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ON ILLUSION AND ALLUSION IN ITALIAN SIXTEENTH-CENTURY
PORTRAIT BUSTS

IRVING LAVIN

Professor of Art History, The Institute for Advanced Study
(Read November 14, 1074)

AmoNG THE most notable achievements of the
Italian Renaissance in art was to have revived
the classical tradition of the independent portrait
bust.! The sculptured portrait did not actually
disappear during the Middle Ages, but when it
occurred it was included within some physical
and conceptual context, notably as part of the
decoration of churches and tombs. To say that
the Renaissance revived the classical portrait is
only a partial truth, however, for in their basic
structure Renaissance busts differ profoundly
from their ancient predecessors, The typical
Roman bust (fig. 1) is rounded at the bottom,
hollowed out at the back and set up on a base;
its Renaissance counterpart (fig. 2) is cut
straight through just above the elbow, it is carved
fully in the round, and it has no base. Visually
the classical work is a self-contained, abstract
form, conceived only from the front and set apart
by a base from its support. The Renaissance
work is an arbitrarily cut off, incomplete form,
conceived in three dimensions and not isolated
from the support. From each artist’s point of
view, the other’s creation is grotesque, in the one

1 This paper is the second of three projected essays
on Italian portrait busts from the fifteenth through
the seventeenth century, The opening paragraph
recapitulates in part the first of the series: I. Lavin,
“"On the Sources and Meaning of the Renaissance
Portrait Bust,” The Art Quarterly 33 (1970): pp.
207-226. 1 have anticipated some of the observations
made here in various publications: “Five New Youthful
Sculptures by Gianlorenzo Bernini and a Revised
Chronology of His Early Works,” The Art Bulletin 50
(1968) : pp. 226 £, 239 and n. 107, £; “Duquesnoy’s
‘Nano de Créqui’ and Two Busts by Francesco Mochi,”
ibid. 52 (1970) : pp. 134 ff,, 139 ff.; “Bernini’s Death,”
ibid. 54 (1972): pp. 176 f.

Valuable surveys of sixteenth-century bust portrai-
ture will be found in: J. Burckhardt, “Randglossen zur
Skulptur der Renaissance,” in Jacob Burckhardt—
Gesamtausgabe (14v, Stuttgart, etc, 1920-1934) 13:
pp. 314 fi.; J. Pope-Hennessy, Italian High Renaissance
and Baroque Sculpture (2nd ed., London-New York,
1970), pp. 93 fi.; H. Keutner, Sculpiure Renaissance to
Rococco (London, 1969), pp. 27 ff.

case because the bust appears like an amputated
body, in the other because a human being is made
into an inanimate thing. The ancient work is an
ideal form, the Renaissance bust is a deliberate
fragment, the effect of which is to create an
illusion that is entirely new in the history of art.
The arbitrary amputation specifically suggests
that what is visible is part of a larger whole, that
there is more than meets the eye. By focusing
on the upper part of the body, but deliberately
emphasizing that it is only a fragment, the
Renaissance bust evokes the complete individual
—that sum total of physical and psychological
characteristics to which contemporaries already
referred as the “whole man.”

This development occurred in Florence around
the middle of the fifteenth century. During the
second half of the century, measures were taken
to heighten the illusion of a complete, living
human being. One of these involved the intro-
duction of motion, both implied and actual. In a
Bust of a Lady attributed to Antonio Rossellino,
dating from the 1460’s (fig. 3), the arms are
separated from the body so that they may func-
tion, at least by implication, independently of the
torso.* TFurthermore, a subtle and complicated
serics of departures from the strict horizontal
and vertical axes to which the earlier bust had
adhered, is introduced. The head turns slightly
to the right and tilts slightly to the left; and the
left shoulder is slightly higher than the right.
The kind of motion seen herc is different from
that found in any ancient work. In classical busts
the head may look up or down, or turn to one
side or the other; but a strict vertical axis is al-
ways discernible running through the body, neck,
and head, and the shoulders remain on a hori-
zontal line. In other words, the ancient bust
has an inviolable, inner structure, for which the

2The work has also been ascribed to Desiderio da
Settignano and Bernardo Rossellino (¢f. J. Pope-
Hennessy, [talian Renaissance Sculpture [2nd  ed.,
London-New York, 19717, p. 282),
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IF16. 1. Bust of Aurelia Monnina,
Staatliche Musecen, Berlin,

Fic. 2. Mino da Fiesole, Bust of Piero de’ Medici.

Museo Nazionale, Florence (Photo Alinari).

[PROC, AMER. PHIL, S0C.

Fra. 3. Attributed to Antonio Rossellino, Bust of a Lady.
Staatliche Museen, Berlin.

Renaissance artist substitutes a more pervasive
mobility.

In the next decade, Andrea del Verrocchio took
another bold step. In his Portrait of a Lady
(fig. 4), he echoed a relatively rare bust type in
which both arms are shown in their entirety.®
But comparison with a Roman work of this
kind (fig. 5) reveals differences no less striking
than the similarities. The basic structural con-
trast we noted hefore is again present; and now
also Verrocchio includes a zigzag of motion
through the head, neck, chest, and abdomen. The
result is a forceful illusion, not only of the whole
person, but also of live action; the classical figure
seems inhibited by a spinal column in which
the vertebrac have fused.

The sccond contribution of the late fifteenth
century is in the realm of expression. To be
sure, ancient portraitists explored a wide range of
emotions. But there is nothing from classical
times to compare with the bust of Beatrice of
Aragon by Francesco Taurana (fig. 6), whose
inclined head and downcast eyes express a perfect
demureness.  And nothing from antiquity com-
pares with Verrocchio's bust of Giuliano de’

8 Cf.” Gﬂ Passavant, Verrocchio (London-New York,
1969}, pp. 33, 180 f.




vor 119, N0, §, 1975]

Fic. 4. Andrea del Verrocchio, Bust of a Lady holding
Flotwers. Museo Nazionale, Florence (Photo
Alinar).

Medici (fig. 7), where the proud bearing and the
faint smile help to create a sense of genial self-
confidence, It should be emphasized that neither
of these images would have been possible without
the imtervening personifications of Christian vir-
tue «~the chaste maiden on the one hand, the
noble knight on the other. In fact, it might be
saicd that the Renaissance achievement consisted
largely in having assimilated the medieval concept
of human morality to the classical notion of
human individuality.

While this is an important contribution to the
portraval of character, nevertheless there is
something curiously discreet and unassuming
about these carly Renaissance works. The artist
was evidently concerned to give an external
description of the sitter, of whose inner per-
sonality we are made aware implicitly by an
abrupt psychological truncation analogous to the
treatment of the bust form itself. This relative
objectivity has a functional counterpart in the
fact that, as far as we can tell from the sources,
such portraits served an essentially documentary
purpose, as family records. They were made for

[LLUSION AND ALLUSION IN PORTRAIT BUSTS 35:
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Fic. 5. Bust of “Matidia.” Ufhzi, Florence
( Photo Alinari).

I'1c. 6. Francesco Laurana, Bust of Beatrice of Aragon.
Frick Collection, New York (formerly collection of
John D. Rockefeller, Jr.).
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Fia. 7. Andrea del Verrocchio, Bust of Guiliano de’
Medici, National Gallery, Washington.

the private home, to whose architecture they
were physically attached, over doorways, mantel-
pieces and the like; and there is no evidence
for one of the most conspicuous uses of bust
portraits in antiquity, namely, as civic monu-
ments.

In the sixteenth century all this changes. The
portrait bust becomes a consciously designed ob-
ject—no longer simply half a human being, with
a consciously conceived expressive purpose—mno
longer simply a record of the individual, A first
critical move in a new direction was taken in the
late 1520's in a bust by the Florentine sculptor
Francesco da Sangallo (fig. 8), representing
Giovanni delle Bande Nere, the father of Cosimo
I de’ Medici, the first grand duke of Tuscany.
It follows the example of Rossellino in the
horizontal cut off with the arms separated from
the torso, in the turn and tilt of the head, and in
the differing level of the shoulders. It follows
the example of Verrocchio in that the body is
cut off low, at the waistline. The arms con-
tinue just below the elbows, and the elbows are
shown bent. So far as I can discover. this is
the first instance of a bust with severed arms
in which the arms are shown in motion. Sangallo
thus combined the illusionism of the bust type
with the dramatic action of the half-figure type.
Another innovation is that the two arms are
not symmetrical.  While the right arm hangs

o T o T
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Fic. B. Francesco da Sangallo, Bust of Giovanni delle

Bande Nere.
Alinari).

Museo Nazionale, Florence (Photo

vertically, the left moves slighly forward, break-
ing through a heretofore impenetrable plane facing
the spectator. In addition, the character of the
pose and the defiant expression give the portrait
a distinct quality of aggressiveness.

Sangallo also introduced two ingenious devices
in designing the amputation of the figure. The
torso is cut off in such a way that the bottom
line coincides with the lower edge of the armor
plate. The amputation is thus dissimulated, so
we cannot properly say that the figure is “cut off”
at all. On the one hand, the object appears com-
plete and self-contained; on the other hand,
nothing prevents us from conjuring up Giovanni
delle Bande Nere “in toto.” Furthermore, this
is the first instance I know in which a severed
surface—that of the left arm—is visible from the
front.* There was only one context in which
such visible amputation had occurred before, in
actual fragments of ancient statuary. And this is
certainly what Sangallo had in mind. The great
men of antiquity, were in fact known to the

* Seen only faintly in our reproduction.
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Renaissance (as indeed they are to us) largely
through the broken remains of honorific statues,
and the visibly severed arm suggests not only that
the bust is part of a larger figure but that
Giovanni delle Bande Nere was like the venerable
heroes of classical times.?

The aggressive quality of the pose and expres-
sion, the element of self-containment in the de-
sign, and the explicit reference to antiquity—
these features are new and they coalesce in a new
conception of the portrait bust, which is no longer
simply a record, but a2 mode of exaltation of the
individual as well. When we recall that Giovanni
delle Bande Nere played a key role in the polit-
ical transformation of Florence from a republic
into the grand duchy that became the model
for the system of absolute monarchies of the
seventeenth century, the sense of this exaltation
becomes clear.

For the early Christians the portrait bust
became a symbol of pagan idolatry,® a stigma so
potent that the familiar classical bust type—
rounded at the bottom, hollowed at the back and
raised on a base—was not fully revived on a
monumental scale until the second quarter of
the sixteenth century, and even so in a work that
cannot really be called a portrait. About 1339-
1540 Michelangelo made a bust of Brutus, which
is the first monumental marble sculpture of this
class since antiquity (fig. 9). Michelangelo
adopted not only the form, but also the pose,

5 An intercsting passage in this context, brought to
my attention by Phillip Foster, occurs in Poggio
Bracciolini's dialogue De Nobilitate (ca. 1440), where
the ancient custom of decorating the home with
ancestral portraits is ironically connected with the
modern vogue for collecting fragments of classical
statuary (cf. G. Holmes, The Florentine Enlightenment
1400-50 [New York, 1969], p. 228). In North Italy at
this period, “incomplete” figure sculptures began to
he made deliberately in imitation of ancient fragments
(L. Planiscig, Fenesianische Bildhauwer der Renaissance
[Vienna, 1921], pp. 335 f.; H. Ladendorf, Antiken-
studium rud Antikenkopie [Berlin, 1953; Abhandlungen
der sichsischen Akademie der Wissenschaften su Leipsig.
Philologisch-historische klasse, Band 46, Heit 2], p. 36;
M. Perry, “A Greck Bronze in Renaissance Venice,”
Burlington Magazine 117 [1975]: pp. 204 f.); for a
possible influence of such fragments on bust design, see
now S. Wilk, “Tullio Lombardo’s ‘Double Portrait’
Reliefs,” Marsyas 16 (1972-1973; publ. 1974) : p. 77.

% Sce E. Decker, “Protest gegen den Kaiserkult und
Verherrlichung des Sieges am Pons Milvius in der
christlichen Kunst der konstantinischen Zeit,” in F. J.
Daolger, ed., Konstantin der Grosse und seine Zeit
(Freiburg i. B., 1913; Roémische Quartalschrift 19.
Supplementheft), pp. 155-190.
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F1c. 9. Michelangelo, Bust of Brutus. Museo Nazionale,
Florence (Photo Anderson).

expression and costume of a well-known portrait
type of the Emperor Caracalla (fig. 10), as-
similating to it the depictions of Brutus on
Roman gems and coins.”

Cf. C. de Tolnay, The Tomb of Julius 1I (Prince-
ton, 1954), pp. 76 ff., 131 fi.; for depictions of Brutus
on gems, sce now M.-L. Vollenweider, Die Portritgem-
men der romischen Republik (Maing, 1974), pp. 139 ff.
Further to the background in D. J. Gordon, “Giannotti,
Michelangelo and the Cult of Brutus,” in D. J. Gordon,
ed., Fritz Saxi 1890-1948. A Volume of Memorial
Lssays from His Friends in England (London, 1957),
pp. 281-296, and N. Rubinstein, “Political Ideas in
Sienese Art: The Frescoes by Ambrogio Lorenzetti and
Taddeo di Bartolo in the Palazzo Pubblico,” Jouwrnal
of the Warburg and Cowrtauld I[nstitutes 21 (1958):
pp. 195, 198, 207.

For the antecedents to Michelangelo’s innovation, sce
W. von Bode, “Die Ausbildung des Sockels bei den
Busten der italienischen Renaissance,” Amiliche Berichie
aus den  preussischen  Kunstsammlungen 40 (1918-
1919) : cols, 112 ff,, to which should be added the actual
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Fic. 10. Bust of Caracalla. Museo Nazionale, Naples
{ Photo Anderson).

Apart from its form and expressive content,
two points concerning the bust should be noted.
One is that, although the work does not rep-
resent a contemporary personage, the time and
circumstances of its execution show that it did
have a contemporary political significance, re-
flecting the republican sentiment in Florence in
favor of the assassination of a potentially tyran-
nical member of the Medici family. Hence, while
the hust depicts the antagonist of Caesar, it also
embodies an abstract idea, that of the noble

copies and restorations of ancient Roman busts made in
North TItaly (E. J. Ilermann, “Pier Jacopo Alari-
Bonacolsi, genannt Antico,” Jahrbuch der kunsthisto-
rischen Sammlungen des allerhichsten Kaiserhauses, 28
[1909-1910] : pp. 276 ff.; cf. Keutner, Senlpture [cited
in n. 1 ahove], p. 28): also a bust of Pius IT in the
Vatican by Paolo Romano, which was placed above a
doorway, however, and [ suspect had no base (¢f. R.
Olitzky Rubinstein in F. A. Gragg, trans., and L. C.
Gabel, ed.,, Memoirs of a Renaissance Pope. The Com-
mentaries of Pius 1. An Abridgement [New York,
1959], note on fig. 1, p. 11: A. M. Corbo, “L’attivita di
Paolo di Mariano a Roma,” Commentari 17 [1966] : pp.
200, 213, Doc. 74).

|PROC, AMER, PHIL. S0C.

tyrannicide. From the very moment of its re-
vival, therefore, the classical bust type carried
a heavy burden of meaning. It was a kind of
visual metaphor, serving to raise the person
represented to a higher plane of existence. The
second point concerning the Brutus is that it
moves in a way no earlier bust moved. Much of
its powerful effect depends upon the fact that the
leit shoulder is thrust strongly forward with
respect to the right (not just a movement of
the arm, as in the Sangallo bust). In previous
portraits, including ancient ones, the shoulders
adhered to a frontal vertical plane. The move-
ment gives the Brutus bust a strong suggestion
of life and vitality underlying the abstract form
and content, a counterpart to the “living” rele-
vance of its subject.

FFollowing Michelangelo’s lead, the final act in
the creation of a new portrait form took place
in Florence a few years later, under very different
circumstances. The first busts of the ideal type
representing a contemporary personage were
made toward the middle of the sixteenth century
by two arch rivals who were vying for the

Fic. 11. Baccio Bandinelli, Bust of Cosimo I de’ Medici.
Museo Nazionale, Florence (Photo Alinari).

L
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favor of the despotic ruler of Florence, Cosimo |
de’ Medici. In his marble bust of Cosimo of
about 154 (fig. 11), Baccio Bandinelli per-
petrated what would heretofore have been con-
sidered virtually an act of idolatry: an independ-
ent, honorific bust of a living individual in the
mode of pagan antiquity. Cosimo is treated
literally as though he were a Roman emperor,
in the form of the bust itself, in the armored
cuirass he wears, and in its adulatory function,
The conception of the portrait bust as an ex-
plicit political statement initiated by Michelangelo
is here turned completely about, so that from a
symbol of republicanism it becomes the visual
herald of modern absolutism.

The underlying modernity of the bust is evi-
dent visually, as well. In following classical
precedent, Bandinelli selected the one notable
type from antiquity which suggests that it is part
of a larger whole. This occurs in busts of
Antinous the favorite of the Emperor Hadrian,
who caused him to be divinized and worshiped
as a god (fig. 12). They are smooth and regular
in outline, but asymmetrical, with the head turned
to the side and slightly downward and one arm
raised. The design deliberately hints that the
bust is cut from a whole statue, and in fact the
pose is derived from full-length statues of gods
and heroes. The purpose clearly was to assimi-

Fia. 12. Bust of Antinous.
(Phote MAS).

Museo del Prado, Madrid
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Fic. 13. Benvenuto Cellini, Bust of Cosimo I de’ Medici,
Museo Nazionale, Florence (Photo Alinari).

late the portrait of Antinous, an ordinary mortal,
to the idea of Antinous as a deity.

In suggesting that the bust is part of a statue
Bandinelli shows his indebtedness to Sangallo,
but he takes the significant step of referring ex-
plicitly to the outstanding classical prototype that
accomplished the same thing. Bandinelli's bust
differs from the ancient model, however, in two
essential ways. The head and neck are tilted
slightly off the vertical axis, the right shoulder
is slightly higher than the left, and the raised
left arm is cut free of the body. Once again,
the figure has the independence and continuity of
movement of a living human being. The second
cifference is in the treatment of the arms, where
Bandinelli adopts a variation of the principle of
dizsimulation introduced by Sangallo. The cut of
the arms corresponds to the ends of the epaulettes
of the cuirass.®* Hence the arms are not actually
amputated, and their forceful action is continued
in the mind's eye. Bandinelli’s bust involves a

8 Precedents for the device may be seen in Donatello’s
reliquary bust of St. Rossore (see n. 10 below), and in
Verrocchio's Giuliano de’ Medici (fig. 7).
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FF16. 14. Leone Leoni, Bust of Charles I". Museo del
Prado, Madrid (Photo MAS).

two-fold visual pun. Insofar as it appears cut off
it suggests part of a larger whole, namely a com-
plete statue. Insofar as it is dissimulated it also
suggests part of a larger whole, a complete
human being. In the end, the bust can only be
described as a new art form, at once independent
and self-contained, yet through a combination of
illusion and allusion, infinitely evocative.
Bandinelli's great antagonist, Benvenuto Cellini
also did a bust of Cosimo at this time, a colossal
bronze (fig. 13). The scale itself is a measure
of the element of personal aggrandizement.® The
classical convention is referred to in the form of
the bust, but again it is modernized in pose and
design. Now for the first time both arms move,

9110 c¢m, high, excluding base; Verrocchio's Giuliano
de’ Medici, 61 cm.; Michelangelo’s Brufus, 74 cm. ex-
cluding base.
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one forward, the other back, so that a veritable
counterpoint is introduced, giving the figure a
spatial content and a continuity of action it had
never had before. Furthermore, Cellini comes to
grips in a new way with the problem posed by
the classical bust form, with its raised, curved
outline. Bandinelli, following Sangallo, had dis-
simulated the edges by making them coincide with
the edge of a garment or of a cut out statue.
For the left arm of his figure Cellini adopts the
same device, but in addition he throws a cape
over the shoulders which is draped around the
right half of the figure in a special way.*® It
covers the lower edge and is arranged so that it
appears folded, rather than cut off. The drapery
acts as a kind of proscenium, hiding the severed
edge, yet self-contained and therefore not cut off
itself. As a result, only the short edge at the
lower right remains to remind us that this is not
Cosimo himself, but a bust of Cosimo—an es-
sential element if the work is to carry visually its
honorific message.,

These Florentine busts of the mid-sixteenth
century set the pattern for the entire future
development of the genre. In the course of the
century three major branches grew from this
central Italian trunk. The Tuscan tradition was
raised to new heights, particularly at the hands
of Leone Leoni, whose portraits of the Hapsburg
family actually brought the bust into the imperial
service. In his bronze Charles V' (1553-1555;
fig. 14) the breast and shoulder plates of a suit
of armor completely dissimulate the amputation
of torso and arms; and this empty shell, which
the mind fills with the spirit of the man, does not
rest on an abstract base, but is carried aloft in
apotheosis by the imperial cagle and two allegor-
ical figures.

Another mode developed in Venice, In the
portraits of Alessandro Vittoria (cf. fig. 15),
drapery plays a role equivalent to the armor in
Leoni’s. It falls in ample folds that hide the body
beneath, and it is cut in irregular shapes so as
to create the effect of an apron or screen before
a void, which the imagination ineluctably fills up.
The torsos, moreover, tend to be vastly in-
flated, so that the figures appear larger than life—
regardless of their scale. Finally, they never
have the strident tone and allegorical parapher-
nalia of the Medicean works. Rather, Vittoria’s

10 Cellini is here also cvidently indebted to Donatello’s
St. Rossore; cf. Lavin, “Sources and Meaning” (cited
in n. 1 above), p. 212,
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busts display a pompous gravity and lofty con-
cern, expressive of the ideals of Venetian re-
publicanism.

The third major off-shoot was in Rome, where
a very different formula emerged.  The tone was
set by Guglielmo della Porta in a portrait of
Pope Paul ITL (1546-1547; fig. 16). The drapery
again submerges the body, but instead of loose
and ample folds, it forms a sort of cocoon around
the figure. The body has none of the movement
of the Florentine works. The outline is closed
and regular and the eyes look out from the heavy,
patriarchal head with an almost accusative air.
The robe is decorated with reliefs explaining in
symbolic terms the secular and religious mission
of the pope. Paul I1l, it will be remembered,
initiated a period of aggressive self-scrutiny in the
church that blosromed into the great movement
of spiritual elevation known as the Counter-
Reformation,

These three great expressive conventions—
modes of characterization, to be more precise—
the Florentine imperial, the Venetian republican,
and that of the Roman Counter-Reformation,
constitute the main achievement of Italy in the

Fic. 153. Alessandro Vittoria, Bust of Doge Nicold da

Ponte. Seminario, Venice (Photo Bdhm).
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Fic. 16. Guglielmo della Porta, Dust of Pope Paul Iil.
Museo Nazionale, Naples (Photo Anderson).

sixteenth century in this domain. They fuse
three essential elements: the illusion of a living
pivocace in the bust, the allusion to classical
antiquity, and the elevation of the individual
represented to an ideal. A symptom of their
differences from the Renaissance type is the con-
sciousness with which the fusion was achieved.
We have comments by both Bandinelli and Cellini
in letters to Cosimo de’ Medici, which show that
the artists were fully aware of what they were
about.” Cellini speaks of his portrait as being
“in accord with the high manner of the ancients,”
and “having the bold movement of life.” Bandi-
:(_,‘ n. Ieikamp, “In margine alla ‘Vita di Baccio
Bandinelli' del Vasari,” Paragone (1966), No. 191: pp.
57 f. On Bandinelli's and Cellini's busts of Cosimo, sce
further the illuminating study by K. W. Forster, “Meta-
phors of Rule. DPolitical Ideology and History in the
Portraits of Cosimi [ de' Mediei,” Mitteilingen des
kunsthistorischen Institutes in Florensz 15 [1971]: pp.
76 fi.
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nelli says of another of his busts of the Duke
that it is “as if to sce Octavian or Pompey the
Great extend his arm to pacify the people.”
Even more striking is a further passage in which
he says that if the duke should prefer a whole
statue, arms and legs could easily be added—a
frivolity perhaps, yet clearly indicative of the
implied wholeness with which he conceived the
work. Above all, busts of this period seem far
more imposing—“surpassing everything ideal
and pathetic” was Jacob Burckhardt's phrase
for them **—than their Renaissance predecessors,
both visually and psychologically. Here, too, the
effect had a functional counterpart; they might
be displayed on pedestals of their own and, no
longer confined to the sitter’s home, they ac-
quired a new “public” significance.*® In sum,

12 GGesamtausgabe (cited in n. 1 above) 13: p. 314

14 The revival in the sixteenth century of the full-
length pedestal for portrait busts was noted by
A. Schiaparelli, La cusa fiorenting e 1 suoi arredi nei
secoli X1V ¢ XV (Florence, 1908), p. 194, Surveys of
the many Medicean busts which begin now to populate
the fagades of public buildings and the houses of the
rulers’ friends in Florence will be found in L'illustratore
frorentino 6 (1909): pp. 5-9, and K. Langedijk, De
Portretten wan de Medici tot omsirecks 1600 (Diss.,
Amsterdam, 1968), pp. 66, 91, 99 f. A Florentine law
of 1571 prohibited the removal or defacement of such
works displayed on public and private buildings (cf.
D. Heikamp, “Die Bildwerke des Clemente Bandinelli,”
Mitteilungen decs kunsthistorischen Institutes in Florens
9 [1959-1960] : pp. 130 {i,; the reference is evidently to
the Legge contra cii rimovesse, o wviolasse armi inscri-
tioni, o memorie esistenti apparentemente melli edifitiy
cost publici, come privati . . , , Florence, May 30, 1571
lcopy in Biblioteca Nazionale Centrale, Florence], cited
by L. Manzoni, Bibliografia statutaric ¢ storio ilaliona
[3 v., Bologna, 1876-1893] 1, 2: p. 200).
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they are pieces of monumental rhetoric, and as
such they confront us with a remarkable paradox.
We tend to think of the portrayal of human
nature as an analytical process of stripping away
convention, Instead, the development of the
portrait bust since the Renaissance suggests an
opposite view—that character and convention are
inseparable, the one expressed through the other.
In the process we have traced, the individual and
the heroic emerged together as the compound
product of one creative synthesis.**

As early as 1514 in Mantua, busts of the quattrocento
type representing illustrious Mantuans were privately
commissioned to decorate an ancient city gate (cited
by H. Keller, Das Nachleben des antiken Bildmisses wvon
der Karolingerzeit bis sur Gegemwart [Freiburg i. B.,
1970], p. 97, n. 3).

14 For a remarkable study of the development of char-
acter portrayal in Florentine historiography and rhetoric
of the sixteenth century, see H. Gmelin, Personendar-
stellung bei den florentinischen Geschichtschreibern der
Renaissance  (Leipzig, 1927, a reference for which I
am indebted to Professor Felix Gilbert). Related
also are the development of biographical theory (e.g.,
G. A. Viperano, De Scribenda virorum illustrium vitis
[ Perugia, 1370] ; ¢f. B. Weinberg, 4 History of Literary
Criticism in the Italian Renaissance [Chicago, 2 v.,
1961] 1: pp. 43, 297 i.), and a theory of portraiture in
art (M. Jenkins, The State Portrait. [ts Origin and
Evolution [n.p., 1947; Monographs on Archaeology
and Fine Arts sponsored by the Archaeological Institute
of America and the College Art Association of
America, vol. III], pp. 34 ff.; ¢f. also G. A. Paleotti,
Discorso intorno alle imagini sacre ¢ profane [Bologna,
1582], in P. Barocchi, Trattati dell'arte del cinquecento
[3v., Bari, 1960-1962] 2: pp. 30 fi.). A relationship

between portraiture and physiognomical theory at this
period has been suggested by P. Meller, “Physiognom-
ical Theory in Renaissance Heroic Portraits,” in Acts
of the Twentieth International Congress of the History
of Art, New York, 1961 (4 v, Princeton, 1963) 2:
pp. 53-69.






