political position vis-a-vis the Church
and Pope at the time still applies to this "pledge of fidelity" but
with more sense of traditional veneration and visual tension or
deliberate ambiguity than she would allow.

137. For the placement of arme and such see Ames-Lewis, "Devices," and
n 88 above; an instance of name saints is in n 102 above. For Gozzoli
see n 116; for the earlier cycle, Vasari-Milanesi, II1:50. Goldthwaite
and Rearick, "San Paolo," n 63 also comment on "the Republic's
reluctance to permit personal glorification, a stricture the Medici
were careful to observe," in relation to sculpted portraiture.

138. See nn 117, 118; J. Polzer, "Aristotle, Mohammed and Nicholas V
in Hell," AB 46 (1964):457-69.

139. The lost Sagra by Masaccio, recording the consecration in 1422 of
S. Maria del Carmine, is treated by Beck, Masaccio, the documents,
12-13; Berti, Masaccio, esp 23-24, 79-82, figs 43-48; M. Chiarini,
“Una citazione daTla 'Sagra' di Masaccio nel Ghirlandaio," Paragone
149 (1962):53-56; Gilbert, "Masaccio's Sagra" and Chiarini's response
in Arte Illustrata 39-40 (1971):78-80; Vasari-Milanesi, I11:295-97.
For the Brancacci chapel see n 96 above; for S. Egidio's consecration
and its fresco, J. Beck, "Masaccio's Early Career as a Sculptor," AB
53 (1971):177-95 and Vasari-Milanesi, II:55. For S.Maria Novella
earlier see Ch 6 n 74. The impact of papal ceremonial and practices
upon portraiture requires investigation.
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140. Vasari-Milanesi, 1I:54; D. Kent, Rise, esp 166 for Niccolo's
political stance.

141. Upon his return from exile, Cosimo did employ (by proxy?) a
familiar, political form of portraiture, commissioning from Castagno a
series of infamosi uomini which showed hung effigies of the defeated
Albizzi: H. Horne, "Andrea del Castagno," BM 7 (1905):223-24 dates
them to 1434; Horster, Castagno, 12, 190 to 1240.

Much remains unclear on the lost fresco cycle in the cappella
maggiore of S.Egidio. Vasari (I1:673, 676-78) attributed to Domenico
Veneziano the Meeting at the Golden Gate, Birth of the Virgin and
Marriage of the Virgin (the Tast unfinished) on one wall and, on the
other, to Castagno, an Annunciation, Presentation of the Virgin and
Dormition. Opposite each other on the Towest registers, the Marriage
and Dormition contained portraits which Vasari alone identified, but
with great precision.

As for the Tornaquinci chapel, however, we need to be aware of
changes. At S.Egidio it is evident that the Virgin's cycle has no
consecutive narrative flow, even if one attempts to read the walls
alternately. Perhaps Domenico's wall was intended as a self-contained
cycle of the Virgin, appropriately placed on the "woman's side" of the
chapel closest to the female cloister and ward (Wohl, Domenico
Veneziano, 206, fig 24 with Schulz, Bernardo Rossellino, 105, 163
enabTing this deduction regarding placement). A cycle of St. Luke
opposite would have been appropriate in terms of iconography,
placement and function, since the chapel was the home of the painters'
Compagnia di S.Luca and, when not referred to simply as the cappella
maggiore by nearly all the documents, was called the "cappella di
SantoTucha" at just this time, 1441-43, when Luca della Robbia
produced its tabernacle (Pope-Hennessy, Luca, 234). [The few writers
I have consulted never note the chapel's dedication: "S.Maria Nuova,"
as the Ospedale, would presume, as at S.Maria Novella, an interest in
the Assumption which Vasari does not 1ist. "S.Egidio," as the church,
may be another possibility but no document speaks of the chapel thus.]

Further, this other cycle may have been reserved for a
Florentine, lessening scholars' concern (Ames-Lewis, "Veneziano," 68,
74) that a foreign painter was commissioned to decorate the devotional
headquarters of the Florentine painters. Certainly actual execution
was to be divided thus, but over an extended period. Domenico
produced the Golden Gate in 1439, the Birth in 1441-42 (when Luca made
his tabernacle in the new technique of enamelled terracotta) and,
Woh1l argues, the sinopia only for the Marriage by 1445 when he left
S.Egidio (esp 200-09).  The slow pace continued, with the Tuscan
Andrea Castagno only undertaking (or returning to?) the opposite wall
in 1451-53 (Horster, esp 205) and, in 1461, Baldovinetti finishing
"una storia," plausibly identified by Wohl as the Marriage (esp 347).

So several changes in style and programme occurred over two
decades. Patronage too may have altered. Ames-Lewis, 68f cogently
argues that the earliest campaign could not have been overseen by the
Portinari, who held the patronage rights, as this branch consisted
then of young children under Medici care. We do not know whether such
Medici "proxy patronage" as I would call it, applied again in the
1450s and 1460s, when the sons of Folco Portinari were now adult but
absent from Florence (de Roover, Medici Bank, 232f). (Not till the
1480s are the Portinari active at S.Egidio, most noticeably donating
Hugo van der Goes' triptych: Blum, Netherlandish Triptychs, Ch 8).
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Vasari observed the spedalingo kneeling like a donor in the Dormition
but the name, "Messer Bernardo di Domenico della Volta," is not that
of the spedalingo, "ser lacopo di Piero," who contracted with both
Castagno and Baldovinetti; nor can it accord with the ser Michele di
Fruosino da Panzano, spedalingo in 1433 who aided Cosimo's escape from
Florence, the event Ames-Lewis associates with the choice of portraits
made by both Domenico and Castagno (esp n 6; D. Kent, Rise, esp 292ff
is a fuller reference on these events).

A1l in all then the portraits' dates, intended significance,
artist and placement require futher consideration. Only Ames-Lewis
has addressed the issue, developing Vasari's clear association of the
Dormition portraits with the "liberazione di Cosimo" from the Palazzo
deTTa Signoria's "alberghetto." Of the 6 named quite precisely, one
was a self-portrait, one the spedalingo, one the arch-villain Rinaldo
Albizzi, two were men of the Tower classes who unlocked Cosimo's
prison, and the last was Puccio Pucci, another man of minor station
whose partisanship made him, in Cosimo's words, one of "my most valued
friends" (D. Kent, esp 105, 123). Ames-Lewis does not point out that
Cosimo's escape from probable death was an apt reference for the
Dormition, in which the Virgin only "falls asleep" and then is assumed
bodiTy into heaven (Ch 6 n 84 below). Cosimo's implied apotheosis
would fit the time of Castagno or Baldovinetti more than the early
1440s, but it would best suit Vasari's own idealisation of Duke
Cosimo.

The Marriage portraits, by either Domenico (c 1443-45) or
Baldovinetti (1461-62), were identified by Vasari as including "Folco
Portinari, ed altri di quella famiglia," hence another sort of donor
portrait, along with "messer Bernadetto de' Medici, conestabile de'
Fiorentini, con un berrettone rosso; Bernardo Guadagni, che era
gonfaloniere." Guadagni, whose costume presumably indicated his
office, was Gonfaloniere not in 1411 (Wohl, 209 n 16) but precisely
during the troubled Sept-Oct 1433 term (Ames-Lewis, 69-70; D. Kent,
esp 292f). "Head of a leading exile family who died just before the
return of the Medici," his death in Sept 1434 signified that "God has
paid him back" according to the Mediceans (Ibid, 165, 331). So he is
represented, rather 1like Rinaldo Albizzi in the Dormition, as
Ames-Lewis, 70 says of that figure alone, for his "historical
significance," a dramatic contrast and an historically veristic
inclusion. One suspects he was one of the rejected suitors in the
Marriage! The only Medici recognised by Vasari was "Bernadetto," a
aisfan% cousin whose "only wish is that he [Cosimo] should escape
without injury" (D. Kent, 302). Probably an agent in that escape
(Ames-Lewis, 70), he was later "the discoverer and patron of the young
Castag?o" (Horster, 16; also Horne, 69, 222, 224 and Vasari-Milanesi,
11:668).

So Domenico Veneziano may have executed some portraiture in
S.Egidio, which may have contained Medicean allusions. The situation
is clearer on his tondo, the Adoration of the Magi, after the
arguments of both Ames-Lewis and Wohl that appeared independently in
1979 and disagree principally on which figure is a portrait of Piero
de' Medici (Ames-Lewis, 74f; Wohl, 15, 18, 19, 70-74, 120-23; with
Ames-Lewis' review of Wohl, AH 4 [1981]:esp 341). Here, c 1439, a
North Italian and courtly manner is introduced, perhaps freshly under
the impact of the Council of Florence with its Eastern and Papal
contingents. In terms of portraiture, what another "foreign" artist
had done in the Strozzi altarpiece of the Magi in 1423 was now
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extended, but in a tondo for domestic view: full-length portraits are
more evident amongst the actors and perhaps include Emperor John VIII
Palaeologus. An "honour portrait" of the Northern mode, with possible
references to an historical occasion of great ceremonial splendour,
its only Florentine precedent for the clarity allowed the portraits
would seem to be Masaccio's Magi predella of 1426 (n 96 above).

142. Becker, "Lay Piety," esp 182, 184; Borsook, Mural Painters, 39;
Hoger, Familienkapelle, esp 50ff; J.T. Rosenthal, The Purchase of
Paradisé. Gift Giving and the Aristocracy, 1307-1485 (London, 19/2).

143. F.W. Kent, "Piu superba"; Brucker, Renaissance Florence, 263f; cf
Goldthwaite, esp Building (for the latter see reviews by C. Burroughs,
AH [1983]:359-63 and R. Starn, AB [1983]:329-35).

144. Francesco Sassetti is dressed in an ermine 1lined cloak, of
greater splendour than that of the adjacent Lorenzo de' Medici; not
having been Gonfaloniere, that costume was not available to him as it
was to Giovanni Tornabuoni. Borsook and Offerhaus, History and
Legend, esp 51-52, 58, argue that Francesco used the fresco to convey
a sense of belonging to the elite's core, precisely at a time when his
status was in some jeopardy. For restraint see n 137 above and for
inwardness Section D ii below. The "Theory of Magnificence" is also
relevant here: see esp H. Baron, "Franciscan Poverty and Civic Wealth
as Factors in the Rise of Humanistic Thought," Speculum 13 (1938):
1-37; Fraser Jenkins, "Magnificence"; Herlihy, "Family and Property";
0'Malley, Praise and Blame, Ch 5; Poggio Bracciolini's On Nobility in
Watkins, Humanism and Liberty, esp 124, 129, 139, 143.

145. On Dei see n 221; for the councillors, Brucker, Florentine
Politics, 73; Civic World, esp 290-03, 300-02; Documentary Study, 81;
"Humanism, PoTitics and the Social Order in Early Renaissance
Florence" in Florence and Venice: Comparisons and Relations (Florence,
1979), I:5-11.

Comments on historiography, incl a link with rhetoric and/or art,
incl Ames-Lewis, "Veneziano," 70-72; Angiola (cited in Ch 6 n 26),
1-27; Baxandall, Giotto and the Orators; P. Fortini Brown, "Painting
and History in Renaissance Venice," AH 7 (1984):263-94; Holmes,
Florentine Enlightenment; Larner, Culture and Society, 80, 111f; N.
Rubinstein, "Vasari's Painting of "The Foundation of Florence' in the
Palazzo Vecchio" in Essays in the History of Architecture presented to
Rudolf Wittkower (London, 1967), 64-73.

Mark PhiTTip's worthwhile focus on vernacular history, although
neglecting to consider the pro-Medicean texts of such men as Dei,
might offer the art historian a category worth investigation (as P.
Brown has now taken up in relation to Venice). His conclusion on the
importance of "continuity" is also important and relevant to the
Tornaquinci chapel: "from Velluti's domestic chronicle to
Guicciardini's family memoir, family traditions and family concerns
were always at the center of the vernacular tradition. Only the city
itself loomed larger in the narratives of its native historians":
"Machiavelli, Guicciardini, and the Tradition of Vernacular
Historiography in Florence," American Historical Review 84
(1979):86-105, 104-05.

146. For the Sagra see n 139. An interesting group of "history"
subjects with portraits, needing investigation, is the depiction of a
confraternity's activities, presenting its own myth and exemplary
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actions to inspire members: eg BB Florentine, I, P1 365; BB Central,
II, Pls 795-97; the Ghirlandaio workshop cycle in S.Martino dei
Buonomini (van Marle, Italian Schools, XIII:figs 93-95).

147. Gilbert, Documents, 211-13, used at n 69 above too; for the
document of 1561 see Ch 7 Sections B (a) and C (a).

148. Adapted slightly from Gombrich, Warburg, 117; see Ch 7 Section B
(b). -

149. Arlotto, Facezie, 101f records the rush to see the Elevation;
Blum, Netherlandish Triptychs, 62f esp 64: "By taking a less active
part in the service, the laity were reduced more and more to the role
of spectators: witnesses rather than participants. Finally on June
15, 1415, the withdrawal of the chalice from the laity was formally
sanctioned." Blum's emphasis upon passivity and distance is typical
of her argument concerning artists and patrons after c¢ 1460, with
which I would disagree; Borsook, "Cults and Imagery"; P. Browe, Die
Verehrung der Eucharistie im Mittelalter (Munich, 1933), esp Chs 3, 4,
ingT 66-68 on seeing; idem, Textus antiqui de Festo Corporis Christi
(Munster, 1934); Brucker, Documentary Study, 173; H. Caspary, "Kult
und Aufbgwahrung der Eucharistie in Italien vor dem Tridentium,"
Archiv fur Liturgiewissenschaft, 9/I (1965):102-30; M.E. Cope, The
Venetian Chapel of the Sacrament in the sixteenth century (New York,
1979); Eisler, "Man of Sorrows," .243 and passim; idem, "Perspective";
Gilbert, "Last Suppers," incl 388ff where the examples, esp from
predelle, stressing the sacramental nature of the "Last Supper," are
from the later Quattrocento [the distinction he draws between Last
Suppers near altars ("sacramental") and in refectories ("ethical") is
valuable for its attention to the importance of location, but see the
queries raised at the conference, 402-07, which in my terms treat
visual manipulation and consciousness exercised by artists and
patrons]; Hatfield, Botticelli, esp 48f; Hirn, Sacred Shrine, 117f;
Ladner (cited in n 154), 264f esp on the "act of visualization"; M.
Lavin, "Corpus Domini"; Meersseman, Ordo Fraternitatis, 11:720 nos 8,
9, where the new capitoli of the Confraternity of St. Dominic,
approved by the friars of S.Maria Novella in 1477, regulated that each
member receive the eucharist twice a year but every morning "almeno
vegha levare el corpo"; B. Neri (ed) In sermone inedito di A.
Poliziano (Montepulciano, 1902) for his "De Sacrosanctae Eucharistiae
mysterio"; L. Sinanoglou, "The Christ Child as Sacrifice: A Medieval
Tradition and the Corpus Christi Plays," Speculum 48 (1973):491-509;
Trexler, incl "Sacred Image," 34 and Public Life, incl 53-56, 101-02,
203. -

150. H. Caspary, Das Sakramenttabernakel in Italien bis zum Konzil von
Trent. Gestalt, Ikonographie und SymboTik KuTtische Funktion (Munich,
1965). The Titerature on Tuscan tabernacTes of the 15th century
includes Cope (cited in n 149), esp Ch II; Janson, Donatello, 95-101;
0. Kurz, "A Group of Florentine Drawings for an ATtar," JWCI 18
(1955):esp 46f; A. Parronchi, "Tabernacolo brunelleschiano,"
Prospettiva 11 (Oct 1977):55-56; Pope-Hennessy, Luca, 33f (with
MicheTozzo"s contribution to the project in CapTow, Michelozzo,
434-37); Schulz, Bernardo Rossellino, 52-58. For confraternities, esp
in Venice, see Cope {cited in n I39), and P. Hills, "Piety and
Patronage in Cinquecento Venice: Tintoretto and the Scuole del
Sacramento," AH 6 (1983):30-43.
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151. Conv Soppr, 102, 106, unnumbered fragment, for the bequest gf
1462; a practice mentioned too in a will of 1367 regarding S.Trinita
(Hoger, Familienkapelle, 191, Doc II) and in a codicil of 1400 for S.
Ambrogio (Borsook, 'Cults and Imagery," n 70). See also Eisenhofer
and Lechner, Liturgy of the Roman Rite, 98-100. Corazza reports
Eugenius IV celebrating the Purification of the yirgin at S.Maria
Novella in 1435, at which candles were 1it "cosi al levare del
Santissimo Sacramento" ("Diario," 288). For the Purification and the
symbolism of light see Ch 6 Section B; for the visual effect of
1lighting, Ch 5 at n 151ff.

For Luca della Robbia's angels holding candlesticks on the
Cathedral altar of c 1448 see Pope-Hennessy, Luca, 39, 236, Col P1 IV,
P1 46; Desiderio da Settignano's Altar of the Sacrament at S.Lorenzo
which included such angels at the side, Seymour, Verrocchio, 115, figs
115-19; Verrocchio's bronze candelabrum for the Chapel of the Palazzo
della Signoria, c¢ 1468, Ibid., 161, figs 31-34 and Passavant,
Verrocchio, 10-11, 171-72, Pls 2-4 (with another example, 11, fig 3);
Bernini's angels for the Altar of the Sacrament in St. Peter's,
1673-74, R. Wittkower, Gian Lorenzo Bernini. The Sculptor of the
Roman Baroque, 3rd ed., (Oxford, 1981), 260-63, 277.

See nn 91, 92 above for proximity. In this context, it is
interesting that the tomb of the Medici brothers, by Verrocchio at
S.Lorenzo, was placed in an arch between the family's 01d Sacristy and
a Chapel of the Sacrament: Clearfield (cited in Ch 5 n 95), 21, also
30; Seymour, 54, 161-62, fig 35.

152. Purchased 1976; Christiansen, Gentile, fig 53; G. Moran, "The
Original Provenance of the Predella Panel by Stefano di Giovanni
(Sassetta) in the National Gallery of Victoria - a Hypothesis," Art
Bulletin of Victoria 21 (1980):33-36.

Representations of miracles at an altar were popular with
Sassetta and other Sienese: eg Berenson, Homeless, fig 97 and Carli,
Sassetta, P1s 4, 5, 121. For Uccello see n 155 below; Raphael's Mass
at Bolsena is wellknown.

Other subject matter affected by eucharistic veneration includes
the Adoration of the Magi: Hatfield, Botticelli, Ch II; U. Nilgen,
"The Epiphany and Eucharist: On the Interpretation of Eucharistic
Motifs in Medieval Epiphany Scenes," AB 49 (1967):311-16; Steinberg,
"Sexuality of Christ," 65f, 164-66, esp Ghirlandaio's tondo of 1487
for the Tornabuoni (P1 54 here), for which the author stresses the
seeing of Christ as man without linking this to the eucharist. For
Cast Suppers see Gilbert, "Last Suppers"; M. Lavin, "Corpus Domini";
L. Steinberg, "Leonardo's Last Supper," Art Quarterly (1973):297-410.

153. Jungman is quoted by Hatfield, Botticelli, 49.

For Eisler, "Perspective," see n 106 above. The association of
the architecture of Masaccio's Trinity, designed by Brunelleschi, with
the architecture of tabernacTes has more often been made:
Pope-Hennessy, Luca, 33f; Schlegel, "Masaccio's Trinity," 31.

For 0'Malley and Steinberg see n 107. The former found very few
explicit references to the meaning or reception of the Eucharist
(167-68), though an exception was a sermon before Eugenius IV in
S.Maria Novella (c 1435? see n 151 above). In part this again would
imply a greater stress on visual adoration rather than reception (n
193 below). Further, it might be determined by audience: like Last
Suppers in refectories (n 149 above), the sermons 0'Malley
investigates are addressed to those whose vocation was religious.
Finally, the theme of fraternity and love evoked by the Corpus Christi
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(n 168 below) is instead that chosen by 0'Malley's preachers.
Orations before confraternities, on the other hand, seem to
concentrate upon the eucharist (n 170 below).

154. See n 78 for the Pietd and n 63 on S.Vitale. Examples of the
other practices are profuse throughout Lane, 1970.

G.B. Ladner has suggested that the origin of our now familiar
gesture of prayer, palms placed together, lies in the gesture used by
the celebrant when he held the elevated Host: "The Gestures of Prayer
in Papal Iconography of the Thirteenth and Early Fourteenth Centuries"
in Didascaliae: Studies in honour of Anselm Albareda, ed S. Prete (New
York, 1961), 245-75. Lane, 1970, 84-87 and passim seizes on this
alone to associate every usage of the gesture with special concern for
the sacrifice of the Mass, whereas its occurence long after its
introduction in the early to mid 13th century strikes me as being by
then a common gesture of veneration. Further, the variation of
gesture shown by figures waiting to receive the Host would repay
careful study. This ordinary gesture of prayer can be used (BB
Central, III, P1 1321) but so too can several others: variations incl
BB Central II, P1 987; Lane, 1970, fig 94. In frescoes from the second
halT of the Trecento the communicant waits with hands crossed on the
chest: van Marle, Italian Schools, V:fig 197; Vasaturo (cited in n
125), fig 3; as does the apostTe receiving the Host from Christ in Fra
Angelico's Communion in both S.Marco and on the SS.Annunziata Armadio
(Baldini, Fra Angelico, nos 90, 116 0). So too those venerating the
eucharistic reTic in Mino da Fiesole's tabernacle relief for S.
Ambrogio adopt this gesture (Borsook, "Cults and Imagery," P1 21)
which is the one used by Giovanni Tornabuoni in his donor portrait at
S.Maria Novella (see Ch 7 esp n 181). Ladner, n 33 only mentions this
gesture of crossed arms as indicating reverence in Byzantine art.
Eisenhofer and Lechner, Liturgy of the Roman Rite, 93 refer to this
cancellatio gesture as "a habitual attitude of prayer only among
certain communities (the Carthusians; in the Benedictine Suscipe),"
whereas the gesture is more widely associated with prayer and
supplication by L. Gougaud, Devotional and Ascetic Practices in the
Middle Ages (London, 1927), 19-20.

155. Eisler, "Man of Sorrows," for Cortona. On Uccello see M.
Goukovskj, "A Representation of the 'Profanation of the Host': A
Puzzling Painting in the Hermitage and its possible author," AB
(1969):170-73 and M. Lavin, "Corpus Domini." Dirk Bouts' Altarpiece
of the Sacrament (1464-67) has been treated by Blum, NetherTandish
Triptychs, Ch 6. See also Borsook, "Cults and Imagery™ for
S.Ambrogio.

156. For the S.Marco works see Baldini, Fra Angelico, nos 90, 93; a
Communion on the Armadio from SS.Annunziata is no 116 0. The
Temptation has not Egen reproduced. Further, his high altarpiece for
S.Marco, with a Pieta in the predella projecting Christ's body forward
and presenting it as the Sacrament, and a small Crucifixion above, set
a? the base of the main panel, refers to the ritual practised at the
altar.

The work in Rome is mentioned in Vasari-Milanesi, 11:517 (quoted
from the Everyman ed, 1:340); Pope-Hennessy, Fra Angelico, 238-39; and
its date established by C. Gilbert, "Fra AngeTico's fresco cycles in
Rome: their number and dates," Zeitschrift fur Kunstgeschichte 38, 3-4
(1975), esp 246-49, 257-61.
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157. Hatfield, Botticelli, esp Ch II on the Magi altarpiece;
Lightbown, BotticelTi, 1:29-30 and 11:23-24 for the other work.

158. Reproduced in BB Florentine, II, Pls 1010-11. See
Vasari-Milanesi, 111:185-86 (quoted from the Everyman ed, I1I:54) who
there recognized "oltre a molti altri" a portrait of Pico della
Mirandola. Hence the work most readily reaches the literature as a
group portrait of humanists: S. Dresden, Humanism in the Renaissance
(London, 1968), 12-13 as "Pico, Ficino, Politian"™ and Barfucci,
Lorenzo, P1 15 who identifies the middle figure in the same detail as
Pico. A. Lorenzoni, Cosimo RosselTi (Florence, 1921), 39f, 76 is also
most concerned with the identification of portraits. A rare exception
to the neglect of Rosselli is H. Saalman, “The Baltimore and Urbino
Panels: Cosimo Rosselli," BM 110 (1968):376-83, whose fig 7 reproduces
the S.Ambrogio fresco but mentions it only in passing. Even Borsook,
"Cults and Imagery," 176, 178, 181-82 mentions Rosselli's fresco
briefly.

For the miracle see 0. Orzalesi, Della Chiesa di S.Ambrogio in
Firenze e dei suoi restauri (Florence, I1900) and Richa, Chiese, II:
240f.

159. Gilbert, "Portrait," 284 and idem, "Last Suppers," 383; van
Marle, Italian Schools, XI:606 explicitly linked the S.Ambrogio fresco
with the compostions and groupings at S.Maria Novella; Marchini,
"Frescoes in the Choir of S.Maria Novella," 327 discerns Rosselli's
style in the chapel's upper frescoes.

160. Weinstein, "Critical issues" uses the phrase "civic religion";
for Vasari see n 158 above. On Caroli and the Office see Hatfield,
Botticelli, 52 and Orlandi, Necrologio, I1I:353-81. However, the
paleography of the manuscript, BNF, XXXVI, 70 seems to me to be of the
14th century. His exposition on the hymns is BNF, Magl, XL.9.46. For
Caroli see also at nn 173, 208 here and Ch 5 n 181. The confraternity
of the Madonna del Neve at S.Ambrogio also participated in a "feast
and procession” for Corpus Christi: Comp Rel Soppr, Capitoli, 606, ff
29v, 38v-39v, 52r-52v (the 1latter trans in Weissman, Ritual
Brotherhood, 224). But S.Maria Novella is not mentioned in these
capitoli, nor in Borsook's study of S.Ambrogio, "Cults and Imagery."

161. For the early history of the feast see the sources cited in n
163. S. Antonino's role is often noted: S. Orlandi, "I Primi 5 Anni
di Episcopato di S.Antonino," Memorie Domenicane 76 (1959):150f; repr
in his Antonino with App I1:136f documentation of visitations; Haines,
"Sacrestia deTTe Messe", 121. In the 1450s he affirmed the canon law
requirement that "almeno una volta 1'anno si debbano confessare e
comunicare nella Pasqua“: R. Trexler, "The Episcopal Constitutions of
Antoninus of Florence," Quellen und Forschungen aus Italienischen
Archiven und Bibliotheken 59 (1979):258, see also 270. For a relevant
controversy between the Dominicans and Franciscans over the cult of
the Precious Blood see Ettlinger, Sistine Chapel (cited in Ch 3 n
144), 83-84; G. Geiger's review of Hatfield, Botticelli, AB 62
(1980):321. T

162. See n 73; Baldini, Fra Angelico, nos 53, 70, 75, 84, 92, 94, 95,
101, 104, 105, 109; Pope-Hennessy, Fra Angelico, 219, P1s 66, 72-73,
141, figs 16, 41, 89. For Torquemada™s address in 1439 on the

eucharist see J. Gill, The Council of Florence (Cambridge, 1959), 274,
275, 280-81, 301.
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163. This and the following brief history of the Corpus Christi
celebration at S.Maria Novella is drawn from diverse, often sketchy,
sources. See esp, in chronological order, Fineschi, Corpus Domini; F.
Mariotti, Della Festa del Corpus Domini in Firenze. Notizia Storica
(Florence, 1855); OrTandi, Necrologio, I1:450, 541ff, II1:410, 438-39,
443, 469-70; Hatfield, Botticelli, 49f; Borsook, Mural Painters,
48-54, 58. See n 118 above for the Spanish Chapel.

Other sources on the Corpus Christi festa include nn 149-50;
Bonniwell, Dominican Liturgy, 223-25; Borsook, "Cults and Imagery,"
esp 149-58 passim; F. Callaey, "Origine e Sviluppo della Feste del
Corpus Domini," Euntes Docete 10 (1957):3-33; A.N. Galpern, "The
Legacy of Late Medieval Religion in Sixteenth Century Champagne" in
The Pursuit of Holiness in late Medieval and Renaissance Religion, ed
C. Trinkaus and H.A. Oberman (Leiden, 19/4), 141-7/6; King, Liturgies
of the Orders, 359-60, 371, 372; G. Wickham, The Medieval Theatre
(London, 1974), 59-67.

The event of 1321 is recorded in Santi Arrighi (OP), "Memorie del
Convento di S.Maria Novella," (c 1626-27), BNF, Conv Soppr, D.8.96. f
13r. The suppression of 1392 is reported by Trexler, "Magi," 154f,
his Public Life, 272 and n 198, and Borsook, "Cults and Imagery," n
67. ~The conflict with the Cathedral canons, former "owners" of the
site, and a procession as a ritual enactment of their claims for
possession, is mentioned by Wood Brown, S.Maria Novella, 29. For
early actions by the Dominicans favouring the Corpus Christi see MOPH
III: 70, 234, 300 (1254, 1286, 1300). T

164. For a possible Papal stimulus to the feast in Florence as early
as 1412 see Corazza, "Diario," 252; Cambi's Istorie, XX:142-43 makes a
similar mention of the "Corpus Domini" in Feb 1419. Martin V's
actions have not been associated closely with the declaration of 1425
but Papal ceremonial impressed the chronicler Corazza (esp 257, 259f,
263, 269, 273) and Papal practice probably stimulated the Florentine
usage of group and honour portraiture. Two Bulls by Martin amplified
the feast: Franco and Dalmazzo, Bullarum, 4:726-27 (25 Jan 1426),
731-32 (26 May 1429). Later Papal Entries with the Corpus Christi
include those of Eugenius IV in 1434 (Corazza, 285, 286 n 2), Pius II
in 1459 (Trexler, Libro Cerimoniale, 75-76) and Leo X in 1515 (J.
Shearm?n, “The Florentine Entrata of Leo X, 1515," JWCI 38 [1975]:
151-52).

Fineschi, Corpus Domini, 14ff offers the best documentation for
1425, the subsequent disputes and the resolution of 1459 (in which
Pius mentions S.Maria Novella, "in qua deposito super altari maiore
Dominico Corpore": 26); to which Trexler has added, unwittingly and
only briefly the Provisioni reference of 24 Aug 1425 ("Sacred Image,"

10 and Public Life, 55). See also Borsook, Mural Painters, 58 and n
6; Goffen, "Masaccio," 498.

- 165. Hall, "The tramezzo in S.Croce," 340 n 51, from Borghigiani, an
18th century compilation from older records now lost; Hatfield,
Botticelli, 50-51.

166. Pulci in Gage, Life in Italy, 52; Dei, "Cronica," MSS, 119, f
38v; Giusto d'Anghiari's report of 1477 is as cited by R. Trexler,
“Florentine Theatre, 1280-1500, A checklist of performances and
institutions," Forum Italicum 14 (1980):468 (n 149 above gives another
more general reference to the Corpo at S.Maria Novella in 1477).
Fineschi, Corpus Domini, 38-39 "documents a procession in 1494, but
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given that year's turmoils and Landucci's failure to mention the
festa, this may be an error for another year. In 1497 Landucci,
Diario, 150-51 records the "processione" by Savonarola but does not
mention any church, whereas on the previous day S.Maria Novella's
sacristy books note the purchase of wax "per la festa del corpo di
Cristo": for this and 1500 see Ch 6 n 8; for 1521, Fineschi 34f; for
1522, Trexler, Libro Cerimoniale, 129f; for 3 processions in the
1580s, G. de' Ricci, Cronaca, 321, 364, 521. 1In 1739 Francesconi,
Firenze sacra, 185-86 notes it.

For the 1480s, the decade of immediate relevance to the
Tornaquinci chapel, we have only indirect evidence. It was from 1481,
with Mino da Fiesole's commission to produce a marble tabernacle, that
the Cappella del Miracolo at S.Ambrogio was rebuilt and to which the
monks at S.Maria Novella processed (n 160 above, esp Orlandi,
Necrologio, I11:380-81), a ceremony reflected in Rosselli's fresco of

n 158 above). Fra Simone Berti delivered a sermon at S.Maria
Novella on Palm Sunday 1485 which treated the necessity of penitence
when taking the Host (Zafarana, "Una raccolta privata di prediche,"”
1055-58). Certain ritual, pastoral and artistic events then indicate
a continuing attention to the eucharist at S.Maria Novella.

167. Gombrich, Warburg, 115 cf Gilbert, "Portrait," 284: "“citizens
seeing a mystery play"; the chronicle is cited in n 165 above.

168. On unity see 1 Cor. 12:12, the text cited by Rinuccini, Lettere,
23 in an oration of 1457; Borsook, Mural Painters, 50; Hatfield,
Botticelli, 54ff. The Attavante ms. is Trexler, Public Life, P1 16.
Galpern (cited in n 163 above), 169, 171 documents the 1570 occasion.
Nicholas of Cusa is in Ross and McLaughlin, Renaissance Reader,
624-26. The Office for S.Ambrogio (n 160) often mentions citizens and
ecclesia within the context of the corpo.

169. Hatfield, Botticelli, 53 (quoted here) and idem, "Magi," 122ff
esp 131. E. Garin, "Desideri da riforma nell'oratorio del
Quattrocento" in Contributi alla storia del Concilio di Trento e della
Controriforma, Quaderni di 'Belfagor,”i (Florence, 1948), 1-10; repr
in his La Cultura, 166-82. In the latter see also "Problemi di
religione e filosofia nella cultura Fiorentina del Quattrocento,"
127-42. Garin's essay on "riforma" would now fit well with 0'Malley's
thesis in Praise and Blame, Chs 5 and 6.

For earlier developments in spirituality see Marrow's
Introduction (cited in n 220) and Rosenwein and Little (n 118 above),
esp 19, 22f, 26.

170. Ficino, Letters, I11:37, see also 79-80, his "short Lenten
oration" to Lorenzo de' Medici in 1477. Other such orations are in
Hatfield, "Magi"; B. Neri (ed) Un sermone inedito di A.Poliziano
(Montepulciano, 1902); Rinuccini, Lettere, esp 22-23 (1457), 146-62
(1470) and 185-87 (1487), the latter much more penitential and
arousing (n 214 below). The importance of these sermons and orations
was recognised by P.0. Kristeller, "Lay Religious Traditions and
Florentine Platonism" in his Studies in Renaissance Thought and
Letters (Rome, 1956), 99-122. "Tt is notabTe but not commented upon
that nearly all such orations treat the "Corpo di Cristo" and other
eucharistic themes (eg the list in Kristeller, 105 n 17).

Garin notes the "interiorita del divino" in such writers as
Giannozzo Manetti (La Cultura, 136). O0'Malley, Praise and Blame,
175-77 also notes in Tate 15th and early 16th century sermons "an
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interiorized religious sentiment" and an “"emphasis on inner affections
and attitudes" which were balanced nevertheless by action, including
Christian "good works" (see also nn 173, 179 below).

171. Hay, Church in Italy, 80, 93. On confraternities see Becker,
"Lay Piety™; Hatfield, "Magi"; Meersseman, Ordo Fraternitatis, incl
I1:698f on the Confraternity of St. Dominic at S.Maria Novella with
its "regola pil stretta" after 1477; Trexler, "Adolescence" and Public
Life; Weissman, Ritual Brotherhood.

172. Hay, Church in Italy, 79 (on S.Antonino, 79-80). On confession
see also Price Zimmermann, "Confession"; T.N. Tentler, "The Summa for
Confessors as an Instrument of Social Control" in The Pursuit of
Holiness in late Medieval and Renaissance Religion, ed C. Trinkaus and
H.A. Oberman (Leiden, 1974), esp 105, 106, 110, 122 and intervention
by L. Boyle, 127-28; idem, Sin and Confession on the Eve of the
Reformation (Princeton, 1977).

173. The sermon on efficacy by Cajetan is paraphrased by 0'Malley,
Praise and Blame, 109, who comments that "By an exposition of standard
Thomistic doctrine on secondary causality and on man's ‘participation
in the divine nature,' Cajetan has established the Renaissance themes
of man's dignity and the emphasis on action that we associate with
Jacob Burckhardt. Burckhardt would be surprised, however, to see
these themes grounded in an orthodox Christian theology" (see also
173). For Fra Giovanni Caroli's commentary see n 160 above. Sermons
by Fra Simone Berti and others are given in Zafarana, "Una raccolta
privata di prediche," esp 1034-36, 1055-58, 1068-71.

174. For Berenson see n 218; for Matteo Palmieri and Ficino, Ch 1 esp
at Section D. '

Garin has pointed to the continuing civic content of later
Quattrocento philosophy, summarising in one essay: "L'umanesimo
fiorentino, rimasto nel suo fondamento civile anche quando fu
platonico, combatte perche la cittd terrena fosse immagine della cittd
celeste; pose una pia philosophia al servizio di una docta religio
perche i1 filosofia da sterile giuoco di sillogismi si facesse operoso
programma onde la pace scendesse fra gli uomini nel secolo nuovo" (La
Cultura, 142). T

175. Trexler, "Sacred Image," 23, 30; 0'Malley in n 173 above.

176. Most of the quotations here derive from Martines, Social World,
in a section entitled "The Decline of Civic Humanism," 286-302, esp
291, 293, 294, 296, 297. The other chief references are to Lopez,
"Hard Times," then Brucker, Renaissance Florence, 256-66.

An historiographical context is provided in G. Brucker (ed)
Renaissance Italy: Was It the Birthplace of the Modern World? (New
York, 1958); K.H. DannenfelTdt (ed) The Renaissance. Medieval or
Modern? (Lexington, Mass., 1959); W.K. Ferguson, The Renaissance in
Historical Thought (Cambridge, 1948).

Other reflections of such thinking about the later 15th century
as a time of increasing individualism, atomism and "withdrawal"
include Becker, "Lay Piety"; Goldthwaite, esp Private Wealth, 253ff;
A. Hauser, The Social History of Art. Renaissance, Mannerism and
Baroque (London, 1962 ed.), 1I:34, passim; Marks, "Financial
OTigarchy," esp 146. The last three cited, like Lopez and to some
extent Martines, notably focus on economic issues. In a most
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individual way, Trexler's Public Life has succumbed somewhat to this
interpretative cluster, arguing that Florence imported many of her
aristocratic ceremonies and styles to overcome shame at her "tarnished
burgher image" (240).

The move towards a more aristocratic yet economically depressed
culture is fundamental to Gombrich's account of Medici patronage,
where the notion of a generational cycle and decay is another
underlying structure: Norm and Form, 35-57. More recent studies
suggest a different view of Lorenzo's architectural patronage in
relation to funding and the economy: Elam, "Urban Development";
Foster, Poggio, eg 308, who argues that financial troubles led to the
expansion of agricultural activities, so implicitly a rentier
mentality is turned into desperate action!; F.W. Kent, "New Light on
Lorenzo de' Medici's convent at Porta San Gallo," BM 124
(1982):292-94. Often the supposed, tyrannical ‘cause™ of this
"flight," Lorenzo himself, is seen as its common victim, retreating
from political activity to private poetry and contemplation: M.
Shapiro, "Poetry and Politics in the Comento of Lorenzo de' Medici,"
RenQ (1973):444-53; S. Sturm, Lorenzo de' Medici (New York, 1974), Ch

On language, Molho, "Cosimo," 10, for instance, claims that for
the rich and powerful it was "“increasingly allusive, synoptic,
esoteric," Trexler, Public Life, 436f that the "tone of discourse"
with Lorenzo "is best characterised as chummy obsequiousness." Cf
Wilcox, Humanist Historiography, 182ff on the concreteness of Scala's
language. The role of Tanguage and rhetoric throughout the
Quattrocento needs more systematic attention. Studies by Baxandall
and 0'Malley are of particular use to art historians.

The "persistence" of "the traditional genetic-modernist bias"
has been noted by Trinkaus, "Recent Studies," esp 686, as has been the
link still made between metaphysics and "a more despotic,
hierarchical, courtly political condition" (694). To this he makes an
approving exception, Weinstein, Savonarola, which he says establishes
"the homogeneity of populist apocalyptic, Florentine civic mythology,
and the religio-cultural programs of the Laurentian humanists and
Platonists" (707). In his last chapter, "The Return to Metaphysics,"
Holmes, Florentine Enlightenment also warns against being misled by
the "pagan gods and the Platonism" "into thinking that this is a more
secular outlook. It was more mysterious and magical." He also
discounts linkage with social transformation or "Medicean tyranny.
There is no evidence that any such radical change in social or
political organisation took place" (265-66). That the aristocracy was
"a far more powerful, confident, and conceivably independent group"
has been suggested by F.W. Kent in his review of Trexler: Journal of
Modern History 54 (1982):388.

Other recent works, which do consider social and economic
conditions, yet counter the thesis put forward by Lopez, Martines, et.
al. include D. Kent, Rise, eg 41-42, 71f, 81 and F.W. Kent's study of
Giovanni Rucellai as an "audacious," "daring" and “"optimistic" patron
of architecture ("Making of a Renaissance Patron," esp 12-13, 52-53;
whose summation of the view as a "flight" is quoted here).
Goldthwaite still stresses a private, individual overview but has
pointed to a "Building Boom" ("Palaces") and now the production of
"Tuxury goods" (Building, esp 397ff and the review by R. Starn AB 65
[1983]:331-32) which offers a revivification of the later
Quattrocento's economy. More recently he has countered explicitly
Lopez' thesis, in lectures given in Melbourne in May 1983, and he has
addressed further the issues in "The Empire of Things: Consumer
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Culture in Renaissance Italy" in F.W. Kent and Simons, Patronage. .
Historiographically, it is striking to a non-economic ﬁistorjan

that a vast, simplifying model of "feudal" vs "capitalist" economics
is employed by Americans like Lopez, Martines, Lesnick ("Dominican
preaching") and even Goldthwaite. So too the art historian Gilbert,
"Last Suppers," 401 can speak of a 12th century painter being "outside
feudalism, a free agent" as capitalism and "free enterprise" emerged.
Further, capitalism is seen in graphic, supply and demand, profit and
loss polarities: since Marxists themselves can speak of "vulgar
Marxism" it seems appropriate, to an Australian born in a
post-Keynsian world, to speak of "crude Capitalism." Almost literally
Florentines of the late 15th century are accused of feebly fiddling
whilst the economy burnt out (eg Martines, Social World, 291-93); cf
Goldthwaite's sense of the economic vitality of Tuxury spending.

The issue is returned to later, esp Ch 3 n 85 and Ch 4 Section G.

177. See Chs 3, 4 below, passim.

178. See Ch 7 Section E (b) for the Massacre; Ch 1 at n 48 for
Ficino's "moment to moment" and some discussion of anxiety, now an
issue opened by Kinsman, Darker Vision of the Renaissance. For the
Golden Age see not only Ficino (Ross and McLaughlin, Renaissance
Reader, 79-80) but also Garin, La Cultura, 141 for Giovanni Nesi on
Tquesto secolo nuovo" and the "etd d'oro"; E.H. Gombrich, "Renaissance
and Golden Age" repr in his Norm and Form, 29-34. Rinuccini in 1472
and Verino in 1488 happily judged Florentine art as equal to that of
the ancients: Gilbert, Documents, 185, 192.

Comments on an attesa include A. Chastel, "L'Apocalipse en 1500.
La fresque de 1'Antichrist a la chapelle Saint-Brice d'Orvieto,"
Biblioteque d'Humanisme et Renaissance 14 (1952):124-40 and his
"LTAntéchrist a Ta Renaissance” in Cristianesimo e ragion di Stato.
L'Umanesimo e i1 demoniaco nell'arte, Atti del II Congresso
Internazionale di Studi umanistici, Rome, 1952 (Rome, 1953), 177-86,
both repr in his Fables, Formes, Figures; essays in L'Attesa dell' etd
nuova nella Spiritualitd delTa fine del Medioevo, Convegni del centro
di studi sulla spiritualitd medievale, III (Todi, 1962) including E.
Garin, "L'attesa dell'eta nuova e la 'renovatio'," 11-35 and C.
Vasoli, "L'attesa della nuova era in ambienti e gruppi fiorentini del
quattrocento," 370-432, esp 375, 380-82; Partridge and Starn,
Raphael's 'Julius II', 68f, 85; Weinstein, Savonarola.

Garin is particularly aware of the period's tension or dialectic
between renovatio and attesa, citing amongst others Ficino, Leonardo
da Vinci, Savonarola and Pico. Earlier, he had written: "the man of
the Renaissance was indeed a living synthesis, a meeting-point, a
mediator; and his world as well as the God he worshipped, are not only
the poles of this tension, but are seen in terms of tension" (Italian
Humanism, 221). The terms of 0'Malley's title, Praise and Blame, are
seen by him as co-relates, esp 182ff where he treates the period's
. reproach and belief in a golden age, seeing as "typical" the
"curiously comfortable co-existence of both pessimistic and optimistic
assessments of their age." Fra Giovanni Caroli's commentary on the
Corpus Christi spoke not only of consolation (n 173 above) but also of
the time's troubles.

For the application of "crisis" see R. Starn, "Historians and
‘crisis,'" Past and Present 52 (Aug 1971):3-22, esp 18f.

179. 0'Malley, Praise and Blame, 175-76. For Fra Simone Berti's
sermon on good works, at S.Maria Novella in 1485, see Zafarana, "Una
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raccolta privata di prediche," 1101-02.

180. See n 121; Gilbert, "Last Suppers," for an important awareness of
the visual effects of imitation, though I would add further
distinctions (nn 182, 207); Hay, Church in Italy, 98; Jenkins, State
Portrait, 4-5; 0'Malley, Praise and BTame, esp 169, 174ff; Weissman,
Ritual Brotherhood, 86f. On the role of infamosi uomini in this
context see Trexler, Public Life, 113, 122ff. On Castagno's uomini
famosi cycle (1449-51) serving as "exempla for Christian action” in a
style directed, for the first time, at both didactic and emotive
effect see Westfall, Perfect Paradise, 29-30, 32, 44-45, 50f (with
Petrarch on exempla quoted, 41, 43).

181. Steinberg, "Sexuality of Christ," 119, also 11, 127.

182. Gilbert, "Last Suppers," 384, without noting the visual nature of
imitation and contemplation, nor its changes, nor the mnemonic
technique, on which see esp F. Yates, The Art of Memory
(Harmondsworth, 1966); idem, "Lodovico da Pirano's Memory Treatise" in
Cultural Aspects of the Italian Renaissance. Essays in Honour of Paul
Oskar Kristeller, ed C.H. Clough (New York, 1976), 111-22.

Caplan, Of Eloquence, 74-75 is from a Dominican tract on
preaching which urges that sermons be impressed upon the audience's
memory; Dominicans themselves used mnemonics to be able to "retain"
and "resort frequently" to material, including their sermons, 71-72;
opp 78 reproduces the Arbor de Arte sive Modo Predicandi which was a
visual mnemonic. Novices had to Tearn Targe portions of the 1iturgy
by heart and chanted much of the Offices from memory: Hinnebusch,
Dominican Order, 294. Aquinas and Albertus Magnus wrote on memory,
introducing a new devotional atmosphere to the classical theory and
Dominicans well into the 16th century continued to produce treatises
on memory: Yates, Art of Memory, 68-69, 72-88, 93ff, 116, 121ff.
Yates interprets the Hell in the Strozzi chapel and the Triumph of
Aquinas, in the chapterhouse of S.Maria Novella, as visual memory
systems: 90-92, 103-04.

Interesting comments on Franciscan meditation, verism and piety
are made by Hood (cited in n 1), with particular reference to a period
from the 1480s.

183. Morelli, Ricordi, 479, 477, 478 (my emphases); see also 480, 483.

184. The triptych by Allegretto Nuzi in the Vatican Pinacoteca is
mentioned by Lane, 1970, 137-38, fig 143, with a clearer reproduction
in van Marle, Italian Schools, V:P1 II. In full the inscription
reads: "I have Tifted my eyes to you who dwell in Heaven. Behold,
just as the eyes of men servants are in the hands of their master and
just as the eyes of a maid servant are in the hands of her master, so
our eyes deplore you, our Master, until you take pity on us. Have

" mercy on us, Lord, have mercy on us." Note the derivation of the
commencement from Ps. 121, "I will 1ift up mine eyes unto the
hills...," sung at Vespers in the Office for the Dead. Keeping one's
"eyes fixed on Jesus" (Heb. 12:2) was to follow the way: Goffen,
“Masaccio," 491-92. Philip, Ghent Altarpiece, 159-60 n 315, 197 n 388
discusses the donor as spectator.

185. Purtle, Marian Paintings, 72-73 cites a Kempis and relates
meditational techniques to art (n 194 below); see also 0'Malley,
Praise and Blame, 130-31 on "looking up."
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186. Pseudo-Bonaventura, Meditations, 387 (cited also by Lane, 1970,
18-19, 228 but not placed in context or compared with later or Italian
practice). Baxandall, Painting and Experience, 46 gives extracts from
the Zardino de Oration.

The "divine" Michelangelo was rather explicit on imitation and
"guise": "in order to imitate to some extent the venerable image of
Our Lord, it is not sufficient merely to be a great master in painting
and very wise, but I think it is necessary for the painter to be very
good in his mode of 1life, or even, if such were possible, a Saint, so
that the Holy Spirit may inspire his intellect" (Pope-Hennessy,
Portrait, 300, making the connection with Michelangelo's self-portrait
as Nicodemus).

187. Gilbert, Documents, 145-46 cf On the Education of Children, a
trans by A.B. Coté of G. Dominici’s RegoTa, Pt IV (Washington,
1927):34, see also 37 for dress as exemplary and 40-41 for good
companions in this role. For the Palace see Ch 4 after n 116.

188. See nn 26, 73, 162 for the Dominicans; n 132 for a Franciscan
instance. For preaching see, eg, Caplan, Of Eloquence, 40ff, 129.

189. A theme I first explored in "Fra Angelico Painting as a Dominican
in his Convent of S.Marco, Florence" (Honours thesis, Department of
Fine Arts, Univ of Melbourne, 1975), esp Ch 8: "Private Art as a
Stimulus for Meditation." Geiger, "Filippino Lippi," 68-69  comments
intelligently on the frescoes as meditational. A Dominican kneels
before a Flagellation of the late Quattrocento or early Cinquecento by
the artist from Parma, Giovanni Francesco Maineri: BB Central III Pl
1622 (col. pl. in BM 125 [Jan 1983]: v).

Another instance might be Botticini's altarpiece of c¢ 1483 in
S.Spirito (BB Florentine, II, P1 1069), with an enthroned St. Monica
adored by Augustinian nuns and, as smaller figures in the foreground,
two young novitiates or female donors: another exemplary hierarchy
seems to be at work, with gaze linking the viewer to this chain.

190. The contrast between Pope-Hennessy's first and second editions of
Fra Angelico (1952, 1974) is instructive. P. Cardile, "The Observant
Dominican Iconography of Fra Angelico's San Domenico Altarpieces,"
Abstracts of Papers Delivered in Art History Sessions, College Art
Association of America Conference, Toronto, Feb 23-25, 1984, 114 still
finds it necessary to conclude that the paintings are "theological
statements ... rather than the traditionally assumed mystical
creations of the late Middle Ages."

191. 0'Malley, Praise and Blame, 181, 130; see also his "Preaching,"
424ff. St. Bonaventure is quoted at n 181 above. Other material of
relevance includes G.B. Ladner, Ad imaginem Dei; the image of man in
medieval art (Latrobe, Penn., 1965); Trinkaus, In Our Image and

Likeness; idem, "Recent Studies."

192. 0'Malley, Praise and Blame, 129. Savonarola, despite his
(Neoplatonic?) awareness that art was but an imperfect imitation of
Nature, was a member of this traditional school: "... we want to
imitate God, whom we do not see ... We will look at the designs, the
exemplars, and the images that he has sent forth, that is, we will
imitate natural things as the painter does ..." (1493) or "You see
that saint there in that church and say: I want to lead a good Tife
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and be like him" (1496): Gilbert, Documents, 156-57 (my emphasis).

193. 0'Malley, Praise and Blame, 63. A sense of visual efficacy and
an awareness of meditational practices would enrich 0'Malley's case.

194. The above particularly has been stimulated by Purtle's discussion
(Marian Paintings, esp Ch 4, also 141, 151f, 170; quoted here from 62,
63, 65); see also Philip, Ghent Altarpiece, 197 and n 388; S. Ringbom,
"Devotional Images and Imaginative Devotions. Notes on the place of
art in late medieval private piety," GazBA (March 1969):159-70. These
treat an earlier period and a different region, so I would place more
stress on activation, Incarnation, the necessary presence of (any)
portraiture and the greater ambiguity or tension evident when man is a
little more deified and more practised in visual means. On Federigo's
gaze see n 136 above; for Bernini see Blunt (cited in n 129), 75f.
Hazard, "Renaissance Aesthetic Values," 7 stresses the "secular
orientation" of Ghirlandaio's Annunciation to Zacharias because "no
group ... looks at the sacred event.”

195. Meiss brilliantly pointed out art's effect on St. Catherine's
visions (n 25 above); for other Dominicans praying before art objects
and being influenced by the representations of such a mode of prayer
see the text at n 73 above; Simons (cited in n 189), esp Ch 8. W.
Hood, "Prayer Gesture in Fra Angelico's Cell Frescoes at San Marco in
Florence," Abstracts of Papers Delivered in Art History Sessions,
College Art Association of America Conference, Toronto, Feb 23-25,
1984, 115 argues that the gestures made by the witnesses in each
cell's fresco "indicate the mode of meditation and prayer appropriate
to the mystery represented." The function of such cues as exemplary,
as visual "preaching" to the viewer, is not suggested in Hood's
abstract (cf Geiger, "Filippino Lippi," 68-69).

The nature of much of van Eyck's imagery as "unremarkable" and
derived from then common practice is one of Purtle's central themes
(Marian Paintings, 62).

The "priority" of the viewer in the Italian but not the Flemish
mode of perception has been argued by Alpers, "Exclusions."

I use "feudal" cautiously, thinking very much of the inscription
of 1365 (n 184), which in turn could be compared with a manuscript of
the 9th century: "look down upon me as I lie prostrate before your
eyes" (Lane, 1970, 59 n 1).

The reference to N. Frye, Anatomy of Criticism. Four Essays
(Princeton, 1957; 1971 pbk ed.), 33-3%, 58 was signalled, in part, by
Partridge and Starn, Raphael's 'Juljus II,' 115-16. Mantegna's Camera
degli Sposi and other works seem particularly apposite. The sitter's
awareness of the viewer and a tension between courtly and domestic
modes is important to D.R. Smith, "Rembrandt's Early Dutch Portraits
and the Dutch Conversation Piece," AB 64 (1982):259-88.

196. To Obedience at Assisi (BB Florentine, I, P1 67); to purity and
virginity in the Baroncelli chapeT, S.Croce (P1 279); to penitence by
a flagellant confraternity before a Flagellation (P1 259). The
urgency of a praying donor who has just Tarrived"” at Lorenzo Monaco's
Agony in the Garden suggests an imitative intensity (cf Lane, 1970,
148); M. Eisenberg’s brief mention of the donor notes that he "seems
to conjure up the image in his act of veneration and prayer": "Some
Monastic and Liturgical Allusions in an Early Work of Lorenzo Monaco"
in Monasticism and the Arts, ed T. Verdon (Syracuse, 1984), 275. See
also nn 121, 189 above for other examples and Hazard, "Renaissance
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Aesthetic Values."

197. See n 20 for Delfin; Morelli, Ricordi, 182-83 on his sister's
tomb (d 1388) and its location: "HolTo vedendo la sua sepoltura, pelle
sue bonta a tutti noi di lei e del luogo dove sono le sue ossa de
venire olore" etc; for Federigo, C.W. Westfall, "“Chivalric
declaration: the Palazzo Ducale in Urbino as a political statement" in
Art and Architecture in the Service of Politics, eds H. Millon and L.
NochTin (Cambridge, Mass., 1978), 37 (perhaps in a continuum with the
uomini famosi series there, rather like the fresoces in S.Marco's
cells). Alberti, Family, often treats ancestral models: 31, 34, 39,
41, 43, 47, 79, 143, 170, 194, 207, 230 and, on female exemplars, 217,
229.

198. Brown, "Pater Patriae," passim incl 194, 207, esp 203-04 on
Ficino (see also his Letters, I1:34-35). Donato Acciauoli's eulogy
mentioning "our sons" is quoted from Saxl, "Classical Inscription,"
23; earlier he praised Piero as "a most careful imitator" of Cosimo:
Ganz (cited in Ch 1 n 49), 50. Cosimo was cited as an example before
his death by others: for an instance of 1457 addressed to
Pierfrancesco de' Medici see Brown, "Pierfrancesco," 86-87. See also
Ch 3 n 89. Landing wrote of Lodovico Sforza as the "vero imitatore
delle paterno virtu" and exhorted Piero di Lorenzo de' Medici to
follow his father as exemplar (Scritti Critici, 190, 216, 224). For
the Botticelli in the Uffizi see esp U. MiddeTdorf, "On the Dilettante
Sculptor," Apollo CVII 194 (April 1978):310-22.

199. Weissman, Ritual Brotherhood, 94 (in an instance from the late
13th century, observed exampTe is a matter of "friendship" not
discipline: 89).

200. For Benivieni's interest in the handbook the Imitation of Christ
and the directness of his language addressed to a popular following,
see L. Polizzotto, "Domenico Benivieni and the Radicalisation of the
Savonarolan Movement," Altro Polo (1982):99-117, esp 102-05.
Unfortunately M. Petrocchi, Una 'Devotio Moderna' nel Quattrocento
italiano? (Florence, 1961) has not been available to me.

201. Baxandall, Painting and Experience, 72 cf Alberti (Spencer), 78,
Alberti (Grayson), 83. On the exhortatory nature of glance, gesture
and inscriptions see Goffen, "Masaccio," 491-92; Meiss, Black Death,
123; J. Spencer, "Ut Rhetorica Pictura: A Study in Quattrocento Theory
of Painting," JWCI (1957):26-44, esp 41f; Trexler, Public Life, 92-93.
One of the points of my thesis in 1975 {n 189 above) was to suggest an
alternative, Dominican route for much in Fra Angelico which has been
associated instead with Alberti, as Geiger, "Filippino Lippi," 67
continues to do.

202. Alberti (Grayson), 101 cf Alberti (Spencer), 93-94; now cited by
Geiger, "Filippino Lippi," 67 in this same context.

203. For the arme see Luchs, Cestello, 40, 159 n 7, 378-79; the
"beholding" of St. Jerome is cited by M. Baxandall, “Guarino,
Pisanello and Manuel Chrysoloras," JWCI 28 (1965):196; the Pistoian
confraternity by Trexler, Public Life, 386.

For Alberti on public scuTpture as inspirational see Borsi,
Alberti, 130 and J.B. Riess, "The Civic View of Sculpture in Alberti's
De re aedificatoria," RenQ 32 (1979):1-17; on architecture, Wittkower
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(cited in n 7), esp Pt I:1, and Westfall, Perfect Paradise, esp 62 n
101: "ut ex omni parte ad animi cultum excitemur,”™ who stresses that
this is more than didactic and treats the soul, offering also from
Alberti: "Painting has contributed considerably toward the piety that
binds us to the gods and toward filling our souls with sound religious
beliefs" (46 cf Alberti [Grayson], 61 which translates "animos" here
as "minds").

On the use of images to comfort and move men about to be
executed see Edgerton (cited in n 18); Trexler, Public Life, 203; J.S.
Weisz, "Salvation through death: Jacopino del Conte's altarpiece in
the Oratory of S.Giovanni Decollato in Rome," AH 6 (1983):395-405.

204. The tradition whereby visual art was the "bible of the
illiterate" could entail an inspirational element: statements incl
Baxandall, Painting and Experience, 41 (two Dominican texts);
Davisson, "Advent of the Magi,"™ 85-86; Gilbert, "Archbishop," 76 (S.
Antonino: art should "excite devotion"); Jenkins, State Portrait, 5
and n 26 (Dolce); Origo, Merchant of Prato, 239; Ringbom, Icon to
Narrative, 33, 35; M. RoskilT (ed) Dolce's 'Aretino' and Venetian Art
Theory of the Cinquecento (New York, 1968), 112-13; WestfalT, Perfect
Paradise, 44; and for Fazio et.al. see n 122 above. See also M.
Hazard, "The Anatomy of 'Liveliness' as a Concept in Renaissance
Aesthetics," Journal of Aesthetics and Art Criticism 33
(1974-75):407-18.

The qualitative difference. has been characterised thus by
Hatfield, Botticelli, 109, when comparing the Adoration of the Magi by
Gentile da Fabriano (1423) and Botticelli (earTy 1470s): "Intellectual
changes in Florence had prepared the way for kinds of 'imitation' and
‘figures' that had not been available to Gentile. Botticelli might
reconcile, as Gentile might not, the ideal with the actual, the remote
with the present, and external reality with internal experience." See
also M. Hazard, "The Anatomy of 'Liveliness' as a Concept in
Renaissance Aesthetics," Journal of Aesthetics and Art Criticism 33
(1974-75):407-18.

205. Alberti (Spencer), 77; Alberti (Grayson), 8l. Texts on the
visual, art or gesture particularly, accessing the invisible, include
Aquinas, Summa Theologica, Part two of the Second Part, Q. 82, reply 2
(the mind "must be Ted to knowledge and love of divine things through
sensible objects") where he was agreeing with a passage in the
Dominican Missal ("through knowing God visibly we may be lifted up to
the love of things invisible"). See also Baxandall, Painting and
Experience, 42 (Salutati); J. Onians, "Abstraction and imagination in
Late Antiquity," AH 3 (1980):16 (Quintilian); Summers, "David's Scowl"
(cited in n 104), esp 113 (Gauricus); Trexler, Public Life, incl xxvi
n 19, 61f, 87 (St. Augustine), 104, 106-08, 110-1I, 325, 448 and n
165; also n 122 above.

206. See Ficino, Letters, 11:42-48, 79. Comments on Ficino include
Brown, "Pater Patriae,” n 95; Gilbert, "Subject and not-Subject," 205;
idem, "Last Suppers," 373; E.H. Gombrich, "Icones Symbolicae. The
visual image in neo-Platonic thought," JWCI 2 (1948):163ff, 177, repr
in his Symbolic Images. The passage on architecture is discussed by
G. Hersey, "Marsilio Ficino's Cosmic Temple" in Collaboration in
Renaissance Art, eds W. Stedman Sheard and J. PaoTetti (New Haven,
-9/, esp 93 and n 9.

207. "A natura ergo suscepta speculi indicio emendentur": Alberti
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(Grayson), 88, 89 cf Alberti (Spencer), 83. On the Baroque see the
illuminating remarks and citations in Blunt (cited in n 129).

What I see as the self-conscious and active nature of the
"mirror" disagrees with Gilbert, "Last Suppers," esp 373 (see also nn
134, 182 above). He cites Alberti on Narcissus as the inventor of
painting: "What is painting but the act of embracing (amplecti) by
means of art (arte) the surface of the pool?" (cited here from
Grayson's trans 63 instead. Gilbert gives "artificioso" for arte but
both Grayson's Latin text and Panofsky's citation of the Italian in
his Idea [New York, 1968], 209n give "arte"). When speaking of the
reception of lights on a surface Alberti later advises the emendation
cited here. Skill, correction and active embracing are necessary in
arte which is an active, learned activity, no mere reflection.
(ATpers and Procaccini, each cited in n 126 above, are useful here, as
is W. Zucker, "Reflections on Reflections," Journal of Aesthetics and
Art Criticism 15 [1962]:239-50). Leonardo's notion of the mirror,
incTuding "the mind of the painter should liken itself to a mirror"
(Gilbert, loc cit), would bear similar elucidation. "“The notion that
artists constantly portray themselves became such a cliché" indeed,
but again is complex and self-conscious: see Gutkind (cited in n 116),
234 (Cosimo's and later statements), Gilbert, Documents, 159
(Savonarola) and, above all, M. Kemp, "'Ogni Dipintore dipinge se': A
Neoplatonic echo in Leonardo's Art Theory?" in Cultural Aspects of the
Italian Renaissance. Essays in Honour of Paul Oskar Kristeller, ed
C.H. Clough (New York, 1976), 311-23.

Note that the appended "queries" and "intervention" by C. 0lds
and D. Wilkins to Gilbert's paper raise important points on the visual
operation of the particular images he discusses. Similarly I would

~try to insert a fine sense of conscious, visual ambiguity or tension
between "observers and observed" rather than Gilbert's sense of
outright "resemblance and even identity" (400). With such
reservations, Gilbert is a useful adjunct to the trend in thinking
offered by 0'Malley and Steinberg.

208. Hatfield, "Magi," 116. Cf Trexler's reading, Public Life, esp
384, 386 which finds generational conflict in such "copying.™ Zemon
Davis, "Popular Religion," 322 voices doubts on Trexler's
interpretation (as partly offered in his "Adolescence," 225f) to which
the material offered here concerning a certain continuity would add.

For the Tornabuoni father and son see Ch 3 esp at n 173.

209. Ficino is. cited by F.W. Kent, Household and Lineage, 46. Seneca
and Petrarch are being elaborated here: for these earTier writers see
E.H. Gombrich, "The Style all'antica: Imitation and Assimilation" in
his Norm and Form, 122-23.

210. Morelli from Trexler's trans in "Search," 250-01 and see n 27
above; Manetti from J.R. Banker, "Mourning a Son: Childhood and
Paternal Love in the Consolateria of Giannozzo Manetti," History of
Childhood Quarterly 3 (Winter 1976):359.

211. Trexler, "Search," 239 cf Morelli, Ricordi, 475; Giovanni da
Ravenna in Price-Zimmermann, "Confession,™ 136-40 incl the personal
advice "give yourself back to yourself." See also n 35 above on other
fathers losing their sons.

212. Morelli, Ricordi, 283; Ficino, Letters, 1:151, 164. On
"remaking" see” F.W. Kent, Household and Lineage, 45-47;
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Klapisch-Zuber, “Le nom 'refait'"; Kuehn, Emancipation, 58f; Ch 1 n
52; Ch 5 n 83.

213. Hatfield, Botticelli, 33, 41ff, 56, 95; Davisson, "Advent of the
Magi;" n 97 above.

214. Rinuccini, Lettere, 187 cf his much more conventional delivery of
1470 on the eucharist, 146-62. A Dominican spoke of Flagellation as a
kind of prayer: 0'Malley, Praise and Blame, 166 n 9 and see text at n
189 above. In another context Fra Giovanni Caroli spoke of "eternal
beatitude": text at n 173 above. For a sermon of 1476 and S.
Antonino's earlier letter on purification see Ch 6 at nn 31, 80.

215. Hatfield, Botticelli, 53 cf idem, "Magi," 156.

216. On the Offertory Rite see Eisenhofer and Lechner, Liturgy of the
Roman Rite, 302 and n 61 above; for the inscription, Ch 6 at nn 41,
110 and Ch 7 at n 49.

217. Trexler, "Sacred Image," 34.

218. Gombrich, Warburg, 113, 115, 116; BB Drawings, 133; also Ch 1 n 5
for his comment that the patron of Ghirlandaio was a “philistine."
Similarly, Marchini, "Ghirlandaio, Domenico," col 322 places the
patron in an inaccurate category by claiming that most of the artist's
portraits "simply record aspects of the life of the middle class."”

219. Trexler, "Setting," 127, 133; idem, "Honor Among Thieves. The
Trust Function of the Urban Clergy in the Florentine Republic" in
Essays Presented to Myron P. Gilmore, eds S. Bertelli and G. Ramakus
(Florence, 1978), 317-3%, relevant, I suspect, to Ghirlandaio's
Confirmation of the Rule in the Sassetti chapel. For Averardo see D.
Kent, Rise, 20-21 (idem, "Florentine reggimento," 580 gives other
instances of "a reverence akin to piety™ accorded the Priorate); for
Caroli n 208 above; see also Brucker, Civic World, 308-09; Ch 7 at n
62.

220. Hatfield, "Magi." For the City of God see also Augustine quoted
in the text after n 95 above; Garin quoted in n 174 and his "The Ideal
City" in his Science and Civic Life in the Italian Renaissance (New
York, 1969), 21-48 {"the ideal city of the fifteenth century ... was a
real city"). For the Tornaquinci chapel see esp Ch 6 at n 68; Ch 7 at
n 63ff, Sections F and G.

S. Lang (cited in n 47), 288-300 suggests that SS.Annunziata's
architectural iconography referred to the Holy Sepulchre, whereas B.
Brown, "SS.Annunziata," disagrees. The possible references intended
by Giovanni Rucellai's sepulchre may still require investigation if
they are taken as a less literal, more idealised reference to the Holy
- Sepulchre. Ghirlandaio's backgrounds could include monuments from
Jerusalem: Borsook and Offerhaus, History and Legend, 34 for the
Sassetti altarpiece; n 70 above for the Vespucci Deposition. Florence
as a New Jerusalem with a mission was not a new view imported by
Savonarola: Becker, Florence in Transition, 11:20f, 57f; Bruni on
“this most holy city™ in KohT and Witt, Earthly Republic, 170;
Weinstein, Savonarola, esp 31, Ch IV. See also the rather
romanticised view of Laurentian Florence offered by W. Welliver,
L'Impero Fiorentino (Florence, 1957), esp Ch X "La Nuova Citta."
Duccio and Lorenzetti both, it can be argued, made references to Siena
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as a Heavenly Jerusalem: in Duccio's Maesf&, Siena is ruled by the
Queen of Heaven and Christ's Entry into Jerusalem, for instance,
occurs in Siena (an extrapolation from White, Duccio, 95, 126, 167);
for Lorenzetti see n 80 above.

J. Marrow's Passion Iconography in Northern European Art of the
Late Middle Ages and Early Renaissance. A Study of the Transformation
of Sacred Metaphor into Descriptive Narrative (n.p., 1979), as the
title suggests, offers in quite another context an important
reassessment which could be applied to Italian art. His conclusion
that "metaphorical reality was historical reality in the realm of
sacred history" rightly questions the notion that art functioned as
"historical reportage" and anecdote (201, 204).

221. Romby, Descrizioni, 42-73 publishes extracts from Dei's
"Cronica," MSS, 119, but not two folios of particularly meticulous
measurements, of the Cathedral and of S.Croce (ff 4v, 46v). Rustici's
codex of c¢ 1450 illustrating Florentine buildings is a comparable
instance: L'Oreficeria, no 75 with bibliography. See Baxandall,
Painting and Experience, 86-93 on volumetric measuring by a mercantile
class. On Dei see esp Ch 7 n 22.

222. R. Salvini, A1l the Paintings of Botticelli (London, 1965), Pt 3,
101.

223. Hatfield, "Magi," 141. For a balance between "'ideal' and 'real’
perceptions," between "precedent and innovation" in the High
Renaissance see Partridge and Starn, Raphael's 'Julius II', 18-24.

224. Dei, "Cronica," MSS, 119, f 33r (Romby, Descrizioni, 50);
Hatfield, Botticelli, 101 on Botticelli's Adoration of the Magi: "In
its skill1fuT arrangement the picture answers to an urge to orderliness
which pervaded not only the artistic notions but indeed the whole
genteel culture of Botticelli's day."

225. Ringbom, Icon to Narrative, 45 takes the phrase "perpetualised
prayer" from Garrison.

226. Chambers, Patrons and Artists, 173 for the contract; see the text
at nn 5-6 above which postuTated a union of form and content in
Benedetto da Maiano's work.

Gilbert's sense of "empirical realism" with an "ethical" aim
("Last Suppers," 387) does not cater adequately for such rhetoric.
Offerhaus, Motief en Achtergrond, esp 247 does associate the contract,
ekphrasis, Albertian aesthetics and Ghirlandaio's style, in a
different context to the one I have chosen, looking at the classical
and theoretical tradition.

227. On S.Antonino see Edgerton, "Mensurae temporalia," esp 115-16;
. Manetti is paraphrased by F. Hartt, "Art and Freedom in Quattrocento
Florence" in Essays in Memory of Karl Lehmann (New York, 1964), 118;
for Ficino see Hersey in n 206 above. On the Beatific Vision and
paradise Manetti wrote “the Blessed look upon that splendid Reality,
at once a mirror and a spectacle of all things divine and human":
Murchland, Two Views of Man, 99.

228. Edgerton, "Mensurae temporalia," 118 on S.Antonino; the contract
is cited from its translation in Chambers, Patrons and Artists, 175,
with the inclusion of "ville," for which see Ch 4 n 52.
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229. See, eg, J. Goldberg, "Quattrocento Dematerialization: Some
Paradoxes in a Conceptual Art," Journal of Aesthetics and Art
Criticism 35 (Winter 1976):153-68; Panofsky, Idea (New York, 1968), Ch
4 on the Renaissance, esp 50-51.

230. For Ghirlandaio and his pupil Michelangelo see esp Fahy,
“Michelangelo" and Summers, Michelangelo, 85, 151-52, 501 n 30, 526 n
35. Freedberg, High Renaissance, comments, albeit briefly and
disparagingly, on the influence of Ghirlandaio and his school upon
16th century artists, including Andrea del Sarto (217, 218, 230-31),
Fra Bartolommeo (32-33, 58) and others (43, 75, 76, 79, 236, 408,
490). For Raphael's Madonna di Foligno and Ghirlandaio see Ibid, 132
and von Einem, "Raffaels Madonna.™ See also Ch 1 at nn 8-9; Ch 7 n
125 for the influence of GhirTandaio's Visitation.

231. See n 217; also Trexler, "Setting," 131 and Weissman, Ritual
Brotherhood, 87 for order and framing.

232. Trexler, "Setting," 139.



CHAPTER THREE: NOTES

1. Hatfield, "Review," 630.

2. Standard genealogies and encyclopaedias make brief mention of the
consorteria. These include G.B. di Crollalanza, Dizionario
Storico-Blasonico delle Famiglie Nobili e Notabili Italiane (Pisa,
1890), IIT:30-31; Litta, Famiglie celebri, sv Tornabuoni, Tav I and II
(unreliable and rarely used here without other confirmation); ianni,
Sigilli, XVIII:123-33; L.M. Mariani's Priorista of 1718 (MSS, 248, vol
I, ff 112v-118v); Mecatti, Storia genealogica, 103, 220, 398. Luigi
Passerini was a particularTy industrious genealogist but his only
published comment on the Tornaquinci is in his edition of Marietta de'

Ricci, 1:190-99, 212-15, IV:1200-5. His notes contain furth%{ details
(BNF, Manoscritti Passerini, 1712, 18941, 192 no 16, 22845 and
22829), as do the Poligrafo Gargani collection there (nos 2025, 2027,
2028, 2030, 2031) and the Carte Dei collection in the ASF. Pampaloni,
"Tornaquinci" recognises the need for a monograph.

Research on the consorteria has been riddled with inaccuracies and
sentimentality. Pampaloni, 351 n 40, for instance refers to Giovanni
Tornabuoni's Decima return as being for 1498 in vol 24, having gone no
further than the index of that volume, thereby also falsifying
Giovanni's death date. The return is in vol 25, ff 605r-609r and was
submitted in 1495. A reliance on secondary sources has compounded
problems: eg see Ch 4 n 76.

The most prolific problem has been simply an infernal looseness in
the use of names, for both works of art and people's names: eg Fahy,
Followers of Ghirlandaio, 40 calls the patron of the frescoes in S.
Maria NovelTa "Lorenzo's father, Francesco Tornabuoni;" see eg n 126,
Ch 4 n 138.

3. How much has been lost can never be known, but an "Inventario di
Libri appartenenti al Patrimonio Tornabuoni" 1lists 39 books of
ricordi, accounts and so on from 1525 to 1640: Acquisti e Doni, 274,
filza V. 14. An inventory of the Tornabuoni estate drawn up in 1498
listed a sizable number of books and "piu schritture": Pupilli, 181,
esp ff 149v, 142v, 150r. Fortunately we do have Giovansimone
Tornabuoni's priorista (n 10 below), with a partial copy in BNF, CI.
IT, IV, 344, ff 4Ir-Z6r; copied extracts from Benedetto Tornaquinci's
"libro antico" (BNF, G. Capponi 266, pp 243-47); and the 14th century
Tornaquinci ricordo (n 4 below).

A drawing from 1561 which described the portraits in S. Maria
Novella is only known from the publication of its caption in 1791 by
Della Valle (Ch 7 n 4). This detailed explanation was requested by
Vincenzo di Piero Tornaquinci while in 1619 Matteo Tornaquinci
commissioned an "albero di Casa" which he received in 1620 (CS, Ser
IT, 135, ff 27r-27v, 43): both signs of this family's continuing
interest in its own history. Unfortunately Domenico Ghirlandaio's
notebooks, used by Vasari, have disappeared: W. Kallab, Vasaristudien
(Vienna, 1908), 149-51, 166-70, 206-07, 211.

Research on the Tornaquinci chapel has been hampered by the
confiscation and dispersal of Giovanni Tornabuoni's records and
possessions after his death in 1497 and then his son's execution in
the same year. The later suppression of the Florentine convents led
to the scattering of S. Maria Novella's own records, now distributed
between the ASF and BNF, although an unknown amount of inaccessible
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records remains in that convent today.

4. The ricordo is Bib Ricc, Codex 1885, ff 1-6; quoted from ff 1r and
4v. The date is established from ff 5r-5v by Pampaloni,
"Tornaquinci," 332 n 3. At least 3 copies exist: firstly, a vellum
insert in Fra Santi Arrighi's Memorie del Convento di S. Maria Novella
of ¢ 1626 (BNF, Conv Soppr, D.8.96, ff 340r-345v); secondly, Del
Migliore's copy (BNF, Magl, XXV, 404, ff 101r-105v); lastly the 18th
century copiest of Sermartelli's Sepoltuario quoted the relevant
passage on S.Maria Novella and gave the provenance as Ricardi's
library (MSS, 812, pp 2-3).

For the gate see Ch 4 n 3. Villani's chronicle describing the
first circle of the city walls associates this gate with the
Tornaquinci: Selections, 63. A "Gio d'altro Gio di Tornaquinci," who
lived just outside the city walls, was a witness named in a document
of 1080: CS, Ser II, 135, f 48r.

5. According to Crollalanza the last Tornabuoni died in 1635 and the
last Tornaquinci in 1790 (cited in n 2, 30-31). The number of male
members is based on a count from the fullest and most accurate family
tree in Bib Ricc, Codex 1859, ff 72v-74r, which is at least post 1649.
When not acknowledged, birthdates given here on the whole have been
drawn from Tratte, Libri dell1'Eta. The statute of 1415 defining a
consorteria is quoted by F.W. Kent, Household and Lineage, 6 and n 14.

6. NA, M 237, f 193r.

7. Bib Ricc, Codex 1885, ff 4r-4v, differing slightly from
Pampaloni's transcription in "Tornaquinci," 334 n 6, who says the
Emperor was Otto IV (1198-1218). This donation was known to
Passerini, Marietta de' Ricci, IV:1200 n 6, and is probably the source
for Staley, Women of Florence, 50, who both claim the Emperor was Otto
I (962-73). On Otto T see G. Barraclough, The Medieval Papacy
(London, 1968), 63; J. Beckwith, Early Medieval Art (London, 1964), 81
and R.W. Southern, Western Society and the Church in the Middle Ages
(Penguin ed., 1970), 99-100. For Ognissanti and S. Maria Novella see
Ch 5 n 8f below.

8. On Figliocaro see Bib Ricc, Codex 1885, f 1lv. Passerini, Marietta
de' Ricci, IV:1200 notes the appointment and one for 1176 is
documented in Delizie VII:137, IX:4. Staley, Women of Florence, 50
gives a few more details. Iacopo's position for 1176 is cited by
Passerini and a reference of 1201, probably to the same man (who
constructed the "chiesetta" on the site of what became S.Maria
Novella: fig. 1), is in Delizie VII:174. Early Tornaquinci offices
are noted in P. Santini, Documenti dell'Antica Costituzione del Comune
di Firenze (Florence, 1895, 1952), 2 vols and B. Stahl, Adel und Volk
im FTorentine Dugento (Cologne, 1965), as well as Delizie and
Passerini’'s unpublished notes, passim.

9. Ugolino is mentioned in BNF, C1. XXVI, Cod. 112 Magl., f 60r, with
other such early appointments at ff 60r-6lr. For Giovanni's
ambassadorship in Oct 1484 see n 150 below; for a similar role in 1471
and 1480 nn 112, 142. His father Francesco had been entrusted with
foreign missions too: Mariani's Priorista, MSS, 248, vol I, f 118v; J.
Ross, Medici Correspondence, 17; BRF, Manoscritti Passerini, 192 no
16, ff 43v, 45r, 45v; Brucker, Civic World, esp 450; Martines,
Lawyers, 370-72; Martines, Social World, 168.
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The most notable ambassador from the consorteria was Messer
Bartolomeo di Tommaso Popoleschi, a lawyer and major political figure,
who died in Naples in 1412 during one such mission: the necrologio of
S. Maria Novella is in Delizie IX:177 and now Calzolai, "Libro dei
morti,"139; Iacopo Salviati's chronicle in Delizie XVIII:199, 218,
311; B. Pitti's diary in Brucker, Two Memoirs, 82, 84-86; Mariani's
Priorista, MSS, 248, vol I, ff 115v-116r; Martines, Lawyers, 483 and
passim; Martines, Social World, esp 48; Brucker, Civic WorTd, 269, 294
and passim; Passerini, Marietta de' Ricci, IV:1202 takes all his
information from Mariani but mistakenTy identifies the father as Piero
when no such Bartolomeo exists in the family tree.

10. Ruggieri's positions are given in the Tornabuoni priorista: CS,
Ser II, 100, ff 4r, 5r, 6r, 8v. Mecatti, Storia genealogica, 398
gives the numbers and dates for the Quattrocento but the particular
names of the office holders must be extracted from the Tornabuoni
priorista, from which any unacknowledged mention of the office in the
forthcoming notes is drawn, under the appropriate date. The figure of
25 includes a priorate in 1431, which Mariani's Priorista lists as a
Popoleschi position (MSS, 248, vol I, f 115r), but no other source
gives any details.

11. Villani, Selections, 286. Like his father, Gherardo was an
ambassador to the Pope (Celestine V in 1294). For further details see
Passerini, Marietta de' Ricci, IV:1200; Delizie X:92 (1301), XII:265
(1325).

12. Piero di Filippo Tornabuoni (1440-1527) was vicario at Anghiari
from 1477 (Protocolli, 19); appointed captain of the strategic Pietra
Santa in 1484 ({Landucci, Diario, 49; Cambi in Delizie XXI:28; del
Badia, Miscellanea Fiorentina, I1I:135); and from 1486 to 1492 at
Sarzana, the other strategic fortress town on the north Tuscan border
(G. Aiazzi, "Vvita di Piero di Gino Capponi scritta da Vincenzo
Acciaioli," ASI IV/2 (1853):26; Protocolli, 373, 379, 400, 405, 414,
458, 467; Verde, Studio Fiorentino, III pt 1, 474). He was a
"convinced partisan™ of the Medici (R.D. Jones, Francesco Vettori.
Florentine Citizen and Medici Servant [London, 19727, 58-59), active
in their support at the time of their fall in 1494 (Landucci, 77), the
attempted coup in 1497 (Ibid, 156, 158; Cambi, XXI:114), and the balia
just after their return in 1512 (B. Masi, Ricordanze, 104; Weinsfein,
Savonarola, 346). He was Gonfaloniere in Mar-Apr 1514 (Cambi, XX:105,
who notes his death in 1527).

13. Niccold di Francesco Tornabuoni was podesta at Montepulciano in
1456 (Litta, Famiglie celebri, Tav I) and often acted as escort for
his sister Lucrezia, wife of Piero de' Medici (Maguire, Medici Women,
80, 86-87, 201-02 n 18). Prior in Sept-Oct 1460, he was the first
Tornabuoni to attain the Gonfalonierate in Nov-Dec 1468. He was the
only representative of his consorteria in the scrutiny of 1472 and a
member of three balie: Rubinstein, Government, 240, 289, 298, 303.
Dei listed him, fairTy low, in his Tist of rich men in Florence: MSS,
119, f 34r. When he died in Feb 1481 an oration was delivered at his
funeral: BNF, Poligrafo Gargani, 2027, 2028.

14. Piero di Niccolo di Piero Popoleschi (1427-1507) was one of the
commissars in 1496 at the time of the war against Pisa (Landucci,
Diario, 131 n 2); prior in Jan-Feb 1485; presumably the "Petrus
PopuTeschus" from the quarter of S. Maria Novella at a meeting about
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the Cathedral facade in 1491 (Vasari-Milanesi 1IV:305). As
Gonfaloniere in Mar-Apr 1498 he was instrumental in the arrest and
downfall of Savonarola (B. Masi, Ricordanze, 37; Weinstein,
Savonarola, 284-88; Landucci, 178) and he was one of the Ten of
[iberty in the same year (Cambi in Delizie XXI:122, who notes his
death). On a trip to the east in I459-60 see n 61 below. This
venture was not very lucrative and in early 1495 he was one of several
men excused from paying "debito, loro o loro antichi" (B. Masi, 28;
de' Rossi in Delizie XXIII:299). For his portrait see Ch 7 n 7.

15. Filippo di Filippo di Messer Simone Tornabuoni (1403-1473) was
commissar at Montepulciano in 1435 and sent there again in 1445 to
quieten a tumult (Litta, Famiglie celebri, Tav I; BNF, Manoscritti
Passerini, 192 no 16, p 46). He was later a galley captain (Dei's
Memorie, in Bib Ricc, Codex 1853, f 50r; Mallett, Galleys, 68) and
excelled in jousts during the late 1420s (Ch 4 n 143 beTow). Filippo
held the first Tornabuoni priorate, in Nov-Dec 1445, and was again
prior in Sept-Oct 1464, having also often served on various balie and
in other offices: BNF, Poligrafo Gargani, 2027; Rubinstein,
Government, 273, 289, 298. He died in 1473, possibly because of a
dueT: BNF, Poligrafo Gargani, 2027, 2028.

16. The quote is from a priorista by Signor Francesco Rucellai: BNF,
Manoscritti Passerini, 192 no 16, p 10.

Messer Luigi di Filippo di Filippo di Messer Simone Tornabuoni
(1443-1519) is the oldest Knight listed in the Bib Ricc, Codex 1859
family tree, where 6 such men are listed in all, while there are 4
knights of St. Stephen and several Senators of Rome. Prior of Pisa
from 1480, he was a religious by August 1481 when he was called
"Messer," a position probably due to Lorenzo de' Medici's influence,
for in May 1481 he wrote "Al Gran Maestro di Rodi, per Luigi
Tornabuoni" (Protocolli, 162, 147). Around this time and again due to
Lorenzo's infTuence, he received "la comanderia di S. Iacopo in Campo
Corbolini" (Protocolli, 118, a letter of 23 Sept 1480; see also 119,
122, 134, 138, 139, 150, 162, 313, 349, 383). He is still mentioned
as holding this benefice in 1488: Verde, Studio Fiorentino, III pt 1,
385-86. S. lacopo, in Via Faenza, was quite an important church:
Busignani and Bencini, Quartiere di S.Maria Novella, 253-58; Landucci,
Diario, 37. Luigi and his brother Piero were penalised after the
Medicean conspiracy was discovered in 1497: Landucci, 158; Cambi in
Delizie XXI:114, who records his death as 1519.

— Luigi's tomb slab by Cicilia of Fiesole, at the foot of the high
chapel in S. Iacopo, is inscribed 1515 and was commissioned well
before his death: Rosselli's Sepoltuario, MSS, 625, p 1026; Richa,
Chiese Fiorentine, I11:305-06; Vasari-Milanesi, IV:484-85; D. Brunori,
"IT Cecilia e 11 sepolcro di Luigi Tornabuoni," L'ITlustratore
Fiorentino (1908):69-74. The tomb depicts him in the same headgear
and costume, with the cross of Malta, as he wears in the Zacharias
fresco and, although older, the facial resemblance further confirms
the identification made by B. Landucci in 1561: Ch 7 n 16. He holds a
book as well as a large sword in the sculpture, and Brunori refers to
him as a doctor of theology and philosophy.

The other knight of note during the Quattrocento was Alessandro di
Filippo di Francesco di Messer Simone Tornabuoni (1453-1509). The
earliest reference I know to him as a knight is when he appears thus
as a witness on 21 July 1488: NA, M 237, f 296v. In Oct 1484 he was
imprisoned and tortured in Sicily, denying that he had plotted against
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Lorenzo de' Medici, "suo parente," but confessing to certain "scritte
diffamatorie:" Landucci, 48; Rinuccini, Ricordi, cx1. His disgrace
did not damage his career for long: letters from Lorenzo to Alessandro
recommence in Jan 1489 from Sicily and he was instrumental in
obtaining the bishopric of Monreale for Lorenzo's candidate
(Protocolli, 408, 413, 425, 429, 430; Catalogue of the Medici Archives
consisting of rare autograph letters, records and documents 1084-1770
including 166 holograph Tetters of Lorenzo the Magnificent. The
Property of the Marquis Cosimo de” Medici and the Marquis Averardo de'
Medici [Christies sale, Feb 4-7, 1918], 68 no 226, 69 no 231). Like
his brother Francesco he was buried in S. Maria sopra Minerva, Rome,
in 1509: n 129 below.

17. Villani's list of "the accursed parties of Guelfs and Ghibellines"
which formed in 1215 included the Tornaquinci in the sesto of San
Brancazio as Guelfs. After many Tornaquinci died in the Battle of
Montaperti in 1260 they joined the Guelf refugee flow, for a second
time, to Lucca: see Villani, Selections, 122, 124, 181-82; Manni,
Sigilli, XVIII:126; Pampaloni, "Tornaquinci," 335. The Tornaquinci
ricordo mentions their Guelf sympathies (Bib Ricc, Codex 1885, f 1v)
and by the Quattrocento the consorteria owned a copy of Villani
(Martines, Social World, 46 and n 106).

By 1280 feuding between parties and families was so great that a
papal legate, Cardinal Latino, initiated an oath of peace to which
many Tornaquinci were signatories: M. Becker, "Florentine Magnates,"
246-47; the document is in Delizie IX:81ff. This Cardinal Latino laid
the foundation stone of S. Maria Novella in 1279: Ch 5 n 11.

18. Becker, "Florentine Magnates," 248, 262ff. Villani, Selections,

313, writing about 1295, claims that the magnates were "oppressed ...

especially by that ordinance which declares that one kinsman is to be
held to account for another." Like the divieto (n 47 below) this is

an instance of public, legislative recognition, even encouragement, of
unity within a consorteria.

19. Bib Ricc, Codex 1885, f 2r. Pampaloni, "Tornaquinci," 335 also
refers to destruction in 1178 ennacted by the Uberti.

20. Delizie VII:243f; BNF, XXVI, 112, c 60r has extracts in Italian;
Hyman, Fifteenth Century Studies, 4ff discusses the document as a
source tor architectural historians. For Tornaquinci land holdings,
esp in the Quattrocento, see Ch 4 Sections B-D.

21. Compagni, Cronica, 92 on 1301 with other references to the
Tornaquinci at 90, 108, 129, 164-65, 196. The consorteria could act
violently in the Quattrocento too: for the tumult during the fall of
the Medici in 1494 see Landucci, Diario, 74, 76-77 and B. Masi,
Ricordanze, 23, 38, with mention™ of disturbances surrounding
Savonarola's fall too.

22. Compagni, Cronica, 131-32; Bib Ricc, Codex 1885, f 3r.
23. The Tornaquinci are often referred to as a leading magnate house

in passing by the secondary sources: Brucker, "Medici," 3; Brucker,
Florentine Politics, 22 and n 90; Martines, Social World, 338-39.

24. Becker, "Florentine Magnates," 275 and n 62, 294 and n 102; on the
Duke of Athens' rule see 301, 302 and n 120 and J. Pitti's “Istoria,"
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9-10.

25. For instance their Guelf loyalties were disadvantageous during the
interdict of 1376 when they were attacked as a "well-heeled clan" and
"recipient of curial larger": Trexler, Interdict, 112.

26. Becker, Florence in Transition, II:103ff.

27. Brucker, Florentine Politics, 155; Pampaloni, "Tornaquinci," 344.

28. The Rucellai priorista in BNF, Manoscritti Passerini, 192 no 16, p
10. The Cardinali, Giachinotti, Tornaquinci, Tornabuoni, Popoleschi
and Marabottini arms are illustrated in Rosselli's Sepoltuario (MSS,
625, p 679) and, with the exception of the Marabottini, in Ginori
Lisci, Palazzi, I1I:837f. The documents on the official separations
also contain descriptions of the new arme and are cited in context
below, while the descriptions alone are extracted in V. Borghini,
Discorso (Florence, 1821, 2nd ed.), 71-72.

29. The Tornaquinci separations are often dated too vaguely.
Martines, Social World, 218 for instance simply uses Ammirato,
Istoria, 1:290 to date wrongly the beginning of all such splits to
1282. As Brucker, Renaissance Florence, 97 says in another general
comment, such splinterings began after 1293, the year of the
Ordinances of Justice.

30. The document is in Manni, Sigilli, XVIII:126. Their "popular"
nature was stressed also by the adoption of a large red popolo cross
covering the whole field of their new arme. “Tornabuoni™ doubtless
was a name later chosen for its connotation that another branch of the
consorteria was reformed.

31. Brucker, Florentine Politics, 155, where the Messer Luigi
Guicciardini example of 1355 is cited in n 27; the Arrigucci were
formed in 1343 (D. Kent, Rise, 148), the Cerchi in 1361 and more so in
1363 (Jones, "Florentine Families," 184 and n 12).

32. Mariani's Priorista (MSS, 248, vol I, f 115r); Pampaloni,
“Tornaquinci," “345; though neither cites a document. Brucker,
Florentine Politics, 156 n 33, without a date or document, confirms
that Tommaso di Piero did break from the Tornaquinci. A petition in
1487 (n 46 below), dates Tommaso's move to August "MCCCLXX®."

33. Brucker, Florentine Politics, 156 on the 1371 statute and nn 31,
33 claim that it was the two sons, Gregorio and Niccold, who were
narrowly accepted as popolani, without mentioning a date. Pagnozzo's
action is documented in Delizie XIV:263.

34. Delizie XIV:268, XV:135; Manni, Sigilli, XVIII:127.

35. Delizie XIV:270. The petition of 1487 (n 46 below) claims that
the date was Feb 1380 and also puts the Tornabuoni split a month
earlier, in Oct rather than Nov 1393. This discrepancy is due
probably to the slight gap between the original application and its
official acceptance (see n 36 below).

36. Pampaloni, "Tornaquinci," 346 dates the actual concession as Dec
1385 with the official surname being taken on 17 Jan 1386. Delizie
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XIV:273 and Manni, Sigilli, XVIII:127 publish the document of 1386.

37. The last known reference to Zanobi is ¢ 1381/82 (Delizie XVI:201)
and, although Manni, Sigilli XVIII:132-33 claims he died in 1403, a
necrologio 1ists "Zenobius Dom. Marabottini de Tornaquinci cum habitu"
under JuTy 1387 (Delizie IX:168). His childless son Cardinale is
present in both famiTy trees: Bib Ricc, Codex 1859, f 73v and Codex
1885, f 6r. Manni also mentions a daughter, Alessandra, who married
Francesco Spini. Marabottino di Giovanni's son was named Zanobi, a
further sign of affection between the nephew and his uncle.

38. Delizie XIV:279, 282, 283; Manni, Sigilli XVIII:127-28. Iacopo di
Niccolo's two sons were named Girigoro and Nofri, as were two of
Pagnozzo's sons, another indication that Iacopo wished to model
himself on Pagnozzo.

39. Brucker, Civic World, 31; Verino is quoted by Manni, Sigilli
XVIII:130.

40. Delizie XV:65-66 cf Rinuccini, Ricordi, x1; Delizie XVIII:27; B.
Pitti in Brucker, Two Memoirs, 30; with the necrologio in Delizie
IX:203 and now Calzolai, "Libro dei morti," 186.

41. See for 1404 BNF, Poligrafo Gargani, 2030 (a letter to him in Dec
1404 from the Signoria simply addressed him as a Tornaquinci: BNF,
Manoscritti Passerini, 192 no 16, f 42v; his brother Adovardo also
went under both surnames: see n 93 below) and for 1437 Delizie IX:129.
Similarly, we find "Niccolo di Ghino Popoleschi gia degTi Tornaquinci"
in 1380 (Delizie XVI:29) and "Nicholaus Ghini de Tornaquinci" in 1384
(Delizie IX:189), when this was the man who first became a Popoleschi
in 1364. In death these men often returned to their Tornaquinci
origins, for the necrologio is the main source for such references:
see others in Delizie IX:177, 198, 199; Calzolai, "Libro dei morti,"
139, 178, 179; Ch 5 nn 99, 111.

42. BNF, Manoscritti Passerini, 22828(1502); Acquisti e Doni, 274,
Filza 1 no 2, esp f 4r (1524). I am indebted to F.W. Kent for the
latter reference.

43. CS, Ser II, 100, esp ff 41lv, 53v.

Giovansimone di Filippo di Filippo Tornabuoni (1438-1482) was a
silk merchant (Dei's Cronica, MSS, 119, f 57r; Cat, 921, f 273v), on
which account probably he travelled to Valencia and Sicily in 1473,
from whence he wrote to Lorenzo de' Medici on business matters and
beautiful women (Mallett, Galleys, 11 n 5, 81; Rochon, Laurent de
Medicis, 464 n 32). For other contacts with Lorenzo see Rochon, 276 n
98 and Protocolli, 4, 13, 521. Apparently he was a raconteur and
member of Lorenzo's brigata, caricatured for his debauchery in an
early poem by Lorenzo: Rochon, 437ff, esp 444, 456. A list of sayings
compiled in 1472 includes his "Stanno male due g(h)iotti a uno
tagliere" ("Two greedies to one plate is a bad thing"): G. Corti, "Una
Lista di Personaggi del Tempo di Lorenzo i1 Magnifico, caratterizzati
da un motto o da una riflessione morale," Rinascimento 3 (1952):156.

44. The names in his text can be compared with those in the family
tree, Bib Ricc, Codex 1859, ff 72v-74r. Although unidentifiable, this
Trecento man was probably of the 1ine which became the Popoleschi.
The appended tree in his small codex was begun or continued by a later
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writer for it includes Quattrocento men, particularly those from the
Popoleschi branch and there the only notice made of any split is "si
chiama oggi de' Popoleschi": Bib Ricc, Codex 1885, f 6r.

45. See Ch 4 Sections B-D for their residences in the Quattrocento.

Significant joint actions during the second half of the century are

documented there at nn 36, 110 and here at n 46. For the act of 1486
see n 7 above.

46. Diplomatico, Strozzi-Uguccione, 20 Dec 1487. My thanks to F.W.
Kent for this reference. Mariani refers to the government provision:
MSS, 248, vol I, f 115v. For a similar although more vitriolic and
complete split occasioned by hunger for political office in 1452
between the Capponi and Vettori, in which the divieto also still
applied for the Tre Maggiori, see F.W. Kent, Household and Lineage,
167, 188-91, 203-4, 241, 256-57.

The penultimate chapter in the story of Tornaquinci splinterings
was the inclusion of the Tornaquinci amongst those magnati made
popolani in Nov 1434: D. Kent, Rise, 346-47, without names, while the
petition of 1487 is precise in its reference to the date. Yet no
Tornaquinci representative thereafter entered the prioriste, nor was
one amongst the petitioners in 1487 although it is mentioned as a
fourth "domus." In 1434 "232 individuals from 21 families" were
affected (Kent, 346, my emphasis): possibly the ruling applied to only
one Tornaquinci branch.

47. G. Dati, L'Istoria di Firenze dal 1380 al 1405, ed L. Pratesi
(Norcia, 1902), 143 on the priorate: "non possono essere insieme due
consorti, né parenti per linea mascolina, né de indi a uno anno." See
also Becker, "Florentine Magnates," 265f; Brucker, Florentine
Politics, 67; D. Kent, "Florentine reggimento," 592; D. Kent, Rise,
190 (here quoted) and n 12; Rubinstein, Government, 4. A divieto also
applied to the members of the confraternity of S. Dominic which met at
S. Maria Novella: its capitoli of 1477 forbad "consorti o frategli o
zio o nipote carnali" from sharing the same office (Meersseman, Ordo
Fraternitatis, 11:722).

48. The voting figures were supplied by Rab Hatfield. Perhaps the
petition's goal was not a foregone conclusion, for the time seems to
have been chosen carefully. Bernardo del Nero was then Gonfaloniere
and he was a Medici partisan later executed with Lorenzo Tornabuoni (n
166 below). His brother Piero was one of those who had to examine the
petition's case.

49. The 1ist compiled by Benedetto Landucci in 1561 of all men in the
fresco includes a "Girolamo Giachinotti" who can only be this man
according to the family tree. For this and other identifications see
Ch 7 at n 7ff.

50. Brucker, Florentine Politics, 29, 22. On common variations in

economic standing and pubTic-spirit amongst such large families see
also Jones, "Florentine Families," 186 and n 32; Becker, "Florentine
Magnates," 271; F.W. Kent, Household and Lineage, 149-63.

51. See nn 65, 78.

52. For a sharp concern about numbers and survival in the 14th century
Medici ricordo see Brucker, "Medici." For other references see Ch 7 n
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100 and passim there on the frescoes.

53. On their wealth see Brucker, Florentine Politics, 23 n 90; on
Girigoro n 40 above.

54. See n 38; Brucker, Florentine Politics, 23 n 90 on the father;
Martines, Social World, 375 on Nofri, who was 137th out of 150 in the
tax assessment of 1427 for the quarter of S. Maria Novella.

55. Sandro's 1low tax assessment in 1378 is noted by Brucker,
Florentine Politics, 23 n 90. The family tree in Bib Ricc, Codex
185