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DIRECTORS’

American collectors have long been attracted to the secular,
domestic arts of the Italian Renaissance. Maiolica, glassware,
cassone panels, furniture, and portraits—all were acquired,
in depth, by some of the nation’s first patrons of the arts. In
1851 Thomas Jefferson Bryan bought the impressive Triumph
of Fame (cat. no. 70), then thought to be by Giotto and now
known to be the tray painted to commemorate the birth of
Lorenzo de’ Medici, the Magnificent, making it one of the
first early Italian paintings to arrive in New York City. The
monumental bridal chest decorated with the narrative of
the Conquest of Trebizond (cat. no. 56) was purchased for the
Metropolitan Museum from the Florentine antiquarian and
art dealer Stefano Bardini in 1913. Elia Volpi, another impor-
tant presence among dealers in Florence, played a key role in
encouraging American collecting through the decoration of
the Palazzo Davanzati (now a museum dedicated to Florentine
domestic life and one of the important lenders to this exhibi-
tion). Archival photographs of its rooms between 1910 and
1916 show tables, tapestries, sculptures, and other works that
are now dispersed among the Metropolitan Museum and the
Frick Collection in New York and collections in Boston, Rich-
mond, and Los Angeles. One of Volpi’s best clients about 1910
was J. Pierpont Morgan, and following Volpi’s sales in New
York in 1916 other objects from the dealer’s cache of Renais-
sance domestic objects entered the Metropolitan’s collection.

As early as 1880 the American sense of attachment to the
culture of the Renaissance was so widely diffused that in a
review of a book by Jacob Burckhardt the New York Her-
ald could proclaim: “We are Children of the Renaissance.”
Beyond their intrinsic beauty, the works of art and decorative
objects offered for sale by Volpi and Bardini may have had the
attraction of skirting the deeply devotional imagery that made
much Italian Baroque painting, for example, difficult for some
of the North American public to admire. Wealthy Americans’
desire to collect Renaissance domestic objects grew, above
all, from their wish to emulate the Florentine merchants and
bankers for whom the objects had been made (chief among
them the Medici), who were seen as predecessors of the titans
of American commerce. The architect Charles Follen McKim,
who designed J. Pierpont Morgan’s grand library on Madison
Avenue between 1902 and 1906, called his client “Lorenzo the
Magnificent.”

The taste for beautiful domestic art of the Renaissance was
abiding. Gifts to the Metropolitan Museum by Henry Mar-
quand, ]. Pierpont Morgan, Jules Bache, and Robert Lehman,

FOREWORD

among others, made numerous departments—Medieval Art,
European Sculpture and Decorative Arts, European Paintings,
the Lehman Collection, and Drawings and Prints—impor-
tant repositories of remarkable paintings and objects that once
graced the Renaissance home. More than sixty of these works
are presented in this exhibition and catalogue.

The exhibition was inspired by the desire to look afresh at
these works of art, some of them quite familiar, others less so,
in an effort to understand more fully their original functions
and contexts and thus to better appreciate them. The curators
aspired to provide an assessment of them “in the round,” hav-
ing considered them from both an aesthetic and a contextual
point of view. Investigation revealed that many were commis-
sioned or purchased by their original owners to mark the great
ritual moments of family life: betrothal, marriage, and the
birth of a child. They could have been given as gifts during
the many ceremonies accompanying a wedding; or commis-
sioned by the bridegroom for the bride’s arrival at her new
home; or presented to the new mother. When a bridegroom
in Florence wrote in his diary that he was preparing to dress
his bride and decorate their camera, or bedroom, he would
have had numerous things in mind: fabrics, jewels, tableware
to set on a credenza at a festive meal, carved and painted beds
and benches, and exquisite paintings designed for the spe-
cific site. Recently, the historian Christiane Klapisch-Zuber,
whose work on the Florentine traditions of matrimony has
helped to establish this field of scholarship, asked rhetorically
what a Renaissance artist painting a fresco of the Marriage of
the Virgin, or Sposalizio, would have hoped to convey to his
audience. Would viewers have recognized the trappings of a
real marriage or something idealized, sanctified, and removed
from daily life? She wondered how close scholars like herself
could come to a faithful interpretation of the reactions of a
fifteenth-century viewer. Our exhibition pursues comparable
questions. Here we present these magnificent objects and ask:
What did they convey to those who received them, and how
close to a verifiable interpretation can we come?

In some cases, such as that of the double-handled cups often
known as coppe amatorie, an association with nuptial rituals
seems unequivocal, but in other cases ritual significance has
had to be teased from works of far greater ambiguity. This is
most apparent in the final section of the exhibition. The great
paintings gathered there are not defined by a precise function;
these paintings of love and marriage carry many meanings and
have provoked a wide range of often contradictory responses.

ix



We present them in a spirit of inquiry, but the close relations
among them will, we trust, show that they are being presented
in the appropriate context. From Giorgione’s Laura (cat. no.
145) to Titian’s Venus Blindfolding Cupid (cat. no. 153), they are
the aesthetic and poetic pinnacles of a tradition that extolled
love and marriage.

Along the way we are taking one important detour from
the licit path of marriage and family to explore the sphere of
profane love, the secret world of Renaissance erotica. Largely
originating in the crucible of Raphael’s workshop in Rome
about 1520, and nourished by a satirical spirit and deep appre-
ciation of the ancient world, the erotic art of the first decades
of the sixteenth century gives us a unique glimpse into a lesser-
known side of Renaissance art and life. Some of the finest art-
ists active at that moment—Giulio Romano, Parmigianino,
Perino del Vaga—contributed inventively to this genre, as
did ceramists and sculptors. Besides offering titillation, these
works could be enormously witty and subversive of authority,
and we believe that they will be a revelation for our public.

In order to plot this narrative completely we have requested
almost one hundred loans from collections throughout the
United States and Europe that complement the core group of
works from the Metropolitan Museum. We wish to thank all of
our lenders, both institutional and private, for their enormous
generosity and sustained interest in this project. Our colleagues
the directors at the British Museum and the Victoria and

X DIRECTORS FOREWORD

Albert Museum in London, and at the Ashmolean Museum in
Oxford, were especially generous. Their various departments
are rich in works of art relevant to our theme, and without
them we could not have assembled a selection of this depth
and quality. For other extraordinary, often multiple, loans we
thank the directors of the Museo Nacional del Prado, Madrid;
the Borghese Gallery, Rome; the Kunsthistorisches Museum,
Vienna; the Museums of the Polo Museale di Firenze; the Musée
du Louvre, Paris; the National Gallery, London; the Detroit
Institute of Arts; the Frick Collection, New York; the Pierpont
Morgan Library, New York; the Philadephia Museum of Art;
and the Walters Art Museum, Baltimore.

The exhibition was organized by Andrea Bayer at the Met-
ropolitan Museum and Nancy Edwards at the Kimbell Art
Museum. It has been a complex task, and we are grateful for
the energy and dedication that these capable curators brought
to it, not least in coordinating the equally complex catalogue.

The generous funding of the exhibition and the catalogue
cannot go unmentioned. Our deepest thanks go to the Gail
and Parker Gilbert Fund and The Horace W. Goldsmith
Foundation. We are grateful to the Samuel H. Kress Foun-
dation for once again offering their support of a scholarly
endeavor in the field of European art. The catalogue has been
made possible by The Andrew W. Mellon Foundation and
the Charles Bloom Foundation. We express our most sincere
appreciation to all.

Philippe de Montebello
Director

The Metropolitan Museum of Art

Malcolm Warner
Acting Director
Kimbell Art Museum
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Introduction: Art and Love in Renaissance Italy

Andrea Bayer

lasped hands; couples in facing profile; garlands of

myrtle; the words fede (faith) and wvolo (I wish to):

these are graphic declarations of love and fidelity that
grace Renaissance art. Conjuring up elements of contemporary
marriage ritual and tokens of amorous exchange, they afford an
unparalleled insight into private life in Renaissance Italy. At the
same time, knowledge of the rituals of Renaissance love and mar-
riage in all their variety can inform our understanding of the
maiolica, glassware, paintings, and the objects in a multitude of
other media on which such imagery appears. In this exhibition
we have attempted to gather the broadest possible array of art-
work designed to commemorate betrothals, marriages, and the
arrival of children, as well as the celebration of less official ardent
attachments. The range is impressive—extending from birth trays
painted at the beginning of the fifteenth century through large
canvases on mythological themes by Titian in the mid-sixteenth
century—but each work of art would have been recognized by
contemporary viewers for its function within the private, domes-
tic domain.

Most of the objects exhibited here are associated in some way
with marriage and the family that followed from it. It should be
emphasized that marriage itself in this period was chaotic, with-
out uniform boundaries or legal consistency. The scholars Silvana
Seidel Menchi and Diego Quaglioni, who directed an impressive
research project carried out through investigation of documents
involving matrimonial litigation housed in the ecclesiastical
archives of Italy, provide startling information demonstrating just
how informal the act of marriage could be and how it could take
place in almost any location. “People got married in stables or in a
tavern, in the kitchen or in the vegetable garden, in the pasture or
in the attic, in a wood or in a blacksmith’s shop, under the portico
of one’s house or near the public fountain.” This suggests that
many weddings were extraordinarily spontaneous, and the fact
that they often took place on a balcony or at a window bears this
out: “With the assistance of a ladder, the groom, flanked by wit-
nesses, reached the bride, and facing each other they pronounced
the formula of the ritual, balanced in an equilibrium as unstable
as the tie that thus bound them.”! Indeed, before the edicts of

Opposite: Fig. 1. Titian (Tiziano Vecellio) (ca. 1488—1576), Venus Blindfolding
Cupid (detail of cat. no. 153)

the Council of Trent systematized the requirements of a proper
wedding in 1563, only mutual consent was an absolute necessity
for marriage. People did not need to be married in church or by
priests; they did not need to post banns or to appear before a
notary; they did not need to exchange rings; nor were witnesses
required (although most weddings were public acts). Clandes-
tine marriages, undertaken to outwit disapproving parents, were
common.

The confusion that could result has been expressed best in Gene
Brucker’s classic Giovanni and Lusanna, a story that unfolded in
the courtroom of Saint Antoninus, the archbishop of Florence,
in 1455.2 In this tale, a determined and beautiful tailor’s widow,
abetted by her brother, tries to prove the legality of her marriage
to a gentleman of a significantly higher level in society, bringing
forward witnesses who say that they had heard his promises, seen
the exchange of rings, and certainly were aware of the couple’s
cohabitation.? Giovanni denies that he was married to Lusanna
(albeit admitting that he had had a relationship with her)—and
quite essentially so, as he had just publicly betrothed a young girl of
the prestigious Rucellai family. The archiepiscopal court decides
in Lusanna’s favor, but its ruling is soon reversed by the Roman
curia, where Giovanni’s family had more influence. The Roman
court deemed Lusanna’s evidence questionable and may have
been influenced by the marked absence of a dowry (for more on
this case, see Deborah L. Krohn’s essay “Marriage as a Key to
Understanding the Past” in this volume). This one story can now
be multiplied by the dozens thanks to the previously mentioned
archival research, which has focused on separations, controver-
sial and clandestine marriages, concubinage, adultery, and big-
amy. Other specialized studies have centered on quirky domestic
arrangements in Verona, Venice, and elsewhere.*

It was the very fluidity of the marriage vows that made the tra-
ditional rituals and their public manifestations so important for
weddings sanctioned by society. This was true at all social levels
but was especially vital for the wealthy. Indeed, public wedding
ceremonies and the material objects generated for them provided
the physical demonstration of the marriage’s legitimacy. The gifts
and paraphernalia that formed the cornerstones of wedding cel-
ebrations were discussed at length and in great specificity in the
abundant contemporary texts that recorded particular weddings
and inventoried couples’ belongings, as well as in more general-
ized writings on marriage. Some of the most significant moments



of these orchestrated ceremonies will be rehearsed here, as they
provide the armature upon which the exhibition has, in part, been
developed (for further analysis of these rituals, see Krohn, “Mar-
riage as a Key to Understanding the Past”).

Marco Antonio Altieri’s treatise L7 nuptiali (Nuptials), written
in Rome between 1506 and 1513 and prompted by a wedding that
took place in 1504, records the mores of Roman society, harking
back to a time when, the author felt, more attention was paid to
a family’s honor and less to the value of a bride’s dowry.> None-
theless, Altieri maps out a lengthy and lavish series of ceremonies
that began with an agreement including a ratified list of the doze,
or dowry. Each of the following rituals involved an exchange of
particular gifts. The most legally binding ritual took place next;
this was the so-called arraglia, during which the bride and groom
were asked to pledge themselves to each other while a sword was
held over their heads. The bride was then presented with three
rings, one of which bore the arms of the groom’s family (see
cat. nos. 32a—e). Throughout Italy the giving of rings could bear
more weight than even a private pledge in a dispute about a mar-
riage. Other gifts exchanged during the arraglia were a silver dish
and a boccale, or jug, displaying the arms of both families (see
cat. no. I).

A Mass was usually planned as one of the final group of elabo-
rate ceremonies that concluded with the bride’s arrival in her new
home, where her husband’s family lived. In the days leading up
to the Mass, feasts were arranged and the bride’s home was deco-
rated with tapestries and sideboards laden with the kind of plates
and glassware that are shown in the first section of the exhibition.
The bridegroom, accompanied by music, presented the bride with
her clothes and ornaments, which included a chain and a diadem.
On the Sunday morning of the Mass she wore these along with
earrings and a necklace with a jeweled pendant (see cat. no. 118),
as well as a belt her father placed around her waist (see cat.
nos. 36a,b). She then rode astride a white horse to church—where
myrtle hung and incense burned (see cat. no. 148). Following the
Mass, the bridegroom took his bride by the hand and led her
home to another great feast; grain and vegetables were thrown
from the windows and guests shouted out lascivious jibes. During
this banquet and on the following days epithalamia, or marriage
orations and poems, might be read (see cat. no. 61) and comedies
and dances were performed. In a culminating moment, on the
third day, the bride’s mother visited and opened the cassoni, or
bridal chests, to confirm that they held the linen and other items
that had been agreed upon (see cat. no. 56).

If we move to Florence and Venice, we find different sequences
of events but many of the same exchanges. Historians have culled
details from disparate sources to put together a clear picture of
marriage rituals in those cities.® In Florence, great weight was
given to the moment when hands were clasped at the signing of a
contract, a moment called the impalmamento (see cat. no. 16). On
that occasion, the bride was given rings, often in a small chest, or
forzerino (cat. nos. 38—40). However, the actual “ring day” (the
anellamento)—when a ring was placed on her finger and the cou-
ple exchanged verbal vows—took place at a separate moment and
in the home of the bride, with her father or guardian in attend-
ance’ Then the bride was brought to her husband’s house in a
public and festive manner (the so-called menare a casa); early on
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in the period under discussion, she often brought her great wed-
ding chests with her. It was the husband’s responsibility not only
to bring his wife home but also to organize the bedchamber, the
decoration of which will be discussed throughout the following
pages. The church itself had a very small role in these proceed-
ings until the Council of Trent, although people often chose to be
matried on the steps of churches.

Thanks to the Florentine habit of keeping scrupulous records
and inventories, we know a good deal about the contents of both
the donora—the trousseau that was part of the dowry—and the
so-called countertrousseau of gifts and clothing provided by the
husband. Indeed, in Florence the contents of the trousseau were
examined by two independent dealers. These luxury goods, with
which the women in Florentine nuptial portraits are bedecked,
belonged to the husband and were sometimes pawned or sold piti-
lessly some years after the marriage. As Christiane Klapisch-Zuber
has remarked, the groom’s gifts to the bride were considered an
outward symbol of her integration into his family; once they had
served this purpose he could use them for his own purposes.®

In some ways, the weddings of Venetian nobility were the most
sumptuous and elaborate in Italy. The signing of a contract of
engagement called /e nozze was followed by a round of activities
during which the bride was presented by a master of ceremonies
and dancing master called the ballerino (see cat. no. 65), and the
engagement was announced to both families (fermare il paren-
tado); then the bride received her ring (/nellamento). After this,
there was a public declaration of vows; and after much feasting
the bride was brought home (menare a casa). Two aspects of the
Venetian rituals are striking: the public nature of the drawn-out
ceremonies and the centrality of organized giving and display of
gifts. For example, brides were not only ceremonially introduced
to society but also circulated in a flotilla of gondolas, visiting their
relatives in convents (see cat. no. 65).° Various compari, or spon-
sors, offered gifts to the couple, as did the principal ring-sponsor
(compare dell anello), whose gifts might include silver tableware
and furs. Marin Sanudo (1466-1535), who kept a diary that is criti-
cal to our understanding of life in Venice during the period, elab-
orated on the indulgence of incredible display: thousands of gold
and silver ducats heaped in basins to represent the dowry; dozens
of women dressed in velvets, their necks and waists hung with
pearls and heavy gold chains; the exquisite quality, huge quan-
tity, and extreme rarity of the food and drink—and of the vessels
in which they were served (see cat. nos. 26-29); entertainments
that included the composing of epithalamia; the importance and
number of the guests and their gifts to the couple.?®

And then there were the weddings of the ruling families
throughout Italy. These were spectacles that are almost impossible
for us to imagine, lasting for days and for which innumerable
artifacts, many of them ephemeral, were created. When Annibale
Bentivoglio, the eldest son of Giovanni Bentivoglio II, ruler of
Bologna (see cat. no. 120) married Lucrezia d’Este (the natural
daughter of Duke Ercole d’Este of Ferrara) in 1487, it was neces-
sary to destroy houses and shops along the path of the triumphal
procession through the streets to accommodate the crowds of
spectators. At the Palazzo Bentivoglio theatrical events were held
in the sala maggiore, whose decorations inspired the awe of con-
temporaries: benches topped by spalliere, tapestries, great fronds



of myrtle and juniper, and a grand credenza covered with pre-
cious vessels of silver and gold—all the trappings of weddings that
appear in objects and paintings throughout this exhibition.!! The
elaborate festivities for the marriage of Costanzo Sforza, Lord of
Pesaro and Gradara, and Camilla of Aragon, in Pesaro in 1475
were described in a famous manuscript now in the Vatican Library
(Urb. Lat 899). The text and its illustrations captured for posterity
a seemingly endless sequence of courtly and antiquarian tableaux,
featuring Hymen (see fig. 63) and many other gods and allegori-
cal figures, mounted for the couple and the wedding guests dur-
ing the procession to Pesaro and the following festivities, which
included an important marriage oration by the humanist Pan-
dolfo Collenuccio.!?

Following the festivities came the serious concerns of marriage
and the establishment of a family, which were, of course, funda-
mental to the continuation of civic society. Many authors wrote in
praise of the state of marriage, and a stream of literature, increas-
ing steadily through the sixteenth century, defined the nature of
a good wife and a properly run household. One of the earliest
of these texts is the Venetian Francesco Barbaro’s De Re Uxoria
(On Wifely Duties) of about 1415-16, which was translated into
Italian and published in 1548 as Prudentissimi et gravi documenti
circa la elettion della moglie. At about the same time, at least six
other books were published in Venice dealing specifically with
issues of marriage, the duties of wives, and the raising of children.
Most of these maintained that marriage was valuable in that it
created a “perpetual union of man and woman for the procreation
of children [that] is natural, socially useful, and, if well ordered,
emotionally satisfying.”!3

Yet not all voices were raised in praise of marriage or wives,
and the occasional naysayers based their opinions on longstand-
ing traditions. One example is the sharp, ironic voice in Leon
Battista Alberti’s /ntercenales (Dinner Pieces), short pieces meant
to be read convivially over dinner. Alberti seems to have writ-
ten many of them in the 1430s, and they must have circulated in
manuscript, as their influence is perceptible in both poetry and
painting. These texts are satirical and meant to expose folly but
nonetheless represent recognizable types and situations. Above all,
they present the reverse of the virtuous wife evoked over and over
in the iconography of marriage gifts, in which “Onesta passa ogni
bellezza” (Integrity [that is, virtue] surpasses all beauty) (see cat.
no. 10). In the acid set piece called “The Husband,” the narrator
relates how he silently and coldly torments his unfaithful wife,
managing to “kill her without her death causing a scandal.” Thus
he could congratulate himself on his tolerance, while achieving his
revenge; it was an outcome that he felt obliged to share with his
readers because “Woman is a fickle creature and given to pleasure”
and “naturally lustful.” In a longer piece entitled “Marriage,” two
brothers discuss their difficult marriages. The first touches on the
impossibility of keeping a wife virtuous: “Before my eyes passed
hosts of lovers, and I saw suitors in continual succession both day
and night courting and tempting my wife, and besieging her chas-
tity like veteran soldiers.” The second claims, “Every woman is
wanton, inconstant, troublesome, proud, querulous, shameless,
and stubborn.” Finally, a third brother explains that his brothers’
struggles have inspired him to avoid “the blight of matrimony”
and thus devote his talents to more “important matters.” Even

the eponymous heroine of the piece called “The Widow” does not
emerge virtuous in Alberti’s view.!

Alberti’s barbed remarks, even taken in the appropriate spirit
of irony, indicate a suspicion of marriage and suggest a concurrent
embrace of the ideal of celibacy, understandable given that Alberti
not only moved in clerical circles but also worked for the papal
curia. In the context of this study, their misogynistic edge and
the anxieties they express about marriage help us understand the
mindset that deemed certain extremely ambivalent subjects appro-
priate for the decoration of the bedrooms of newlyweds. These
include Boccaccio’s violent story about Nastagio degli Onesti (cat.
no. 139), in which a young girl is abundantly punished for her
pride and aloofness, and the tale of Jason and Medea, despite the
disastrous fate of their marriage (cat. no. 140).!> Similarly, the cru-
elty of love, bringing with it possibilities for betrayal, pain, and
disillusionment, often seen from the point of view of the woman,
informs the imagery of a startling group of maiolica dishes and
vessels (cat. nos. 21—25).

The primary functions of the institution of marriage centered
on the family and society, and love rarely entered into the equa-
tion. Yet the subjects of love, beauty, and attraction mesmerized
Renaissance men and women. They were discussed—even dis-
sected—endlessly in poems, dialogues, and treatises from per-
spectives ranging from the most base to the most elevated. The
pleasures and pain of love could be weighed against each other,
even within a single poem (see Krohn, “Rites of Passage: Art
Objects to Celebrate Betrothal, Marriage, and the Family,” in this
volume). The same dichotomy was rehearsed in prose, for example
in Pietro Bembo’s widely read G/i Asolani of 1505. In this dia-
logue three men and three women discuss the meaning of love
during three days of wedding festivities held at Queen Caterina
Cornaro’s villa at Asolo. Each man offers a different viewpoint.
Book I presents the opening salvo with an argument against love:
in a deluge of metaphors, love is termed the greatest possible tur-
bulence, bringing the “most certain unhappiness and misery.” It
is compared to fire—as fire is beautiful for its splendor and yet
terribly painful to touch, so love is beautiful at its first appearance
but later torments us beyond measure. Shifting metaphors, we are
described as the victims of Love’s arrows, shot by a marksman who
never tires and never shows mercy, even when we are wounded by
arrow after arrow.’® Such passages prepare us for the theme of
“amor crudel” found in abundance on the maiolica of the period,
such as the brilliant plate from Gubbio with a depiction of A Love
Argument, in which a woman holding a knife advances on her
lover, whom she has tied to a tree (cat. no. 24).

In the second book, love is instead praised and women lauded
for their beauty, acknowledging the tug of sensuality (ruby lips
feeding the desire for kisses; breasts like sweet apples resisting the
soft drape of fabric) (see cat. no. 146).!7 Finally, in Book III love
without carnality is extolled. Spiritual and pure love is seen to
bring out the best in man, wherein his soul is “liberated from the
appetites” and reaches a state in which “the intellect guides the
senses.”18

Bembo’s popular text is one of many that fueled debates about
the nature and legitimate goals of love and beauty. One section
of the Mantuan humanist Mario Equicola’s influential Libro di
natura d amore (On the Nature of Love), published in 1526, presents
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an overview of Greek, Latin, Provengal, Italian, and French love
poetry through the ages. Equicola artfully demonstrates his under-
standing of different attitudes when he compares Provencal and
Latin poetry: “Their [the Proven¢al] way of describing their love was
newand different from the ancient Latin; these are without respect,
without reverence, without fear of defaming the woman by writ-
ing their opinions openly. . . . Provengal [poets] courteously feign
to hide any lasciviousness of feeling . . . saying: Love wants chas-
tity (or ‘honesty’), and is kind to chastity, without this it is not
love.”® In the fourth book of his treatise, Equicola himself urges
his readers to choose a middle way between love that is purely
carnal and love that rejects all sensuality, given his belief that “the
soul and the body are united together in marvelous harmony.”2°

The Bembo Gli Asolani and the Equicola Libro di natura
damore are just two of the many and various texts on the sub-
ject of love and desire, expressed in either philosophical, religious,
or poetic terms. It was commonly believed that love would be
brought about by the apprehension of beauty; according to one
author, when he sees beauty, the viewer’s “limbs shudder, his hair
curls, he sweats and shivers at the same time, not unlike one who,
unexpectedly seeing something divine, is possessed by divine
frenzy.” Yet the same writer, despite his belief in the uncontrol-
lable physical response to beauty, did not think it was incongru-
ous to claim that it is through beauty that “we direct our souls
to contemplation, and through contemplation to the desire for
heavenly things.”2!

The great Renaissance paintings on the themes of love and
marriage owe their rich complexity, and often ambiguity, of mean-
ing to the coexistence of this broad range of contemporary thought
on the subject. Love can bring pleasure or pain; beauty can inspire
lascivious thoughts or bring us closer to the divine; marriage makes
it impossible to live a spiritual life or provides us with an ideal com-
panion who brings us harmony. Again and again we will grapple
with issues of this kind in discussions of individual paintings: Is
the woman a courtesan or a wife? Was the work painted to com-
memorate a marriage or as an erotic pinup? What happens to the
meaning of the images when they are no longer rather straightfor-
ward elements of nuptial furniture (the inner lids of cassone pan-
els, for example [cat. no. §8]), but have migrated to the wall and
become highly expressive independent works (as in cat. no. 148)?

One example illustrates the problems of interpretation we face.
Late in his career Titian painted five related works showing Venus
reclining in bed accompanied by a male musician—sometimes an
organist and sometimes a lute player—who gazes at her intently
(see cat. no. 152). Not only the kind of musician but other details
vary as well: Cupid comes and goes, and the landscape back-
grounds differ significantly. Technical examination has shown
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that the principal figure of Venus was in most cases transferred
mechanically from canvas to canvas through use of a cartoon and
that Titian was personally involved in the production of each work
to varying degrees.?> We can assume, therefore, that at least some
of these paintings were produced for the open market, rather than
invented for a specific client, and that their imagery evolved as a
result of the popularity of the composition. What then did this
image mean to the various owners of the paintings, and in what
way was that meaning inflected by the changes? Interpretations
have drawn upon the contemporary attitudes we have outlined
here.?? To be sure, Titian’s paintings are narratives about love,
music, and the suitor’s gaze, but do they illustrate Neoplatonic
philosophical ideas about the hierarchy of the senses, comparing
sight and hearing in the apprehension of beauty, as Erwin Pan-
ofsky suggested and Otto Brendel expansively articulated??* Or
do their replicability and relative “vulgarity” indicate, as Ulrich
Middeldorf responded, that they were merely “ornamental fur-
niture” meant to decorate bedrooms? Does the suitor employ his
music and gaze, and Venus her beauty, for a goal that is sacred or
profane? Perhaps if we follow Equicola, we can arrive at a mid-
dle way that does not reject either alternative exclusively. As the
Prado’s Venus with an Organist and a Dog was most likely painted
in a marital context, this version was probably perceived as a sen-
sual image that fell within the accepted norms of married life.
Titian’s paintings seem to embody the multiplicity of interpreta-
tions found in contemporary poetry and prose and therefore bring
these writings alive in visual terms.

This exhibition could not have been undertaken without its
underpinning in several decades of important historical and art-
historical research on elements of Italian society, ranging from
dowries, marriage, and the family through costume history. Its
organizers hope, above all, that the results of these flourishing
research fields have informed our descriptions of the impressive
variety of objects on view. While we can highlight groundbreak-
ing work, such as Klapisch-Zuber’s on Florentine marriage ritu-
als, it is now well-nigh impossible even to cite the many recent
studies that have scrutinized erotic relationships, marriage, the
institution of the family, and the roles of women and children
within it in the Renaissance. There has been a parallel explosion
in the study of both the function and the imagery of the art cre-
ated in tandem with these historical contexts; the authors of the
present catalogue are among the most important contributors to
these ongoing fields of study. Thus, the exhibition offers a unique,
illuminating view of these fundamental aspects of Renaissance
society through the investigation of the works of art that are most
intimately tied to them.
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Marriage as a Key to
Understanding the Past

Deborah L. Krohn

n 1447 a wealthy Florentine widow prepared for the wed-

ding of her daughter, Caterina Strozzi. Writing to her

son, she described clothing that the future husband, Marco
Parenti, had ordered for his bride, using the dowry provided by
her family:

When she was betrothed he ordered a gown of crimson velvet for
her made of silk and a surcoat of the same fabric, which is the
most beautiful cloth in Florence. He had it made in his work-
shop. And he had a hat of feathers and pearls made for her [that]
cost eighty florins, the cap underneath has two strings of pearls
costing sixty florins or more. When she goes out, she’ll have more
than four hundred florins on her back. And he ordered some
crimson velvet to be made up into long sleeves lined with mar-
ten, for her to wear when she goes to her husband’s house. And
he'’s having a rose-colored gown made, embroidered with pearls.
He feels he can'’t do enough having things made, because she’s so
beautiful and he wants her to look even more so.

This letter, penned by Alessandra Macinghi Strozzi (1407/8—
1471), affords a vivid picture of the material world of the Italian
Renaissance marriage.! But it also reveals many things about the
relationships between mothers and sons, mothers and daughters,
and husbands and wives. For the mother, the monetary signifi-
cance of her daughter’s wardrobe must have satisfied a desire to
maintain her social standing and reflect well on the family’s gener-
ous dowry. Alessandra was obliged to write to her son for approval
of the details of the wedding, since she did not remarry and was
not in control of her own finances. Finally, the letter manifests the
groom’s desire to show off his bride publicly by ordering articles of
expensive clothing made especially for the occasion.

Three textile pieces decorated with heraldic devices of promi-
nent families, the Medici, the Strozzi, and possibly the Peruzzi,
are featured in this volume (cat. nos. s1, 53, 54), examples of fabrics
that were perhaps custom-woven for nuptial events. A detail from
Filippo Lippi’s double portrait (cat. no. 118; fig. 4) illustrates a
sleeve lavishly embroidered with the word lealta (loyalty), allud-
ing to the quality most desired in a wife. This bride, if she is one,
literally wears her heart on her sleeve.

Opposite: Fig. 2. Marco del Buono Giamberti (1402—1489) and Apollonio di
Giovanni di Tomaso (1415/17-1465), The Story of Esther (detail of cat. no. 57)

Alessandra Strozzi’s letter and art objects such as these demon-
strate why historians study the institution of marriage. The rituals
and ceremonies that inspired much of the art discussed in this vol-
ume, from courtship to consummation, provide a unique frame
through which to view the social and economic history of early
modern Italy.

APPROACHES

When did historians begin to look at marriage, and what kinds
of sources did they employ? Fifteenth- and sixteenth-century
chroniclers already reflect an awareness of the deep significance of
marriage, which they recognized was necessary to secure dynas-
tic unions for the maintenance of social and political continuity.
One way or another, family was perpetuated by marriage, for the
nobility and middle classes alike. A survey of the sources used for
understanding Renaissance marriage follows.

Prescriptive Sources

For Leon Battista Alberti (1404-1472), author of the mid-
fifteenth-century treatise Della famiglia (On the Family), the
institution of marriage was the foundation upon which a strong
and prosperous society must be built. “Marriage,” he wrote, “was
instituted by nature, our most excellent and divine teacher of all
things, with the provision that there should be one constant life’s
companion for a man, and one only.”? Aware of the tendency of
Florentine men to delay marriage, he emphasizes the criteria that
ought to inform their choice of a bride. “They say that in choos-
ing a wife one looks for beauty, parentage, and riches.” He further
advises, “Even a wild, prodigal, greasy, drunken woman may be
beautiful of feature, but no one would call her a beautiful wife.”
Beyond beauty, the ability to bear children is stressed. “In her
body he must seek not only loveliness, grace, and charm but must
also choose a woman who is well made for bearing children, the
kind of constitution that promises to make them strong and big.
There’s an old proverb, “When you pick your wife, you choose
your children.”” But in choosing a wife, a man was also choosing
her kinsmen and extended family. “To sum up this whole subject
in a few words, for I want above all to be brief on this point, let
a man get himself new kinsmen of better than plebeian blood, of
a fortune more than diminutive, of a decent occupation, and of
modest and respectable habits.”



Documentary Sources

Prescriptive sources such as Alberti tell us how contemporary
people were supposed to behave. Documentary materials, on the
other hand, describe how people actually behaved. An example
is Alessandra Strozzi’s letter cited above. A shift in the histori-
ography not only of marriage but of all aspects of social life
came in 1929 with the founding of the journal Annales 4’histoire
économique et sociale, and of a related school of historical research
that emphasized the study of long-term historical structures, such
as marriage, over events such as wars or famines.3 The Annales
School, as it has come to be called, includes the work of Fernand
Braudel (1902-1985s), whose study of Mediterranean culture in the
age of Philip II, among other works, helped shape current per-
spectives on the Renaissance.* Combining sociology and geog-
raphy with the more traditional historical questions, scholars
such as Emmanuel Le Roy Ladurie and Carlo Ginzburg created
a new template for historical research that challenged historians
to embed their objects of study into the psychological, as well as
the material and environmental, context of the period.> Microhis-
tories, which look at society through the lens of a small town or
a particular person, are also an important tool for understanding
works of art. It is due to this revolution in historiography that
demographic and sociological information, such as that presented
by David Herlihy and Christiane Klapisch-Zuber in their ground-
breaking study of the cazasto, discussed below, could in turn shed
light on works of art from early modern Europe. Thus, the study
of the arts of love and marriage has benefited from the formula-
tion of new questions beginning in the 1960s.

A fundamental source for understanding marriage and how
it structured Italian Renaissance society is the survey, or catasto,
conducted in Florence and its territories to serve as the basis
for taxation between 1427 and 1430. Among the most complete
documentation of the composition of the household for any early
modern city, these records were brilliantly and comprehensively
analyzed by Herlihy and Klapisch-Zuber beginning in the late
1960s; they yield insights into every aspect of society, from agri-
culture to infant mortality.* How did the cazasto work? Every citi-
zen liable to pay the monte, or mandatory loan, to the government
had to complete an official questionnaire, the portata, describing
his possessions and the number of mouths, or bocche, in his house-
hold. From this, officials made a fair copy, called the campione,
which indicated the amount of tax that had been assessed. Clergy
and guilds also had to submit questionnaires, completing the pic-
ture of property and population that the cazasto painted. There
was no real census again in Florence until 1552. The database that
Herlihy and Klapisch-Zuber created to sort the information from
transcriptions of the catasto (one of the earliest uses of quantita-
tive, computer-assisted research in the humanities) and the many
articles and books spawned by this research lie at the heart of
discussions of marriage and the history of the family in the Italian
Renaissance to the present day.’

General conclusions from this body of research have enabled
us to situate Tuscan marriage customs within the larger context
of European marriage models. Tuscan marriage followed the
Mediterranean model rather than that of northwestern Europe.
One characteristic of this model was a significant age differential
between spouses. Women were between eight and fifteen years
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younger than their husbands on average, with the largest gap
found among the wealthy? It is easy to speculate that this age
difference reinforced women’s dependent role within the family.
These insights, based on quantitative research, continue to govern
interpretations of the complex and often puzzling imagery found
on marriage objects such as cassoni (wedding chests), as I explore
further in my essay “Rites of Passage,” preceding the first cata-
logue section in this volume.

Klapisch-Zuber was also among the first to exploit a unique
source for early modern Italy: the family memoits, or ricordanze,
kept by Florentine men. These are manuscripts in which heads
of houscholds recorded marriages, births, and deaths, as well as
other significant information. The narrative form of these mem-
oirs often yields much information not only about what happened
in a family but also about how people felt about it. Like the letters
of Alessandra Strozzi, the ricordanze afford a glimpse of the social
rituals that structured the lives of Renaissance men and women.

Looking at the past through the lens of social life, rather than
seeing history as a succession of battles, dynastic alliances, or
technological advances, has its roots in antiquarian studies of the
sixteenth century. An example is the important dialogue Li nup-
tiali (Nuptials) by the Roman nobleman Marco Antonio Altieri
(1450-1532), which contrasted contemporary and ancient nup-
tial customs. Written on the occasion of the wedding of one of
Altieri’s noble friends, the dialogue offers advice and information
on the way to celebrate marriage based on the customs of the ancient
Romans, considered to be the ancestors of Altieri and members of
his social milieu. Through performing nuptial rites in the proper
ways, contemporary Romans would be able to resuscitate the
moral order and political power that was their due.® The descrip-
tions of weddings from the period starting about one hundred
years before his time are the most useful part of the book for us.
His colorful explanations of medieval customs, such as the placing
of a sword over the heads of a couple as they took their vows, explore
a variety of themes in the tradition of humanist scholarship that
flourished during the fifteenth century, when historical precedent
was invoked as authority for proper behavior of many sorts.

The vivid descriptions of upper-class marriages in Renaissance
Venice found in the diaries of Marin Sanudo (1466-1536) pro-
vide another important source, adding a personal perspective to
the more moralizing work of Altieri.'® Both Altieri’s and Sanudo’s
narratives of noble marriages can be compared with the genre of
festival books, frequently illustrated, which circulated throughout
Europe beginning in the mid-sixteenth century to document royal
marriages, entries, and funerals, among other ceremonies. These
festival books must have satisfied a voyeuristic interest in the lives
of the powerful, but they were also a form of political propaganda
designed to publicize the tremendous expense spent on royal mar-
riages and other types of official celebrations. An example of this
type of book is included in this volume (cat. no. 126b). Raffaello
Gualterotti, a Medici courtier, provided lavish verbal descriptions
and illustrations of the marriage of Francesco de’ Medici and
Bianca Cappello in 1579.

The interesting tradition of writing about marriage and then
presenting the product as a wedding gift, as Altieri did, is trace-
able as far back as the advent of printing at the end of the fif-
teenth century, and links Renaissance sources to more recent



Fig. 3. Raphael (Raffaello Sanzio) (1483—1520), The Marriage of the Virgin
(“Sposalizio®), 1504. Oil on panel, 667 x 46%% in. (170 x 118 cm). Pinacoteca
di Brera, Milan

historical explorations of marriage. Marking the occasion of mar-
riage through a publication on the subject, often of literary or
historical value, frequently of strictly local relevance, and gener-
ally printed in small quantities, continued into the early twentieth
century and may still occur now and then in Italy.!* A pamphlet
published in an edition of two hundred for a marriage that took
place in 1907 provided information about the gift of a marriage
casket (perhaps similar to the casket in this volume [cat. no. 39])
originally made for Lodovico il Moro and Beatrice d’Este when
they married in 1499, implicitly linking its twentieth-century
recipients to their illustrious Renaissance precursors.!

Another type of descriptive evidence is provided by contem-
porary legal documents, which provide a glimpse into behaviors
that went against prescribed codes of conduct. When marriages
failed or adulterers were caught, when love blossomed between
the wrong people, the law intervened and often left detailed court
records for historians to mine. Gene Brucker’s masterful analysis
of a complex judicial process involving a dubious marriage that
began in mid-fifteenth century Florence illuminates not only the
various legal institutions that existed at the time but also other
aspects of Florentine social experience. The lawsuit was brought by
a beautiful widowed tailor’s daughter, Lusanna, who claimed that
her upper-class lover, Giovanni, had married her soon after her

husband had died. Later, Giovanni became publicly engaged to a
young woman of the Rucellai family, one of Florence’s wealthiest
and most distinguished. When Lusanna protested that they had
been wed in secret, he denied the marriage. Lusanna attempted to
set the record straight and reclaim her honor, which Giovanni did
his best to defame, accusing her of having multiple lovers while
her husband was still alive, and even of poisoning her husband to
get him out of the way. Though Giovanni did not deny the sexual
relationship he had had with Lusanna, he did not acknowledge a
legal union between them. As the story unfolds through the court
documents, a fascinating picture of the meanings and mechanics
of marriage emerges. The central question was whether the two,
Giovanni and Lusanna, were actually married or not, and if so, in
the eyes of whom.!?

It may be surprising to some that there could be so much
uncertainty concerning what appears to be a straightforward
question of legal status. The story of Giovanni and Lusanna raises
the issue of the definition of marriage in Renaissance Italy, and
who had the authority to establish its legality. Scholars such as
Brucker, Guido Ruggiero,'* and a group of Italian historians
led by Silvana Seidel Menchi have used legal records to tell love
stories that ended in marriage and others that deviated from the
norms established by society for relationships between men and
women. As Seidel Menchi has asserted, legal cases can tell us a
great deal not only about marital conflicts but also about marriage
in general!> Among the topics these judicial records illuminate
are the status of marriage at the opening of the Council of Trent
(1545—63), the ascertaining of consent, the coercion exerted upon
women—including the existence of “child brides” and “invol-
untary bigamy”—and their resistance.!® Other topics that these
particular sources shed light on should be familiar to students of
Italian social history: neighbors and neighborhoods, confession,
the dowry, the female body, love, modesty, illegitimacy, decep-
tion, and magic. The confessional nature of small ecclesiastical
tribunals in which there were generally two members, vicar and
chancellor, opens up a window on the lived lives of many men and
women who were not otherwise noteworthy.”

While nuptial customs and traditions were localized and varied
throughout the Italian peninsula, to say nothing of the broader
European context, the period covered by this volume, roughly
1400 to 1600, witnessed transformations in the ways marriage
was celebrated and regulated. Before we look more closely at these
changes, a description of an actual wedding is in order.

WHAT CONSTITUTED MARRIAGE IN THE ITALIAN
RENAISSANCE?

What did it mean to marry in the Italian Renaissance? Klapisch-
Zuber approaches the subject by remarking on the popularity of
a theme in Italian paintings between 1300 and 1500 the marriage
of the Virgin, or sposalizio, as it was called (fig. 3). From a his-
torical perspective going back to the Roman period, the mutual
consent of the couple and of those who had authority over them
remains constant.!® Personal memoirs, or ricordanze, and descrip-
tions such as that recorded by the above-mentioned Venetian
diarist and statesman Marin Sanudo detail the stages of the mar-
riage process. Though there are variations according to region,
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especially in the elapsed time between the ring day and the public
procession/consummation, the ceremony generally followed some
basic guidelines.

In Florence, it went generally like this: at first, a marriage bro-
ker might propose a good match, after which family members
from both sides would come together to negotiate. Once an agree-
ment was made, the terms would be recorded in a sealed docu-
ment that might remain secret until the couple was old enough
to marry or a suitable dowry had been prepared. This ceremony
was called the impalmamento or the toccamano.!® At the appointed
time, the groom would hasten to the home of his future bride for
dinner, bearing gifts.

A large gathering would follow, attended by the male members
only of both the bride’s and the groom’s families. At this stage,
the specific terms of the union would be hammered out, includ-
ing the amount of the dowry, a schedule for its payment, and the
date of the festivities. This was called the giuramento grande or the
sponsalia®® Since this ceremony was public, objections could be
raised by members of the clan or outsiders. Before the Council of
Trent, there was no formal posting of the banns or public vows
of the couple.

The next stage finally involved the bride, since her finger was
needed for the placement upon it of a ring that symbolized the
union. This ring ceremony took place at the home of the bride
in the presence of both male and female members of her family,
as well as those of the groom’s. The groom’s family brought gifts,
while the bride’s provided a festive meal. This ring ceremony, or
anellamento,®! is portrayed in painted panels such as Apollonio
di Giovanni and Marco del Buono’s Story of Esther (cat. no. 57;
fig. 2) or Jacopo del Sellaio’s Cupid and Psyche (cat. no. 136), where
the focus of the narrative is the moment when the ring is placed
on the bride’s finger. The legitimization of the marriage in the eyes
of the public, or 70zze,22 took place after a procession through the
streets of the city. The bride moved from the home of her father
to that of her husband, thus enacting the union both physically
and symbolically. The festivities could take several days, but at the
end, the union between the two was to be clear to all. In Rome,
the procession included a stop at a church, but in Florence there
was no ecclesiastical intervention and the ceremony was what we
might call civil.

Venetian patrician marriages followed roughly the same tra-
jectory. A formal engagement, which included the stipulation
of dowry arrangements, was followed by the announcement of
the engagement in front of the families involved and Venetian
officials, the display of the bride (see cat. no. 65), and then the
exchanging of public vows between the bride and groom. A feast,
often featuring exotic and lavish dishes presented as gifts to the
couple, preceded the bride’s arrival at the groom’s family home
and the consummation. Details that were particular to Venice’s
unique topography included travel through the city in open gon-
dolas (see cat. no. 65) and other public festivities that could last a
week. These festivities served to underscore the couple’s ties to the
city and thus had enormous diplomatic value.?? Sanudo, whose
diaries cover the period between 1496 and 1533, records details
such as the size of dowries, the spectacles enacted at wedding par-
ties, the clothing worn by the bride and her retinue, and the food
served. Sanudo reports on the wedding of the granddaughter of
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Doge Andrea Gritti in 1525. The betrothal was announced at a
dinner, and festivities followed the next day. This party took place
in the Ducal Palace, in a room usually reserved for meetings of
the Venetian Senate. A supper party after dancing was especially
noteworthy, to judge from Sanudo’s description: “It was a most
elegant dinner with pine-nut cakes, partridges, pheasants, baby
pigeons, and other dishes. And although more guests appeared
than were expected, each one had enough to eat.” Eight days later,
after a procession through the square with torches and trumpets,
the wedding took place in the Basilica of San Marco. At an official
dinner afterward, members of the Venetian government dined
with the doge on “an excellent meal of duck, pheasant, partridge
and many other dishes. For dessert there was whipped cream,
marzipan, and sweetmeats followed by performances by the buf-
foon Zuan Polo and other virtuosi.” But this was not the end of
the celebrations. There was a meal for the women, then a sunset
cruise on the Bucintoro, the doge’s personal ship, from the Ducal
Palace down the Grand Canal to the home of the groom, where
another feast followed before the couple was permitted to con-
summate their union.?4

Wedding feasts were among the most lavish of meals, featur-
ing entertainment as well as many courses of specialty foods,
including different types of fowl, and a variety of sweet dishes.
In contemporary handbooks for stewards, specific instructions
are provided for menu planning and proper table service for wed-
dings. Domenico Romoli’s 1560 Singolare dottrina contained a
section that instructed the steward to lay the tables and included
mention of embroidered tablecloths.?

Sumptuary laws, which regulated anything from the amount
of fabric that could be used in a wedding gown to the quantities
and types of foods that could be served at a wedding feast, survive
as mute testimony to the excesses of celebration that civic gov-
ernments in most Italian cities struggled to contain. Regulations
pertaining to clothing were among the most persistent.2¢ As in
the case of other types of prescriptive strictures, one can assume
that they were frequently violated, since otherwise they would not
have been repeated year after year.

By the mid-sixteenth century, the church exercised greater
influence over the institution of marriage than it had in the past.
Responding in part to the Protestant Reformation, which had
proclaimed marriage to be a civil contract rather than a sacrament
and therefore outside the purview of the church, the bishops at
the Council of Trent decreed that public notice of weddings be
given for a specified time before they were to take place, and that
all marriages be celebrated by a priest in the presence of witnesses.
This was to avoid the situation in which Giovanni and Lusanna
(and Florence’s Archbishop Antoninus, who was eventually called
in to adjudicate that case) found themselves: having celebrated a
clandestine marriage, they had no hard and fast evidence with
which to claim either that they were married (Lusanna’s allega-
tion) or not (Giovanni’s counterclaim). Both Protestant and Cath-
olic authorities condemned the notion that mutual agreement
between bride and groom was the only requirement for marriage,
mandating parental consent, as well as the posting of the banns.?”
Protestant theologians, led by Martin Luther and John Calvin,
also recognized that marriages could fail, paving the way for
legally sanctioned divorce and subsequent remarriage. As copious



legal documents make clear, establishing grounds for terminating
a marriage was fraught with difficulties.

Central to the institution of marriage in the Renaissance was
the exchange of wealth that accompanied the joining of two
families. When contracting a marriage, the cash, property, and
goods changing hands played an important role. Men entering
into marriage expected to receive a dowry from their betrothed.
The amount and form of the dowry was established contractually
prior to the consummation, as discussed above. Florentine girls’
destinies were determined from birth through the state-mandated
dowry funds into which their prudent fathers invested. Interest
accrued to the initial investment, while the government had use of
the cash for at least fifteen years.2® But the dowry was not the only
material transaction to take place. The trousseaux that women
brought into their married lives often consisted of household
linens, lengths of fabric for clothing, and personal items such as
underwear, caps, handkerchiefs, spinning and embroidery tools,
or small devotional books. The clothing and jewelry, including
rings (see cat. nos. 32a—e, 33), that grooms gave to their brides were
considered the countertrousseau, a throwback to eatlier medieval
customs in which the groom gave the bride a gift on the morning
following the consummation of the marriage. In Florence, this
morgincap, or donatio propter nuptias, as it was called, was limited
to fifty lire, so the countertrousseau of the Renaissance made up
for this negligible sum.?®

Venetian dowries could be very lavish, as Sanudo’s accounts
make clear. In one case, presentation of the dowry was part of the
entertainment. Describing a wedding in 1507, Sanudo wrote: “It
should be noted that at the dinner hour, when I was present, about
4000 ducats, part of the bride’s dowry, was brought in six basins.
The first one contained gold [coins], the rest silver [coins]. Well
done, for those who can afford it!”3°

Nothing was more revealing of women’s unstable status than
the fate of widows in early modern Italy. Legal statutes varied
regionally. In Florence, widows were assured their dowry after the
death of their husbands, but they were not entitled to anything
else, lest they cut into the inheritance of the husband’s heirs, who
were not required to care for their mother by law. When a widow
remarried, she generally left her children with the extended fam-
ily of her deceased husband, rather than bringing them along to
her new husband’s home. When she took her dowry with her, as
often happened, she might leave her children effectively orphaned
and struggling to come up with the funds to survive.3! In Venice,
t00, the legal system theoretically protected the dowry for return
to the wife in the case of the husband’s death, but in practice this
was hard to enforce. Since women were entitled to the husband’s
money and property for only a year after his death, the loss of
the dowry often sent women and children into the care of the
state once they no longer had access to funds. Dowry litigation
was common in Renaissance Venice, providing historians with a
great deal of information about when and how marriages failed.2
The widow was a common figure, often of derision, in Renais-
sance literature, from the merry widow in Giovanni Boccaccio’s
Corbaccio (1354—s55) to the title character of the comedy La vedova
(The Widow) by Giovani Battista Cini, first performed in Flor-
ence in 1569.33 But she was also a threat to the very fabric of soci-
ety. Women were discouraged from remaining independent; if

they did not remarry quickly, they were sent back to their father’s
home, where they could be more easily controlled.34

Like their Christian compatriots, Italian Jews tended to marry
in private homes rather than houses of worship. The search for
an appropriate match could be lengthy, sometimes involving
extended travel and residence in another city in order to observe
a marriage candidate firsthand.3> Following the customs estab-
lished by Jewish law, a formal legal writ called the tenaim was
drawn up between families of the bride and groom in advance,
sometimes by several months or years, of the wedding. The tenaim
recorded the terms of the marriage, including the amount and
nature of the dowry and counter-dowry, a date for the wedding,
provisions for dissolution of the union in terms of property, and
pledges to honor the terms as set out in the writ.3¢ During the
period between agreement and marriage, the fiancé would visit
the future bride, bringing valuable gifts such as a basket of sil-
ver or porcelain filled with fruit.3” When bride and groom were
from different cities, preparations for the wedding were carried
out through correspondence, which has provided useful evidence
for historians. In particular, the many letters of invitation testify
to elaborate customs of letter writing and etiquette.>® The lavish-
ness of some Jewish weddings led Christian lawmakers to formu-
late sumptuary laws relating to the number of mounted escorts
an arriving Jewish bride might have, the number of guests who
could attend the nuptial banquet, and so forth.3? Public celebra-
tions assured community recognition of the marriage,° and these
would have included the ring giving and breaking of a glass at
the conclusion of the formal vows. The marriage ceremony might
also have featured the reading of a second, more formulaic legal
document, the marriage contract (kettubah), many of which were
beautifully illuminated by leading scribes.!

WOMEN’S ROLES IN THE HISTORIOGRAPHY OF
RENAISSANCE MARRIAGE

Inevitably, the focus on social structures that has supplemented
more traditional forms of historical inquiry has led to the reevalu-
ation of women’s roles. Economic and social historians approach
the question of gender roles through documentary sources that
tell us about women’s economic status: whether they were allowed
to own property, inherit wealth, or pass it along to their offspring.
Looking at history through the frame of the family unit demands
that gender, or “the social organization of sexual difference,” be
defined and examined with new eyes.2 Though it is dangerous to
generalize about gender, the significant role played by Renaissance
women in the literary and material culture of the period—as
patrons of artists, as subjects of portraits, or, less commonly, as
artists themselves—yields a complex answer to the question: Did
women have a Renaissance?

That question is the title of an important essay by Joan Kelly
published in 197743 Contrasting the cultural involvement of
women in the Middle Ages, as troubadour singers, for example,
Kelly found that women’s roles contracted during the fifteenth
century with the revival of classical models that were explicitly
patriarchal. Contemporary prescriptive sources, written almost
exclusively by men, set out the dominant expectations for wom-
en’s behavior. For Alberti in his treatise On the Family, discussed
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above, the most important qualities of women were virtue and fer-
tility. In his fiery sermons, delivered to crowds all over the Italian
peninsula in the mid-fifteenth century, Saint Bernardino of Siena
(1380-1444) addressed the failings of both men and women in
his exhortations to marriage. According to him, marriage should
be based on honesty, pleasure, and profit. As he describes these
values in action, a vivid picture of Renaissance marriage emerges;
highlighting points of friction that must have occurred frequently
between spouses, the picture flatters neither wife nor husband.

Women in courtly settings were expected to be educated and
articulate, but in ways that differed from their male counterparts.
Baldassare Castiglione’s sixteenth-century treatise on the ideal life
of the courtier unfolds as a series of conversations that suppos-
edly took place at the Ducal Palace in Urbino in 1507. A small
number of women are part of these gatherings, among them the
Duchess of Urbino, Elisabetta Gonzaga (1471~1527), wife of Duke
Guidobaldo da Montefeltro (1472-1508). Elisabetta is praised by
the author for her beauty, good humor, wit, modesty, and nobility.
But as the first soirée begins, the duchess relinquishes any author-
ity she might have had over the choice of “games,” as the conver-
sations were termed, delegating the decision instead to Gaspare
Pallavicino. The duchess then proceeds to release all women pres-
ent from the task of thinking up “games.” Castiglione effectively
has the noblewomen in attendance literally write themselves out
of the conversations, although they appear now and again utter-
ing banal interlocutions.

Despite the generally subservient role played by women in Ital-
ian Renaissance society, there were a number of extraordinary
women whose words and actions have endured. A recent biogra-
phy of Felice della Rovere (14832—1536), illegitimate daughter of
Pope Julius II (r. 1503-13), details the way in which she used her
family connections, both by birth and through marriage, to con-
solidate power in Renaissance Rome.#* Isabella d’Este (1474-1539),
daughter of Duke Ercole I d’Este, of Ferrara, and Eleonara of
Aragon, was a humanist and shared leadership of Mantua with
her husband, Francesco Gonzaga (1466-1519). She was also one
of the most important art collectors of the Renaissance, using her
wealth to fashion and furnish her palaces, selecting everything
from ceramic dishes and floor tiles to monumental wall paintings
and sculpture. But she is still a controversial figure, both revered
and reviled by contemporary scholars seeking to characterize her
contribution as a patron of both arts and letters.#> Patricia Fortini

1. Macinghi Strozzi, Letters, 1997 (ed.), pp. 29—33 (quotation on p. 31,
modified by author). For an extended discussion of Alessandra Strozzi,
see Crabb 2000.

2. L. B. Alberti, Family in Renaissance Florence, 1969 (ed.), p. 112. The
remaining quotes in this paragraph are on pp. 115-17.

3. See Hunt and Revel 1995.

4. Braudel 1949.

5. Le Roy Ladurie’s most noted book is Montaillou: Village occitan de 1294
& 1324 (1975), which examines a group of Inquisition records from sup-
posedly heretical shepherds in a remote village in the Pyrénées. Carlo
Ginzburg wrote The Cheese and the Worms, first published in Italian as
1l formaggio ¢ i vermi in 1976, about the philosophical writings of an
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Brown, in her study of Venetian domestic art, architecture, and
social history, includes an extended discussion of the lavish mate-
rial world of Venetian courtesans, whose business acumen was
notable since they were more in control of their finances.¢

Treatises that describe the responsibilities and conduct of gen-
tlewomen, parallel to those for men, proliferated throughout the
sixteenth century, reinforcing traditional roles. Among the most
widely read of these was Juan Luis Vives’s book De [istituzione de
la femina christiana (The Education of a Christian Woman), which
included sections on virgins, married women, and widows.#” This
book described the various attitudes that women needed to culti-
vate based on the stages of their lives. Scholars of literature use a
variety of texts, from lyric poetry to ribald novelle, or short stories,
to understand the construction of women’s roles. Many of the
surviving objects featured in the present volume, from maiolica
dishes to painted panels of cassoni, reflect these literary or pre-
scriptive tropes.

CONCLUSION

After this brief overview of marriage, Italian-style, during the
Renaissance, we can return to Marco Parenti, whose gifts to his
prospective bride Caterina Strozzi began this essay. The lavish
gown of crimson velvet and the cap embellished with feathers and
pearls that he had made for Caterina reappear in the documen-
tary record forty-three years after the marriage, when Marco sold
them, together with other used clothing, to recoup some of his
initial investment. Whether or not he had any sentimental attach-
ment to the clothing cannot be inferred from the documents.
However, he waited nine years after Caterina’s death, suggesting
that he had held back before parting with them. We can reflect on
many aspects of marriage in the Italian Renaissance thanks to the
survival of these records, allowing us to reconstruct the life cycle
of a suite of wedding clothes, created with the hope of a prosper-
ous union and passed along after it had ended.#® The importance
of marriage as a moment for material display, the complemen-
tary roles of men and women, and the significance of family and
posterity are all part of the story told by Caterina’s clothing. It is
through sources and documents such as these that new perspec-
tives on early modern social life have emerged and continue to
enrich our understanding of the visual culture of marriage in the
Italian Renaissance.

uneducated miller in Central Italy whose creation myth, concerning
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The Marriage Portrait in the Renaissance,

or

Some Women Named Ginevra

Everett Fahy

hat exactly is a marriage portrait? The term, fre-

quently used by art historians to describe fifteenth-

and early sixteenth-century paintings, medals, and
even sculpted busts, is difficult to pin down because we know so
little about the sitters and the circumstances that led to the mak-
ing of their portraits. With Italian paintings, the subject of this
short essay, the term embraces several different types of portrai-
ture: likenesses of potential brides or bridegrooms for parents and
other interested parties to inspect, portraits celebrating betroth-
als or the births of male heirs, paintings commemorating long
unions, and posthumous records of deceased spouses. The desire
to portray married couples is a deeply human impulse going back
to ancient times; it thrives in our digital age with images of newly-
weds smiling at us weekly from the Sunday papers.

None of the eatly sources mentions marriage portraits as such,
and account books and inventories are no help in clarifying the
purpose of various portraits.! Only rarely do the works of art
themselves provide clues, such as coats of arms or inscriptions, to
the identities of the sitters, and we seldom are helped in establish-
ing their names by comparisons with medals and tomb effigies
of known personalities. Traditional identifications can be unreli-
able. Take the example of Pisanello’s charming profile portrait of
a young girl in the Louvre (fig. 5), long believed to commemorate
the marriage in 1434 of Ginevra d’Este (1419-1440), the fifteen-
year-old illegitimate daughter of Niccold III d’Este (1383-1441),
Marquess of Ferrara, to Sigismondo Pandolfo Malatesta of
Rimini (1417-1468). The identification is based on the sprig of
juniper tucked into the piping at her shoulder, the Italian for
“juniper,” ginepro, being a pun on the name Ginevra. But in
recent Pisanello exhibitions, a case has been made for identifying
the sitter as Margherita Gonzaga (d. 1439), because her husband,
Lionello d’Este (1407-1450), whom she married on February 6,
1435, used juniper as one of his emblems.?

For most presumed marriage portraits we can only speculate
about the matrimonial status of the subjects portrayed. Take
the sitter in Parmigianino’s lovely portrait of the eatly 1530s in
the Museo di Capodimonte, in Naples, known as “Antea.” A

Opposite: Fig. 4. Fra Filippo Lippi (ca. 1406-1469), Portrait of a Woman and
a Man at a Casement (detail of cat. no. 118)

beautiful, anonymous young woman of marriageable age, she
has received wildly divergent identifications: for example, she has
been called the artist’s daughter, his mistress, a Roman courtesan,
a noblewoman bride, an ideal beauty, and even a hermaphrodite.?
Another example is Francesco del Cossa’s portrait of a young man
in the Thyssen-Bornemisza Collection, in Madrid (fig. 6). Stand-
ing before a landscape with fantastic outcroppings by a lake, he

Fig. 5. Pisanello (Antonio Pisano) (1395—145s), Pertrait of Ginevra d’Este (or
Margherita Gonzaga?), ca. 1434—36. Tempera on panel, 167 x 11% in. (43 x
30 cm). Musée du Louvre, Paris i
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extends a powerfully foreshortened hand over the balustrade at
the bottom of the painting to show us a ring. During the four cen-
turies the portrait was assumed to be the self-portrait of Francesco
Raibolini (ca. 1447-1517), the Bolognese painter and goldsmith
known as Francia, the ring was believed to be an example of the
sitter’s handicraft. In the early twentieth century, when the por-
trait was recognized as the work of the Ferrarese painter Francesco
del Cossa (ca. 1436-1478), Roberto Longhi asked if the ring might
not allude to the sitter’s engagement. More recently the ring has
been called a prize for a tournament victory, like the ring in Rogier
van der Weyden’s portrait (ca. 1460; Metropolitan Museum of
Art, New York) of Francesco d’Este (ca. 1430—after 1475).%

The double portrait by Fra Filippo Lippi in the Metropolitan
Museum (cat. no. 118; fig. 4) would seem to be a straightforward
marriage portrait, with the bride ensconced in her marriage cham-
ber and decked out in her nuptial finery—Iluxurious garments
and a profusion of jewelry, including what appear to be wedding
rings>—while her young husband looks in from the world outside.
To judge from the size of her abdomen, she appears to be pregnant
(though Joseph Breck has called her protruding stomach “a mat-
ter of fashion in dress and carriage of the body”).6 Breck, the first
scholar to identify the painting as the work of Fra Filippo Lippi,
assumed that the “two portraits represent a betrothed or newly
married couple,” an assumption often repeated in the literature on
the painting.” Breck also identified the coat of arms, depicted at
the base of the window, as that of the Scolari family and suggested
that the man is Lorenzo di Ranieri Scolari (1407-1478), who mar-
ried Angiola di Bernardo Sapiti in 1436.% But the evidence of the
coat of arms is disputed,® and conflicting interpretations have been
made of the enigmatic relationship between the sitters. For Joanna
Woods-Marsden, the woman displays the sumptuous fabrics and
jewels that she, “no longer a virgin,” received as wedding presents
from her husband.!® For Jeffrey Ruda, the portrait of the woman
may be posthumous and the sitters are unlikely to be “an ordinary
married or betrothed couple” because they are separated spatially
and psychologically.!* For David Alan Brown, the painting may
commemorate the birth of the couple’s son in 1444.12 For Luke
Syson, it was painted in 1436 for the Scolari—Sapiti nuptials, and
the format of the painting might allude to Gabriel’s annunciation
to the Virgin Mary.!? For Christina Neilson, it portrays a knight
and his lady “who is most certainly therefore not his wife.”14

Many marriage portraits appear to have been made about the
time of the marriage ceremonies. A classic example is Lorenzo
Lotto’s double portrait in the Museo Nacional del Prado, Madrid
(fig. 7). The canvas shows Marsilio Cassotti about to slip a
wedding band onto the third finger of the left hand of his bride,
presumably Faustina Assonica, as an airborne “Cupidineto,” as
Lotto called him, lays a yoke on their shoulders, literally joining
them together. Signed and dated 1523, the canvas commemorates
the couple’s marriage in March of that year, when Marsilio was
twenty years old, an unusually young age for a man to marry. The
painting was commissioned by the bridegroom’s father, Zanin
Cassotti, who had an appetite for portraits of members of his fam-
ily. According to an account drawn up by the artist, of the five
pictures that Lotto painted for Zanin, at least three were portraits
or religious paintings that included portraits—of Zanin’s wife, his
children, his deceased father and mother, and Zanin himself.!¢
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Fig. 6. Francesco del Cossa (ca. 1436-1478), Portrait of a Man Holding a
Ring, ca. 1472. Tempera on panel, 15% x 107% in. (38.5 x 27.5 cm).
Fundacién Coleccién Thyssen-Bornemisza, Madrid

Without symbols to denote a marriage portrait, it is difficult
to be sure if a picture actually was painted to mark the occasion
of a wedding. The debate goes on about the status of Leonardo
da Vinci’s Ginevra de’ Benci (fig. 8). Ginevra was married on Janu-
ary 15, 1474, to the widower Luigi di Bernardo Niccolini, prob-
ably in her family’s palace in the Via de’ Benci, Florence. Scholars
argue whether the portrait was painted for a member of the Benci
family; for Ginevra’s husband, Luigi; or for her Platonic lover,
Bernardo Bembo, whose impresa, or personal device, is painted
on the verso.!” The three possible recipients of the portrait require
different datings for the execution of the portrait, from 1473 to
1480, a surprisingly wide range for an artist whose career has been
so well studied.

No pairs of Italian portraits from this period survive in their
original frames. To judge from the shape and comparatively small
size of paired portraits, however, they were probably encased in
molding to form portable folding diptychs, such as the example
listed in an inventory of Este possessions at Ferrara, drawn up in
1494, which describes such a portrait diptych as “a painting that
opens in two parts with gilded frames, in which is the duke of
Milan [Francesco Sforza (1401-1466)] and M. Bianca [Madonna
Bianca Maria Visconti (1423-1468)].”'® Like donor portraits in



Fig. 7. Lorenzo Lotto (1480—1556), Portrait of Messer Marsilio Cassotti and His Wife, Faustina, 1523. Oil on canvas, 28 x 33% in. (71 x 84 cm). Museo Nacional
del Prado, Madrid

altarpieces, portraits in diptychs show husbands and wives facing
each other in profile; only later in the century do they portray the
sitters in three-quarter views (see cat. no. 122a). These portable dip-
tychs often depict powerful rulers with their spouses, such as the
cultivated condottiere Federigo da Montefeltro (1422-1482) and his
second wife, Battista Sforza (1446—1472), whom Piero della Fran-
cesca painted some ten years after they married, on February 10,
1460, in his celebrated diptych (Galleria degli Uffizi, Flor-
ence) or the tyrant Giovanni II Bentivoglio (1443—-1508) and his
slightly older wife, Ginevra Sforza (ca. 1440—1507), whom Ercole
de’ Roberti portrayed in a pair of panels (cat. nos. 120a, b). In
1463 Bentivoglio had seized control of Bologna, of which partial
views appear behind the sitters. Ginevra Sforza was an illegiti-
mate daughter of Alessandro Sforza, Lord of Pesaro, and the half-
sister of Battista Sforza. Before marrying Giovanni II Bentivoglio,
Ginevra was betrothed at the age of about twelve to Sante I, the
ruler of Bologna, and was married to him in 1454. Sante died in

1463, and the following year Ginevra married Bentivoglio, with
whom she had sixteen children, of whom eleven survived child-
hood. The couple probably sat for these portraits about ten or
fifteen years after their wedding.

Two slightly later pictures painted in Bologna and originally
forming a diptych may celebrate a betrothal. In contrast to the
bristling power of the Bentivoglio diptych, the Gozzadini pan-
els (cat. nos. 1213, b) in the Robert Lehman Collection of the
Metropolitan Museum promise marital harmony. They are by
a late fifteenth-century Emilian painter, strongly influenced by
Francesco del Cossa, known as the Maestro dei Storie di Pane.
Both panels bear the coat of arms of the Gozzadini, a prominent
Bolognese family; the woman’s coat of arms, normally placed on
the wife’s portrait, is not depicted. One panel shows a man in
profile facing right, perhaps Matteo Gozzadini (b. 1473) at the
age of twenty-one; the woman on the other panel, presumably
his future wife, Ginevra d’Antonio Lupari (d. 1557), faces left. He
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displays a spray of pinks, a popular symbol of engagement seen,
incidentally, in Hans Memling’s Young Woman with a Pink of
about 1490 and Rembrandt’s Woman with a Pink of about 1662,
both in the Metropolitan Museum, while she holds up an apple
or a peach, which may be a marriage symbol. In the landscape
behind them are additional symbols: a pelican piercing its breast
to feed its young (a common symbol of charity or self-sacrifice),
a phoenix (resurrection), two rabbits (fecundity), and a unicorn
(chastity). The inscription running across the entablature of the
building behind the sitters—Vv7 $IT NOSTRA FORMA SVPERSTES
(In order that our features may survive)—expresses a universal
rationale for commissioning portraits.

The marriage-portrait diptych reached its apogee in Raphael’s
paintings of Agnolo Doni (1474—1539; fig. 9) and his noblewoman
wife, Maddalena Strozzi (baptized February 20, 1489; fig. 10).
Doni was a Florentine textile merchant, art patron, and collec-
tor; he commissioned Michelangelo’s Holy Family tondo of about
1506 (Galleria degli Uffizi, Florence), and he was an early owner
of Donatello’s marvelous bronze statue Amor Atys (ca. 1435—40;
Museo Nazionale del Bargello, Florence). Raphael portrayed
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Fig. 8. Leonardo da Vinci (1452-1519),
Ginevra de’ Benci, ca. 1474~78. Oil

on panel, 15 x 14% in. (38.1 x 37 cm).

National Gallery of Art, Washington,
D.C., Ailsa Mellon Bruce Fund

husband and wife as three-quarter-length figures seated before a
continuous landscape in poses reminiscent of Leonardo’s Mona
Lisa and conspicuously displaying their matching wedding rings.
The couple married on January 31, 1504, when Maddalena was
almost fifteen years old. Given her matronly appearance, the por-
traits must have been painted at least two or three years later.
On the backs of the panels another artist, the Serumido Mas-
ter, painted scenes in grisaille of the gods of Olympus and of
the Greek myth of Deucalion and Pyrrha, progenitors of a new
human race, symbolizing fecundity.!® The myth had significance
for the couple, since they had suffered several miscarriages before
the birth of their first child, a daughter, Maria, baptized on Sep-
tember 8, 1507, which was quickly followed by that of a son, Fran-
cesco, baptized on November 21, 1508. Conforming to the Tuscan
practice of preparing a camera nuziale, or bridal chamber, for his
wife, Agnolo employed the woodworker Francesco del Tasso to
decorate it with elaborate wood furnishings. Another Florentine,
Lodovico de’ Nobili, commissioned Tasso to decorate a similar
camera nuziale on January 3, 1506—two years after his marriage
sometime before December 3, 1503—specifying that the work



be as good as or better than Agnolo Doni’s,?® thus providing a
terminus ad quem for the Doni—Strozzi bridal chamber. The por-
trait diptych probably was kept there, along with Michelangelo’s
great tondo.

In the sixteenth century the marriage diptych was superseded
by pairs of large independent portraits, such as Parmigianino’s
three-quarter-length, lifesize portraits of about 1533—35 (Museo
Nacional del Prado, Madrid).2! They portray Pier Maria de’ Rossi
(d. 1547) and his wife, Camilla Gonzaga, Count and Countess of
San Secondo, she with their three sons. They are comparable to
Veronese’s full-length portrait of about 1555 of Giuseppe da Porto
with his eldest son, Adriano (Contini Bonacossi Collection, Gal-
leria degli Uffizi, Florence) and its pendant, a portrait of Count-
ess Livia da Porto Thiene with her daughter Porzia (Walters Art
Museum, Baltimore).?? The presence of children signals a shift in
emphasis from the married couple to their family, from the mar-
riage portrait to the family portrait. In medieval altarpieces entire
families sometimes were portrayed as donors kneeling in profile;
in the fifteenth century the family emerges as the principal subject
of murals such as Andrea Mantegna’s decoration of the Camera
Picta, or painted room, an audience chamber that occasionally

served as a bedroom in the Ducal Palace, Mantua. Commissioned
by Ludovico Gonzaga (1412—1478), second Marquis of Mantua,
the murals depict Gonzaga and his wife, Barbara of Brandenburg
(1422-1481), seated on faldstools and attended by their sons and
daughters, grandchildren, and retinue of courtiers and servants.??
Barbara of Brandenburg had been brought to Mantua from Prus-
sia as a child in 1432. The marriage contract was signed in 1433,
and the couple married in 1437.24 The murals were painted much
later, between 1465 and 1474, so the popular name of the room, the
Camera degli Sposi, or “room of the newlyweds,” is a misnomer.
We get a glimpse of the role portraits played in arranged mar-
riages in a report written on September 1, 1492, by Marchesino
Stanga, a confidant of Ludovico il Moro (1452—1508), ruler of
Milan. Stanga reported that “uno Todesco,” a German work-
ing for the duke of Saxony, had come to Milan to take stock of
Ludovico’s niece Bianca Maria Sforza (1472-1510) as a possible
bride for the king, later Holy Roman Emperor, Maximilian I
(1459-1519), who had lost his first wife in 1482. The German
observed her in church and took away a drawing of her by Ambro-
gio Preda (ca. 1455—after 1508). Returning to Milan, he pressed
Stanga for information about Bianca Maria’s dowry and lineage,

Fig. 9. Raphael (Raffaello Sanzio) (1483—1520), Portrait of Agnolo Doni,
1505—6. Oil on panel, 24% x 17% in. (63 x 45 cm). Galleria Palatina, Palazzo
Pitti, Florence

Fig. 10. Raphael (Raffaello Sanzio) (1483-1520), Portrait of Maddalena Doni,
ca. 1505—6. Oil on panel, 24% x 17% in. (63 x 45 cm). Galleria Palatina,
Palazzo Pitti, Florence
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Fig. 11. Giovanni Ambrogio Preda (ca. 1455—after
1508), Bianca Maria Sforza, probably 1493. Oil on
panel, 20% x 12% in. (51 x 32.5 cm). National Gallery
of Art, Washington, D.C., Widener Collection

Right: Fig. 12. Raphael (Raffaello Sanzio) (1483-1520),
Lorenzo Il de’ Medici, 1518. Qil on canvas. Private col-
lection, Greenwich, Conn.

and asked for “uno retracto colorito” (colored portrait). Stanga
refused to reveal anything about the dowry, but said that Preda
had some portraits of her that would satisfy his needs. The half-
length, profile portrait of Bianca Maria in the National Gallery
of Art, Washington, D.C. (fig. 11), probably dates from after this
report, because the red carnation tucked in her belt is a symbol
of betrothal. On November 30, 1493, she was married by proxy in
an elaborate ceremony in Milan. She eventually met her husband
for the first time in Innsbruck, where they married on March 16,
1494, and began a miserable conjugal life.?s

The best-documented marriage portraits are images of poten-
tial spouses, exchanged in diplomatic negotiations for arranged
marriages, such as Raphael’s majestic portrait (fig. 12) of a
bridegroom-to-be, Lorenzo II de’ Medici (1492-1519), the Duke
of Urbino, nephew of Pope Leo X (r. 1513—21), and grandson of
Lorenzo the Magnificent (1449-1492).26 Leo was eager to form a
marital alliance with France in order to protect the papacy from
the Holy Roman Empire. Raphael, then at the height of his pow-
ers, had already portrayed the pope’s younger brother, Giuliano
de’ Medici, Duke of Nemours (1479-1516), at the time of his
engagement to Philiberte of Savoy (1498-1524), an aunt of Fran-
cis I of France. That portrait, now lost, is known from an old copy
in the Metropolitan Museum (fig. 13). When Giuliano died a year
later without legitimate issue, the pope encouraged Lorenzo II
to marry Madeleine de la Tour d’Auvergne (1502-1519), one of
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Fig. 13. Raphael (Raffacllo Sanzio) (1483—1520), copy after, Giuliano
de Medici (1479—1516), Duke of Nemours, 16th century. Tempera and
oil on canvas, 32% x 26 in. (83.2 x 66 cm). The Metropolitan
Museum of Art, New York, The Jules Bache Collection, 1949
(49.7.12)



Fig. 14. Domenico Ghirlandaio (1449-1494), Portrait of Giovanna
degli Albizzi Tornabuoni, 1488. Tempera and oil on panel, 30% x
19% in. (77 x 49 cm). Museo Thyssen-Bornemisza, Madrid

Fig. 15. Domenico
Ghirlandaio
(1449-1494), The
Visitation, 1490.
Fresco. Capella
Maggiore, church of
Santa Maria Novella,
Florence

Francis I’s cousins. A portrait of Madeleine was dispatched on or
before January 29, 1518, from the chiteau of Amboise (close to the
chiteau of Cloux, where Leonardo spent his last years and died
in 1519). At the same time Raphael was busy making a lifesize,
three-quarter-length portrait of Lorenzo. From letters exchanged
by the pope’s agents, we know Raphael had finished painting it
by February 3, but was waiting for a dry sunny day to varnish it.
Finally, on February 10, the picture was “finito del tutto” (entirely
finished) and ready to be sent to France. Lorenzo Il reached Paris
on April 15, accompanied by thirty-six horses carrying wedding
presents. The ceremony took place on April 28, 1518, at Amboise.
Sadly, neither spouse lived long: Madeleine died in Italy on April 28,
1519, shortly after the birth of her only child with Lorenzo, Cathe-
rine de’ Medici (1519—1589); six days after his wife’s death, Lorenzo
passed away at the age of twenty-seven.

Domenico Ghirlandaio (1449-1494) created another type of
marriage portrait, that of a deceased spouse. Bernardino Lici-
nio’s painting (cat. no. 125) of a seated young woman displaying a
framed portrait of a bearded man may belong to this category, but
there is no evidence of how the woman was related to the man. We
have plenty of information, however, about Ghirlandaio’s portrait
of Giovanna degli Albizzi (1468-1488), in the Museo Thyssen-
Bornemisza (fig. 14).2” For centuries this lifesize profile portrait
was thought to represent Laura, Petrarch’s Platonic love; the cor-
rect identification was made in 1813 by Leopoldo Cicognara, who
recognized the woman’s features in a medal attributed to Nic-
cold Spinelli (1430-1514) commemorating Giovanna’s marriage to
Lorenzo Tornabuoni (1468-1497) on June 15, 1486.>8 Three panels
from the couple’s bridal chamber are discussed elsewhere in this
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volume (cat. nos. 140a—c). The bride and bridegroom were both
seventeen years old. Their only child, a boy named Giovanni, was
born on October 11, 1487. The groom’s father was Giovanni Tor-
nabuoni, whose sister Lucrezia was the wife of Piero de’ Medici
(1414-1469) and the mother of Lorenzo the Magnificent. A part-
ner of the Medici Bank, Giovanni Tornabuoni is best remembered
for employing Ghirlandaio to decorate the choir of the church of
Santa Maria Novella, in Florence, with scenes from the lives of the
Virgin and of Saint John the Baptist. The scenes include portraits
of the extended Tornabuoni family and their friends as spectators
of the religious narratives—they wear modern dress, whereas the
protagonists of the murals are in period attire.

Except for its background with its still life and inscription,
the portrait of Giovanna degli Albizzi is almost identical to the
portrayal of her in the scene of the Visitation in the Tornabuoni
murals (fig. 15); the two images must have been painted from the
same cartoon.?? The Visitation dates from 1490, as it was one of
the last scenes to be painted—the murals were commissioned on
September 1, 1485, and unveiled on December 22, 1490. But Gio-
vanna died while pregnant (not in childbirth, as some writers say)
on October 7, 1488, so the date 1488 inscribed on the panel records

. the year of her death rather than the year the panel was executed.?®

é Nine years later, an inventory of the contents of the Tornabuoni

H palace identified Giovanna’s portrait as located next to her hus-

Dy band’s room.3! Having produced an heir to satisfy the family’s

dynastic hopes, Giovanna was remembered by her father-in-law,

Fig, 16. Domenico Ghirlandaio (1449-1494), The Visitation (detail), 1490. who provided a marble sepulcher for her in front of the high altar
Fresco. Capella Maggiore, church of Santa Maria Novella, Florence of Santa Maria Novella, and by her husband, who included her

Fig. 17. Sandro Botticelli
(1445—1510), Venus and the
Graces Offering Presents to a
Young Girl, ca. 1490. Fresco.
Musée du Louvre, Paris
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Fig. 18. Sandro Botticelli (1445—1510), Venus and the Graces Offering Presents
to a Young Girl (detail), ca. 1490. Fresco. Musée du Louvre, Paris

coat of arms in the chapel he purchased in the church of Cestello
almost two years after her death, when he was evidently planning
to remarry.

In 1550 Vasari wrote that Ghirlandaio’s mural of the Visita-
tion depicted “the Virgin Mary and Saint Elizabeth, accompanied
by many women dressed in the fashions of the day; and among
them is portrayed Ginevra de’ Benci, then a most beautiful young
woman.”?? For centuries people thought the woman standing in
profile in the scene of the Visization (fig. 16) was this Ginevra, the
subject of Leonardo’s portrait mentioned above.3? Only in 1889 did
Frances Sitwell recognize that the woman in the Visization was the
same as the sitter in the Thyssen-Bornemisza portrait.>4 Vasari’s
statement, however, was not entirely incorrect, since the young
woman with blond hair standing behind Giovanna is yet another
Ginevra, Ginevra Gianfigliazzi (b. 1473), Lorenzo Tornabuoni’s
second wife.?> Ginevra’s dowry was delivered on October 13, 1491,
nine months after the frescoes were unveiled, suggesting that the
marriage had recently been consummated. She gave birth to a son,
Leonardo, on September 29, 1492. Five years later her husband
met a tragic end. With Gianozzo Pucci, whose bridal chamber
Botticelli helped decorate (cat. no. 139; fig. 48), and three other
Florentines, he entered into a plot to overthrow the government
and restore the Medici to power. The young men were arrested by
Savonarola’s henchmen and beheaded on August 21, 1497.

Ginevra Gianfigliazzi’s distinctive features reappear in Botti-
celli’s murals in the Louvre. They originally formed part of the
decoration of a room in the Villa Lemmi, the Tornabuoni villa
at Chiasso Macerelli, near the Medici villa at Careggi. One of

them shows a young man presented by Grammar to Wisdom
and the Liberal Arts. As scholars long ago recognized by compar-
ing the man’s features with medals and the likeness of Lorenzo
Tornabuoni in the Tornabuoni chapel, he is the same person.
The other mural (fig. 17) depicts a young woman extending her
handkerchief to catch flowers dropped into it by Venus, who is
accompanied by the Three Graces. In most books on Botticelli,
the woman is identified as Giovanna degli Albizzi.?¢ But a com-
parison of her features (fig. 18) with those of the bystanders in
The Visitation (fig. 16) leaves no doubt that she is the woman
standing immediately behind Giovanna, her head turned slightly
toward the viewer, her right hand on her breast, wearing a pearl
necklace with a jeweled pendant quite similar to Giovanna’s. In
1882 Charles Ephrussi noted this similarity, but saw her as Gio-
vanna degli Albizzi. More than one hundred years later, Patricia
Simons identified the woman as Lorenzo Tornabuoni’s second
wife and explained the significance of the Albizzi coat of arms
in the room.?” Ginevra’s presence in the Villa Lemmi murals not
only gives us an example of portraits of successive spouses but also
provides a terminus a quo for Botticelli’s chronology. Previously,
the murals had been dated as early as 1480.8 Her marriage firmly
dates them to 1490—91.

The phenomenon of portraying successive spouses or prospec-
tive bridegrooms might explain why there are marriage diptychs
by Ghirlandaio and his workshop in San Marino, California (cat.
nos. 122a, b), Berlin (Gemildegalerie), and Montpellier (Musée
des Beaux-Arts)—all three of them showing the same woman
paired with different young men.3® Not knowing who the sit-
ters were, we cannot say why the different youths were paired
with the same young woman. She is depicted in profile facing
left before a loggia with dark brown marble columns—Tlike those
in Ghirlandaio’s Madonna and Child, known as the Rothschild
Madonna (ca. 1477-80; Musée du Louvre, Paris)—and an alcove
in which are placed a coral necklace, an open book, a ring, a fan-
tastic jeweled brooch, and a wooden box—Ilike the still life in
the background of Ghirlandaio’s Giovanna degli Albizzi, in the
Museo Thyssen-Bornemisza (fig. 14). The youths are seen in
three-quarter view, dressed in similar red caps and tunics. They
differ in the color of their hair: dark brown in San Marino and
blond in Berlin and Montpellier; in their countenances: the man
in San Marino smiles slightly and gazes at his wife (or was she still
his fiancée?), whereas the youths in Berlin and Montpellier stare
with blank expressions; and in the landscape backgrounds: that in
San Marino has the clarity of Ghirlandaio’s mural of the Calling
of Saints Peter and Andrew, in the Sistine Chapel, whereas those
in Berlin and Montpellier are cluttered with tall towers in the
Flemish style. In terms of the quality of execution, the paintings
in San Marino are the best, worthy of Domenico Ghirlandaio;
the clumsy handling of the pair in Berlin betrays his less talented
brother, Davide; and the works in Montpellier are simply poor
contemporary copies.

The most recently recognized type of marriage portraits is
that of spouses disguised as mythological figures. In the Museo
Nacional del Prado are two versions of Titian’s celebrated paint-
ing Venus and the Organist (ca. 1550 and ca. 1555), both essentially
the same composition of a reclining female nude attended by a
musician. But as Miguel Falomir has observed, one of them—the
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primary version (cat. no. 152)—does not include Cupid, the tra-
ditional attribute of the goddess of love. In this version, the nude
wears a wedding ring on her right hand and she looks down not at
Cupid but at a dog, a symbol of marital fidelity.#® Moreover, both
the musician and the reclining woman have highly individualized
features, and this led Falomir to suspect that the figures are por-
traits, perhaps of a married couple. His suspicion gains support
from the fact that of all the replicas of the composition, this is the
only one for which we know the name of the original owner, the
lawyer Francesco Assonica.

Lorenzo Lotto’s Venus and Cupid in the Metropolitan Museum
(cat. no. 148; fig. s0) may be another example of a disguised mar-
riage portrait. As Keith Christiansen established in a fundamen-
tal study of the painting published in 1986, when Mr. and Mrs.
Charles Wrightsman presented it to the Metropolitan Museum,
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Wives, Lovers, and Art in
Italian Renaissance Courts

Jacqueline Marie Musacchio

he marriage chests and dowry goods in this volume are

typical of the objects associated with the middle and

upper classes in urban centers on the Italian penin-
sula during the Renaissance. In most cases, these objects marked
women as either wives or future wives and provided them with
a recognizable but idealized identity to the outside world. But
the complex realities of love and marriage at court incorporated
the arts—visual, literary, musical, or some combination of the
three—in a greater variety of ways. Most rulers came to power
either by hereditary claim or by force, and the arts were crucial in
fashioning their public image; through the assembly of elite col-
lections, the construction and ornamentation of public buildings
and spaces, or the institution of extravagant celebrations and the-
atrics, art enforced and legitimized their power.! Marriage—or,
in some cases, an affair—was another method of enforcing and
legitimizing power. In that context, art bolstered public approval
and represented love and affection, even when it was absent, or,
in the case of arranged matches, when it had not yet had time to
develop. Art was especially useful when a wife or lover confounded
political alliances; it then justified the woman to the court or con-
stituents and made licit otherwise illicit affairs. But much like the
women of the middle and upper classes, the women in these alli-
ances were often little more than facades, with no opportunity to
fashion a public image for themselves.? Despite serving as subjects
and recipients of works of art, only a few wives or lovers were able
to use art to craft an image of themselves in the same way their
princes did, and even then what they were able to accomplish
was often fleeting.? Though few court women were able to exploit
the arts to represent themselves to the outside world, they were
not completely invisible. But there was a great difference between
idealization and reality, and, in the end, between a representa-
tion determined by a husband or lover and one determined by the
woman herself.

THE CHIVALRIC TRADITION IN REPUBLICAN FLORENCE

Continuing in the tradition of medieval courtly romance, chival-
ric affairs were primarily intellectual exercises that enjoyed great

Opposite: Fig. 19. Alessandro Allori (1535—1607), Portrait of Bianca Cappello
(detail of cat. no. 126a recto)

favor among elite and educated young men. These affairs did not
damage reputations because they were platonic rather than physi-
cal. Republican Florence was not an actual court, but its empha-
sis on the arts and its interest in reconfiguring medieval courtly
love practices from across the Alps made it an important site for
this activity, in part because of the relationship between the city’s
de facto ruler, Lorenzo de’ Medici, and Lucrezia Donati. Lucre-
zia’s reputation was impeccable; the chronicler Marco Parenti
cited her as a paradigm of virtue when looking for the perfect
wife for his exiled brother-in-law Filippo Strozzi.# In their poetry
Lorenzo and members of his circle celebrated Lucrezia’s virtues
and alluded to her role as the revered object of their affections.”
Her husband, Niccold Ardinghelli, understood the rules of chi-
valric love and the political benefits he received for going along
with it. The astute Alessandra Strozzi, Niccold’s distant relation as
well as the mother-in-law of Marco Parenti, commented on such
advantages in her letters to her exiled sons; she wryly stated that
beautiful wives, who might attract similarly chivalric admirers,
might be more useful in her sons’ quest to reenter the city than
any political alliances they secured.® In another letter, describing
a dance Lorenzo held in Lucrezia’s honor, Alessandra acknowl-
edged that the dance was both a carefully staged, richly costumed
event—a work of art in itself—and a political event, t0o.” The
same was true of the extravagant joust, more theatrical perfor-
mance than athletic feat, in the Piazza Santa Croce organized by
Lorenzo de’ Medici in 1469 and dedicated to Lucrezia.® There was
no mistaking her role in it: according to contemporary accounts,
Lorenzo rode under a standard painted by Andrea del Verrocchio
with a representation of Lorenzo’s symbolic laurel tree and Lucre-
zia herself.? But the innocent nature of this chivalric devotion was
essential. After all, the joust took place a mere four months before
Lorenzo’s long-negotiated and carefully planned marriage to the
Roman noblewoman Clarice Orsini.

One of the so-called Otto Prints, a group of fine-manner
engravings often attributed to the Florentine artist Baccio Baldini,
has been associated with Lorenzo, Lucrezia, and the joust of 1469
(fig. 20).1° This engraving represents a young man in a cape deco-
rated with the Medici device of a diamond ring and three feathers
and a nymphlike woman in classicizing dress with a jeweled brooch
on her head; they clasp hands in the center at an armillary sphere.
A scroll winding between them reads, in translation, “Love needs
faith, and where there is no faith there can be no love.” A variation
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Fig. 20. Attributed to Baccio Baldini (1436—ca. 1487), Youth and Nymph
Holding an Armillary Sphere, ca. 1470. Engraving, Diam. 5% in. (14.4 cm).
Bibliothéque Nationale de France, Paris

of this sentiment, included in Luigi Pulci’s poem about the joust,
likewise appears as a niello inscription on a“contemporary ring
(cat. no. 32¢), indicating its popularity and recognizability at this
time. The couple does not literally represent the chivalric pair, but
the details link the print to the Medici circle. Such a print might
have decorated a love token, such as a betrothal casket, similar
to the more elaborate painted and gilt examples in this volume
(cat. nos. 38a, b). It was via such easily circulated and inexpensive
prints, whether pasted to the lid of a casket or displayed in some
other manner, that Medicean chivalric ideals filtered down to less
elite levels. The blank circular panel in the center of the engraving
allowed the owner to personalize it with the addition of his own
coat of arms, thereby claiming a connection to the chivalric tradi-
tion and to the Medici as well.

Although the woman in this print is not a literal depiction of
Lucrezia, Lorenzo did apparently commission Verrocchio to paint
her portrait, presumably sometime between the start of their rela-
tionship in 1465 and Lorenzo’s marriage to Clarice in 1469; it was
in the Medici estate at Lorenzo’s death in 1492.!! The evidence is
limited, but portraits of women seemed to remain with the men
who commissioned them, perhaps substituting for the absent
sitters—the daughters who left to marry, the wives who died
young—they represented.!? The painting of Lucrezia, now lost or
at least unidentified, may have been Lorenzo’s substitute for his
unobtainable love interest. This relatively innocuous substitute,
like their relatively innocuous affair, did not threaten their respec-
tive marriages. In Lorenzo’s Florence, the portrait of Lucrezia
would have celebrated—and undoubtedly idealized—her beauty,
following the Neoplatonic idea that contemplating beauty drew
one closer to God.
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Lorenzo failed to pay for this portrait, and Verrocchio’s brother
tried to claim the money owed for it in 1496, after the death of
both artist and patron and the Medici exile.!® That exile, brought
on by the inept rule of Lorenzo’s son Piero, led to the confiscation
of Medici property by the newly established Republican govern-
ment and the sale of particular objects, at auction or otherwise,
to satisfy claims such as Verrocchio’s.* In October 1495 Lucrezia
Donati’s adult son Niccold bought her portrait from the estate for
twenty-three large gold florins.!> This sizable sum indicates that
the painting must have been particularly impressive. Lucrezia was
then forty-six years old and would die a few years later, in 1501.
Perhaps she wanted the portrait as a reminder of the earlier Lau-
rentian golden age and her inspiring role in it. Though the subject
of Lorenzo’s affection, or at least his professed affection, Lucrezia
had no control over the verses written about her or the images
made of her, but she could reclaim at least one of her images years
later by acquiring this portrait. Of course, since the Medici were
in exile at the time, few others would have wanted it.

Lorenzo’s devotion to Lucrezia Donati must have motivated
other men in his circle to engage in similar chivalric affairs. One
was the Venetian ambassador Bernardo Bembo, who was devoted
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Fig. 21. Sandro Botticelli (1445-1510), Ideal Portrait of a Woman (Portrait o
Simonetta Vespucci), 1480—8s. Tempera and oil on panel, 32% x 21% in.
(82 x 54 cm). Stidelsches Kunstinstitut, Frankfurt am Main



to the Florentine poet Ginevra de’ Benci, the wife of Luigi Nic-
colini and the subject, and perhaps even the patron, of Leonardo
da Vinci’s eatliest known painted portrait.!'® Another was Loren-
20’s younger brother Giuliano, who held his own joust in 1475 and
dedicated it to Simonetta Cattaneo, the wife of Medici partisan
Marco Vespucci. Giuliano’s joust was as extravagant as Lorenzo’s,
and his chivalric devotion to the beautiful Simonetta was a major
part of the pageantry surrounding it. Simonetta’s sudden death a
year later was thus all the more tragic, inspiring commemorative
odes from Lorenzo, Agnolo Poliziano, and other members of the
Medici circle and creating what became a veritable cult in her
honor.' Additional evidence of this cult may be Botticelli’s fan-
tastic painting of a woman, often identified as an idealized por-
trait of Simonetta because of the cast of an ancient carnelian from
the Medici collection around her neck and the pearl net, called a
vespaio, or wasp nest, in her hair, etymologically identifying her
as a Vespucci (fig. 21)."® As was the case with the Otto Print of
Lucrezia Donati, this painting probably bore little resemblance
to the real Simonetta. Whether on a popular level with prints
or on a more elite level with paintings, images such as these cel-
ebrated chivalric love, representing the women as idealized objects
of men’s affections. Multiple versions of Botticelli’s painting sur-
vive, perhaps an indication of the demand for a way to memorial-
ize Simonetta. At least one was probably in Giuliano’s possession
after her death; her family sent it to him, together with some of
her clothing, as a memento.!?

LOVERS VERSUS WIVES IN RIMINI, FERRARA,
AND MILAN

Although these chivalric affairs were chaste, other relationships
were not. Since princely marriages tended to be more about poli-
tics, geography, or economics than about love, both extramarital
affairs and the artistic celebration of the women involved in them

were relatively common. For example, Sigismondo Malatesta, lord
of Rimini, Fano, and Cesena, fell in love with thirteen-year-old
Isotta degli Atti in 1446, while he was still married to his second

wife, Polissena Sforza, an unhappy but politically expedient union
that ended when Polissena died in a plague outbreak in 1449.
Although she was only a merchant’s daughter with no political
influence, Isotta remained with Sigismondo, and courtiers sought
her favor. For example, Basinius of Parma, one of Sigismondo’s court
humanists, dedicated a book of poems to her.2® This somewhat
scandalous arrangement continued until 1456, when Sigismondo
chose love over politics and married Isotta; by that time, she had
given birth to at least two sons. Even before their marriage, how-
ever, he made extensive use of the newly revived art of the portrait
medal to celebrate their love. Sigismondo commissioned Matteo
de’ Pasti to strike medals with Isotta’s undoubtedly idealized pro-
file on the obverse. On the reverse was an elephant, an animal
with various meanings in Malatesta iconography and, as a tribute
to Isotta and a statement on the sanctity of her relationship with
Sigismondo, a traditional symbol of chastity (fig. 22).2! Many of
these medals were placed in the foundations of buildings Sigis-
mondo commissioned, a permanent and romantic attestation of
his love for Isotta.22 He also commissioned the reconstruction of
the church of San Francesco in Rimini (now known as the Tem-
pio Malatestiano) from Leon Battista Alberti as a mausoleum and
monument to himself and Isotta. Like Lucrezia Donati and Simo-
netta Cattaneo in Florence, Isotta was the recipient of Sigismon-
do’s affections and the benefits that accompanied them, but she
did not arrange any of this herself. She did, however, leave some
small mark of her own—perhaps as part of the rehabilitation of
her reputation as she transformed from lover to wife—as patron
of a funerary chapel dedicated to the angels in San Francesco.??
Both wives and lovers, however, could have more direct con-
nections to the arts at the courts of their respective princes. In
the late fifteenth century, the Este family of Ferrara provides a
telling, if complicated, case study, not least because the family
had been ruled through much of the fourteenth and fifteenth cen-
turies by bastards, who needed all the authority that arts patron-
age could provide.24 For example, Borso d’Este, the illegitimate
son of Niccolo III d’Este, became marchese in 1450, then duke in
1452. While his hereditary claim on these positions was fragile,

Fig. 22. Matteo di
Andrea de’ Pasti (act.
1441—67), Portrait Medal
of Isotta da Rimini
Wearing a Veil (obverse)
and Elephant (reverse),
ca. 1450. Bronze. Museo
Nazionale del Bargello,
Florence
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Fig. 23. Leonardo da Vinci (1452-1519), Lady with an
Ermine (Portrait of Cecilia Gallerani), ca. 1490. Oil on
panel, 21% x 157 in. (54.8 x 40.3 cm). Czartorysky
Museum, Krakéw

his patronage—paintings, illuminations, and tapestries, as well as
fine costumes and furnishings—was extensive, creating an identi-
fiable court style that promoted his rule. In the case of the unmar-
ried Borso, some of this patronage must also be seen as a way
to distract attention from what modern scholars have categorized
as his homosexual behavior, which was considered a crime in
Ferrara and elsewhere. Borso’s arts patronage thus became a
useful subterfuge.?

Borso was succeeded as duke by his legitimate brother, Ercole,
who was probably keen to continue his line with his own legitimate
heirs. Nevertheless, in 1473 Ercole sent his betrothed, Eleonora of
Naples, a now-lost portrait of himself by Cosmé Tura, in which he
posed with his daughter Lucrezia, born of his mistress Lodovica
Condomieri.2¢ The little girl was a symbol of his virility—Eleono-
ra’s family need not worry that they were sending their daughter
into a sterile union—but the painting also helped legitimize Lucr-
ezia to all who saw it. Certainly knowledge of Lucrezia, and pre-
sumably her mother, did nothing to lessen the splendor of Ercole
and Eleonora’s marriage; it was a two-month extravaganza that
began in Eleonora’s home in Naples and ended in Ferrara. Along
the route the participants made celebratory stops for elaborate
entries, banquets, dances, and jousts that harnessed the visual and
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performing arts to demonstrate the power of the Este dynasty.”

Like a work of art herself, Eleonora was displayed to the crowds
in each city in her costly costumes and precious jewels. Therefore
it is not surprising that the marriages of the two legitimate Este
daughters of this union, Beatrice and Isabella, were of such con-
cern. Even more than their half-sister Lucrezia, who was married
into the prominent Bolognese Bentivoglio family, these girls were
valuable pawns in political matches designed to elevate the Este,
and no time was wasted in making arrangements: in 1480 five-
year-old Beatrice was betrothed to the then regent and later duke
of Milan, Lodovico Sforza, and six-year-old Isabella was betrothed
to the marchese of Mantua, Francesco Gonzaga.

The marriage contract between Beatrice and Lodovico was exe-
cuted in 1489, but Lodovico insisted on several delays before they
finally wed in January 1491. The long betrothal, and then the delays
leading up to the nuptials, provided time to plan the extravagant
events necessary to commemorate this auspicious union. Artists
were called on to furnish the couple’s apartment in the Milan
Castello, but the greatest efforts went into the public ceremonies,
which proclaimed the union both to the Milanese and to the rep-
resentatives of the neighboring cities in attendance. Beatrice and
her court entered the city in a great procession accompanied by



local nobility, citizens, and musicians, and she was honored with
street pageants, lavish dances, and a three-day joust.?®

These celebrations were, however, an elaborate pretense. There
are indications that Lodovico grew fond of his wife as the years
passed, and he both appreciated and needed the political advan-
tages that his marriage to her provided.?’ But the real reason
behind his repeated requests to delay their union was an open
secret: Lodovico had been having an affair with a Milanese woman
named Cecilia Gallerani since at least early 1489, and in Novem-
ber 1490, the Ferrarese ambassador to the Sforza court reported
that Cecilia was in fact pregnant.3® She was also, apparently, a
very impressive woman. Described as both learned and beauti-
ful by many of Milan’s humanists, Cecilia was a poet and orator
who delighted those around her—including Lodovico—with her
wit and charming manners.3! Unfortunately, but not surprisingly,
none of her literary efforts seems to survive. Instead, the best evi-
dence for her role at the Milanese court, besides the flattering
praise penned by her contemporaries, is her painted portrait by
Leonardo da Vinci in which she holds a weasel, often described as
an ermine because of its white coat (fig. 23).

Leonardo had arrived in Milan about 1482. The monumen-
tal paintings he produced there— 7he Last Supper in Santa Maria
delle Grazie and the two versions of The Madonna of the Rocks—are
now some of his best-known works, but he also executed several
smaller-scale portraits of the men and women connected to the
Sforza court. Unfortunately, his work for Lodovico is poorly
documented, and there is no known commission for Cecilia’s
portrait. Nor is there an inscription, or a secure provenance, to
identify the sitter of the painting as Cecilia; we must rely instead
on a confluence of historical and iconographic evidence. The poet
Bernardo Bellincioni, for instance, wrote a sonnet stating that
Nature herself envied Leonardo’s representation of Cecilia, which
he described as seeming “to listen, but not to speak,” an accurate
analysis of the alert pose of both woman and ermine in this paint-
ing.3? But a carnivorous, sharp-clawed ermine was an inappropri-
ate pet for such a well-dressed lady; its inclusion here must be
understood as symbolic.3? Cecilia’s surname, Gallerani, is similar
to the ancient Greek term for cat or weasel, galée (yarén), making
the animal’s presence a reference to her family.?4 Furthermore,
King Ferrante of Naples invested Lodovico with the prestigious
Order of the Ermine in 1488; following his investiture, Lodovico
was sometimes called “LErmellino” (the ermine). The painting
might therefore be read as a double portrait, which is underscored
by Cecilia’s caressing gesture and the proprietary posture of the
ermine.> Contemporary bestiaries, as well as one of the child-
birth trays in this volume (cat. no. 72 recto), include the ermine
as a symbol of purity and chastity, making it an appropriate com-
panion for Cecilia, who, like Isotta degli Atti, was lauded for these
virtues.?® These same bestiaries also identified ermines, or weasels
in general, as talismanic animals in connection with pregnancy
and childbirth; this too is reinforced by a maiolica childbirth tray
representing the Birth of Hercules, where a weasel plays a key role
in the narrative (cat. no. 77).3” This confluence of details helps
date the painting to late 1490 or early 1491, when Cecilia was preg-
nant with Lodovico’s son Cesare, who was born in May 1491.

In this reading, the painting of Cecilia becomes a love image
encoded for the sake of propriety. It seems unlikely that Lodovico
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would have commissioned what was, in effect, a double por-
trait with his pregnant lover while he was either making mar-
riage preparations with the Este family or was recently married.
Cecilia’s pregnancy made it obvious that theirs was not a chivalric
romance, and there was the risk of offending the Este, who were
already dismayed by his delaying tactics. Their lenient attitude
toward the offspring of such alliances in their own family would
not extend to condoning Lodovico’s behavior at the expense of
their honor.

Of course, Lodovico may have commissioned Leonardo to exe-
cute the painting as a gift to Cecilia. But Cecilia was an intelligent
woman who had control of the funds provided by Lodovico to take
care of her household expenses.3® She could have commissioned
this very personal work herself, to keep in her home as a substitute
for Lodovico after he married Beatrice and to announce to all, in
an encoded but nevertheless understandable manner, her status
as mother to his son. This then is similar to the way that so many
portraits of women remained with their original male patrons, as
noted earlier regarding Lorenzo de’ Medici and Lucrezia Donati.
Cecilia’s probable acquaintance with Leonardo himself is further
reason to believe she was the patron. She knew Leonardo through
his association with the Sforza court and could have taken advan-
tage of that connection when she sought a portraitist.3® Leonardo,
in turn, needed private commissions; in late 1490, about the date
of this painting, he wrote a letter to Lodovico explaining how
he had to take on additional projects to make money.** He may
also have been intrigued by the prospect of painting Cecilia, who
was so much like his earlier sitter, the equally intellectual and
perhaps equally demanding Ginevra de’ Benci.#! Leonardo’s great
empathy for female sitters—five of his six known portraits are
of women, and each one is notably inventive in composition and
mood—may well have extended to female patrons, too, if indeed
Cecilia and Ginevra commissioned their own portraits.#2

Identifying the learned Cecilia as the patron of this painting
helps explain the preponderance of clever symbols; together she
and Leonardo could have devised this complex iconography for
her unique situation. The painting would have hung in the apart-
ment in the ducal residence where Cecilia continued to live for
more than a year and a half after Beatrice’s arrival. But the paint-
ing, and the relationship it commemorated, was no guarantee of
future peace. Beatrice soon learned of Cecilia’s relationship with
Lodovico and was perhaps reminded of her father’s affairs and
the presence of his illegitimate daughter Lucrezia at the Ferrarese
court. The young bride probably did not want a similar arrange-
ment in her own life. In a surprisingly bold move, she enlisted
the help of the Ferrarese ambassador to force Lodovico to end
the relationship.#> Her efforts were not immediately successful;
however, in 1492 Lodovico—whether in deference to Beatrice’s
wishes or because of his own flagging ardor—made arrangements
for Cecilia to marry a faithful courtier, Lodovico Carminati
de Brambilla, the Conte Bergamini.

This arrangement was a particularly good one for the count,
since the duke provided Cecilia with a substantial dowry and
properties in Milan and Saronno.#* Leonardo’s portrait would
have accompanied Cecilia to those new homes. As the Contessa
Bergamina Cecilia retained a permanent role in the Milanese
social scene, hosting various events and enjoying the company of
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Fig. 24. Giovanni Ambrogio Preda (ca. 1455-after Isoé), attributed to, Profile
Portrait of a Lady, probably ca. 1500. Oil on panel, 20% x 14% in. (52.1 x
36.8 cm). National Gallery, London

the city’s intellectuals, artists, and authors; the fame of Leonardo’s
portrait would have increased through continual viewing by this
elite and appreciative audience.#> In fact, shortly after Beatrice’s
unexpected death during childbirth in 1497, Isabella d’Este, who
had long hoped to commission a portrait of herself by Leonardo
(and only succeeded, it seems, in obtaining a preparatory charcoal
drawing), wrote to Cecilia and asked her sister’s former rival to
lend the portrait to her. Cecilia did so, although she lamented to
Isabella that she no longer resembled it.¢ Isabella must have met
Cecilia during one of her eartlier journeys to Milan to visit her
sister, and their relationship remained amicable despite the seem-
ingly awkward circumstances. After the fall of the Sforza in 1499,
Cecilia and her son fled to Mantua and were housed for a time
by Isabella, who also helped her obtain the favor of the invading
French king, Louis XIL.47

Isabella was practical, and her cordial acquaintance with Ceci-
lia indicates she accepted her brother-in-law’s lover as a conse-
quence of court life. Besides the infidelities of her father, those
of Isabella’s own husband, Francesco Gonzaga, no doubt offered
perspective. In 1480, when Isabella and Francesco were betrothed,
a painted portrait by Cosmé Tura, now lost, was sent to Mantua to
show her youthful beauty to her future husband #® Their marriage
ten years later seemed to start well, but Isabella must have known
of Francesco’s many affairs, including one with Teodora Suardi,
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which produced three children; another with Isabella’s own sister-
in-law, the papal bastard Lucrezia Borgia; and several less well-
documented relationships with young boys.#® These many affairs
proved Francesco’s undoing: he died of syphilis in 1519, and the
widowed Isabella outlived him by twenty years.

Francesco’s behavior did not stifle Isabella’s expression of her
own public image, however. Both before and after his death, she
occupied herself with the arts. She came to her marriage with an
abiding interest in music, dance, art, and antiquities, and a love for
luxury goods ranging from precious textiles to perfumed gloves.>®
Francesco too had a great interest in arts patronage, encompass-
ing villas, cathedral furnishings, coin and manuscript collections,
and theatrical events, and Isabella’s efforts might be seen as a
response to Francesco’s patronage.® But her efforts might also be
regarded as a dignified response to his infidelity; patronage gave
her a purpose and role in which she excelled, and with which she
established her own public image. Her extensive correspondence
provides a sense of her as both performer and patron and reveals
her zeal for novelty, rarity, and beauty, all of which helped her
express herself apart from her marriage.>

Fortunately for her sister Beatrice, Lodovico Sforza does not
seem to have been as reckless as Francesco Gonzaga in his extra-
marital affairs. Yet Beatrice’s brief life as his wife could not have
been an easy one, even after the departure of Cecilia from the
ducal residence. Lodovico continued to stray; by 1495 or 1496, he
had replaced Cecilia with Lucrezia Crivelli, a member of Beatrice’s
own court. When Beatrice died, she must have known Lucrezia
too was pregnant, in her case, with Lodovico’s son Gianpaolo.

Leonardo also painted Lucrezia’s portrait; an epigram in his
Codex Atlanticus refers to the portrait’s intense naturalism and
to Lodovico’s possession of Lucrezia’s soul.>® Lucrezia has been
identified as the sitter in various Leonardo or Leonardo-circle por-
traits, including the so-called Belle Ferronniére>* But the best case
might be made for a painting attributed to Leonardo’s collabora-
tor Ambrogio Preda, perhaps executed on the basis of Leonardo’s
own designs (fig. 24).>> Leonardo’s extensive work for the Mila-
nese duke and his court resulted in a distinctive Sforza style that
was adopted by many artists at this time.>® As was the case with
Cecilia’s portrait, this painting has neither an inscription nor a
secure provenance, but the sitter wears a girdle ornamented with
what seems to be niello or enamel bearing Lodovico’s initials and
his Moor’s-head device. The role of Renaissance girdles as love
tokens is demonstrated elsewhere in this volume (cat. nos. 36, s5),
although known examples are not as precise in their details as
this girdle is. The ornament was surely meant to be recognized,
since it identified the girdle as a gift from Lodovico to the sitter.
With it; Ludovico made the sitter his, possessing her soul in the
language of Leonardo’s epigram, while the girdle intimately pos-
sessed her body. The girdle was therefore a symbol of Lodovico
akin to the ermine in Cecilia’s portrait. It is not unlikely, in the
small world of the Sforza court, that Lucrezia knew both Cecilia
as well as Leonardo’s portrait of her. In fact, during the French
invasion, while pregnant with Lodovico’s second child, Lucrezia
fled to Mantua and, like Cecilia, was housed by Isabella d’Este.’”
If Cecilia Gallerani and Ginevra de” Benci were indeed patrons of
their portraits, Lucrezia may have been emulating them by com-
missioning a painting with specific references to Lodovico and



then keeping it in her own home as a reminder to herself, and to
all who saw it, of their relationship.

Although Beatrice was aware of the many women with claims
on Lodovico’s affections, there was little she could do about it.
Instead, like her sister Isabella, she diverted some of her atten-
tion to the arts. She was involved in musical entertainments and
poetry, but primarily as a somewhat passive subject for the art-
ists around her, in the manner of the chivalric Medici mistresses
discussed earlier in this essay rather than in the more active role
Isabella took.>8 In fact, the poet Ludovico Ariosto, who served the
Este family, described Beatrice in his Orlando Furioso (1516 and
1532) only in relation to her husband; in contrast, he celebrated
Isabella for her many individual accomplishments.’® Most tell-
ingly, there is no evidence that Leonardo ever painted a portrait of
Beatrice. Despite Leonardo’s ubiquitous presence at the Milanese
court, as well as Isabella’s great interest in him at Ferrara, Beatrice
may herself have decided against a portrait by the painter because
of his work with her husband’s lovers.

THE STRATEGIC USE OF THE ARTS IN LATE
RENAISSANCE FLORENCE

The ability of the women discussed thus far, whether lovers or
wives—Lucrezia Donati and Simonetta Vespucci, Isotta degli
Atti, Cecilia Gallerani, and Lucrezia Crivelli, or Isabella and Beat-
rice d’Este—to take advantage of the arts to shape their public
image varied considerably. Among the most deliberate, and well-
documented, examples of a Renaissance woman who used the arts
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Fig, 25. Alessandro Allori
(1535—-1607), Venus and
Cupid, ca. 1570. Oil on
panel, 113 x 15% in.

(29 x 38.5 cm). Galleria
degli Ufhzi, Florence

in this manner was that of the Venetian Bianca Cappello. Bianca
eloped to Florence with a penniless clerk in 1563 but, within a year,
met the ducal heir Francesco I de’ Medici and began what became
a fourteen-year affair. It continued throughout Francesco’s mar-
riage to Giovanna of Austria, a daughter and sister of Hapsburg
emperors, which was celebrated in 1565 and 1566 with a series of
minutely planned and thoroughly learned events devised by the
ducal impresario Vincenzo Borghini and documented in letters,
memoirs, literary descriptions, and nearly three hundred draw-
ings for costumes and carts by Giorgio Vasari and his workshop.5°
These events culminated with a performance of Boccaccio’s Gene-
alogia degli Dei, involving twenty-one triumphal carts contain-
ing the Olympian gods who had descended from the heavens to
honor the marriage. Yet even the blessings of this pantheon could
not make the marriage happy; Giovanna dutifully gave birth to
eight children while Bianca and Francesco continued their affair.
Bianca’s first husband was murdered in 1572, almost certainly with
the approval of Francesco, who succeeded his father, Cosimo I, in
1574. As a widow and the grand duke’s lover, Bianca had a great
deal of freedom, and she gave birth to Francesco’s son Antonio
in 1576. Two years later, Giovanna died in childbirth, and within
two months Francesco and Bianca married. When they celebrated
the union publicly in 1579, Bianca became grand duchess.
Bianca’s transformation from lover to consort was one few
women were able to undertake with success, particularly on the
ducal scale. Isotta degli Atti and Sigismondo Malatesta lived on
a much smaller stage; the Medici grand dukes played a role in
European politics, which made their status more complicated
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and, in many ways, more public than that of the Rimini lord and
his lover-turned-wife. To many Florentines and also, it seems, to
Bianca herself, she never lost the stigma associated with being
Francesco’s lover. Their long and public affair angered the Flor-
entines, who distrusted her Venetian heritage, questioned her
morality, condemned her as syphilitic, mocked her cuckolded
husband, and blamed her for almost anything that went wrong
in the city.®! A verse sung in the streets capitalized on the rhyme
between veneziana, or Venetian woman, and puttana, or whore 5>
Francesco only exacerbated this ill will; he preferred to spend
time working in his laboratories rather than governing, and his
reign was marked by an unhappy populace, economic decline,
and strained political relationships. Other than the imperial-scale
celebrations surrounding his marriage to Giovanna, Francesco’s
commissions tended to be costly but small and experimental, like
his porcelain and crystal workshops, or relatively private, like his
studiolo in the Palazzo Vecchio. These were very different from
the larger, more public monuments of his father, Cosimo, and,
as a result, his artistic patronage did little to improve his reputa-
tion with the citizens of Florence. He also had trouble within his
own family. His younger brother, the ambitious Cardinal Ferdi-
nando, hoped to become duke at Francesco’s death; Ferdinando
never took his final vows, a calculated decision that allowed him
to abandon his cardinalate when he inherited the ducal throne
in 158763 Bianca was not a humanist or scholar in the tradition
of Ginevra de’ Benci or Cecilia Gallerani—although she could
read and write, she was not formally schooled and she certainly
never wrote verse—but she was as ambitious as Ferdinando and
very aware of the negative assessments of others. As a result, she
concentrated her efforts on boosting her image through the arts,
taking as her model the activities of male rulers, rather than those
of their wives or mistresses.

In fact, Bianca’s privileged upbringing in a noble household,
the privations of her first marriage, and the model of Frances-
co’s extensive patronage may have encouraged her in this pursuit
even further. From her residence in a palace on the Via Maggio
Francesco provided for her and her husband (to whom Francesco
granted a minor court position), she witnessed the money he
lavished on the arts and sciences firsthand. As Francesco’s lover,
Bianca was the recipient of some of that largesse herself, the palace
being just one example of his efforts to maintain her in the style
appropriate to a princely mistress. In about 1570 Francesco com-
missioned from Alessandro Allori a painting of Venus and Cupid
as a gift to Bianca, representing the nude goddess reclining on
rich textiles in a landscape (fig. 25).54 The composition was based,
in part, on Venetian models, perhaps in tribute to Bianca’s Vene-
tian heritage, and the goddess was painted with the same red hair
Bianca herself had. The painting also relied on a famous drawing
by Michelangelo, best known through multiple painted versions
by Jacopo Pontormo and his circle. Francesco, like Cosimo before
him, admired Michelangelo and tried to bring the aged artist
back to Florence.5> Allori’s reference to Michelangelo therefore
helps associate the painting with Medici taste.

Even though the painting was essentially a love token between
the ducal heir and his mistress, it was well known; Allori painted
at least four additional versions for other patrons. About this same
time Allori also executed a small oil on copper with a portrait
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on the recto of the red-haired and jewel-bedecked Bianca; she
wears a head brooch representing Venus and Cupid, a reference to
Bianca as Francesco’s lover and probably also to the eatlier paint-
ing, suggesting an intimate vocabulary of symbols between the
couple (cat. no. 126a recto; fig. 19).°¢ The verso, however, has a
version of an allegorical drawing by Michelangelo, often referred
to as The Dream of Human Life. Again, the reference to Michelan-
gelo—here in a notably restrained version of a faitly erotic origi-
nal—makes a statement about Francesco’s patronage as well as,
according to some scholars, about the purifying force of love, a
worthy sentiment for his much-maligned lover.®” Although both
paintings by Allori were Francesco’s commissions, reflecting his
love for Bianca and his own taste, Bianca must have approved of
her representation in them; she soon began to commission paint-
ings from Allori, and their relationship was close enough that she
later stood as godmother to his son.®

Bianca used her palace as an alternative court to the official one
presided over by Francesco’s wife, Giovanna, a pious woman who
spent neither time nor money on the arts. Of course, Giovanna’s
status as imperial daughter and sister, and as grand duchess of
Tuscany, required no further burnishing. Bianca did not have a
similar background, so she instead used her patronage of the arts
as a defense against her detractors. In her role first as lover, then as
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Fig. 26. Raffacllo Gualterotti (1543-1639), Engraving of Palazzo Pitti court-
yard, frontispiece to Feste nelle nozze del serenissimo Don Francesco Medici
Gran Duca di Toscana; et della sereniss. sua consorte la sig. Bianca Cappello
(detail of cat. no. 126b)



wife of the duke of Florence, certain artists came to her for favors;
poets wrote her sonnets, and authors like Francesco Sansovino,
Moderata Fonte, and Sperone Speroni dedicated books to her. She
also took an active and deliberate role, even before her marriage
to Francesco, by using Medici connections and money to employ
architects, painters, sculptors, weavers, and musicians. She was
at least partly responsible for the villa at Pratolino, designed as a
retreat for herself and Francesco by Bernardo Buontalenti begin-
ning in 1569.%° In 1572 she acquired a set of tapestries from the
Florentine tapestry workshops, which was paid for with Medici
funds’® And in 1577 she hired the court musician Alessandro
Striggio to compose madrigals for the extravagant and essentially
Medici-sponsored wedding of her daughter into the Bentivoglio
family of Bologna, the same family into which Ercole d’Este mar-
ried his illegitimate daughter Lucrezia almost a century earlier.”?
In this case, the Bentivoglio acknowledged Bianca as Francesco’s
lover and knew that marriage to her daughter gave them access to
the Medici.

Bianca also used her own marriage celebrations of 1579 to legit-
imize herself in the eyes of the city and beyond. But this marriage
did not celebrate two powerful families in a new political alli-
ance. Like Sigismondo Malatesta, Francesco married the second
time for love; Bianca had little else to offer. Therefore, rather than
an alliance, the complex celebrations promoted Medici power
and, by extension, attempted to polish Bianca’s public image.
Although the program was the collaborative product of Frances-
co’s court artists, there is little doubt that Bianca oversaw most of
the dertails. The ten days of events were commemorated in several
festival books describing the ceremonial entrance, tournaments,
coronation, hunt, and theatrical performances that took place
(cat. no. 126b; fig. 47).72 The culmination was the pageant in the
Pitti courtyard on October 14. As the frontispiece of the festival
book by Raffaello Gualterotti illustrates, the performance in the
tented courtyard was illuminated by candelabra carried by sev-
enty suspended putti (fig. 26). Ten ornate carts, accompanied by
actors, musicians, and automatons representing mythological and
allegorical figures, passed through the courtyard to narrate a com-
plex story of an imprisoned Dalmatian knight. According to the
tale, the knight could only escape when the crown worn by the
fire-breathing dragon who guarded him was placed on the head of
the most worthy princess in the world. And, indeed, at the culmi-
nation of the drama an actor dressed as the god Apollo retrieved
the crown and placed it on Bianca’s head, signifying her new sta-
tus as grand duchess and symbolically replicating her actual coro-
nation, which had taken place a few days eatlier in the Duomo.
Alessandro Striggio and Piero Strozzi composed words and music
for the complex pageant, and the singer Giulio Caccini was one of
the performers.”? The day ended with an elaborate joust, continu-
ing the same chivalric traditions so popular during the time of
Francesco’s fifteenth-century forebear Lorenzo de’” Medici.

Bianca’s marriage to Francesco gave her greater access to the
funds, and the people, necessary to continue the rehabilitation of
her image. Some of her activities must have been unselfish: Pope
Sixtus V presented her with a Golden Rose for her charitable work,
and she apparently supported several prominent holy women. She
also advocated for the Jewish population during the formation of
Florence’s ghetto.”* Still, much more is known about her efforts in
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the arts, such as her support of musicians like Cosimo Bottegari,
who dedicated one of the compositions in his celebrated songbook
to her, and the dancing master Fabritio Caroso, who did the same
with his manual /] ballarine (1581).7° This illustrated manual, one
of the first of its kind, describes seventy-seven different dances,
many of which would have animated Bianca’s own chambers dur-
ing the many gatherings she hosted.

Invitations to attend these gatherings and view the precious
contents of these chambers, surely understood as an extension of
Bianca’s public image, were offered to visiting dignitaries. In 1584
the agent for the Duke of Urbino described how the Marchese of
Mantua and others were taken to see “the little chambers of the
Grand Duchess, where there are the most delicious things, full of
paintings and sculpture.””¢ Cleatly these chambers were meant to
impress and influence her visitors, and their diplomatic role can-
not be underestimated. Although she could do little to appease her
Florentine subjects, she did have better luck with her reputation
on the larger European stage. In fact, many of the objects in her
chambers were gifts from prominent figures in politics and reli-
gion. Pope Gregory XIII gave her a mother-of-pearl goblet, King
Philip II of Spain an elaborate mirror, Cardinal Luigi d’Este a
crystal and gold sculpture of Christ and the Virgin, and Cardinal
Dolfino an Annunciation by Raphael.”” Even her brother-in-law,
Cardinal Ferdinando, sent a gold goblet by Benvenuto Cellini and
two prized feather mosaics from Mexico.”® Her native city of Ven-
ice, despite earlier attempts to extradite and prosecute her for mar-
rying her first husband without parental consent, named her a True
and Particular Daughter of the Republic—an honor bestowed on
only one other woman, Caterina Cornaro—and presented her
with a diamond necklace upon her marriage.”® Both dealers and
courtiers provided her with antiquities and other collectibles; she
received ancient statuettes of Hercules and Bacchus, Egyptian
idols and carved stones with portraits of Nero and Petrarch, and a
pair of Judith panels by Botticelli.8? Bianca acquired other objects
via commission or direct purchase; her private chapel had a paint-
ing of the Annunciation by Francesco Morandini and a crucifix
by the goldsmiths Jacques Bijlivert and Giovanni Paolo Lomazzi,
all artists popular at the Medici court at that time 3!

Although most of these objects were prestigious items that
helped shape Bianca’s image as an elite collector and connois-
seur, they did not form a carefully composed collection meant to
display a comprehensive ideal. Francesco did that in his szudiolo,
as did Rudolf II, further afield, in his Kunstkammer in Prague.
Bianca had neither the means, nor the interest, to do the same.8?
Instead, she seemed most concerned with accumulating objects
that reflected well on her, and those listed above certainly did that.
One gift, however, was more problematic. In 1582 the composer
Emilio de’ Cavalieri gave her a painting of Clelia Farnese, the
illegitimate daughter of Cardinal Alessandro Farnese (fig. 27).83
Married to Giovan Giorgio Cesarini in 1570, Clelia was praised by
both Michel de Montaigne and Torquato Tasso and sought after
by many admirers, among them Bianca’s own brother-in-law,
Cardinal Ferdinando. In fact, Clelia apparently gave birth to Fer-
dinando’s son in 1586, a year after Cesarini died. The relationship
between Clelia and Ferdinando was public knowledge; a popular
pasquinade referred to it in less than flattering terms.34 Apparently
Ferdinando’s duplicitous secretary, Pietro Usimbardi, devised a

LOVERS, AND ART IN ITALIAN RENAISSANCE COURTS 37



Oil on panel, 19% x 147% in. (49.7 x 37.8 cm). Galleria Nazionale d’Arte
Antica, Palazzo Barberini, Rome

plan to guarantee succession through Ferdinando’s bloodline if
Francesco and Bianca died without a proper heir by having Fer-
dinando marry Clelia; the fact that she had already borne his son
was, of course, especially fortuitous.®> Many versions of Clelia’s
portrait, by Jacopo Zucchi and his circle, were circulated, and
these can be dated between her marriage in 1570 and her widow-
hood in 1585 because of the inclusion of Farnese and Cesarini arms
on the elaborate necklace she wears. In all likelihood the painting
presented to Bianca was one of these.®¢ The number of these por-
traits suggests considerable demand among a certain elite group,
rather like the case of Simonetta Vespucci. It is doubtful, how-
ever, that Bianca, by this time married to Francesco, would have
wanted a painting representing a Medici mistress, which could
only serve as a reminder of her own former status, after all the
effort she had put into expunging it. Nor would she wish to cel-
ebrate Ferdinando’s lover, since she and her brother-in-law had
such a problematic relationship.

Indeed, Bianca must have perceived Ferdinando as a threat.
She knew that the best way to secure her place at court was to
arrange for Antonio to succeed Francesco as grand duke of Flor-
ence. In preparation for that, the boy had been legitimized; after
the 1582 death of Francesco and Giovanna’s only son, Filippo,
Antonio was his only male offspring and therefore the rightful
heir. Francesco enforced this succession visually by hiring Allori
to paint a double portrait of Bianca and Antonio for the so-called
serie aulica, the series of Medici portraits that lined the corridors
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of the Uffizi, then used as a residence and a governing center;
one version of this composition is known today (fig. 28).8” The
painting was a statement about succession, similar, in that way, to
Agnolo Bronzing’s earlier dynastic double portraits of Francesco’s
mother, Eleonora of Toledo, with Francesco and his brother Gio-
vanni.®® Such images were key to public perception; as both Fran-
cesco and Bianca knew (and as Ercole d’Este earlier realized, with
the portrait of himself and his illegitimate daughter Lucrezia), an
artist could invest an illegitimate offspring with just as much pres-
tige as a legitimate one. Allori’s painting reinforced Francesco’s
lineage via Antonio as well as Bianca’s rights as the mother of the
Medici heir. Certainly Bianca understood the importance of this
painting and the others like it that Allori executed of her; indeed,
one version, known only through documentary references, repre-
sented her and Antonio with Filippo, thus including Francesco’s
legitimate son to elevate the perception of both Bianca and Anto-
nio. Bianca had copies of these portraits sent to her allies outside
of Florence, perhaps as a form of insurance against Ferdinando’s
machinations.%?

In the end Bianca’s efforts failed. In 1587 Francesco and Bianca
died unexpectedly, less than a day apart, at the Medici villa of
Poggio a Caiano outside Florence. The cause of their deaths
remains a mystery. Neither of them was in good health, and they
may have contracted a particularly deadly virus that weakened
them further. Or, according to a number of contemporary sources

Fig. 28. Alessandro Allori (1535-1607) (currently catalogued as Lavinia
Fontana), Portrait of Grand Duchess Bianca Cappello de’ Medici and Her Son,
after 1582, before 1587. Qil on canvas, 50% x 39% in. (128.4 x 100.5 crn).
Dallas Museum of Art, The Karl and Esther Hoblitzelle Collection, Gift of
the Hoblitzelle Foundation



Fig. 29. Ring with the
conjoined Medici and
Cappello arms, second
half of 16th century.
Coral, Diam. 1% in.
(2.7 cm). Museo degli
Argenti, Palazzo Pitti,
Florence

and recently discovered physical evidence, they may have been
poisoned. Biological material containing levels of arsenic consis-
tent with acute poisoning found under the floor of the church of
Santa Maria a Bonistallo near Poggio has been identified via doc-
umentary references and DNA profiling as that of Francesco and
quite possibly Bianca.®® If indeed they were murdered, the likely
perpetrator was Cardinal Ferdinando, who had the most to gain
from their deaths. He was at Poggio when they fell ill, and he took
charge of events immediately. He promptly set aside his eleven-
year-old nephew, Antonio, and became grand duke himself; he
relinquished his cardinal’s hat to marry Cristina of Lorraine, with
whom he went on to have nine children. But Bianca’s construc-
tion of a public image via the arts obviously worried Ferdinando.
In his efforts to counter it, he removed her heraldry wherever he
could, replacing it with the Medici palle or the Hapsburg device
of Francesco’s first wife, Giovanna.®® Among the few places
it remains are on the portal of her palace and on several small
personal objects, including a red coral ring with conjoined Cap-
pello and Medici arms (fig. 29). A posthumous portrait of Gio-
vanna of Austria and her son Filippo was placed in the position
that should have been granted to Allori’s portrait of Bianca and
Antonio in the Uffizi series. It seems that Ferdinando sent Allori’s
painting, and several others representing Bianca, to the Casino
at San Marco, the original site of Francesco’s laboratories and
the future residence of Antonio; when Antonio died in 1621 the
Casino contained at least nine portraits of his mother, as well as

1. For key studies, see T. D. Kaufmann 1978; Strong 1984; and Starn and
Partridge 1992.

2. H. S. Ectlinger 1994; for analysis of the concept of Renaissance self-
fashioning, see Greenblatt 1980.

3. As Joan Kelly demonstrated in her canonical study of women in the
Renaissance, the transition from a medieval feudal society created new
and often stifling limitations on women; see Kelly 1977.

. Parenti, Lettere, 1996 (ed.), p. 95.

. Del Lungo 1923, pp. 44—45; and Dempsey 1992, pp. 79—113.

. Macinghi Strozzi, Leztere, 1877 (ed.), p. 38s.

. Ibid., p. 575; for analysis of this text, see Dempsey 1992, pp. 86-87.

. Pulci 1500. See also Ventrone 1992, pp. 167—87; and Carew-Reid 1995.

. For a possible reconstruction of the now-lost banner, see Mario Scalini
in Ventrone 1992, pp. 182—83, no. 3.17.

10. On this print, see Warburg 1905; Dempsey 1992, p. 1115 and Alison

Wright in Rubin and Wright 1999, p- 339, no. 89.
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many of her possessions.”? Two of these portraits were described
as box lids, one of which may have been the two-sided painting by
Allori cited earlier (cat. no. 126a recto; fig. 19).%* The Casino never
became a celebrated ducal residence like the Pitti or the Palazzo
Vecchio; by relegating these portraits, and Antonio himself, to the
Casino, Ferdinando made it clear that neither Bianca nor Antonio
were part of the grand ducal family. In a similar manner, several
texts about the Medici published during the reign of Ferdinando
and his immediate heirs omitted reference to Bianca altogether.
Indeed, within two months of her death the Urbino ambassador
observed that Ferdinando had extinguished all memory of the
former grand duchess.”*

Since Ferdinando also needed to ensure that later Florentines
would not fault his succession, he fabricated a documentary cache
based around an alleged deathbed confession from one of Bianca’s
associates; these documents discredited Antonio’s claim to the
throne by describing him as neither Bianca’s nor Francesco’s son
but instead a baby Bianca obtained after faking a pregnancy in her
desperation to produce an heir.?> However, with Antonio removed
from succession, both in the present and, with these documents,
in the future, the relationship between uncle and nephew appar-
ently grew close; Antonio remained at court and often acted on
Ferdinando’s behalf. Like his mother before him, Antonio was a
generous patron, in his case particularly of theater and science,
and he used his patronage to legitimize and solidify his public
image. He was so successful at this, and apparently posed so little
threat to Ferdinando’s heirs, that he was buried with honor in the
Medici tombs.”$

Ferdinando’s extreme efforts to erase Bianca from history indi-
cate just how successful she was at creating a positive public image.
Through her arts patronage Bianca transcended her original sta-
tus as Francesco’s lover and established herself as his consort. But
her premature death, the lingering animosity of the Florentine
population, and the efforts of Ferdinando all prevented her from
maintaining this image for posterity. In the end, she is almost
as invisible as the other wives and lovers at Italian Renaissance
courts. Their greatest achievements often involved the careful
crafting of their public images, but little evidence of these efforts
remains today.

11. Spallanzani and Gaeta Berteld 1992, p. 124, “Uno quadro di legname,
dipintovi la ‘mpromta di madonna Lucretia.” Of course, this notori-
ously vague reference might refer instead to a painting of Lorenzo’s
mother, Lucrezia Tornabuoni, or his daughter, Lucrezia (who married
Jacopo Salviati in 1486 and was therefore entitled to the honorific
“madonna” by the date of this inventory). But the fact that Lucrezia
Donati’s son later bought a portrait of his mother from the estate
(see n. 15) is strong evidence that this was a painting of Lorenzo’s chi-
valric love interest.

12. Garrard 2006, p. 37.

13. For a transcription of this claim, see Covi 2005, p. 287, “Per uno
quadro di legname, drentovi la fighura della testa della Luchretia
de’ Donati.” According to this, Verrocchio also made—and was not
compensated for—standards for the Medici jousts.

14. On these sales, see Merisalo 1999; Musacchio 2003b; and L. Fusco and
Corti 2006, pp. 159-77.
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“Rapture to the Greedy Eyes’:
Profane Love in the Renaissance

Linda Walk-Simon

Raphael of Urbino, most excellent and singular painter, painted in Rome the loggia in the garden of Augustine Chisio.

And in the painting there appeared many figures of gods and graces, and among the others a large Polyphemus and a

Mercury as a boy of thirteen or so.

There entered there one morning a lady who, wishing to appear a person of culture and intelligence, admired and
praised the paintings very much. And she said: “Certainly, all these figures are most excellent, but I could have wished,
Signor Raphael, for the sake of your reputation, that you had painted a nice rose or a figleaf over the shame of Mercury.”

Then said Raphael, smiling: “Pardon me, madonna, that I did not think of this.” And then he added: “But why did you
not suggest that I should do the same thing for Polyphemus, whom you praised so much, and whose shame is so much

larger.” (Paolo Giovio, Lettere volgari, 1560)

his amusing anecdote related by the sixteenth-century

humanist and historian Paolo Giovio, though full of

inaccuracies and perhaps apocryphal, affords a glimpse
of the avowedly secular side of Renaissance culture.! The locus
of Giovio’s narrative is the glorious suburban villa of the papal
banker Agostino Chigi (1465—1520) on the west bank of the Tiber,
known since 1579 as the Villa Farnesina. Built by the wealthiest
man in Rome as a pleasurable retreat for himself and the cour-
tesan who would eventually become his wife, site of extravagent
banquets, festive gatherings, and frivolous dalliances, as well as
the occasional more sober discourse, Chigi’s villa is the consum-
mate icon of that halcyon epoch and a monument to the Renais-
sance ethos of profane, erotic love.?

Of principal interest for this discussion is the vault of the gar-
den loggia, where Raphael’s pupils Giulio Romano, Gianfran-
cesco Penni, and Giovanni da Udine, working from his drawings,
portrayed the legend of Cupid, god of love, and the nymph Psyche
(fig. 31). Based on The Golden Ass by the second-century Roman
poet Apuleius, the decoration recounts the story of Cupid and
Psyche’s illicit love, which withstood a series of trials and culmi-
nated in a joyous marriage celebration attended by the Olympian
deities. Monumental, sensuous nudes populate the frescoes, their
erotic aspect judged exceptional even to an audience schooled in
such subjects, as Giovio’s account attests. Effulgent garlands of
vegetation abound with a seemingly endless variety of suggestively
shaped fruits and vegetables, reiterating the narrative scenes’ pro-
fane content.? In one conspicuous passage, a sexual encounter is
parodied by a lush, yielding fig and a swollen zucchini or “cucum-
ber fully ripe™ (fig. 32)—a playfully lewd detail highlighted by
the expansively gesturing Mercury below. The birds that appear

Opposite: Fig. 30. Perino del Vaga (1501~1547), Vertumnus and Pomona (detail
of cat. no. 94)

throughout the ceiling have no part in the narrative; undoubtedly
admired for their impressive naturalism and realistic aspect, they

may also have been appreciated as visual puns, uccello (bird), then
as now, being slang for penis.
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Fig. 31. Raphael (Raffaello Sanzio) (1483~1520), View of the Psyche Loggia,

ca. 1511-13. Villa Farnesina, Rome
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Agostino Chigi’s villa was a “sexy place.”> Love was in the air,
not just literally in the vault of the Psyche Loggia but also on the
walls and in the gardens: in a fresco by Sodoma in Chigi’s bed-
room, Alexander the Great meets his beautiful mistress Roxanne;

in the Loggia of Galatea, the giant Polyphemus gazes with longing
across the room at the comely sea nymph; and in the garden, there
stood sculptures of Cupid and Psyche and a satyr seducing a boy.
The doings of the villa’s inhabitants mirrored the amorous theme
of its decorations. It was here, in 1519, that Agostino Chigi wed
his considerably younger Venetian mistress, Francesca Ordeaschi
(then pregnant with their fifth child), with whom he had taken
up after the death of a prior paramour, the courtesan Imperia. The
lavish marriage ceremony was attended by a retinue of cardinals
and conducted by the epicurean Pope Leo X (an occasional, if
rather dull, guest at Chigi’s legendary banquets), who had insisted
on the nuptials. Here, too, according to the biographer Giorgio
Vasari, the amorous Raphael whiled away languorous hours with
his own innamorata, his impatient but indulgent patron having
expediently installed her at the villa to entice the painter to report
for work. And taking in the entire spectacle was a recent addition
to Chigi’s household, an ambitious but as yet unknown newcomer
to Rome named Pietro Aretino (1492—1556), who would come to
personify the erotic pulse of the sixteenth century.$

Ancient and modern Rome; Raphael, Giulio Romano, Gio-
vanni da Udine, and Pietro Aretino; mistresses and courtesans;
humanists, poets, and prelates; lascivious satyrs and amorous
gods; pleasant gatherings with learned and amusing friends; sala-
cious images intended for private rather than public consumption;
the racy poetry of classical antiquity; refined erudition; illicit love,
homoeroticism, and other carnal pleasures; abundant wit and
bawdy humor; erotic puns and metaphors (with a particular pref-
erence for birds, fruits, vegetables, and gardens): in microcosm at
the Villa Farnesina is the matrix of personalities and themes that
defined the profane culture of the Renaissance.
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Fig. 32. Raphael (Raffaello
Sanzio) (14831520},
Psyche Loggia (detail),

ca. 1511-13. Villa Farnesina,
Rome

VENUS IN THE VATICAN: THE RENAISSANCE STUFETTA
AS PROLOGUE

The stufetta (bath), an intimate space self-evidently intended for
the use and pleasure of a very select few, provided a private sactu-
ary that lent itself to the presentation of erotic imagery. The two
most important stufette among the few surviving examples, com-
missioned by a pope and a high-ranking cardinal, both house such
decoration. A light-hearted evocation of the ancient world, the
stufetta of Clement VII in the papal fortress Castel Sant’Angelo,
designed by Giovanni da Udine, shows the thrones of the Olym-
pian deities littered with their discarded clothing and attributes.
More coy than salacious, the witty conceit suggests that the gods
and the goddesses have disrobed and descended nude into the
papal bath.” The upper walls are embellished with four scenes fea-
turing a voluptuous Venus. The diminutive narratives are culled
from Ovid, the same ancient literary source that provided the sub-
ject matter for the earlier Vatican stufetta of Cardinal Bernardo
Dovizi da Bibbiena. Executed about 1516 by Giulio Romano and
other members of the Raphael workshop, its now-damaged fres-
coes are more provocative in portraying the nude Venus in a vari-
ety of alluring poses. Adumbrated here are the spirit and subject
matter of the more expansive decorations of the Psyche Loggia.
If the choice of subject imagery “such as would agitate the
celibate”® seems rather surprising for a pope and a cardinal, not
to mention indecorous (in the case of the stuferta of Bibbiena)
for a room within the sacred precinct of the Vatican, it must be
acknowledged that in Renaissance Rome, spiritual pursuits were
not always the first calling of Princes of the Church, who fre-
quently lived in a splendor rivaling or surpassing that of their
secular counterparts. Moreover, like a mistress portrait concealed
behind a shutter or an erotic drawing, the decorations of this pri-
vate space were accessible only to a restricted audience. And finally,
the dichotomy between sacred and erotic was not as pronounced
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Fig. 33. Raphael (Raffaello Sanzio) (1483-1520), La Fornarina, ca. 1520. Oil
on panel, 33%2 x 23% in. (85 x 60 cm). Galleria Nazionale d’Arte Antica,
Palazzo Barberini, Rome

as it would come to be following the implementation in Rome
of the decrees of the Council of Trent (1545—63). Indeed, the two
were often a seamless continuum, as a number of incongruously
erotic and sensual religious images produced by artists who had
experienced the licentious and libertine culture of Rome before
the Sack in 1527 attest—works such as Rosso Fiorentino’s Dead
Christ with Angels and Parmigianino’s Madonna of the Rose?

MISTRESSES, LOVERS, COURTESANS, AND PROSTITUTES

Although the socially ambitious Raphael was betrothed to the
niece of the powerful Cardinal Bibbiena, he managed to elude
the bonds of matrimony.!® A sensuous nude portrait is believed
to represent his innamorata, known as the Fornarina (fig. 33; see
also cat. no. 88). This is both a depiction of the artist’s mistress
and an image of idealized, Platonic beauty. Raphael signaled his
proprietary “ownership” of the woman by inscribing his name on
her armband, and an erstwhile shutter that concealed the paint-
ing from all but its intended audience was a measure of its private
and therefore implicitly erotic nature.!! Such concealment was
a convention in the display of mistress portraits: Pietro Aretino
referred to a portrait of a donna amata by Titian that her protec-
tive lover installed in his private chamber and kept behind a silk
curtain “like a reliquary”;'? Ludovico Capponi, in a portrait by

Fig. 34. Agnolo di Cosimo di Mariano Bronzino (1503-1572), Ludovico
Capponi, 1550~ss. Oil on panel, 457 x 33% in. (116.5 x 85.7 cm). The Frick
Collection, New York

Bronzino, conceals a miniature—Dby inference a portrait of his
mistress or beloved (fig. 34); and the secret shutter of a sixteenth-
century Florentine mirror surely hid an illicit image of forbidden
love (cat. no. 115). The lover’s fevered yearning for that which is
hidden is also a literary trope: inflamed by lust, Apollo in Ovid’s
Metamorphoses is not content to gaze at Daphne’s lovely features
and imagines the nymph’s flesh beneath her dress: “what is hid he
deems still lovelier” (si qua latent, meliora putat).!3

The Fornarina is not only a portrayal of a real sitter, it is also an
image that probes the abstract idea of beauty. The foliate screen
backdrop contains branches of laurel'—a tree that, by its ety-
mology, invokes Laura, the beloved of the fourteenth-century
poet Petrarch and the archetype of the ideal woman or mistress.!®
Laurel is also a symbol of chastity—a virtue Petrarch extolled in
Laura and one that Raphael, through the pictorial device of the
painted laurel, imputes to his mistress. Through the artistic act of
conjuring his own chaste and virtuous Laura, Raphael is equated
with Petrarch: the painter is a poet, the portrait an analogue of
his poetic formulation of ideal beauty—what Raphael described
as a “certain idea . . . which comes into my head.” That “certa
Iddea”—a cerebral synthesis of the best features of many rather
thanaliteral likeness of a single individual— the painter explained,
was the necessary construct for painting a bella donna.'®

Raphael’s friend the poet Pietro Bembo cast the poetics of
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beauty in a Platonic mode in his widely circulated and influen-
tial dialogues on love, G/i Asolani (1505). Physical beauty, one of
his interlocutors explains, “may lift us to [virtuous love] provided
we regard [it] in the proper way.”'” The transcendental power of
beauty—an idea anticipated in Petrarch’s veneration of his ideal
Laura—would have resonated in Raphael’s portrait of a bella
donna as an exhortation to regard the image “in the proper way,”
that is, with pure rather than lascivious desire. Chaste and erotic,
ideal and real, the Fornarina partakes of the polarity that informs
many mistress portraits of the period.!®

Giulio Romano’s painting of a woman with a mirror (cat. no. 87)
patently derives from Raphael’s Fornarina (iig. 33), but a number
of subtle changes transform the image from Petrarchan icon to
Renaissance centerfold. Raphael’s symbolically charged foliage is
replaced by a quotidian, topographical view of the courtyard of a
Renaissance palazzo with an attendant in the distance, a tableau
reminiscent of the background of Titian’s Venus of Urbino (fig. 87).
No praiseworthy virtues are ascribed to this nude woman, and the
poetic ambiguity of Raphael’s sitter is absent. Neither a Platonic
formulation of ideal, perfect beauty, nor Campaspe to Giulio’s
Apelles or Laura to his Petrarch, she is without doubt a courtesan.
That status is unequivocally communicated by her “semi-undress,
inviting body language, [and] suggestive accessories”—all text-
book attributes of the “overtly erotic aspects” of Renaissance
depictions of courtesans.!®

Fig. 35. Domenico Puligo (1492~1527), Portrait of a Woman (perhaps Barbara
Raffacani Salutati), ca. 1525. Oil on panel, 38 x 31 in. (96.5 x 78.8 cm).
Private collection
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Fixtures in sixteenth-century Irtaly, courtesans were essen-
tially high-class prostitutes, as distinguished from the more ordi-
nary, and cheaper though equally ubiquitous, puttane (common
prostitutes).?® A significant population of courtesans and prosti-
tutes is documented in the 1518 census of Rome, where the institu-
tionalized clerical and nominally celibate culture made for a more
open tolerance of such women than in most other Italian cities,
at least in the period before the Counter-Reformation.?! The later
years of the sixteenth century saw a shift in attitude, however.??
A censorious, if perhaps somewhat disingenuous, post-Tridentine
view is offered in an account of the Eternal City written in 1581
“in Rome it is a thing much wished and desired that there were
none of these common wemen [sic], which they call Harlots or
Courtisans.”? In the very wish for their absence lies confirma-
tion of their intractable presence. A series of prints dating from
roughly this time illustrating the modes of dress of Roman women
includes the courtesan, together with the betrothed, the bride, the
wife, and the widow (cat. no. 104). Such popular imagery corrobo-
rates the testimony of contemporary written sources: prostitutes
and courtesans were as much a part of the fabric of Roman society
as honest women.

Indeed, to all outward appearances the two were often indis-
tinguishable, as vouched by lamentations on the practice of many
courtesans of dressing in the garb of respectable matrons. In
Venice, decrees forbidding the imposters to wear veils was but
one attempt on the part of civic authorities to end this decep-
tion.2* That city was positively swarming with “many thousands
of ordinary less than honest [women],” according to the report
of an English traveler, who accounted for their sizeable number
by explaining that Venetian gentlemen “keep courtesans to the
intent they may have no lawful children.”?> These illegitimate
offspring typically became monks or nuns—abbots or priors if
they had family connections. If no other city could “compare with
Venice for the number of gorgeous dames,” the fact that none was
“unpainted” meant that this foreign observer, though dazzled,
“will not highly commend them.” The Venetian state shared the
Englishman’s ambiguous attitude: periodically condemned, cour-
tesans were at other times protected and even enlisted as officially
sanctioned deterrents to the greater scourge of sodomy, the hope
being that the display of their ample charms to passersby on the
descriptively names Bridge of Tits (Ponte delle Tette) would dis-
tract those tempted to stray.2

Famed for their beauty, wit, refinement, or conversational
skills, and often learned, cultured, and well spoken, many courte-
sans were also accomplished musicians or poets (or least they con-
trived to appear so: Aretino’s puttana Nanna urges the would-be
cortigiana onesta Pippa to “play a little tune you've learnt for fun,
hammer at the clavichord, strum the lute, pretend to be read-
ing Furioso, Petrarch, and the Centonovelle”?”). The home of the
“lovely, kind and generous Maria da Prato” in Florence provided
a venue for literary gatherings, including the premiere of the poet
Antonfrancesco Grazzini’s comic farce I/ frate?® Machiavelli’s
mistress Barbara Raffacani Salutati, the probable subject of a
portrait by the Florentine painter Domenico Puligo (fig. 35), was
acclaimed for her exceptional musical ability (alluded to by the
music book in front of her) and her enchanting voice. In Vasari’s
characterization of her as “a famous and beautiful courtesan of
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Fig. 36. Cesare Vecellio (ca. 1521-1601), “Meretrici de’ luoghi pub-
lici /Prostituées des maisons publiques,” from Costumes anciens et
modernes/Habiti antichi et moderni di tutto il mondo, Paris, 1860
(first Italian edition, 1590), illustration on page 120. Thomas J.
Watson Library, The Metropolitan Museum of Arc, New York

the time, beloved of many not less for her beauty than for her
fine manners, and especially because she was a good musician and
sang divinely,” Barbara emerges as nothing less than the female
equivalent of Baldassare Castiglione’s ideal courtier.?® The Vene-
tian Lucia Trivixan, eulogized as “the consummate cortigiana of
her day” by the diarist Marin Sanudo, was similarly famed for her
lyrical voice, and her home, too, offered a gathering place for musi-
cal virtuosi.>® Later in the sixteenth century, the dazzling Veron-
ica Franco, a Venetian cortigiana onesta as renowned for her grace
and beauty as for her keen intellect and poetry, not only wrote
Petrarchan verses but also famously inspired such paeans.?!
Certain kinds of luxury objects, and jewels in particular, were
expressly associated with courtesans. That English observer of
Venetian customs remarked with wonderment that such women
were “so rich that . . . you shall see them decked with jewels as [if]
they were queens.”>? Documents of the period record that such
jewelry, especially pearls, was frequently given as a form of pay-
ment for “carnal commerce.”® The courtesans of Cesare Vecel-
lio and Giacomo Franco both display strands of pearls with their
revealing décolletages (figs. 36, 37),>* as does the veiled Roman
courtesan in the series of prints mentioned above (cat. no. 104).
Veronica Franco was accused before the court of the Holy Office
of the Inquisition in Venice of pretending to be married as a ruse
“to recover the peatls, golden bracelets, and other jewels that she
used to wear,” and her courtesan compatriot Amabilia Anton-
gnetta offered strands of pearls as collateral for a loan.?¢ No

4

Fig. 37. Giacomo Franco (1550-1620), engraving from Habiti delle donne
venetiane (detail of cat. no. 65)

wonder, then, that peatls were the jewels most specifically tar-
geted by Venetian sumptuary laws.3” One such law forbade all but
courtesans and recently married women to wear them in public,
much to the dismay of respectable pearl-owning matrons; that
decree contradicted an earlier one that expressly proscribed the
wearing of pearls by prostitutes.?®

Both Raphael’s and Giulio’s sitters are adorned with pearls
(fig. 33; cat. nos. 87, 88), but they convey very different messages
in the two paintings. The single pearl worn by Raphael’s mistress
is, like the laurel branch behind her, a symbolic attribute—an
emblem of her perfect beauty. Like Dante’s beloved Beatrice, “a
mortal thing . . . adorned and pure,” she has the “color of pearl”
and is, in his eyes, “whate’er of good Nature can make.”® By con-
trast, the strand worn by Giulio’s woman must be one of those
gifts that courtesans and prostitutes of a certain caste in Rome
and elsewhere were routinely given. The trinkets arrayed on the
table beside her are similarly the kind of luxury items bestowed on
such women as gifts (cat. no. 87).

Another erotic painting by Giulio Romano is the monumental
Two Lovers (fig. 38), executed about 1524.4° The amorous nature
of the protagonists’ encounter is iterated in the carved relief on
the bedpost showing a satyr, symbol of unbridled physical lust,
and parodied by the crone, who has unlocked the door and burst
into the bedchamber. Chiavare (to turn the key or to lock) has
long been slang for sexual intercourse, and keys themselves, an
assortment of which dangles at the woman’s waist, carry a similar
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Fig. 38. Giulio Romano (1499-1546), Two Lovers, ca. 1524. Oil on canvas transferred from panel, 64% x 10 ft. 1% in. (163 x 337 cm). State Hermitage

Museum, Saint Pctersburg

Fig. 39. Giovanni Jacopo Caraglio (ca. 1500/5-1565), The Love of Janus, from
The Loves of the Gods (detail of cat. no. 1o1)
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sexual connotation.#! Sixteenth-century poets took up the theme
with relish. Antonfrancesco Doni dedicated an entire parodic
treatise to the variegated sexual etymology and associations of the
chiave, and Pietro Aretino and Cardinal Bibbiena both employed
the key-in-lock metaphor as a literary analogue for fornication.4?
When keys appear in erotic paintings and prints (fig. 39), their
punning and lewd meaning is unquestionable.?

The presence of a voyeur in the 7wo Lovers and others of Giulio’s
inventions exploring the theme of carnal love (see cat. nos. 91, 100)
signals the erotic, illicit nature of the espied liaison and heightens
its titillation by implicating the spying viewer as co-voyeur. The
inflamed passion of the unseen observer is a topos in Renaissance
love poetry as well. Petrarch, in his Canzoniere, related that the
sight of his beloved Laura, who was unaware of his gaze, caused
him to “shake and shiver with a chill of love” despite the heat of
the day. But he made a clear distinction between his virtuous love
and the base lust—“the rapture to the greedy eyes”—that the
vision of a naked goddess had the power to incite.#* This distinc-
tion is lost in Giulio’s compositions: unlike Petrarch the voyeur,
whose pure heart burns at the sight of his chaste love, Giulio’s
voyeurs are seized by lascivious thoughts, as their obscene gestures
frequently imply (see cat. no. 91). Parallels lie not with Petrarch or
Bembo, but with Aretino, for whom lewd voyeurism—the vicari-
ous pleasure of the unseen observer—was a concomitant element
of erotic experience.

Aretino’s puttana Nanna colorfully describes the orgiastic antics
she observed through cracks in the walls of the nuns’ cells: “ put
my ear to one of the cracks . . . and fixed my right eye to the space
between one brick and the next, and what did I see: . . . ha! ha!
ha!”%5 In the anonymous, Aretino-inspired dialogue La puttana
errante (The Errant Whore), the courtesan Madalena similatly



engages in a host of lewd voyeuristic activities.*¢ Nor was this the
pastime only of lowly types like whores. Nanna recounts that “the
big fish in the monasteries and the priesthood hire courtesans just
to watch them being screwed by their rent boys . . . and it whets
their appetites to see them penetrated per alia via (as the Epistle
says).”47

Giulio’s Two Lovers is devoid of any discernible literary or
mythological content. The absence of a classical overlay is what
distinguishes this invention from the no less erotic, if more rhetori-
cally elevated, frescoes that Raphael designed for Agostino Chigi’s
suburban villa (fig. 31). There, an antique literary source, whose
dramatis personae are Olympian gods and goddesses, provided
the pretext for painting a cast of sensual nudes. In Two Lovers, in
contrast, Giulio removes the gossamer veil of decorum accorded
Raphael’s art by Ovid and Apuleius, much as Perino del Vaga’s
lewd satyrs and lascivious gods lift the draperies to expose the
nudity of sleeping nymphs.

PEACHES AND FIGS: BURLESQUE POETRY AND THE FRUITS
OF THE GARDEN

The most vocal, and arguably the most vulgar, proponent of the
burgeoning literary genre of the burlesque (and often regarded as
the first modern pornographer) was Pietro Aretino, who penned
some of the most salacious verses of the sixteenth century.4® Self-
anointed “Secretary to the World,” Aretino wielded a scurrilous
pen that earned him the epithet, coined by the poet Ludovico
Ariosto, “Scourge of Princes.” Cuckolds, lechers, and prostitutes
were among his favorite characters, and priests and other cler-
ics—greedy, debauched, morally corrupt, forever surrendering
to the temptations of the flesh—were the frequent targets of his
satirical wit. Loud defender of the sexual act, Aretino adopted
the satyr, a base creature consumed by carnal appetites, as one of
his personal devices. The satyr (satiro in Italian) was considered
(through flawed philology) the etymological progenitor of the
satirist—the purveyor of satire (satira)—a genre at which none
was more supremely adept than Aretino.#

That literary calling is alluded to in the goatlike profile head
of a satyr rendered of phalli on the reverse of a portrait medal of
Aretino (cat. no. 1132).°° As an object, the medal recalls the hat
badge worn by Aretino in an engraved portrait by Marcantonio
Raimondi (cat. no. 113b), a personal ornament invoking the poet’s
apotheosis of the penis as worthy of such veneration that it should
be displayed “as a medal in one’s hat.”! If the motto on the medal,
TOTVS . IN. TOTO . ET . TOTVS . IN . QVALIB[ET] . PARTE (All in all
and all in every part), is an exegesis, Aretino, like the satyr head, is
pure cazzo (prick)—a phallic hero in the mode of Francesco Sal-
viati’s priapic triumphator (cat. no. 102). But, although the phallus
is a symbol of carnality, it is also the very embodiment and gen-
erative source of Aretino’s creative powers, the unrivaled penchant
for satire and slander that made him both revered and feared,
imitated and reviled, in Rome. It is therefore a uniquely eloquent
and even learned symbol of his particular genius®>—his satiri-
cal terribilita. “Care only that Aretino is your friend,” the poet
himself admonished the world, “because he is a terrible enemy to
acquire. . . . God keep everyone safe from his tongue.”>?

A self-styled “anti-Petrarch,” Aretino authored subversive verses

that challenged the lyric mode of the great Tuscan poet’s adher-
ents, particularly Pietro Bembo.>* The thinly coded metaphors he
employed in his dialogues and sonnets to communicate obscene
or erotic meaning—birds, fruits, vegetables, gardens, keys—were
part of a shared lexicon of the vulgar and profane that many liter-
ary wits of the period adopted in their mock-humanist poems,
dialogues, and tracts, and that artists had free recourse to as well.
The very ubiquity of these metaphors confirms that the scabrous
allusions can have eluded almost no one in the sixteenth century.
Of the many fruits and vegetables accorded an erotic alter ego,
none had more overt sexual connotations, and accordingly none
enjoyed greater popularity, than the fig and the peach. Aretino’s
puttana Nanna recounts her erotic adventures while seated under
the fig tree in her garden. One of Poggio Bracciolini’s Facetiae con-
cerns a tight-fisted client who awarded his lawyer a peach and a
fig, only to regret the predictably risible results of the lewd insult.>®
The sixteenth-century poets Francesco Maria Molza, Antonfran-
ceso Grazzini, Niccold Franco, and Annibale Caro each penned
verses extolling the fig’s myriad virtues. Caro’s mock-humanist
excursus probes the gender of the word (“i fichi o le fiche”) and the
fruit’s fetishistic mysteries, employing language rife with bawdy,
erotic double entendres, while Molza announced that the fig was
to be prized above the rival peaches and apples.>®

The poet and curial secretary Francesco Berni, whose formula-
tion of the paradoxical encomium—excessive praise of the exceed-
ingly banal—profoundly influenced burlesque poetry,’” would
have contested this apotheosis of the fig, instead commending the
peach (the favorite food of prelates, he wryly observes) as the most
perfect creation: “O fruit blessed above all others/Good before,
in the middle and after the/meal, but good before and perfect
behind!”>® Like other literary trifles that take up the relentless
theme, the coded homoerotic meaning of this seemingly innocu-
ous eulogy to a favorite fruit was understood by one and all in
Berni’s day; indeed, the poem may well have provided fodder for
the accusation of sodomy that was leveled against him. A note
of creative independence is sounded in the burlesque poetry of
the painter Agnolo Bronzino, who was evidently unmoved by figs
or peaches but did pen an ode in praise of his frying pan—like
the peach, a coded symbol for the male buttocks.’® And for the
obtuse few who may have been deaf to the subtle (and not so
subtle) language of poetry, instruction in the erotic double enten-
dres of the fruits of the garden was always available in the form
of popular music. A well-known Florentine carnival song, “Canto
de’ cardoni,” rhapsodizes about the cardoon: “Ladies, we are
master growers of cardoons,/which in our gardens grow big and
good. . . . / [We] shall give you this recipe of ours, besides which
we have no greater gift to give. / . . . /The cardoon should be in
size/a span or a little more, for nature/cannot digest anything
so big and hard,/even though we always like the big mouth-
fuls. . . .76 Sometimes a peach is just a peach. But as the abun-
dant literary puns and linguistic jests attest, in many learned (and
not so learned) circles in the Renaissance, fruits and vegetables
were much more than they might seem to the uninitiated. In the
visual arts, as in burlesque poetry and salacious epistles, novellas,
and epigrams, their humorous and erotic connotations are often
inescapable (see fig. 32).
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PRIAPUS IN THE GARDEN: ACADEMIES, SODALITIES,
AND SUPPER CLUBS

Their serious and learned literary undertakings notwithstanding,
the many academies, sodalities, and more irrevent cene, or sup-
per clubs, that sprang up in Rome and elsewhere in Italy begin-
ning in the later fifteenth century in loose emulation of ancient
symposia— “evening companies which constitute themselves
and have those most delightful discussions,” in the words of one
participant®!—were incubators for such prose, which relied on
teasing and suggestive, erotically charged language 52 These gath-
erings also offered a haven for sodomitic encounters. Pomponio
Leto’s humanist academy, founded in Rome in the late 1460s and
later known as the Accademia Romana, was dedicated to “the
restoration of beautiful Latin.”®® Modeled after Plato’s Acad-
emy in Athens, it fostered “intense male friendships.” Some of
its most celebrated members, Leto himself and the papal librar-
ian Tomasso Inghirami among them, were known to practice
“aggressive homosexuality,” a crime punishable by burning at the
stake.%4 Later members included some of the most brilliant poets,
scholars, and humanists—men like Paolo Giovio, Baldassare
Castiglione, and Angelo Colucci—who sought advancement in
Rome during the pontificates of Julius II and Leo X. Their prodi-
gious literary output reflected a rigorous grounding in the study
of ancient texts, Latin models they emulated flawlessly and with
great erudition.5® That sodomy was rampant in it was no secret:
a friend in Rome recounted in a letter to Machiavelli the travails
of a young poet who was always to be found in the protective
company of four prostitutes: “he said to me that he worries that
because he has a certain reputation for being a poet, and that the
Roman Academy wants to induct him, he does not want to run
any risk of being molested.”¢¢

An offshoot of the Accademia Romana, the Accademia dei
Vignaiuoli (Vintners), to which Francesco Berni and Francesco
Maria Molza (known to his fellows as il Fico, the Fig) belonged,
could dubiously boast of having produced more “learned erotica”
than any other humanist sodality of the day.%” Their favorite poetic
theme was the fruits and vegetables of the garden—an erotic Eden
to which Berni’s reveries frequently led him. In a playful letter to
absent friends, he offered the expansive benediction: “May god
grant you his blessing in giving you for your garden a big ‘thing,
with a pitchfork as long as a beam between your legs . . . and
that you might have beans and pods and peaches and carrots all
year round, in the way I desire for my small garden.”®® The poet’s
predilection was shared by members of the unsubtly named Acca-
demia degli Ortolani (Gardeners) in Piacenza, to which the liter-
ary gadabout Antonfrancesco Doni for a time belonged, adopting
the fitting tag il Semenza (Seed).®?

The Accademia degli Ortolani was dedicated to Priapus,
ancient god of gardens, orchards, and harvests. This rapacious,
ithyphallic deity (cat. no. 62) was another favorite subject for lewd
literary trifles by the likes of the Florentine poet Benedetto Varchi
and Aretino’s follower Niccold Franco. Fusing rude, unpolished
language with a mock-erudite, pseudo-classical literary style,
Franco’s Priapea is loosely modeled on a widely popular collection
of obscene epigrams, the Carmina Priapea, ascribed to Ovid and
his followers (though their authorship was then hotly debated).”®
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Franco adopted both the profane tone of the ancient Latin verses
(the Ovidian rustic deity threatens violators of his sacred space
with heterosexual and homosexual acts of retribution) and the
conceit of the garden as a locus of carnal excess. In Florence, the
Accademia degli Umidi (Academy of the Damp) was committed
to perpetuating the volgare in the Tuscan vernacular and to oppos-
ing stultifying humanist pedantry. Petrarch and the imitators of
his style were the targets of their literary invectives. Their ethos
and nomenclature was more crude than vulgar, as reflected in its
members’ choice of nicknames suggestive of primordial slime:
Grazzini, one of the founders, was known as il Lasca (Roach),
while his fellows included ’'Humoroso (Damp), il Frigido (Cold),
and lo Suposo (Foamy).”?

The Accademia degli Intronati (Deaf) in Siena was similarly
concerned with language, particularly Tuscan, but also Latin and
Greek.”? Its name signaled an avowed determination “to pay no
attention and give no care to any other thing in the world.””?
Like similar sodalities, its members engaged in witty, mock-
pedantic parodies of humanist literary models, none more vulgar
than La cazzaria by its preeminent personality, Antonio Vignali
(il Arsiccio, the Singed). A Platonic dialogue in the manner of
Castiglione’s 7/ cortegiano and Bembo’s Gli Asolani, La cazzaria
(its allusions to the political strife between Florence and Siena
notwithstanding) is a lengthy discourse on the manifold plea-
sures and primacy of sodomy. In its appropriation of an elevated
literary mode to explore a lewd subject, La cazzaria shares the
essence of Berni’s paradoxical encomium, taking up Aretino’s
apotheosis of the phallus and according that burlesque paradox
an entire dialogue.”*

The very title of Vignali’s dialogue, its coarse language, the
lengthy and open exploration of sodomy and homoeroticism, the
apparent lack of irony with which that subject is addressed, and
the anthropomorphizing of the male sexual organ all call to mind
a sixteenth-century Italian maiolica plate decorated with a pro-
file head of man made up entirely of phalli (cat. no. 110).”> In a
quintessential burlesque parody, a stock motif from the maiolica
painter’s repertoire—the male head (see cat. nos. 13a, 142)—is
here utterly transformed. The banderole, which typically bears
an inscription explicating the painted subject, expresses, with
the same mock erudition and lack of irony as the protagonists of
Vignali’s sodomitic dialogue, this eroticized Arcimboldo’s moti
mentali’>—his wonderment that “everybody looks at me as
though I were a dickhead.”

We can only guess at the circumstances that led to the produc-
tion of this plate, but it is not difficult to imagine its amusing
presence at raucous cene such as those memorialized by Poggio Brac-
ciolini, Pomponio Leto, and other satirical wits. Poggio described
the Bugiale, his supper club in Rome, as a “laboratory for fibs.”
Its habitués—papal secretaries and other well-placed function-
aries of the Roman Curia—gathered for their own amusement
and “freely attacked whomever or whatever met with our disap-
proval; . . . many attended our gatherings, lest, in their absence,
they be the object of the first chapter.””” His Facetiae, Boccaccio’s
Decameron, and Aretino’s Dialogues abound with tales of clever
trickery and seduction. A consummate satiric jest was the tableau
staged by Benvenuto Cellini, who took a neighborhood boy dis-
guised as a girl to a cena of painters, sculptors, and goldsmiths.
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Fig. 41. Francesco Salviati (1510~1563), Study of Three Nude Men, ca. 1545—47.
Pen and brown ink, brown wash on beige paper, 6% x 6% in. (17 x 15.5 cm).
Ecole Nationale Supérieure des Beaux-Arts, Paris

Left: Fig. 40. Giulio Romano (1499-1546), Ceiling of the Camera del Sole
e della Luna: Apollo on His Chariot (detail), 1527. Fresco. Palazzo Te’, Mantua

Christened Pomona for the occasion, the youth’s true identity
was revealed when a courtesan in attendance reached under the
imposter’s skirts.”®

Cellini recounted that his prank was roundly applauded by Giu-
lio Romano, whose ceiling fresco of Apollo—or rather, Apollo’s
buttocks and genitalia—embodies the same bawdy, erotic humor
(fig. 40).7° More overtly homoerotic, if also more refined than

Fig. 42. Perino del Vaga (1501-1547),
The Fall of the Giants, ca. 1531-32.
Fresco. Palazzo Doria del Principe,
Genoa
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Giulio’s unencumbered deity, are the posturing male nudes in the
Fall of the Giants (fig. 42), painted for the Genoese admiral-prince
Andrea Doria, whose portrait by Agnolo Bronzino (Pinacoteca
di Brera, Milan) shares the same sensibility. The fresco is by Perino
del Vaga, like Giulio a member of Raphael’s oztega and the author
of erotic and homoerotic drawings. It is tempting to posit that the
original audience for their works in this vein (cat. nos. 91-94), like
similar drawings by Francesco Salviati (fig. 41) and Parmigianino
(cat. nos. 96, 97), was to be found in fellowships and sodalities like
the Accademia Romana and its many kin in Rome, Florence, and
elsewhere, whose members all shared a quintessentially burlesque
taste for the “priapic but erudite.”#°

There is no more “priapic but erudite” invention than Salviati’s
Triumph of the Phallus (cat. no. 102). In this mock-heroic compo-
sition, an attenuated, monumental phallus occupies the trium-
phal chariot reserved for gods and heroes in Renaissance zrionfl.
Accompanied by a lively retinue bearing banners emblazoned
with the deified phallus, the chariot makes its way toward a tri-
umphal arch that assumes the aspect of female pudenda. Aretino
declared that male and female genitalia should be celebrated in
public festivals, a satirical tableau literally envisioned here.®! The
conceit is a prurient but learned parody of the artistic conventions
of Petrarch’s Triumpbs, just as Renaissance burlesque poetry paro-
dies, with mock erudition, Petrarchan poetics. Whether or not
they ever saw it, the likes of Grazzini, Berni, Franco, Aretino, and
their many cohorts would surely have lauded such an invention
as an admirable recasting, in the language of Ovid, of Horace’s
dictum “Ut pictura poesis” (As is poetry, so is painting).

PARSNIPS AND BIRDS: EROTIC EARTHENWARE OF THE
RENAISSANCE

Profane, erotic subjects frequently appear on Italian maiolica.3?
A singular example is the phallic-head plate discussed above
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Fig. 43. Fresco of The Tree of
Abundance, date unknown.

Massa Marittima

(cat. no. 110). On another plate, a leering satyr face reminiscent of
an all'antica grotesque mask is formed not of phalli but of succu-
lent fruits and vegetables, familiar signifiers of lewd, sexual mean-
ing (cat. no. 111). Its reverse (the plate’s hidden, private side) reveals
a sketch of a woman, possibly a courtesan, in contemporary dress,

Fig. 44. Sebastiano del Piombo (ca. 1485—1547). Portrait of a Woman
(“Dorothea’), ca. 1513. Oil on panel, 30% x 24 in. (78 x 61 cm).
Gemildegalerie, Staatliche Museen zu Berlin



the secret object of the satyr's—and the owner’s—libidinous
and presumably illicit desire.3> A woman seated with a basket is
depicted on a more or less contemporary piece of maiolica (cat.
no. 106). Baskets brimming with ripe fruit often appear as subtle
erotic metaphors in portraits of courtesans or belle donne (fig. 44);
here, however, the basket is piled high not with peaches or figs,
but with phalli. Was the patron or recipient of this plate too lit-
eral-minded to appreciate the salacious innuendo of fleshy fruits
and vegetables, opting for a portrayal of the real thing? Or is the
woman possibly a witch? The Malleus Maleficarum, an influential
fifteenth-century treatise on witchcraft published in fourteen edi-
tions before the year 1520, recounts that witches were capable of
performing “diabolic operations with regard to the male organ,”
and could “with the help of devils really and actually remove the
member,” or at least could seem to do so through some magical,
“prestidigitatory illusion.”®* There is nothing sinister about the
woman on the plate, however, so that interpretation does not seem
particularly pertinent. More relevant is a rarely illustrated but
widely dispersed late-medieval iconographic tradition showing
women plucking phallus-shaped fruits from trees (fig. 43). This
peculiar subject has been plausibly interpreted as a visualization
of female sexual desire.®> The fruit-phalli in the basket presumably
connote that general meaning, though a more specific identifica-
tion can perhaps be assigned to them.

In Aretino’s Ragionamento, the courtesan Nanna describes the
delivery to a convent of precisely such a basket of fruit, much
to the thrill of the assembled company of friars, priests, novices,
and nuns as well as their abbot and abbess.8¢ “Hardly had they
set eyes on those fruits of paradise,” she vividly recalls, “than the
hands of the men and the women (already starting to explore each
other’s thighs and tits and cheeks and piccolos and pussies with
the same dexterity as thieves explore the pockets of the stupid
wankers whose wallets they snaffle) shot out towards those fruits
just as people rush to pick up the candles that are thrown down
from the Loggia on Candlemas Day.”®” Asking “what were those
fruits, exactly?” her protégé Antonia learns that “they were those
glass fruits made in Murano . . . shaped like a man’s testimonials,”
in other words, the glass dildoes known as pastinache muranese
(parsnips of Murano), one of which is undoubtedly being put to
use by the absorbed nude woman in an erotic print by Marcan-
tonio Raimondi (fig. 45).8% The parsnip was a metaphor for phalli
of flesh as well: in a lewd turn of phrase, Nanna elsewhere dis-
parages an errant wife as “the insatiable Swallower-of-Parsnips.”®°
“Parsnips,” as they were understood in the Renaissance, are the
contents of the woman’s basket.

Another majolica plate shows an enigmatic image of a woman
baring her breast with a bird (cat. no. 107). Birds, like fruits,
resonated with lewd, carnal, and preeminently homoerotic asso-
ciations. In Renaissance burlesque poetry, “uccello (bird) could
signify variously the penis, the anus, or an accessible boy,”*® uni-
versally understood references that spilled over into the visual arts.
Vasari related that Giovanni da Udine created a sketchbook of
birds that was the much-prized zrastullo (amusement) of Raphael.
This description suggests that the drawings, surely of unquestion-
able artistic merit,”! were also entertaining in some way. Possibly
they were viewed by Raphael, Giovanni, and their fellows as erotic
puns in the mode of Berni’s peaches and Bronzino’s frying pan.

Fig. 45. Marcantonio
Raimondi

(ca. 1470/82—1527/34),
Woman with a Dildo.
Engraving, s%2 x

2% in. (14.1 x 7 cm).
Nationalmuseum,

Stockholm

Machiavelli, in an epistolary novella, employed the bird meta-
phor to describe the sodomitic appetites of one Giuliano Bran-
cacci, who, “believing that every bird was waiting,” went in search
of quarry. Enticing a little bird into an alley, “he kissed it repeat-
edly, straightened two feathers of its tail and . . . put the bird in
the basket behind him.”®2 The protagonist is supposedly a literary
invention who just happens to have the same name as the real
Giuliano Brancacci, who figures in the letters written to Machia-
velli by his friend Francesco Vettori.”® Machiavelli makes it clear
that anyone from a long list of names could be substituted for his
“fictional” bird-loving Brancacci,”* confirming that “bird hunt-
ing,” or sodomy, was common practice in Renaissance Florence,
as elsewhere.

It is hard to avoid the conclusion that the bird on the maiol-
ica plate is a metaphor for sodomy, an alternative to the carnal
pleasures offered by the woman who displays her breast (itself a
profane gesture of offering, which contemporaries would have
associated with a courtesan or prostitute).’® Indeed, the decora-
tion of this plate seems best interpreted as, in essence, an epigram
of the tableau that was played out on the Bridge of Tits in Venice,
the conflicting temptations of sodomy and heterosexual sex. Or
perhaps the pairing is meant to signal not a choice, but rather the
full menu of carnal options, sodomitic and heterosexual. Given
the nature of their imagery, these plates and vessels would seem
to have been created as private gifts intended for the pleasure and
amusement of a select individual or a private sodality. Earthen-
ware trastulli (amusements), they are, like the erotic drawings and
burlesque literary trifles referred to throughout this essay, loqua-
cious pieces of the profane side of Renaissance culture.
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I MODI

About 1524, Giulio Romano and Marcantonio Raimondi collabo-
rated on the most famous—indeed, infamous—erotic images of
the Renaissance, a series of sixteen prints known as / modi, usually
translated into English as Ways or Positions, both in reference to
sexual acts, showing couples copulating with impressive varieta
(cat. nos. 99, 100).%7 Given his salacious imagination and provoca-
tive wit, it may well be that Pietro Aretino proposed or encour-
aged the venture. The acrobatics performed by Giulio’s figures are
suggestively close to the sexual positions enumerated by Aretino’s
puttana Nanna in the Dialogo: “One likes his meat rare and
another likes it well done, and they come up with the ‘horizontal
shuffle’, ‘legs in the air’, ‘side-saddle’, the ‘crane’, the ‘tortoise’, the
‘church steeple’, the ‘relay’, the ‘grazing sheep’ and other postures
stranger than the gestures of a mime.””® Moreover, Aretino’s Son-
netti lussuriosi sopra i XVI modi, written as a literary pendant to
the prints, were in circulation in Rome in manuscript form in the
summer of 1524, that is, about the time the engravings appeared,
a chronology suggesting that the sonnets were not a delayed hom-
age, as their author retrospectively recalled, but rather a simulta-
neous production. Aretino himself professed that he was moved
to compose his verses by the same spirit that prompted Giulio
to create the designs; certainly, he remained the loud champion
and defender of Giulio’s enterprise, announcing some years later
in defense of the Modi, “I reject the furtive attitude and filthy
custom which forbids the eyes what delights them most.”1%° The
prim and unamused Vasari professed himself unable to decide
which was more offensive, Giulio’s drawings or Aretino’s words,
indicating that he, at least, regarded the painter and the poet, a
disgraceful Apelles and Apollo, as equally culpable miscreants in
this tasteless foible.!%!

Immediately upon their publication, the engravings were sup-
pressed and the plates destroyed by agents of the outraged Pope
Clement VII. Heading the censorship campaign was the austere
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Fig. 46. Anonymous northeastern
Ltalian artist, Allegory of Copulation
(verso), last quarter of the 15th century.
Copper engraving plate, 57 x 87 in.
(15 x 22.4 cm). National Gallery,
Washington, D.C.

Papal Datary Gian Matteo Giberti, bishop of Verona. Giulio
Romano and Pietro Aretino escaped official punishment, but
Marcantonio Raimondi was imprisoned, and an attempt made
on Aretino’s life was probably ordered by Giberti. Yet, despite
the swiftness of his action, some impressions of the Modji evaded
obliteration. The compositions were immediately disseminated
and copied, individual figures from Giulio’s pairings were widely
appropriated in various media, and other series of engravings of
a similar tenor were produced in Rome and elsewhere, beginning
with Gian Giacomo Caraglio’s Loves of the Gods, designed by
Perino del Vaga and Rosso Fiorentino (cat. no. 101a—g).

The Modi were reissued in a woodcut edition, accompanied in
print for the first time by the Sonnetti lussoriosi, some time after
1527 (see cat. no. 100). Aretino must have been emboldened to
engage in this provocative act of publishing bravado because he
had by then removed to Venice, which offered a safe haven from
the punitive reach of Rome, and a “freedom and democracy of
the printing press that Rome did not.”'°? Crude, vulgar, utterly
without artifice, and at least borderline pornographic, his lan-
guage, like Giulio’s images, avoided coded metaphors: no birds or
peaches here.!93 And like the Mod; in the visual arts, the Sonnetti
lussoriosi heralded a new literary genre of obscene, graphically
erotic prose—none more influential than the Aretino-inspired
dialogue La puttana errante, which described dozens of “differ-
ent positions for enjoying sexual intercourse”—far more than the
meager sixteen that Giulio and Aretino envisioned.!%4

The salacious subject matter of the Modi was not new. Erotic
prints had been circulating throughout Europe since the mid-
fifteenth century (fig. 46).1% Archaeological and literary mod-
els from classical antiquity, too, were abundant and could be
adduced to legitimize this risqué enterprise as yet another revival
of the maniera allantica.'°® Certainly, the Modi found a ready
audience among Roman cognoscenti including, Vasari implies,
the improbable hands of high-ranking clerics and curial dignitar-
ies.®7 Their enthusiastic reception is unsurprising, for the erotic



was an indelible part of Renaissance culture, as much a defin-
ing characteristic of the age as the erudite humanist paradigm
instauratio Romae (the renewal of Rome to the glorious splendor
of its ancient past) that animated so much of the period’s artis-
tic, cultural, and philological endeavors.!?® The same artists and
patrons, and the same network of secretaries, courtiers, prelates,
diplomats, poets, and intellectuals—and not just in Rome—navi-
gated both waters. Why, then, were the frescoes in the Psyche
Loggia of the Chigi villa considered sufficiently decorous, while
the Modji, a product of the same culture and judged by the same
audience, were not?

The absence of a veneer of respectability that an obvious myth-
ological subject would have conferred made the Mod/i irredeem-
ably offensive: no double entendres or hidden meanings lurking
behind a classical excursus are to be found in these images, only
the profane, erotic, sixteenth-century reality. Moreover, unlike
the salacious frescoes, the homoerotic drawings, the lewd maiol-
ica, and the burlesque poems penned by and for closed sodalities,
the Modi, by virtue of being prints, could be mass produced and
widely dispersed beyond the protective walls of a studiolo, villa,
or private academy. In the calculation of an ascetic and reform-
minded cleric such as Giberti (like Cardinal Gabriele Paleotti
some decades later),!%° the harm these degenerate images could
inflict in a Rome already reeling from vituperative Protestant

The epigraph is from Paolo Giovio, Lettere volgari, edited by Lodovico
Domenichi (Venice, 1560), pp. 14v—Isr, cited in Jones and Penny 1983,

pp- 185, 253, n. 42; quoted in translation from Facetiae 1928, Facetia cxxxii
(there ascribed to Lodovico Domenichi), pp. 159—60.

1. 'The inaccuracies are numerous: the Polyphemus was painted not by
Raphael but by Sebastiano del Piombo; it is not in the Psyche Log-
gia but in the adjacent Loggia of Galatea; and, unlike Mercury, that
monumental figure is not nude, so the size of his “shame” could only
be imagined rather than expressly gauged.

2. This despite contemporary panegyrics lauding the villa’s gardens as a
place for stoic reflection and learned discourse, for which see Rowland
2005, p. 21.

3. According to the humanist and poet Blosio Palladio, the encyclopedic
botanical presentation included exotic specimens from the Orient and
the New World, in addition to varieties mentioned in Pliny the Elder’s
Natural History; Rowland 2005, pp. 23, 29.

4. Aretino, School of Whoredom, 2003 (ed.), p. 12.

. Rowland 2005, p. 37.

6. Aretino probably arrived in Rome about 1517. Rowland (2005, p. 29)
characterized Aretino at this time as Agostino Chigi’s newly hired
“houseboy.” Roger Jones and Nicholas Penny (1983, p. 183) suggest that
Aretino may have been the literary advisor behind the decorations of
the Psyche Loggia.

7. For these damaged decorations, painted about 1524 by Giovanni
da Udine and assistants, see Quando gli dei si spogliano 1984. Docu-
mentary evidence supporting the traditional attribution, which has
been questioned in the literature, was recently published in Wolk-
Simon 2005, p. 269. For the stuferta of Cardinal Bibbiena, see Jones
and Penny 1983, pp. 192-93.

8. Jones and Penny 1983, p. 193. Edifying here is Aretino’s remark that an
image of Venus had the power “to fill with lust the thought of anyone
who gazes at it”; letter to Federigo Gonzaga, 1527, in Aretino, Lettere,
1957—60 (ed.), vol. 1, p. 17, no. 11. Cardinal Bibbiena’s bawdy theatrical
comedy, La calandria, had recently been performed to considerable

“

rants against the Church’s licentiousness, corruption, and moral
turpitude was incalculable. To appropriate that tireless poetic
metaphor of the garden, the erotic weed needed to be uprooted.
Therein, perhaps, lies part of the explanation for the fact that, of
the three perpetrators, only the engraver, Marcantonio Raimondi,
was punished.!? It was through his efforts that what should have
remained private—that which was capable of “bringing rapture
to the greedy eye”—became public and therefore transgressive.

“No Petrarchan subtleties,” Aretino’s worldly-wise Nanna pro-
claims by way of explaining the preferences of her Venetian cli-
entele, announcing therein a shifting paradigm of love and the
essence of the erotic ethos of the Renaissance.!!! Just as the lan-
guage of burlesque poetry constitutes an explicit renunciation
of Petrarchan poetics and its concomitant notions of love and
beauty,''? so too does erotic imagery of the period forsake the
Petrarchan ideal for the carnal real. Nanna and her lusty kind
inhabit the world of Boccaccio rather than of Petrarch; of Berni
rather than of Bembo; of Giulio Romano rather than of Raphael.!!3
If this was a world that rejected Horace’s dictum that the noble
purpose of literature (and, by extension, of painting) was to edify
and instruct, a new maxim for the sister arts that Ovid could have
formulated—“recar piacere et diletto alle genti (to bring pleasure
and delight to people)’—never held more true.!'

acclaim; Dovizi da Bibbiena, La calandria, 1978 (ed.). The third Vati-
can stufetta, not discussed here, was commissioned by Bishop Gian
Matteo Giberti, Datary to Pope Clement VII. See Quando gli dei si
spogliano 1984, pp. 18, 33, and fig. 31.

9. For a discussion of this aspect of sixteenth-century Roman art, see
Nova 2001; Nagel 2005; and Burke 2006.

10. Maria Bibbiena achieved in death what she was unable to accomplish
in life: dying within days of the painter, she was interred near him in
the Pantheon, remaining at his side for all eternity.

11. 'This possessive “branding” of the sitter makes it unlikely, in the opin-
ion of this author, that she is Francesca Ordeaschi, mistress and then
wife of Agostino Chigi, as has recently been suggested by Claudio
Strinati (2004, p. [13]), rather than Raphael’s mistress as she has tradi-
tionally been identified. That the painting was covered by a shutter
at least by the seventeenth century, and conceivably from its inception,
is noted in D. A. Brown and Oberhuber 1978, p. 48.

12. Letter to Don Diego Mendoza, in Aretino, Lettere, 1957—60 (ed.),
vol. 1, p. 26, no. cLIIL

13. Ovid, Metamorphoses, 1994 (ed.), vol. 1, pp. 36, 37 (bk. 1, 1. 502).

14. The plants, which in addition to laurel include myrtle and quince,
were identified by D. A. Brown and Oberhuber (1978, pp. 47—48),
who interpret the branches as symbols of eternal love, virtue, and
fidelity. The plants have been discussed more recently by Anna Lucia
Francesconi, “Notazioni botaniche sul dipinto,” in Mochi Onori
2000, pp. 19—20. The background originally showed an open land-
scape behind the seated figure, as a recent technical examination
has revealed; see Mochi Onori 2000, pp. 6—7; and Strinati 2004,
pp- [9, 10].

15. On the pictorial motif of laurel as a visual metaphor resonant with
literary, specifically Petrarchan, associations, see Vaccaro 2000, p. 108.

16. Quoted in translation by Jones and Penny (1983, p. 97), who note the
widely accepted suggestion that the letter was composed for Raphael
by Aretino. More recently, John Shearman (2003, vol. 1, pp. 734—41,
transcription of letter, p. 735) proposed that it was written by Baldassare
Castiglione about 1522.
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Bembo, Gli Asolani, 1954 (ed.), p. 182.

The thematic polarity implicit in mistress portraits is discussed in
Rogers 2000, p. 96.

Ibid., pp. 92—93. The “suggestive accessories” include cosmetics and
fragrances in addition to the mirror on the table beside her, as well

as the pearls she wears (discussed below in this essay). Leonardo’s
observations on the power of an image to “arouse desire in the
beholder” (for which see D. A. Brown and Oberhuber 1978, p. 34),
which anticipate the similar observations of Aretino (see note 8 above),
are apposite here.

On courtesans in the Renaissance, see Masson 1976; and Lawner 1987.
Prostitutes and courtesans in Renaissance Rome are discussed in
Witcombe 2002. For the 1518 census, see Armellini 1882. The divi-
sion of courtesans into three categories: “courtesana onesta” (honest
courtesan), “cortesana da lume” or “da candela” (lantern courtesan),
and “courtesana puttana” (whore) is discussed in Witcombe 2002,

Pp- 274-75-

This shift resulted in an “ongoing iconographic, literary, and social
campaign for the suppression of prostitution and the conversion of
whores”; Matthews Grieco 1997, p. 79.

Martin, Roma Sancta, 1969 (ed.), p. 145. On prostitutes and courtesans
in Renaissance Venice, see Fortini Brown 2004, pp. 159—-87.

Roman women donned a veil, symbolizing their status as matrons,
after the birth of their first child, a practice reported by a Mantuan
emissary in a letter of 1526, transcribed in D. A. Brown and Oberhuber
1978, p. 84, n. 186. The courtesan in the series of prints discussed here
wears a veil similar to that of the matron. The protest against cour-
tesans wearing veils occurs in an account of 1598, quoted in Fortini
Brown 2004, p. 185.

‘Thomas, History of Italy, 1963 (ed.), pp. 82—83.

On this subject, see Ruggiero 1985, esp. chap. 6, “Sodom and Venice,”
pp- 109—4s. A few enterprising women dressed in men’s clothing and
enticed youths into the closed cabins of gondolas, where sodomy and
other illicit practices could be engaged in unobserved; see Fortini
Brown 2004, p. 185.

Aretino, School of Whoredom, 2003 (ed.), p. 83. Furioso is Ludovico
Ariosto’s Orlando Furioso, and the Centonovelle is Boccaccio’s
Decameron.

Maria da Prato was so described by Grazzini himself in his prologue
to the play, quoted in Rodini 1970, pp. 15-16, 203, n. 57.

On Barbara Raffacani Salutatj and the identification of her as the
sitter in Puligo’s portrait of a courtesan, see Rogers 2000; passage
from Vasari’s Life of Puligo, quoted in ibid., pp. 92, 101, n. 9. (Interest-
ingly, Vasari reports that the morally lax Puligo preferred the company
of women and musicians and that his promiscuous behavior led to his
early demise after having contracted the plague in the house of one of
his mistresses; Vasari, Le vite, 1568/1906 [ed.], vol. 4, p. 467.) On the
portrait, see also Elena Capretti in Domenico Puligo 2002, pp. 12223,
no. 27. For the ideal courtier, the subject of much of the first and sec-
ond books’ dialogues, see Castiglione, Book of the Courtier, 1959/2002
(ed.), pp. 20-82.

Sanudo, I diarii, 18791903 (ed.), vol. 19, col. 138, on the occasion of
her death in 1514; quoted in Fortini Brown 2004, pp. 163, 279, n. 14.
Veronica Franco’s work was published as Terze rime (Venice, 1575) and
Lettere familiare a diversi (Venice, 1580); see Rosenthal 1992, and
Rosenthal 1993.

Thomas, History of Italy, 1963 (ed.), p. 82.

This practice is well documented in contemporary legal records, which
also enumerate jewel-related altercations, givers’ attempts to reclaim
them, and recipients’ efforts to hang onto them or demand their
return; see Storey 2006, pp. 71-77. Matthews Grieco (2006, p. 110)
notes that the “opalescent sheen” of pearls was regarded as the gem-
ological equivalent of the fairest type of female beauty.

Vecellio’s illustrations (see cat. nos. 64, 65) include the Cortigiana fuor
di casa, the Meretrice publiche, and the Cortigiane venetiane per casa.
Another example is Paolo Tozzi (), Lament of the Courtesan Anzola,
ca. 1600, ill. in Matthews Grieco 1997, p. 84, fig. 3.9.

“[Pler ricuperare li petli, le maniglie d’oro, et altre gioie, ch’ella por-
tava’; testimony of Redolfo Vannitelli, 1580, quoted in Rosenthal 1992,
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p. Is7. Franco wears pearls in the engraved portrait frontispiece of her
volume of poems, Terze rime, ill. in Rosenthal 1993, p. 111, fig. 21.

“[A] string of pearls . . . interspersed with gold leaves and another
string of ninety-nine baroque pearls”; notarial document registering
the debt (Archivio di Stato, Rome), quoted in Storey 2006, p. 77. See
ibid., p. 71, for a document recording the purchase of an expensive
strand of pearls by the courtesan Orinthia Focari in 1606.

Killerby 2002, p. 45.

The sumptuary law of 1543 is transcribed in Chambers and Pullan
2004, p. 127. See also Knauer 2002, pp. 100—101, n. 29; and Fortini
Brown 2004, pp. 182—83.

Dante, The New Life, 1896 (ed.), p. 36.

Gombrich et al. 1989, pp. 274—75 (entry by Sylvia Ferino-Pagden). The
work was probably painted for Federigo Gonzaga, duke of Mantua,
pethaps while the artist was still in Rome.

See Barolsky 1978, pp. 132—33; see also Frantz 1989, pp. 27-29. In
Aretino’s Ragionamento (Secret Life of Nuns, 2004 [ed.], p. 25), Nanna
employs a similar pun to describe an abbot having his way with a
young nun: “what he did was pop his paintbrush in her little paint
pot.” The phallic alter ego of this seemingly innocuous object is the
subject of Bronzino’s poem “Del pennello” (On the Paintbrush), for
which see Parker 1997, pp. 1024—26. In a letter of 1520, Cardinal Giulio
de’ Medici refers to the quarreling Giulio Romano and Giovanni da
Udine, then at work at his villa (the Villa Madama), as “quei due sco-
pettini” (those two little paintbrushes; see Wolk-Simon 2005, p. 259).
Aretino’s use of the same phrase in a context that makes the vulgar
overtones unambiguous suggests that Cardinal Giulio’s patronizing
name-calling, while invoking the artists’ profession, also carried a lewd
connotation that was an intentional (if hitherto unnoticed) and there-
fore particularly witty double entendre.

On these literary occurrences of the erotic key metaphor, see Barolsky
1978, pp. 132—33. See also Frantz 1989, p. 97, for its occurence in the
erotic dialogue La puttana errante, further discussed in note 46 below.
In Bibbiena’s La calandria, voyeurs refer to “keyholes” that are “full,”
thereby linking the voyeur with the sexual metaphor of the key. On
Doni in particular, see Frantz 1989, p. 27; Thompson 2007, for his
activity as a publisher; and also Bing 1938.

The print illustrated in fig. 39 has been associated with the Perino-
Caraglio Loves of the Gods, but it is either a later interpolation or a
late-stage addition designed by an anonymous artist imitating the
Perino-Rosso format. See Archer (1995, p. 109), who suggests that this
composition was separated from the series before the accompany-

ing verses were composed (a conjecture rejected by Talvacchia 1999,
pp- 255—56, and Turner 20073, p. 370); and cat. no. 101a~g.

“Diana, naked in the shadowy pool,/Brought no more rapture to the
greedy eyes/ Of him who watched her splashing in the cool/ Than

did my glimpse of a maiden unaware/Washing a snood, the gossa-
mer garment of/ My lady’s wild and lovely golden hair;/ Wherefore,
although the sky burn hot above, /I shake and shiver with a chill of
love”; Petrarch, Canzoniere, no. L11, in Petrarch, Love Rimes, 1932 (ed.),
reprinted in Petrarch, Sonnets, 1966 (ed.), p. 35.

And again: “the cracks in the wall were so badly plastered that even

if you just put the corner of your eye to one of the chinks, you could
see everything going on in every nun’s little cell.” Aretino, Secrer Life
of Nuns, 2004 (ed.), pp. 21, 23. On voyeurism, both visual (espied) and
auditory (overheard) in Giulio’s compositions, see / modi 1988 (ed.),
Pp- 39—42. That erotic pleasure attached to voyeurism is implicit in
Pietro Bertelli’s flap print of a courtesan, which engages and implicates
the viewer as voyeur—not just as passive spectator but as active par-
ticipant (see cat. no. 103).

On the anonymous, mid-sixteenth-century obscene dialogue La
puttana errante (distinct from the far less influential lewd epic poem
of the same title by Aretino’s follower Lorenzo Venerio, published

in Venice in ca. 1529 or 1531), see Frantz 1972, p. 164; Frantz 1989,

Pp- 9295 (in both wrongly ascribed to Aretino’s secretary Niccold
Franco); and Moulton 2000, pp. 148—152. A modern edition is
Aretino 1987, kindly brought to my attention by James Grantham
Turner.

Aretino, School of Whoredom, 2003 (ed.), p. 76.
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On Aretino, see Waddington 2004. For portraits of Aretino, as well

as an extensive discussion of him, see Woods-Marsden 1994. Aretino’s
literary output was not exclusively satirical and salacious; for another
aspect, see Land 1986.

See Waddington 1989, pp. 661-64; and Waddington 2004, chap. 4,
“Satyr and Satirist,” pp. 91-116. On the false etymology, which was
first exposed in 1605, see Waddington 1989, pp. 661-62; and Wadding-
ton 2004, 94—95.

See Waddington 1989, pp. 678—81; and Waddington (2004,

pp- 109—11), who suggests (p. 111) that the satyr’s mouth “ejaculates” his
words, which are employed in “innocent truth-telling and satiric expo-
sure of vice.”

In a letter to Bartista Zarti of December 1537, Aretino wrote: “It would
seem to me that the thing which is given to us by nature to preserve the
race, should be worn around the neck as a pendant or pinned on to the
cap like a broach [i.e., hat badge]”; Aretino, Letzere, 195760 (ed.),

vol. 1, pp. 11011, no. LxVIII, quoted in translation in Waddington
2004, p. 1I5.

As discussed in Waddington 2004, pp. 113—16. Aretino’s “propensity
to slander” and satire are discussed in Reynolds 1997, pp. 120-21.

“Fa sol che lo Aretino ti sia amico, perché gli ¢ mal nemico ad chi lo
acquiste. . . . Dio ne guarde ciascun da la sua lingua”; Aretino, Farza,
Vv. 223—24, 232, as quoted and translated in Reynolds 1997, p. 120.
Aretino as “Counter-Petrarch” is discussed in Waddington 2004,

pp- 20—30. The conflicting and increasingly hostile attitudes of con-
temporary poets in Rome toward Aretino are discussed in Reynolds
1997, pp. 119—42.

Bracciolini, Facetiae, 1968 (ed.), Facetia cvii, pp. 99-100.

Grazzini’s now-lost ode to figs is listed in an early index of the poet’s
work; see Rodini 1970, p. 167. Molza’s and Caro’s literary confections
praising figs are discussed in Frantz 1989, pp. 33—37; also mentioned in
Frantz 1972, p. 163.

Parker 1997. The paradigmatic formulation is Berni’s encomium to a
urinal.

“O frutto sopra gli altri benedetto,/ buono inanzi, nel mezzo e dietro
pasto;/ ma inanzi buono e di dietro perfetto”; Berni, Rime facete, 1959 (ed.),
p- 32, quoted and translated in Frantz 1989, p. 30. Frantz notes that the
peach “was understood to suggest the ass or more particularly asshole—
especially of a boy”; while “fig is slang for the female pudenda” (Row-
land 200s, p. 29). In addition to the peach and fig, other fruits and
vegetables eroticized in burlesque poetry included melons and apples
(buttocks) and string beans (vulgar for cocks); Frantz 1989, pp. 29-30.
On Bronzino’s poem “La padella del Bronzino pittore” (The Frying
Pan of Bronzino the Painter) and the eroticizing of this mundane
object, see Parker 1997, pp. 1027-28.

Transcribed and translated in Orlando Consort 2001, p. 44, where it
is noted that the cardoon in the song stands for the male organ and
“nature” for the female sexual organ.

Description of Giulio Sadoleto, secretary of Cardinal Bibbiena, written
in 1517, is quoted in Reynolds 1997, p. 2, n. 5.

See Samuels 1976; D’Amico 1983; Yates 1983; Gaisser 1995; and Row-
land 1998. On artists and academies, in addition to Parker 1997 (for
Bronzino), see Perini 1995; Quiviger 1995; and Scorza 1995.

Rowland 1998, pp. 14, 22.

Ibid., p. 24.

Samuels 1976, p. 606; Rowland 1998.

Quoted and translated in Rowland 1998, pp. 24—25.

Franz 1989, pp. 25~27; see also Samuels 1976, p. 606. An offspring of
Angelo Colocci’s Accademia Romana, the Vignaiuoli had as its mis-
sion the translation of antique poetry into the vernacular and the
composing of original verse. On the Accademia Romana, see Samuels
1976, pp. 606-7; D’Amico 1983; and Rowland 1998.

Written in 1534; Berni, Opere, 1864 (ed.), vol. 2, p. 112; Frantz 1989,

Pp- 25—27.

Frantz 1972, p. 163, n. 10. Another member was known as il Carota
(the Carrot)—a phallic favorite of Berni.

On the Carmina Priapea, which many Renaissance humanists believed
were by Virgil rather than by Ovid, see Reynolds 1997, pp. 28990,

n. 220; Waddington 2004, pp. 11-12; and Frantz 1989, pp. 105—7.
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For Grazzini, see Rodini 1970. Founded in 1540, the Accademia degli
Umidi was a forerunner of the Accademia Fiorentina, whose members
included, in addition to Grazzini (expelled but later readmitted), the poet
Benedetto Varchi, the Medici agent Luca Martini, the woodworker
Giovanni Battista del Tasso, Ugolino Martelli, a perfume maker named
Ciano, Michelangelo, and Agnolo Bronzino; see Rodini 1970, pp. 7-15,
25—27; Samuels 1976, pp. 625—27; and Parker 1997, pp. 1013—14.
Samuels 1976, pp. 60710, esp. p. 608.

Stated in the mid-sixteenth-century prologue to the constitution of the
Intronati, which was founded in 1525; see Vignali, Lz cazzaria, 2003
(ed.), pp. 14-15.

On Aretino’s “epiphany of the penis” as a burlesque paradox, see
Waddington 2004, pp. 3—4.

See T. Wilson 200sa. The image calls to mind the phallic-head satyr
on the reverse of the Aretino portrait medal, discussed in this essay
and in cat. no. 113a, but no direct connection between the medal and
the plate has been established.

Leonardo’s term for the “movements of the mind,” or inner thoughes
that motivate the movements of the body. The inscription reads from
right to left in emulation of Hebrew (as an inscription on the reverse
explains)—requiring mock rather than authentic erudition to read it.
Bracciolini, Facetiae, 1968 (ed.), p. 18, quoted in Frantz 1989, p. 13.
Cellini, Autobiography, 1998 (ed.), pp. 47—50.

Andrea Mantegna, Giulio’s predecessor as court artist to the Gonzaga
in Mantua, had painted anatomically descriptive nude cherubs seen
sotto in su in the more intellectually elevated decorations of the
Camera degli Sposi in the nearby Palazzo Ducale, whose serious-

ness Giulio’s foreshortened and shamelessly exposed Apollo playfully
mocks. Mantegna himself demonstrated flashes of humor and irony
in his work, as discussed in Christiansen 1992, pp. 35—36.

Turner (2007c, p. 285) formulated this phrase to describe the Triumph
of the Phallus (cat. no. 102).

The parallels between Salviati’s image and Aretino’s words are noted in
ibid., p. 286.

Two recent, important contributions on this subject are Hess 2003;
and T. Wilson 2005a. See also G. Conti 1992.

Such painting on the reverse of maiolica plates is rare, and the exam-
ples that do exist are more often decorative than figurative. Accord-
ing to Timothy Wilson (written communication to the author), the
painted back of cat. no. 111 is original.

Kramer and Sprenger, Malleus Maleficarum, 1928/1951 (ed.), p. 58.
Camille 1998, pp. 109-10, with reference to a wood casket on which
the subject is represented. An enigmatic mural in Massa Marittima
shows an expanded version of the tableau; see Ferzoco 2005, citing
other examples of the subject in various media. In an effort to explain
the presence of such lewd imagery in a public space, Bagnoli (2002)
proposed that the subject of the mural is fertility.

In the Renaissance, convents were hotbeds of unbridled sexual activ-
ity, as contemporary denouncements reflect. In a sermon delivered
before the doge in the Basilica of San Marco on Christmas Day 1497,
Timoteo da Lucca, a Franciscan friar, denounced the existence in Ven-
ice of “convents of nuns, not convents so much as whorehouses and
public bordellos” Sanudo, 7 diarii, 1879—-1903 (ed.), vol. 1, cols. 836-37,
quoted in translation in Ruggiero 1985, p. 113.

Aretino, Secret Life of Nuns, 2004 (ed.), p. 16.

This print is known in a single surviving impression in the National-
museum, Stockholm, for which see Landau and Parshall 1994, p. 298.
Its rarity is presumably owing to effective censorship efforts. No such
glass dildoes from the sixteenth century are known to survive, but
fragments of seventeenth-century English examples have been exca-
vated; see Telfer 2006, p. 194. I am grateful to Dora Thornton for this
reference.

Aretino, Secret Life of Wives, 2006 (ed.), p. 58.

Rocke 1995, p. 151.

At least some of the sheets from the dismembered sketchbook survive,
the best examples being those in the Nationalmuseum, Stockholm, for
which see Wolk-Simon in Bayer 2004, pp. 86—87, no. 13; and Wolk-
Simon 2004, p. 49.

Machiavelli’s text is quoted in translation in Najemy 1993, p. 273.

“RAPTURE TO THE GREEDY EYES” 57



93.
94.
95-
96.

97

98.
99.

I00.

10

=

IO

104

105.

106.

107.

108.

58

»

Ibid., pp. 261-62.

Ibid., p. 272.

On sodomy in Florence, see Rocke 1995. In Renaissance Venice, sod-
omy was equally widespread though far more harshly punished; see
Ruggiero 1985, esp. pp. 109—4s.

Knauer (2002, p. 100, n. 26) identified the sitter in the portrait by
Bugiardini as a prostitute.

See James Grantham Turner, “Profane Love: The Challenge of Sexual-
ity” in this volume; 7 modi 1988 (ed.), passim; and Talvacchia 1999.
Aretino, School of Whoredom, 2003 (ed.), p. 39.

Reynolds 1997, p. 125; Waddington 2000, p. 886.

Aretino, letter to Battista Zatti, December 18, 1537; Aretino, Letzere,
1957—60, vol. 1, pp. 110—1I, nO. LXVIII, quoted in translation in Wad-
dington 2004, p. 26, and cited above in note s1. In further praise,
Aretino went on to point out that it was the sexual act that produced,
among others, “the Bembos, Molzas, Varchis, Sebastiano del Piombos,
Sansovinos, Titians and Michelangelos” of the world.

. Vasari, Le vite, 1568/1906 (ed.), vol. 5, p. 418 (Vita of Marcantonio).
102.

Waddington 2004, p. 6.

English translations are found in 7 modi 1988 (ed.).

Frantz 1989, pp. 92-100, esp. p. 99. Moulton 2000, p. 150, describes
the work as “the single most influential piece of early modern erotic
writing.” According to James Grantham Turner (written communica-
tion), the dialogue initially enumerated fifty-two different postures,
which were reduced to thirty-five in the first printed version.

See Landau and Parshall 1994, p. 298.

Antique sources of the Modji ate explored at length in Talvacchia 1999,
esp. chap. 3, “I modi and Their Antique Paradigms,” pp. 49—69. The
authenticity of the spintriae discussed there has been questioned.
Vasari, Le vite, 1568/1906 (ed.), vol. 5, p. 418 (Vita of Marcantonio):

“.. . ne furono trovati di questi disegni in luoghi dove meno si sarebbe
pensato.”

The literature on this subject is vast, but see, inter alia, D’Amico 1983;
Grafton 1993; and Rowland 1998, all with ample bibliography.
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109. Deeply attuned to the matter of audience, Paleotti (Discorso intorno

II0.

III.
2.
113,

114.

alle imagini sacre e profane, 1582) opined that pagan and erotic images,
though best eschewed altogether, should at the very least be locked
away in private rooms, thereby rendered inaccessible to all but an
intended and select few. A similar idea is expressed slightly later by
the early seventeenth-century Sienese physician-turned-theorist
Giulio Mancini, who wrote that lascivious images should be covered
and seen only by a privileged audience; see M. Bury 2003, p. 81.
Woods-Marsden (1994, p. 298) suggests that the audience for medals,
like other precious objects kept in a private studiolo, could also be
strictly controlled, thus giving artists and patrons considerable free-
dom from inhibiting rules of decorum when commissioning cr col-
lecting such works. An object like the Aretino portrait medal with
the phallic head reverse (cat. no. 113a), accordingly, was not meant
for widespread circulation, but rather for a special, private, and privi-
leged audience.

That Giulio Romano and Pietro Aretino both skipped town shortly
after the publication of 7 modi helped protect them from a similar
fate, though neither ran away immediately after the prints appeared,
and they must have felt reasonably safe or protected from Giberti’s
(and by extension the pope’s) wrath, although Giberti was probably
behind the near-fatal attack on Aretino’s life that occurred at this time,
as noted above.

Aretino, School of Whoredom, 2003 (ed.), p. 44.

Parker 1997, p. 1019.

Berni’s disdain for Bembo (which was surpassed by his antipathy for
Aretino) and his formulation of a paradigm of grotesque beauty as a
counterpoint to Bembo’s Platonic/Petrarchan, idealized beauty have
been analyzed and discussed at length in Reynolds 1983; and Reynolds
2000. The paradoxical encomium, a specialty of Berni, is discussed in
Frantz 1989, pp. 29—31; and Parker 1997.

Weritten by the publisher Filippo Giunti, in the preface to // secondo
libro dell opere burlesche (Florence, 1555), quoted and translated in
Parker 1997, p. 1018.



Commemorating Betrothal,
Marriage, and Childbirth



Rites of Passage: Art Objects to Celebrate Betrothal,
Marriage, and the Family

Deborah L. Krohn

I have not just spent money on my marriage but almost entirely used up my patrimony on one wedding. It is

unbelievable how much is spent on these new weddings; habits have become so disgusting.

—Leonardo Bruni, writing to Poggio Bracciolini on the occasion of his marriage, 1412

ocial and economic historians have long recognized the

importance of marriage and family to understanding early

modern Italy. Art historians, too, have used rituals and cus-
toms surrounding love and marriage as a filter to sift the many
kinds of art objects created during the Italian Renaissance. Look-
ing at what are often called “decorative” or “minor arts” sharpens
the focus, while at the same time broadening the angle of vision
to embrace the social and cultural resonances of these things. The
following section of the catalogue presents an array of objects cre-
ated to celebrate betrothal, marriage, and the family. This essay
will supply a context to situate them within the social worlds
that they both reflected and influenced. The selection gathered
here represents some of the most spectacular examples, includ-
ing ceramics, jewelry, boxes, textiles, glass, and panel paintings.
Many share a common visual language; all were created to mark
love, desire, betrothal, marriage, or childbirth.

Traditional studies of the Iralian Renaissance stress the theme
of the revival of antiquity manifest in the arts, letters, music, poli-
tics, science, and philosophy of the period, but it was Jacob Burck-
hardt, the great Swiss art historian writing in the mid-nineteenth
century, who first recognized the importance of secular festivals
and public display for the Renaissance citizen. As Burckhardt
noted, “The Italian festivals in their best form mark the point of
transition from real life into the world of art.”! The luxury objects
assembled here reveal the resources spent on commemorating
betrothals, marriages, and baptisms, and their survival enables
essential pieces of the historical puzzle to fall into place.

Yet it is only by examining these celebratory events themselves
that we can complete the puzzle. From many of these all that remains
is ephemera, works that were not intended to survive and do so
only in secondary forms such as verbal descriptions, drawings, or
musical intermezzi written to accompany multiday celebrations,
often performed between courses of festive meals. Before discuss-
ing the objects, it is worth exploring some of these celebrations.

WEDDINGS

Many official descriptions of weddings between wealthy or impor-
tant people survive. Wedding celebrations could go on for several
days, involving a succession of parades, processions, spectacles,
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performances, games, and meals. Beginning in the fifteenth cen-
tury, the ancient Roman practice of declaiming custom-written
poems celebrating the union was revived. Wedding poems, called
epithalamia (see cat. no. 61), are full of references to the purpose
of marriage: to perpetuate the civic and political institutions that
maintain a stable society. The humanist writers of the wedding
poems generally shared the “family values” expressed by Leon
Battista Alberti and others who extolled the civic virtues of mar-
riage, but even philosophers apparently needed reassurance. Pan-
dolfo Collenuccio’s oration for the 1475 wedding of Costanzo
Sforza and Camilla of Aragon makes the assumption that mar-
riage needed to be justified, at least to some:

Wives have not stolen prudence from great statesmen, nor battle
glory from great generals, nor fame and zeal from those philoso-
phers whose writings we admire and whose learning we follow.
What impious detractor of marriage then should be tolerated
who dares to accuse and criticize petulantly the holiest pact?

God established marriage; nature beckons us to use and enjoy it;
peoples agree upon it; and individual cities have founded rites
and solemn ceremonies for it. Kings, warriors, and philosophers
have all embraced marriage and approved of it, so that the entire
world accepts it.?

Of course, orations such as the one excerpted above, often deliv-
ered in Latin, made up only one small part of the festive schedule.
The wedding procession was the most public part of the marriage,
and provided an opportunity for the entire community to share in
the celebration and thus ratify the marriage. The ritual actions of
the father handing the daughter to the husband, expressed in the
Latin phrase “tradere filiam suam” (to hand over his daughter),
and of the husband taking the woman into his house, “uxorem
ducere” (to lead a woman), were the essence of the ceremony, as
Nicole Belmont and others have pointed out. Like the many gifts
exchanged before and after the ceremony, the bride herself was an
object handed from one owner to another.?

Wedding processions became more elaborate during the
Renaissance period, according to scholars who have studied the
phenomenon as a whole. Marriages, which were also mergers, were
potentially explosive moments, and lavish festivities may have dif-
fused some of the tensions that might arise between families over



Fig. 47. Raffaello Gualterotti (1543-1639), Triumphal chariot illustrating the
entry of the three Persian knights. Engraving from Feste nelle nozze (detail of
cat. no. 126b, illustration between pp. 40 and 41)

dowry arrangements and other touchy subjects.* The bridal pro-
cession might even face dangers from hostile mobs or individu-
als, as suggested by a Florentine statute from 1415, which forbade
the throwing of stones or garbage at the home of the couple’
Wedding processions were often compared to ancient triumphal
processions.® The idea of the wedding as a triumph is reflected in
the imagery on cassoni (marriage-chest) panels such as Apollonio di
Giovanni’s Triumph of Scipio Africanus, known in several versions.”

Descriptions of fabulous scenery and floats for the great Medici
weddings of the sixteenth century are well known through Gior-
gio Vasari’s Lives and other sources (see fig. 47). In his account of
the life of the versatile designer Il Tribolo, Vasari describes the
1539 wedding, in Florence, of Cosimo I de’ Medici and Eleonora
di Toledo:

Tribolo was given the charge of constructing a triumphal arch at
the Porta al Prato, through which the bride, coming from Poggio,
was to enter; which arch he made a thing of beauty, very ornate
with columns, pilasters, architraves, great cornices, and pediments.
The arch was to be all covered with figures and scenes, in addition
to the statues by the hand of Tribolo.

Vasari continues, cataloguing the allegorical figures on this arch
as well as the decorations in the Medici palace, in the Piazza San
Marco, and the scenery for theatrical events staged during the
wedding festivities. Other descriptions of entire cities being trans-
formed into stage sets for the performances of great court weddings
tantalize the imagination, yet little visual evidence remains.
Wedding feasts were among the most lavish of meals, featuring
entertainment as well as many courses of specialty foods for both
eating and beholding. When Eleanor of Aragon arrived in Ferrara
in 1473 for her multiday wedding, she was greeted by a parade
of allegorical floats, followed on subsequent days by a fifty-six-
course feast, and dances and jousts, during which sugar sculptures
were displayed.” The humanist Filippo Beroaldo reported that the
1487 wedding of Lucrezia d’Este and Giovanni Bentivoglio in
Bologna featured giant sugar sculptures of castles, ships, people,

and animals, and a flaming wheel of fireworks that accidentally
ignited some of the wedding guests.!® Contemporary handbooks
provide specific instructions on wedding planning and menus,
such as Domenico Romoli’s 1560 Singolare dottrina, which con-
tains a section instructing the steward on how to lay the tables
with embroidered tablecloths.!! In his spalliera painting The Banquet
in the Pinewoods, one of four grand panels for a wedding cham-
ber based on Giovanni Boccaccio’s dark moralizing tale, in 7he
Decameron, of Nastagio degli Onesti, Botticelli illustrated a feast
gone awry (cat. no. 139; fig. 48). The potential bride being wooed
by the hapless Nastagio has been invited to a banquet, where she
bears witness to a spectral reluctant bride pursued to the death by
her spurned lover—a knight—and his dogs. As the naked woman
is nipped by dogs in the foreground prior to being eviscerated at
the hands of the knight, the carefully laid table is thrown into
disorder by the agitated guests, overturned glasses staining the
tablecloths and gleaming vessels clattering to the ground. In its
remarkable detail and psychological poignancy, this image con-
veys both the highest aspirations and the greatest fears of any
bride on her wedding day.

With the sounds and smells of the great weddings of the Renais-
sance still fresh in our minds, we can now look at the group of
art objects assembled here. Many share imagery as well as pur-
pose, drawing on literary and visual traditions that would have
been well known to their possessors but may be obscure to con-
temporary viewers. These beautiful things often began as gifts,
both the offering and the receiving of which were integral parts
of love and marriage in the Renaissance. Gifts were exchanged
between lovers, between brides and grooms, and between parents

Fig. 48. Sandro
Botticelli
(1444/45—-1510) and
workshop, prob-

ably Bartolomeo di
Giovanni (act. ca.
1475-ca. 1500/1505),
The Banquet in the
Pinewoods: Scene Three
of the Story of Nastagio
degli Onesti (detail of

cat. no. 139)
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and children, the last in the form of the dowry. Glittering jew-
els, delicate or lavish textiles, and personal items such as belts or
combs were treasured articles that carried symbolic as well as real
value. For many, marriage signaled an opportunity to create a new
household, leading to the commissioning or purchase of furnish-
ings, from beds and chests to colorful painted panels for wall dec-
oration. Many of the objects speak for themselves, using language
that is clear even now, but others demand background knowledge
to situate them within the social worlds they inhabited.

LOVE TOKENS: COURTSHIP AND BETROTHAL

In the Italian Renaissance, as now, lovers exchanged gifts. The
physical embodiment of desire, these objects often display liter-
ary or symbolic representations of the pursuit or attainment of
the lover. Couched in the ancient metaphor of the phoenix, the
mythical bird that burns yet emerges unscathed from the embers,
the explicit language of desire winds along the length of a woven
belt (cat. no. s55; fig. 49): 7 WILL SMOULDER EVEN AS A PHOENIX/
WITH THE FIRE OF YOUR KISSES,/ AND I wiLL DIE. Though its
author has eluded identification, the verse echoes chivalric love
poetry from the late Middle Ages by Petrarch or Dante, texts well
known among a broad range of social classes by the middle of the
sixteenth century through musical contexts such as madrigals as
well as in written form. Belts or girdles (cat. no. 36a) were associ-
ated with fertility as well as marriage, since the touch of a particu-
lar relic of the Virgin’s girdle was said to aid women in childbirth.
The front of a niello plaque (cat. no. 36b) that cinched this belt
features a profile portrait of an amorous couple, the woman’s arm
provocatively encircling the shoulders of her lover. The woman
wears a head brooch and a pearl necklace, both characteristic
bridal ornaments;'? a lady holding a carnation, traditional symbol
of love, betrothal, and marriage, is on the reverse. Mentioned in
literary and documentary contexts, belts had a practical function
as well, and were probably worn by women high above the waist
with the weighted ends dangling suggestively. Marco Parenti com-
missioned a belt of crimson silk with silver-gilt embroidery and a
buckle and tip of gilded silver as part of the wedding ensemble for
his bride, Caterina Strozzi, in 1447. They kept their value: he was
able to sell the metal ornaments separately eleven years later.!?

Love can also be painful. The notion of “sweet suffering” was
diffused through sources such as the Canzoniere of Petrarch,
which provided rich descriptive vocabulary such as this from the
sixty-first sonnet:

O blesséd be the day, the month, the year,

the season and the time, the hour, the instant,

the gracious countryside, the place where I

was struck by those two lovely eyes that bound me;

and blesséd be the first sweet agony

I felt when I found myself bound to Love,

the bow and all the arrows that have pierced me,
the wounds that reach the bottom of my heart.'*

In this passage, the poet praises the moment when he first saw the
eyes of his beloved but elusive Laura, and was bound to her by love,
which led to his heart’s being pierced by wounding arrows. This
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Fig. 49. Belt or Girdle with
a Woven Love Poem, 16th
century (detail of cat. no. s55)

imagery of piercing and binding is ubiquitous on a group of maiol-
ica dishes from Deruta, Faenza, and Gubbio. The textual inspira-
tion for these images is evident from the fragmentary but evocative
inscriptions that animate the line drawings on the ceramics, words
that bespeak a familiarity with this currency of expression.

A tin-glazed earthenware, or maiolica, plate from Deruta fea-
tures the inscription £L MI0 CORE £ FERITO P[ER] vOE (my heart
is wounded by you; cat. no. 22b). On it, a barefoot woman seen
in profile carries a footed dish in which a heart, pierced by two
arrows, rests. She is framed by two oversized ears of millet, per-
haps an allusion to fertility. Spurned love is also the theme rep-
resented on a plate from Gubbio (cat. no. 24). The inscription ME
DOL L'INFAMIA TUA: PIU CHE [IJL MORIRE (your infamy hurts
me more than death) appears on a sign in the foreground of a
landscape in which a woman points an accusatory finger—and a
dagger—at a man whose arms are bound to a tree. A crespina, or
fluted bowl, from Faenza (cat. no. 25) features a scene of amor cru-
del (cruel love): seated in a landscape, a woman wields a dagger in
one hand, and in the other she holds a heart she is about to pierce
with her weapon. On a dish from Deruta (cat. no. 22a), a woman
draws back a bow strung with an arrow, her target a man whose
arms are bound behind his back. A banderole winds behind him
bearing the inscription 0 Q/U/ANT4 CRUDELTA (O what a cruel
fate). Between the archer and her mark, a heart, pierced by two
arrows, rests on a footed dish.

But the symbol of the heart pierced by an arrow—understood
metonymically as the weapon generally deployed by Cupid, son
of Venus, to ensnare his victims—is also one of hope. It appears
at the center of an ivory comb (cat. no. 37), once perhaps part of
a dowry ensemble, a reminder of the one for whom the hair is
being dressed. On a two-handled cup from Deruta (cat. no. 2),
winged Cupid holds a footed dish that contains a heart pierced
by an arrow. Two inscriptions on the cup leave no doubt about
its meaning: QUIsTA TE DONO P[ER] AMORE BELLA (I give you
this, beautiful one, as a token of my love) and P/ER] AMORE TE
PORTO IN QUISSTA COPA BELLA (for the love I bear thee in this
fine cup).’® Cupid himself appears as a feisty and plump toddler



in the magnificent allegory of marriage by Lorenzo Lotto, the
painting Venus and Cupid (cat. no. 148; fig. 50), wounding arrows
stashed in his quiver to shift the focus from the pains of love to the
joys of marriage and hopes for fecundity.

Petrarchan messages are conveyed on other objects connected
with courtship and betrothal. A wood casket decorated with
reliefs inspired by chivalric romance (cat. no. 40; fig. 51) has the
inscription ONESSTA FA BELLA DONNA (integrity makes a beauti-
ful woman), written in Gothic letters, on its cover. The casket
may have been created to store small personal effects such as the
ivory comb (cat. no. 37), spindle whorls (cat. nos. 42, 43), or needle
case (cat. no. 44), which could have made up a trousseau. The
inscription alludes to the central idea that beauty is the outward
manifestation of inner virtue, which also informs the inscrip-
tion on a tondino from Gubbio (cat. no. 10): .ONESTA.PASSA. ONE.
BE[LLE]z4 (integrity surpasses all beauty). As Luke Syson writes
elsewhere in this volume (see his essay “Belle”), beauty was both
admired and suspected in the moral economy of Renaissance men
and women.

The many ceramic plates that feature images of beautiful
women, with inscriptions that generally give a2 name followed by
the word bella, also fall into this category of art objects tied to
the rituals of courtship and betrothal. The plate from Urbino or
Castel Durante with the bust of a woman and a cartellino indi-
cating that she is L7vi4 BELL4 (cat. no. 12) is a prime example of
coppe amatorie, or “love gifts,” made until at least the eighteenth
century.’® Though the question of whether these beauties rep-
resent portraits of actual women has not been resolved, Marta
Ajmar-Wollheim and Dora Thornton suggest convincingly that
they are linked to a literary genre of catalogues of illustrious men
and women that flourished in Renaissance cities like Florence,
Bologna, Venice, and Naples after being revived from classical
antiquity by Petrarch and Boccaccio.'” These plates were most
likely commissioned by male suitors as gifts for their intended
brides. A well-known example in the Victoria and Albert Museum
(hg. 52) depicts a craftsman in a pottery workshop painting a bella
donna on a plate. Sitting before him is a young couple. The man
is following the work of the painter carefully, whereas the woman
appears still, perhaps because she is posing for the painter. Like
the couple who look on eagle-eyed as the craftsman weighs a ring
in Petrus Christus’s painting of a goldsmith, probably the patron
of goldsmiths Saint Eligius (fig. 53), the well-dressed couple in the
pottery studio prepares for an upcoming nuptial union through a
commercial transaction. The commissioning of a commemorative
plate or a ring then played an important role in cementing the
union between a man and woman.

What might the ring that the goldsmith created in Christus’s
painting have looked like? The painting provides its own answers:
in it 2 number of gold cabochon rings and simple bands can
be seen displayed in a small box. A gold ring from the British
Museum set with a faceted diamond features enameled black-
letter script with the inscription LORENSO*4LENALENA (Lorenzo
to Lena Lena), presumably the names of a couple who are united
in matrimony (cat. no. 32a). A silver hoop with niello decoration is
inscribed AMORE voLE FE (love needs faith; cat. no. 32¢).

Rings also took the ancient form of two clasped hands, known
in the Renaissance as the fed, or faith, motif. This motif may refer

to a specific moment in contemporary marriage rituals when rep-
resentatives of the couple met to conclude a contractual agreement,
shaking hands afterward (cat. no. 18). The symbol of clasped hands
appears on a variety of objects besides rings. A ceramic inkstand
(cat. no. 16) features images of a man and woman facing each
other, with a pair of clasped hands in a roundel between them. The
inscription reads /0. TE DO.LA.MANE / DAME. LA.FEDE (I give you
my hand, give me your faith [i.e., the ring]), a concise description
of the marriage ceremony.!® Two plates (cat. nos. 17, 18) also fea-
ture the clasped hands.

Rings played a seminal role at various points in the process of
marrying, as Christiane Klapisch-Zuber and others have shown.!?
As discussed in my essay “Matriage as a Key to Understanding
the Past” elsewhere in this volume, the anellamento, or ring day,
marked the passage of the couple from betrothed to married. The
placing of the ring on the bride’s finger is illustrated in cassone and
spalliera paintings, such as Apollonio di Giovanni’s Story of Esther
(cat. no. 57; fig. 2) and Jacopo del Sellaio’s Story of Cupid and Psyche
(cat. no. 136), suggesting the ring’s strong symbolic power. Rings
made a marriage. When the beautiful widow Lusanna attempted
to argue that her boyfriend Giovanni had actually married her,
she stated that he gave her a ring, and when she explained through
her lawyer that Giovanni later turned around and married another
woman, the proof of his marriage to this other woman was that it
took place “in a public ceremony with an exchange of vows and
rings and with other customary solemnities.”?® Rings were also
an important part of Jewish marriage customs. A Jewish betrothal
ring fashioned of gold filigree and brightly colored enamel (cat.
no. 33) features the characteristic rooflike shape that represents the
shelter that marriage and family were intended to provide.

FURNISHING THE NUPTIAL SUITE

The language of love and desire that radiates from the group
of objects surveyed above parallels the rituals of betrothal and

Fig. so. Lorenzo Lotto
(ca. 1480-1556), Venus
and Cupid (detail of cat.
no. 148)

Fig. s1. Top of wood cof-
fret inscribed ONESSTA FA
BELLA DONNA (detail of
cat. no. 40)
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marriage described by anthropologists and historians.?* No one
knows how many gift objects achieved the desired goals, but mar-
riages engendered the creation of new furnishings and decoration
that expressed the dynastic and political aspirations of the fami-
lies that purchased or commissioned them. Though marriage, as
Kent Lydecker and others have suggested, “was the most impor-
tant social occasion for the purchase of art and furnishings,”??
furniture and decorative objects were purchased at other points
during the life cycle as well.??

After the terms of the marriage had been agreed upon publicly
by members of both the bride’s and the groom’s family in the
giuramento, a series of celebrations took place.?4 The time between
the contractual arrangement and the wedding itself allowed for
the provision of the material trappings of marriage. Chief among
these was the cassone or forziere—two terms found in contem-
porary documents for a large storage chest—often ornamented
with panels painted with lively narratives such as the Conguest of
Trebizond by Apollonio di Giovanni (cat. no. 56). Although chests
associated with marriage are now commonly described as cassoni,
recent archival research has suggested that inventories from the fif-
teenth century used the term forzieri da sposa, or betrothal chests,
to refer to the chests commissioned in pairs for the dowry goods of
the bride. The term cassone may refer to a subset of forzieri, specifi-
cally, to those shaped like antique sarcophagi.?> There were often
three to six months between the giuramento and the anellamento
and consummation, when the couple went to live on their own.
During this interval, a pair of cassoni and other painted or carved
furnishings for the nuptial chamber, including spa/liere (wainscot-
ing panels), lettucci (daybeds), and lertiere (beds), sometimes hung
with specially woven fine textiles, might be created.

As the wonderful Strozzi cassone (cat. no. 56) demonstrates,
marriage chests could be elaborate creations that demanded the
coordination of several different craftsmen: carpenters, gilders,
painters, and perhaps locksmiths to provide the hardware. Ellen
Callmann, whose pioneering studies from the 1970s on cassoni still

Fig. 52. Plate with a Scene of a Maiolica Painter at Work, Cafaggiolo,
ca. 1510. Tin-glazed earthenware (maiolica), Diam. 9% in. (23.5 cm).
Victoria and Albert Museum, London
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inform current scholarship, estimated that it took about a month
to paint a cassone front, thus two months for two. Callmann’s
interpretation of the most important source for our knowledge of
wedding chests—an account book known from a 1670 copy docu-
menting an eighteen-year period in the workshop of Apollonio di
Giovanni—has confirmed that they were indeed commissioned
in pairs.?% Since so few cassoni have survived with their carpentry
and gilding intact, it is difficult to draw conclusions about the
process of construction, but we know from Vasari’s life of Dello
Delli that painters such as Apollonio di Giovanni probably spe-
cialized in the creation of these panels. Vasari indicates that Dello
was well suited to painting cassone panels:

[H]e resolved, being a good draughtsman, to give his attention to
painting; and in this he succeeded with ease, for the reason that
he soon acquired a good mastery in colouring, as many pictures
demonstrate that he made in his own city [Florence], and above
all those with little figures, wherein he showed better grace than
in the large*”

Vasari continues to describe cassoni in the following manner:

[Clitizens of those times used to have in their apartments great
wooden chests in the form of a sarcophagus, with the covers
shaped in various fashions, and there were none that did not have
the said chests painted; and besides the stories that were wrought
on the front and on the ends, they used to have the arms, or
rather, insignia of their houses painted on the corners, and some-
times elsewbere. And the stories that were wrought on the front
were for the most part fables taken from Ovid and from other
poets, or rather, stories related by the Greek and Latin bistorians,
and likewise chases, jousts, tales of love, and other similar sub-
Jects, according to each man’s particular pleasure. Then the inside
was lined with cloth or with silk, according to the rank and
means of those who had them made, for the better preservation
of silk garments and other precious things.*®

Fig. 53. Petrus Christus (act. by 1444-1475/76), A Goldsmith
in His Shop (Saint Eligius?), 1449. Oil on panel, 39% x
33% in. (100.1 x 85.8 cm). The Metropolitan Museum of Art,
New York, Robert Lehman Collection, 1975 (1975.1.110)



Vasari tells us that many people owned cassoni, and not just the
wealthiest. He reports that in addition to cassoni having the
form of a sarcophagus, like the Strozzi chest, there were examples
with various other types of covers. He also confirms what can be
deduced from the panels known today: the subject matter for the
painted fronts was secular rather than religious, with stories taken
from classical or chivalric sources.

Vasari also connects the creation of cassoni with the making of
other furnishings, suggesting that they were viewed in the same
light. Continuing his account of Dello’s life, he informs us:

And what is more, it was not only the chests that were painted in
such a manner, but also the couches, the chair-backs, the mould-
ings that went right round, and other similar magnificent orna-
ments for apartments which were used in those times, whereof

an infinite number may be seen throughout the whole city. And for
many years this fashion was so much in use that even the most
excellent painters exercised themselves in such labours, without being
ashamed, as many would be to-day, to paint and gild such things.*®

By the mid-sixteenth century, the fashion for interiors had evi-
dently changed. Vasari speaks of the decoration on cassoni and
other household objects as a thing of the past:

And that this is true can be seen up to our own day from some
chests, chair-backs, and mouldings, besides many other things, in
the apartments of the Magnificent Lorenze de’ Medici, the Elder,
whereon there were painted—0by the hand, not of common paint-
ers, but of excellent masters, and with judgment, invention, and
marvellous art—all the jousts, tournaments, chases, festivals, and
other spectacles that took place in bis times. Of such things rel-

ics are still seen, not only in the palace and the old houses of the
Medici, but in all the most noble houses in Florence; and there
are men who, out of attachment to these ancient usages, truly
magnificent and most honourable, have not displaced these things
in favour of modern ornaments and usages.>°

What of these other things, the lezzucci, spalliere, and cornici? Let-
tucci were daybeds, precursors of modern-day couches, and may
have included storage areas to hang clothing.3! Together with cas-
soni and spalliere, they would have been made for the camera,
or nuptial chamber, often furnished about the time that a man
married.3> Marco Parenti, whose elaborate sartorial gifts for his
bride, Caterina Strozzi, are discussed elsewhere in this volume (see
my essay “Marriage as a Key”), not only redecorated his bedroom
at the time of their marriage, in 1448, but also bought two for-
zieri, a lettuccio, decorative capitals for the bed, and a relief of the
Madonna, among other things.??

We turn again to Vasari for the resonance that wedding fur-
nishings could have for their owners. In his Lives, he describes in
vivid detail an ensemble of paintings, some mounted on pieces of
furniture designed by Baccio d’Agnolo, commissioned by Salvi
Borgherini on the occasion of the marriage of his son Pierfran-
cesco (1480-1558) to Margherita Accaiuoli in 1515. (The paintings
are discussed at length by Andrea Bayer in her essay “From Cassone
to Poesia” in this volume.) Vasari’s praise of the different elements in
the ensemble reads like a manual of interior decoration and has
allowed scholars to attempt reconstructions of the layout of the
actual room, recently identified by Brenda Preyer.3* In his life of

Pontormo, who executed several of the paintings, Vasari recounts
Margherita’s supposed passionate reaction when the room was
about to be broken up and the furnishings shipped off as a gift from
the Florentine Republic to Francis I, king of France, in 1529:

This bed, which you would seize for your own private inter-

est and for greed of gain, although you keep your evil purpose
cloaked with a veil of righteousness, this is the bed of my nuptials,
in honour of which my husbands father, Salvi, made all these
magnificent and regal decorations, which I revere in memory of
him and from love for my husband, and mean to defend with my
very blood and with life itself 3

Although the veracity of this anecdote cannot be confirmed,
it demonstrates the aura that wedding furniture retained over
time.

When Vasati refers to spalliere, he is probably referring to wain-
scoting or moldings. Cornici were presumably wall-mounted deco-
rations that were placed above eye level. Both cassone and spalliere
panels are horizontal in format, but Anne Barriault has argued
that a clear distinction between the two can be made based on size
as well as on stylistic grounds. She suggests further that spalliera
panels, after the Italian term spalla (shoulder), are the ancestors
of modern easel paintings created for domestic display.3¢ Scholars
agree that spalliera panels, such the Story of Cupid and Psyche by
Jacopo del Sellaio (cat. no. 136) or the Story of Joseph by Biagio
d’Antonio (cat. no. 138), were not intended to be placed close to
the floor on great chests or cassoni, but there is no consensus on
just how high spalliere were to hang. Barriault has maintained that
spalliere were to be placed in the middle register of the wall, at eye
or shoulder level, but Jonathan Nelson has pointed to “internal
evidence,” together with the absence of interior views with paint-
ings hung in this manner, that suggests otherwise.3” Nelson posits
that many spalliere panels may have been intended to be seen from
below, and were therefore mounted higher up on a wall. Although
there are no conclusive answers to these questions, since no works
from this period remain in situ, the painted panels that viewers
now experience in museums as individual works of art once func-
tioned as elements in complex and dazzling interior ensembles
that would have been fitting monuments to lasting dynastic alli-
ances created through marriage.

WELCOMING THE NEXT GENERATION

Another group of objects belong to the rituals attending the arrival
of children and are found across the social spectrum. Prescriptive
literature emphasized the importance of family and, specifically,
children for maintaining the health of the civic body. In Book
Two of Leon Battista Alberti’s [ libri della famiglia, the author’s
interlocutor Lionardo discusses fatherhood:

It will serve our purpose, also, to remind the young of the dignity
conferred on the father in the ancient world. Fathers of families
wore precious jewels and were given other tokens of dignity for-
bidden to any who had not added by his progeny to the popula-
tion of the republic. It may also help to recall to young men how
often profligates and hopeless prodigals have been restored to a
better life by the presence of a wife in the house.3®
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Fig. 54. Bartolomeo di Fruosino (1366/69—1441), Urinating
Putto (detail of cat. no. 69)

The dialogue also addresses issues concerning the mother’s pre-
and postnatal care. After admitting that it is best to leave specific
instructions to the doctors, Lionardo tells Battista:

The woman, then, who thinks she is pregnant should live discreetly,
contentedly, and chastely—light nourishing foods, no hard, excessive
labor, no sleepy or lazy days in idle solitude. She should give birth
in her husband’s house and not elsewhere. Once she is delivered,
she must not go out into the cold and the wind until her health is
Sully restored and all her limbs have fully regained their strength.>

Doctors were probably less in evidence in the birthing room than
midwives, whose knowledge comprised superstition as well as an
intuitive understanding of childbirth greater than most male doc-
tors would have had at the time. Many contemporary objects man-
ifest the attendant risks and potential joys of bearing offspring.

Responsible parenting began even before the moment of con-
ception. As Jacqueline Marie Musacchio has pointed out, a vari-
ety of talismans, amulets, and herbal remedies were employed by
women who desired children.®® Many people believed that gaz-
ing on certain images would ensure the birth of a perfect male
child.4! The eroticizing imagery of nudes painted on the inner
lids of cassoni (see cat. no. 58b) presumably helped in this process,
as did images of young boys cavorting on the reverse of painted
wood deschi da parto, or birth trays. An example of the latter
is the reverse of the tray by Bartolomeo da Fruosino, with the
chunky toddler wearing a coral amulet and holding a pinwheel
(hg. 54). Like Lorenzo Lotto’s Cupid, he urinates in a shower of
good wishes, as recounted on the inscription that runs around
the rim of the tray: MAY GOD GIVE HEALTH TO EVERY WOMAN
WHO GIVES BIRTH AND TO THE CHILD’S FATHER . . . MAY [THE
CHILD] BE BORN WITHOUT FATIGUE OR DANGER.I AM A BABY
WHO LIVES . . . AND I MAKE URINE OF SILVER AND GOLD. On
another desco, a group of boys play a well-known game, the civet-
tino, in a public square (cat. no. 71).

Once a child was born, deschi da parto and other objects helped
to smooth his (and probably only rarely her) entrance into the
world. Painted wood trays such as that created in 1448—49 by
Giovanni di Ser Giovanni (Lo Scheggia) to commemorate the
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birth of Lorenzo de’ Medici might be cherished by their own-
ers throughout their lives, as we know from research into Medici
family inventories that list Lorenzo’s birth tray in his rooms at his
death in 1492.4? The imagery on this tray, the Triumph of Fame,
alludes to a theme made popular by Petrarch’s literary descrip-
tions of various kinds of triumphal processions that took place
in antiquity.#> Birth trays may have been used initially to serve
celebratory delicacies to the new mother as she recovered in bed,
where she might stay for an extended period. The image on the
front of the Fruosino tray (cat. no. 69) displays a group of women
gathered around a bed while the mother recuperates, her baby
being serenaded by attendants in the foreground. Resting on the
bed in front of the mother is what appears to be a polygonal tray
covered with a cloth, perhaps to protect its painted surface.

The custom of creating brilliantly painted souvenir birth trays
flourished in the fifteenth century but was shortlived. By the
early sixteenth century, flat deschi da parto were superceded by
round wood bowls, called tafferie da parto, like the outstanding
example by Jacopo Pontormo from about 1525 (cat. no. 74). Unlike
the flat trays, tafferie generally featured religious imagery such
as the Naming of John the Baptist, which depicts John’s father,
Zacharias, writing down the baby’s name, a favorite scene for the
literate Florentines of the Renaissance prone to keeping track of
their own families through memoirs or ricordi. Musascchio has
suggested that the form of the wood #afferie developed in response
to the many ceramic birth bowls, called accouchement or impa-
gliata sets, that became popular beginning in the early sixteenth
century.#* The bowls—probably created in ensembles, as docu-
mented in a drawing in Cipriano Piccolpasso’s treatise 7hree Books
of the Potter’s Art from the second half of the sixteenth century
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Fig. 55. Cipriano Piccolpasso (1524—1579), Illustration from his
manuscript The Three Books of the Potter’s Art, fol. 11r. Castel
Durante, 1557. Pen and ink. National Art Library, Victoria and
Albert Museum, London



(fig. 55)—may have been designed to serve a special meal to the
recovering mother. The confinement imagery on a set consisting
of a scodella and a tagliere from Castel Durante reflects its function
(cat. nos. 78a, b). On the curved interior of the bowl, 2 woman
sits comfortably in a fashionable lettiera with a canopy, a teal-col-
ored coverlet draped over her legs. She holds a cup to her mouth
and appears to be drinking. At a fireplace in the room, attendants
prepare other food, some of which is being conveyed to the bed,
where a cloth-covered tray awaits its charge. The baby sleeps
peacefully in a cradle beside the bed. The zagliere, whose exterior
is decorated with a matching landscape vista, would have cradled
the bowl, which may once have had a cover to keep its contents
warm. Just what was on the menu? Musacchio has discovered
that poultry, a standard food for convalescents, was served fre-
quently to women during both pregnancy and confinement.#> A
restorative chicken soup may very well have arrived at bedside in
a beautiful maiolica covered bowl like that painted by Baldassare
Manara (cat. no. 80a). This bowl represents stories from ancient
sources—that of Aeneas and Hercules, examples of filial piety
and strength, who are featured in images and inscriptions that
wind around the bowl and cover, as well as that of the star-
crossed lovers Pyramus and Thisbe, whose true love led to their
destruction.

Another object that rounds out our picture of family life is
the cradle or crib. In confinement images such as those visible
on maiolica birth wares, cradles frequently appear, bearing their

The epigraph to this essay is taken from Bruni, Epistolario, vol. 1, p. 93,
quoted in D’Elia 2002, p. 382. D’Elja gives the Latin: “Ego enim non
matrimonjum dumtaxat sed patrimonium insuper unis nuptiis consumpsi.
Incredibile est quam multa impendantur his novis et iam ad fastidium
usque deductis moribus.”

. Burckhardt 1990, p. 256.

. D’Elia 2004, p. 84.

. See Belmont 1982, p. 2.

. See Witthoft 1982, p. 47.

. For this and other examples, see ibid., p. 48.

. Ibid., p. 49.

. Callmann 1974, pls. s1, 55, and 57.

. Vasari, Lives, 1568/1912—14 (ed.), vol. 7, p. 28.

. D’Elia 2004, p. 46.

. Ibid.

. La singolare dottrina di M. Domenico Romoli, 1560, p. 18. The table-

cloths were described as “lavorate e imbizzarate 4 suo modo.”

12. Syson and D. Thornton 2001, pp. 55-56.

13. Frick 2002, p. 127. For the market in second-hand goods, see A. Match-
ette in Ajmar-Wollheim, Dennis, and Matchette 2007, p. 81, n. 6.

14. Petrarch, Canzoniere, 1985 (ed.), p. 35.

15. Syson and D. Thornton 2001, p. 69.

16. For the most thorough discussion of these plates, see Ajmar-Wollheim
and D. Thornton 1998.

17. Ibid., 1998, pp. 140—41.

18. Syson and D. Thornton 2001, p. 63; Matthews Grieco 2006, p. 107. In
this context the word fede can mean “ring” as well as “faith” since, as
Thornton explains, the marriage ring “stood for a pledge of faith in the
legal and moral covenant of marriage” (see cat. no. 16, n. 4).

19. Klapisch-Zuber 1979/198s, p. 186.
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new occupants swaddled in fine linens. The example here, richly
carved and emblazoned with family escutcheons, is testimony to
the deep regard in which children were held (cat. no. 86). The
cradle depicted on a wood childbirth platter from the circle of
Battista Franco holds a large infant labeled on the front, in gold,
HERCULES, who is unmistakable as he strangles the serpents sent
by jealous Juno to destroy him (cat. no. 75). Lavinia Fontana cel-
ebrates the life of an anonymous infant in her portrait that depicts
the child in a marquetry crib under an elaborate canopy of lace,
which is used for his coverlet as well (cat. no. 129). Baptisms, like
marriages, were also occasions to exchange gifts and cement fam-
ily and kinship ties. As we know from descriptions and even from
sumptuary regulations, babies were decked out in velvets and fine
linens for the trip to the baptismal font while their mothers usu-
ally rested at home. Gifts for baby and mother were presented
by the godparents and other important members of the extended
family, and could include sweetmeats, wax, and even forks.4¢

Together, these objects—from furniture to jewelry to boxes
and maiolica or wood birth wares—reflect the aspirations of gen-
erations of men and women during the Iralian Renaissance. All
were created to commemorate important moments in lives that
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MAIOLICA OF LOVE AND MARRIAGE

1. Two-Handled Vase with the Arms
of Medici Impaling Otsini

Florentine region (perhaps Montelupo), 1470-80
Tin-glazed earthenware (maiolica), H. 15% in.
(38.7 cm), foot damaged and repaired

Detroit Institute of Arts, Gift of the Women’s
Committee with additional funds from Robert H.
Tannahill, 1937 (37.74)

he vase has distinctive wing handles of
flattened section. The entire body, except

for a central garland on the front, is painted
with a diaper pattern of stylized leaves in
blue and yellow with tendrils in manganese
brown. Within the garland are the arms of
Medici impaling Orsini, representing a mar-
riage alliance between the two families. The
arms could refer to one of two marriages: that
of Lorenzo de’ Medici to Clarice Orsini in
1469, or that of Piero de’ Medici to Alfonsina
Orsini in 1487. The “jar with two handles
and the arms of Medici and Orsini” that is
listed among the contents of the Medici villa
at Poggio a Caiano in 14942 must be this vase.
Both the Islamic-inspired form and the
leaf decoration, known to Tuscans as fiora-
lixi (fleur-de-lis), derive from Spanish lus-
tered pottery imported from Valencia3
Fifteenth-century Italians imported their
luxury pottery through banking houses
active in the western Mediterranean. Muslim
and Christian potters working in and around
the southern Spanish port of Valencia pro-
duced pottery in a modified Islamic tradition
for special commissions, including complete
dining services, as well as standard pieces

for the export market. Valencian lustered
pottery was admired for its brilliant metal-
lic sheen, with highlights ranging in tone
from pale silvery gold to deep red. Firing
the vessels to achieve this spectacular effect
was a difficult and expensive procedure
demanding consummate craftsmanship.
The delicate painted decoration of Valencian
lustered pottery, often incorporating arms
or devices, won it great prestige as a luxury
product among Italian consumers, not least
in Florence, throughout the fifteenth centu-
ry.* Letters and account books document the
commissioning or arrival of Valencian wares,
and inventories record their placement in the
domestic interior and occasionally estimate
their monetary value. These sources, and
the surviving pieces themselves, are valuable
indicators of mid-fifteenth-century demand,
particularly among the Florentine urban
clite® A famous wing-handled lustered
vase in the British Museum, with the arms
of Piero de’ Medici (d. 1469) or of his son
Lorenzo (d. 1492), is the best-known example
of a luxury commission that can be dated
by the arms, in this case to 1465-92.° The
use of the lustered “ivy leaf” motif on the
British Museum vase may narrow the dat-
ing to approximately 146570, since it was
about 1470 that this design superceded the
leaf design in blue that from the 1420s had
dominated Tuscan taste.”

The form of the smaller vase here is copied
from that of a Spanish lustered flower vase
(teras), down to the wing handles with their
frilled outlines and mysterious piercings.
Tuscan paintings depict Spanish flower vases

R D i o S —————

Fig. 56. Anonymous Florentine painter (mid-15th century), cassone panel with Scenes from the Legend
of Cupid and Psyche (detail), ca. 1444. Oil on panel, 15% x 51 in. (38.5 x 129.5 cm). Gemildegalerie,

Staatliche Museen zu Berlin
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or pots for plants in fine detail as luxury
objects. We know from surviving Valencian
pieces that some examples were carefully
designed for potted plants, such as the affabe-
guer for growing basil.® A sophisticated cas-
sone panel of the Florentine school painted
with Cupid and Psyche, perhaps made in
1444 for the marriage of Lucrezia Tornabuoni
to Piero de’ Medici, shows Valencian vases on
a balcony, painted with minute fleur-de-lis
designs in blue. They are being used to grow
evergreens that have been pruned into elabo-
rate shapes, the central one in the form of the
Medici impresa, or device, of the diamond
ring and feathers (fig. §6).° This is the kind
of Spanish import that inspired the present
vase. Like its Spanish prototypes, this vase
may have served as a flower vase or pot for
plants at the Medici villa at Poggio a Caiano.
There is a variety of evidence to suggest that
luxury maiolica was thought particularly
suitable for use within the refined but rural
setting of the villa, rather than in the urban
palace.1?

Of the two marriages between the Medici
and the Orsini, it is likely that the first,
between Lorenzo de’ Medici and Clarice
Orsini in 1469, is the one referred to on this
vase. The fleur-de-lis design was fashionable
among the Tuscan elite into the early 1470s,
and the rather awkward air of the vase sug-
gests that it is an early example of the efforts
of Italian potters, beginning about 1450,
to imitate Spanish prototypes. It was cer-
tainly made in Tuscany, most probably in
Montelupo, where potters experimented
in imitating Spanish lustered imports.!! A
vase such as this one may have appealed to
Lorenzo, whose ownership of ceramics of
all kinds is well documented, from ancient
Aretine wares and Chinese porcelains to con-
temporary majolica.!?

In the late fifteenth century Italian pot-
ters had not yet mastered the demanding
luster technique and could only imitare gold-
luster effects in manganese brown, as seen
here. Luster was successfully achieved in sev-
eral Italian pottery centers by 1500, the date
by which Italian potters had driven Spanish
imports from the local markets and domi-
nated the luxury ceramics trade in Europe.!?
The vase is a key piece in this story and has
justifiably been described as “a milestone in
the conquest by Italian potters of the highest
levels of patronage among Italian clients.”4
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2. Two-Handled Vase with an
Amorous Inscription

Deruta, ca. 1470-80

Tin-glazed earthenware (maiolica), H. 9% in. (24.5 cm)
Inscribed: QUISTA TE DONO P{ER] AMORE BELLA;
P[ER] AMORE TE PORTO IN QUISSTA COPA BELLA
Victoria and Albert Museum, London (525~1865)

he vase has two handles in the form

of winged dragons. A laurel wreath is
painted on each side of the body; within
the wreath is a cupid carrying a goblet that
holds a heart pierced by an arrow. Around
the cupid flutters a scroll inscribed: QursT4
TE DONO P[ER] AMORE BELLA (I give you
this, beautiful one, as a token of my love) and
P[ER] AMORE TE PORTO IN QUISSTA COPA
BELLA (for the love I bear thee in this fine
cup).!

This form of two-handled cup, a coppa
amatoria (wedding vessel), is a well-known
type associated with the Umbrian pottery
town of Deruta. These wares are tradition-
ally known as gamelii or nuziali, reputedly
made for presentation as betrothal gifts and
for use at marriage feasts.? This one bears a
courtly inscription perhaps referring to the
moment when a fiancé would drink from a
cup and then hand it to his betrothed; their
drinking from the same cup signified their
new status as a couple. The inscription on
another example refers to apparent romantic
frustration on the part of the male giver: £z
NON PODER ME FINE (not being able to is
putting an end to me).3

Judging by the form of the lip, this vase
apparently had a lid originally, as found on
lustered equivalents also made in Deruta.
Its complex dragon handles suggest that the
form copies, crudely, a lost silver prototype
that was likely designed to decorate a tiered
buffet, or credenza, set out for wedding feasts,
as is often shown in contemporary depictions
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Cat. 2, view 1

on cassoni.® Later lustered examples of this
two-handled form, made with shining
golden decoration in imitation of silver-gilt
vessels, must have served as relatively inex-
pensive versions of dining silver. These pieces
bear the arms of ruling families or popes,
crowned monograms or names,” paired busts
of a couple, or the familiar fede (faith) motif
associated with betrothal and marriage (see
cat. nos. 16—18). An example in the Victoria
and Albert Museum is painted with the fede
motif accompanied by the motto co/n/
PURA FE (with pure faith).6
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3. Dish with an Allegory of Chastity
and the Arms of Matthias
Corvinus and Beatrice of Aragon

Probably Pesaro, 1476—ca. 1490

Tin-glazed earthenware (maiolica), Diam. 187 in.
(47.9 cm)

The Metropolitan Museum of Art, New York, Fletcher
Fund, 1946 (46.85.30)

New York only

4 t the center is a young woman seated

in a landscape, combing the mane
of a unicorn—a white, horselike creature
with a single horn in the middle of its fore-
head— that lies in her lap. According to
legend, derived from late-antique bestiaries,
the fierce unicorn could be tamed only by a
virgin, after which it could be captured; the
deer in the background of this scene allude
to the hunt which is to come.! During the
Middle Ages this legend took on Christian
connotations, so that the unicorn, associated
with purity and self-sacrifice, could be seen as
a Christ-like figure. The maiden, who exem-
plifies chastity, could be compared with the
Virgin Mary. Leonardo da Vinci (1452-1519)
illustrated the theme twice in drawings of
the 1470s.2 Recounting the story in his note-
books, he brought out instead the erotic and
sexual elements in the image: “The unicorn
through its lack of temperance, and because
it does not know how to control itself for the
delight it has for young maidens, forgets its
ferocity and wildness, and laying aside all
fear it goes up to the seated maiden and goes
to sleep in her lap, and in this way the hunt-
ers take it.”? The way in which secular and
religious elements of the legend blended into
the tradition of courtly love is best seen in
two superb series of late fifteenth-century
tapestries, The Hunt of the Unicorn, at The
Cloisters, The Metropolitan Museum of Arrt,
and The Lady and the Unicorn, in the Musée
National du Moyen Age—Thermes et Hotel
de Cluny, Paris.*

On this dish, the story of the maiden and
the unicorn is presented as an allegory of
feminine chastity, a virtue promoted in asso-
ciation with betrothal and marriage.’ A late
fifteenth-century Florentine engraving in
the British Museum likewise links the uni-
corn theme with marriage (fig. 57). It shows
the young woman caressing the unicorn in
her lap as it gazes up at her, enraptured. She
holds in her other hand the collar and chain
from which she has released the animal. Two
shields flanking her have been left blank, to
hold the arms of the families united by mar-
riage. The woman wears northern European
dress with decorative sleeves, one of which
is embroidered with her name, Marietta—a



reference to Marietta Strozzi, of Florence,
who was courted by Bartolomeo Benci in
1464.% A rather different connection between
the unicorn theme and marriage is provided
by Pisanello’s medal of Cecilia Gonzaga, dat-
ing from 1447, which features the lady and
the unicorn in tribute to Cecilia’s chastity as a
nun and “bride of Christ.””

This dish is one of four surviving pieces
from a remarkable set of dining wares made
for Matthias Corvinus, king of Hungary
(r. 1458—90), and his second wife, Beatrice
of Aragon (d. 1508).8 There are two pieces in
the Victoria and Albert Museum, London,
and one in the Phoebe A. Hearst Museum of
Anthropology, at the University of California,
Betkeley.® Two of the four—the present dish
and one of those in London—are painted
with narrative scenes at the center; the
London dish shows boys gathering fruit as
an allegory of Abundance, a theme associ-
ated with marriage and fertility and found in
prints and medieval ivories as well as maio-
lica.!® All four dishes have broad, brightly
colored borders on the front incorporating
the paired arms of Matthias Corvinus, on the
left, and those of his wife, surmounted by a
crown. The couple were married in 1476, but
it cannot be proven that the set was ordered to
commemorate that event. It is likely to have
been created before Matthias’s death in 1490.

Fig. 57. Baccio Baldini (1436—ca. 1487), attrib-
uted to, Emblem of Chastity, ca. 1465—80.
Engraving, Diam. 6 in. (15.3 cm). The British
Museum, London

The set was probably made in Pesaro,
in the Italian Marches, where maiolica of
superb quality was produced in the last
quarter of the fifteenth century.!' Maiolica
sherds with comparable geometric and styl-
ized plant designs have been found there.!?
A document of May 1488 also supports a link
between the Corvinus set and Pesaro, in that
it mentions that an Italian potter from Pesaro
called Francesco di Angelo Benedetti was
then working “in distant parts of Hungary

and elsewhere.”!3 Beatrice of Aragon was the
cousin of Camilla of Aragon, who married
Costanzo Sforza, Lord of Pesaro, in 1475. An
illustrated manuscript commissioned to mark
their wedding shows the same figurative style
as the two surviving narrative scenes on the
set made for Marthias and Beatrice.* The
set constitutes one of the most astonishing
achievements of fifteenth-century Italian
maiolica. DT
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4.Plate with an Allegory of Love

Origin uncertain, perhaps Tuscan, dated 1513 on the
reverse

Tin-glazed earthenware (maiolica), Diam. 16% in.
(42 cm)

Inscribed: 1513 ADI 3 avEZ[T?]0 [0r MAZO)

Musei Civici d’Arte Antica, Bologna (1122)

his damaged but delightful plate is

painted at the center with an encounter
of a young man and woman, with their reti-
nues, at an elaborate, symbolic fountain. The
subject has been interpreted as the Fountain
of Youth,! which was created when the
nymph Juventas was transformed by Jupiter
into a youth-giving fountain. According to
this legend, elderly men and women arrived
at the fountain and threw off their clothes
to bathe, only to emerge rejuvenated, danc-
ing and embracing under the eye of Cupid.
If this is indeed the theme portrayed here,
it is so heavily condensed into a single scene
that it is almost unrecognizable. Like similar
scenes of triumphs on contemporary maiolica
painted in various pottery centers, the ambi-
tious composition (including naked figures
boldly viewed from behind) may depend on
a woodcut, niello, or other print source that
remains to be identified.2

The fountain has a high base, on which
sit two angels playing musical instruments.
They flank a central pedestal on which a
bowl rests, hung with a garland; at the rim of
the bowl, standing back to back, two satyrs
urinate, as part of the play of the fountain.
The pedestal between them, with a knop on
which is a gemlike image of a satyr, supports
two all antica dishes with garlands, two birds
resembling goldfinches, and a central seated
figure. The youths and maidens at the foot of
the fountain are dressed a// antica or are nude,
except for one youth in contemporary dress
on the right, who is viewed from the back
and is apparently dancing to the music of the
angels. Putti lie on the ground, and a satyr
blows a conch. Both retinues carry all antica
standards. On the outer border of the plate,
putti are shown riding leopards amid twist-
ing foliage, accompanied by the same birds
as seen atop the fountain and by hares, hunt-
ing dogs, a fox, a monkey, and cornucopias
bursting with fruit and flowers.

The central scene demonstrates the
Renaissance fascination with table fountains
and perpetual fountains, which is explored
in the dream-romance Hypnerotomachia
Poliphili (Venice, 1499), where elaborate
examples (including a fountain with a uri-
nating Cupid) are illustrated and described
(cat. no. 62).* Urinating putti or cupids are
featured as emblems of fertility on a range
of art objects associated with betrothal and

marriage, including glass cups, birth trays,
and marriage chests (see cat. nos. 69, 72;
fig. 54)°> The same imagery appears even
more explicitly in Lorenzo Lotto’s Venus and
Cupid of the late 1520s (cat. no. 148), in which
Cupid directs a stream of urine through a
myrtle wreath into the lap of the naked Venus
reclining at his feet. Why satyrs—associated
with lust and sexual license—appear on this
plate in the place of putti is not clear, but
they make the sexual allusion more explicit.
The iconography of a meeting at a fountain is
also explicitly associated with marriage and
fertility on the famous Barovier Cup (Museo
dell’Arte Vetrario, Murano), a glass “betrothal
cup” of about 1460—70 on which are painted
a cavalcade of women and the Fountain of
Youth—and of Love—in which they bathe.®
Young women bathing are painted on a
sumptuous Gubbio lustered plate (Wallace
Collection, London), dated 1525: sensuous
nude women wearing coral charms associ-
ated with fertility enjoy an open pool in a
landscape.” The Wallace plate also features
cornucopias, emblematic of fertility and fruit-
fulness, on the border and on the reverse.
This plate is precisely dated on the reverse,
although the month given is not easy to read:
ISI3 ADI 3 AVEZ[T?]0, or MaZ0, which could
denote the third day of August, March, or
even May. The plate resists attribution. On
stylistic grounds it has long been deemed
a product of Cafaggiolo, in Tuscany? but
recent excavations at the workshop there
indicate that Cafaggiolo wares were marked,
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and thus it is no longer possible to assign
pieces to this center simply because they can-
not easily be placed elsewhere.” In form and
in the foliate design on the back, this plate
bears a slight resemblance to a plate with
Lapiths and Centaurs (Fitzwilliam Museum,
Cambridge)'® which is attributed to the
Vulcan Painter, so called after a plate of that
subject in the Victoria and Albert Museum,
London. He is traditionally thought to have
worked in Cafaggiolo in the first decades of
the sixteenth century, although none of his
pieces are marked for the workshop there.M
On balance, however, the Bolognese plate
cannot be given to this painter, and its attri-
bution remains uncertain.
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5. Bowl with the Arms and Devices
of Pope Leo X and of Families
Allied by Marriage with the Medici

Tuscany, Montelupo, possibly Sartori workshop,
1513—21

Tin-glazed earthenware (maiolica), H. 8% in.

(20.5 cm), Diam. 142 in. (36.8 cm)

Inscribed: SENPUR; SUAVE; DIVINA PONTETIA; SUMUS
VIVIMUS; RENOVABITUR

The British Museum, London (1855.1201.76)

his impressive bowl is painted with the

arms and devices of the Medici pope
Leo X, who ruled from 1513 to 1521. In the
well are the Medici arms with a lion’s mask
at the top, referring to Leo, as well as the
papal tiara and crossed keys (the latter are
symbolic of the powers granted by Christ
to Saint Peter and his successors). Four of
Leo’s devices, or imprese, are painted on the
inside. These are a diamond ring and three
ostrich feathers with the inscription sevpPEr
(always); a yoke with a scroll reading svave
(gentle) and Drvina PONTETIA (perhaps a
mistranscription by the maiolica painter,
with a play on the pope’s Latin title, Pontifex
maximus, and the Latin potentia, “power”); a
wheel with a nail through it and the words
sumMus vivimus (we are, we live); and a
spread eagle with the phrase RENOVABITUR
(it will be renewed).! The first two of these
mottoes were widely used as Leo’s personal
devices, whereas the last two, with their bib-
lical quotations, emphasized Leo’s authority
and power as pope, as well as his standing
within the revived Medici family following
their return to Florence in 1512. The bowl
combines these devices with Leo’s arms in a
way that suggests the bowl was likely to have
been a personal commission, perhaps from ot
for Leo himself.

The theme of the decoration on the
outside of the bowl is marriage. Here the
Medici arms appear three times, supported
by putti who bear flaming torches, emblem
of Hymen, the ancient Roman god of mar-
riage. The Medici arms alternate with those
of the three principal Roman and Florentine
families with which the Medici allied them-
selves by marriage. The Orsini arms recall

the marriage of Leo’s mother, Clarice Orsini,
to Lorenzo de’ Medici (the Magnificent)
in 1469 and that of Leo’s brother Piero to
Alfonsina Orsini in 1487. The Strozzi arms
point to the marriage of Leo’s niece, Clarice,
to Filippo Strozzi in 1508. The Salviati arms
recall the marriage of Leo’s sister, Lucrezia,
to Jacopo Salviati in 1488 and that of their
daughter, Maria Salviati, to Giovanni dalle
Bande Nere in 1516. It was through this last
mentioned marriage that the two branches
of the Medici were finally reunited; from
1537, Maria and Giovanni’s son was to rule
Florence as Cosimo I de’ Medici. Given that
the marriage of Maria Salviati and Giovanni
dalle Bande Nere is the only one of those
referred to on the bow!l which occurred dur-
ing Leo’s pontificate, that alliance is likely
the one that the bowl commemorated. The
marriage carried special significance in the
revival of Medici family fortunes: the ico-
nography of the bowl makes this clear in
situating the marriage within the network of
Medici power in Rome and Florence.

Bowls of similar form are sometimes
painted with designs or inscriptions associ-
ated with betrothal and marriage. Two in
the Fitzwilliam Museum, Cambridge, are
painted with women’s heads and inscriptions
in tribute of named women: DIAMANTTE
BELLA (beautiful Diamantte) and vi/NJCEN-
214 BELLA (beautiful Vincenzia). Another
bowl, also in the Fitzwilliam Museum,
bears the Medici arms surrounded by paired

cornucopias—emblems of fruitfulness and
procreation.?

The bowl is not marked for a particular
town or workshop, but has formerly been
attributed to a workshop attached to the
Medici villa at Cafaggiolo, in Tuscany.*
However, the form, known as a rinfresca-
toio (the bowl was used for washing fruit
or cooling wine flasks or glasses), is typical
of the Tuscan pottery town of Montelupo.
Documents and local finds demonstrate that
Montelupo workshops supplied dining wares
for Florentine patricians and members of the
papal curia during Leo X’s pontificate, such
as Cardinal Lorenzo Pucci, from about 1513
to 1520.° Foremost among these workshops
was that of Lorenzo di Pietro Sartori,” who
supplied dining wares for Clarice Strozzi
de’ Medici in 15188 The present bowl was
almost certainly made in Montelupo, possi-
bly in the Sartori workshop. DT

1. T. Wilson 1984; D. Thornton and T. Wilson
2009, no. 130.

2. T. Wilson 1984; D. Thornton and T. Wilson
2009, no. 130.

Poole 1995, nos. 176, 190.

. Fortnum 1873, p. 93; Rackham 1940, p. 105;
Cora and Fanfani 1982, no. 24; T. Wilson
1984, pp. 433—36.

5. Poole 1995, p. 131; F. Berti 1997-2003, vol. 2,

forms 87, 88.

Spallanzani 1999; F. Berti 2002, no. 48.

7. F. Berti 1997-2003, vol. 4, pp. 537-57.
8. Spallanzani 1984; F. Berti 2002, p. 202.
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6. Roundel with Mock Triumph of
Love

Perhaps Castel Durante or elsewhere in the Marches,
ca. I510-20

Tin-glazed earthenware (maiolica), Diam. 8% in.
(22.2 cm)

The Metropolitan Museum of Art, New York, Robert
Lehman Collection, 1975 (1975.1.1025)

he curious scene is arranged as a gro-

tesque composition in which the ele-
ments are linked by cornucopias and looped
strings of beads. At the center ayoung woman,
taken captive by putti, sits in a triumphal car.
Her arms are bound and her hair is being
pulled by another young woman standing on
the back of the car. On the front of the car is
a classical column with a bound male figure
in all antica armor. Projecting forward from
the column, as if from the prow of a ship, is a
blindfolded Cupid with his bow. Behind the
car walk a dwarf and a satyr holding a jester’s
staff, which has a mask at one end. In the
foreground are a snail, a snake, a tortoise, a
toad, and a swan.!

Triumphal imagery was an integral part of
celebrating dynastic marriages: the marriage
of Lucrezia d’Este to Annibale Bentivoglio,
in Bologna in 1487, was accompanied by a
staging of the Battle between Chastity and
Matrimony, featuring specially designed and
decorated triumphal cars.?2 (For a depiction

of the Combat of Love and Chastity, see
cat. no. 137a.) The caricature-like style and
comic, grotesque details on this plaque sug-
gest that it is intended to be read as a mock
triumph of love, showing the young couple
as victims of carnal passion. The mood is one
of playful burlesque, reminiscent of the com-
edies and spectacles put on at contemporary
carnivals.?

The painter of this roundel is probably
also the painter of two plates in the Victoria
and Albert Museum, London, with closely
comparable imagery arranged as symmetri-
cal grotesque compositions.® He has in the
past been identified with the painter known
as Giovanni Maria of Castel Durante, who
signed a superb and sophisticated plate
of 1508 bearing the arms of Pope Julius II
(r. 1503-13)° and to whom were formerly
attributed works sharing this roundel’s use
of grotesques incorporating putti. The latter
now appear unrelated to the signed Julius II
plate. Moreover, their great variation in
quality suggests that they are the work of
several hands, making it hazardous to attri-
bute them to Castel Durante, let alone to the
same workshop there.®

DT

1. Rasmussen 1989, pp. 106—9, no. 64.
2. Syson and D. Thornton 2001, p. 66.
3. Raggio 1956, p. 189; Rasmussen 1989, p. 106,
no. 64; Chambers and Pullan 1992, pp. 380-82.
. Rackham 1940, nos. 525, 526.
Rasmussen 1989, pp. 100—104, no. 62.
6. Poole 1995, no. 364.
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7. Low-Footed Dish with Lovers
Embracing in a Pastoral Landscape

Gubbio, workshop of Maestro Giorgio Andrecli,

ca. 1524—27

Tin-glazed earthenware (maiolica) with luster,

Diam. 10 in. (25.3 cm)

The Metropolitan Museum of Art, New York, Robert
Lehman Collection, 1975 (1975.1.1088)

New York only

he subject of this delightful bowl

(coppa), with its central erotic scene,
remains mysterious. It has plausibly been
suggested that the composition represents an
episode from Ariosto’s epic poem, Orlando
Furioso (1516), in which the lovers Angelica
and Medoro consummate their marriage in
a month-long “honeymoon.” An alternative,
less likely hypothesis is that the bowl depicts
the love of Paris, in the guise of a cowherd,
and Oenone, from Ovid’s Heroides, though
the smartly actired youth is overdressed for
the part.? In either case, the other figures,
a woman washing clothes in a stream and
another woman following a prancing horse,
appear incidental to the story.

The lyrical painting style is close to the
manner of the greatest of all maiolica paint-
ers, Nicola da Urbino, as seen in his work of
the mid-1520s (the luster would have been
added in the wotkshop of Maestro Giorgio
Andreoli in Gubbio). However, this dish
seems to be the work of another painter, prob-
ably working in Maestro Giorgio’s workshop,
to whom a number of other lustered pieces
dated between 1524 and 1527 have recently
been attributed.® Closest to this piece is a



plate with the Rape of Europa (Fitzwilliam
Museum, Cambridge), which is dated 1524 in
luster on the reverse and may have been both
painted and lustered in Gubbio.# Also closely
comparable is a lustered coppa (Ashmolean
Museum, Oxford) with the Beheading of
Saint John the Baptist and a grotesque bor-
der; it is inscribed for Maestro Giorgio’s
workshop and dated 1526 in luster on the
reverse.® The present bowl offers the painter’s
most beautiful and atmospheric landscape,
viewed at sunset. DT

1. Rasmussen 1989, p. 116, no. 69; Ariosto,
Orlando Furioso, 1976 (ed.), vol. 1, p. 460
(book 19, vv. 33-34).

2. Rasmussen 1989, p. 116.

3. Poole 1995, p. 311; T. Wilson 1996b,
pp- 317-18; D. Thornton and T. Wilson 2009,
no. 31s.

4. Poole 1995, no. 378.

5. T. Wilson 1989a, no. 11.

SELECTED REFERENCES: Rasmussen 1989,

pp- 116-18; no. 69; T. Wilson 1989a, under no. 11;
Poole 1995, p. 311; T. Wilson 1996b, pp. 317-18;
D. Thornton and T. Wilson 2009, under no. 315

8. Dish with Scene of Christ at
Supper with Simon the Pharisee and
with the Arms of Orsini Impaling
della Rovere

Urbino, circle of Nicola da Urbino, lustered in the
workshop of Maestro Giorgio Andreoli in Gubbio,
inscribed and dated 1528 on the reverse

Tin-glazed earthenware (maiolica) with luster,

Diam. 18% in. (46,5 cm)

'The Metropolitan Museum of Art, New York, Robert
Lehman Collection, 1975 (1975.1.1103)

n the biblical scene depicted here, Mary

Magdalen dries Christ’s feet at supper
with her hair, prior to anointing them (Luke
7:36—50). The composition is adapted from
Marcantonio Raimondi’s engraving of the
subject,! which was well known to and fre-
quently employed by Renaissance maiolica
painters. The beautiful grotesque border
with interlaced dolphins, tritons, and drag-
ons, and with putti scrambling up cornuco-
pias, incorporates on either side the arms of
Orsini impaling della Rovere. These record
the marriage in 1506 of Felice della Rovere
(ca. 1483~1536), the illegitimate daughter of
the della Rovere pope Julius II (r. 1503-13),
to Giangiordano Orsini, Lord of Bracciano,
who died in 1517. Felice used these arms as
a widow until her death, and this beautiful
plate may have been a present in her widow-
hood from her cousin in Urbino, Francesco
Maria I della Rovere.?

In the 15205 sets of maiolica dining
wares seem to have been considered appro-
priate presents for noble widows; a marvel-
ous set was made by Nicola da Urbino in
1524—55 for the widowed Isabella d’Este

(1474-1539), Marchioness of Mantua.? Such
maiolica wares were thought suitable for a
widow, at least in some circles, even earlier,
at the beginning of the sixteenth century.
A fascinating letter of 1501 describes how
the widowed Lucrezia Borgia (1480-1519)
was abandoning her mourning for her sec-
ond husband, Alfonso, Duke of Bisceglie:
“Up to now Donna Lucretia, according to
Spanish usage, has eaten from earthenware
and maiolica [i.e., lustered pottery]. Now she
has begun to eat from silver as if almost no
longer a widow.™

This dish—particularly in the style of
the grotesque border—is closely related to
one depicting Mary Magdalen and Martha
(Wallace Collection, London) and to another
with Apollo and Marsyas (British Museum,
London). Both are unlustered and have
similar grotesque borders; though neither is
inscribed, they can be attributed to Urbino,
to a close follower of Nicola da Urbino, and
dated about 1525—30.° DT

1. Bartsch x1v.23.

2. G. C. Carli, “Sulle pitture in majolica,”
1988—89 (ed.), pp. 619—20, n. 26; Rasmussen
1989, p. 206, no. 124; Mattei and Cecchetti
1995, p. 102, pl. 1x; Busti and Cocchi 2004,
no. 62.

3. Mallet 1981, p. 165; Palvarini Gobio Casali
1987, pp. 180-92, nn. 27, 29, for documents
of 1523 and 1524; Rasmussen 1989, pp. 110-14,
nos. 66, 67; Ravanelli Guidotti 1991;

T. Wilson 1993, p. 192; Syson and D.
Thornton 2001, pp. 223—28.

4. Quoted in Bradford 2005, p. 108.

5. Norman 1976, no. c41; D. Thornton and
T. Wilson 2009, no. 150.
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“BELLE DONNE,” FACING COUPLES, AND “FEDE”

9. Bowl with Bust of a Woman and
Trophy Ornament

Gubbio, workshop of Maestro Giorgio Andreoli,

ca. 1519

Tin-glazed earthenware (maiolica) with luster,

Diam. 10% in. (25.8 cm)

Inscribed: PULISENA.B. [ELLA]

The Metropolitan Museum of Art, New York, Robert
Lehman Collection, 1975 (1975.1.1085)

his bowl is the earliest in a group of

pieces in this publication which are tra-
ditionally known as belle donne (beautiful
women). The group comprises a category of
maiolica dishes bearing female heads, accom-
panied by a label with a name and an epithet,
such as bella (beautiful), diva (divine), unica
(unique), or pulita (chaste). More rarely, a
woman’s name is accompanied by a man’s,
as on a Deruta plate (Museo Regionale
della Ceramica di Deruta) inscribed orez14
B[ELLA] E MoMoLO suo SERvO (beautiful
Orelia and Momolo her servant) and a Deruta
plate (Musée National de la Renaissance,
Fcouen) inscribed 14 GIOVANNA BELLA DI
BELARDINO BEL[L]o (beautiful Giovanna
the beloved of handsome Belardino).! These
pieces were made in a number of pottery-
producing centers and have been classed
since the eighteenth century as coppe ama-
torie, or love gifts, presented by a man to
his betrothed.? Their interpretation contin-
ues to intrigue collectors and scholars. The
heads are usually stereotyped and stylized
so as to make it hazardous to view them as
portraits, but the names are thought to be
those of real women to whom the pieces were
given as flattering tributes. A poem written
by Andreano da Concole in 1557, addressed
to a potter of Deruta, praises the women of
his native city of Todi, making explicit the
link between living women and female heads
on maiolica, and suggesting that belle donne
should be viewed within the literary tradi-
tion of extolling local beauties, which was
well established in different regions of Italy
from the late fifteenth century.? The names
featured on belle donne often appear fanci-
fully classical or literary, recalling those in
contemporary sonnets.! High-flown clas-
sicizing names derived from the names of
heroes and heroines of antiquity were, how-
ever, fashionable in the late fifteenth and
early sixteenth centuries at a certain level
of society. A famous Roman courtesan was
called Imperia, and noblewomen named in

the antique manner are listed in poems of
the 1530s in praise of Neapolitan beauties:
Lucrezia Carafa, Cornelia Marramau, and
Faustina Scaglione.’

The name Pulisena, in the inscription

PULISENA.B.[ELrL4]  (beautiful Pulisena)
encircling the profile of the young woman
in this beautifully lustered bowl, is a good
example of a classicizing name on belle
donne maiolica. It is an Italian version of
Polyxena, the name of the daughter of King
Priam of Troy who was sacrificed to appease
the ghost of Achilles, as related in Ovid’s
Metamorphoses® The name suggests a certain
level of literary and classical culture within
a social elite. Famous women from the
Veneto with this name, for example, include
the daughter of the well-known mercenary
captain Erasmo Gattamelata of Padua, who
is commemorated on a fifteenth-century
medal, hailing her as 14 BEr4 PULIZENA
(beautiful Pulisena) in the manner of the
inscription on a bella donna maiolica dish.”
Another illustrious woman of this name in
the Veneto was the singer Pulisena Pecorina,
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who was a leading figure in the musical life
of Venice in the 1530s.8

On the border, painted in blue with
touches of green and heightened with red
and golden luster, are four grotesque monsters
whose wings support roundels containing
military trophies. Around the well is a spiral-
ing pattern in golden luster, in imitation of
embossed designs known as gadroons in the
well of silver dishes.

The bowl is not marked on the reverse.
It has been identified, however, as one of a
group of bowls with busts and trophies in the
antique manner, most of which are dated 1519
and one of which is inscribed for Maestro
Giorgio Andreoli’s workshop in Gubbio.?
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1. Busti and Cocchi 2001, no. 8, for the plate
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Toderi and Vannel 2000, vol. 2, p. 89,
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8. Chambers and Pullan 1992, pp. 38283, doc.
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9. Rasmussen 1989, p. 186; D. Thornton and
T. Wilson 2009, no. 295. One of the related
pieces is also in the Metropolitan Museum
(Rasmussen 1989, p. 184, no. 111). Until
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Schlossmuseum, Berlin. Only three sur-
vived the Second World War; today they are
in the Kunstgewerbemuseum, Berlin. See
Hausmann 1972, nos. 162—64.
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10. Bowl with Bust of a Woman and
Trophy Ornament

Gubbio, workshop of Maestro Giorgio Andreoli,

ca. 1518-20

Tin-glazed earthenware (maiolica) with luster, Diam.
10% in. (26.1 cm)

[nscribed: ONESTA. PASSA.ONE.BE[LLE]ZA

‘The Metropolitan Museum of Art, New York, Robert
Lehman Collection, 1975 (1975.1.1077)

his bella donna bowl (see cat. no. 9) is

decorated at the center with the profile
bust of a woman painted in blue and green
and in golden luster on a red-lustered ground.
Above her head is a scroll with the moraliz-
ing inscription. ONESTA. PASSA.ONE.BE[LLE]ZA
(integrity surpasses all beauty). Here, in com-
bination with a woman’s profile, the phrase
alludes to chastity, the only virtue it was
thought a woman could truly attain! and the
feminine attribute that was most often cele-
brated in art objects associated with betrothal
and marriage. The inscription can be com-
pared with that on another dish with the bust
ofawoman (Musée National dela Céramique,
Sévres), inscribed ONESTA FA BELLEZZA, or
“integrity makes beauty,” in which the woman

T
T,

SN

is presented as exemplifying the virtue of
onesta.” It is also comparable to the inscrip-
tion ONESSTA FA BELLA DONNA (integrity
makes a beautiful woman) on a wood coffret
(cat. no. 40; fig. s1). According to Neoplatonic
theory, beauty was a mirror or sign of good-
ness within, so that in praising a woman’s
beauty one by implication paid tribute to the
virtue which it made visible.?

The border combines cornucopias, as
emblems of abundance and fertility, with
masks and trophies in golden and red luster.
This combination of motifs is often found
on belle donne bowls produced in Maestro
Giorgio Andreoli’s workshop in Gubbio and
dated 1518 and 1519.% DT

-

D. Thornton 1997, p. 97.

2. Giacomotti 1974, no. 8o1; Ajmar-Wollheim
and D. Thornton 1998, p. 14s.

3. Busti and Cocchi 2001, pp. 30, 114, no. 45;
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Car. 11

11. Bowl with Bust of a Woman and
Trophy Ornament

Gubbio, workshop of Maestro Giorgio Andreoli, here
attributed to the Painter of the Judgment of Paris,
dated 1522

Tin-glazed earthenware (maiolica) with luster, Diam.
814 in. (20.9 cm)

Inscribed on back: 1522

The Metropolitan Museum of Art, New York, Robert
Lehman Collection, 1975 (1975.1.1104)

t the center, framed by curving, golden-

lustered dolphins, is the three-quarter-
profile bust of a young woman. She wears a
low-cut dress with detached sleeves over an
undershirt; a coral necklace; and, covering
her hair, a soft, silk hat with a central jewel.
She is painted against a deep-red-lustered
ground, the red being picked up again in
plant tendrils, beads, and fluttering ribbons
in the trophy ornament on the border. The
bowl is inscribed 1522 on the back, in luster.!
It is a bella donna (beautiful woman) dish
(see cat. no. 9).

This delicate bowl is outstanding for its
thinness and brilliant use of luster, making it
appear to be made of precious metal. It is also
notable for its sinuous, sensuous design and

fine drawing. It can be compared with lus-
tered bowls with busts of saints outlined and
shaded in blue and framed by grotesques:
three such bowls (Ashmolean Museum,
Oxford; Wernher Collection, Ranger’s
House, London; private collection, Paris)
are dated 1520 on the reverse and a fourth,
in the Metropolitan Museum, is undated.?
The painter can be identified as the painter
of a famous plate with the Judgment of Paris
(Collection Dutuit, Musée du Petit Palais,
Paris), which is inscribed on the back, in
blue, M0 GIORGIO 1520 4 DI 2 DE OCTO-
BRE B.D.S.R INGUBIO (Maestro Giorgio,
October 2, 1520, BDSR in Gubbio), proving
that the piece was both painted and lustered
in Maestro Giorgio Andreoli’s workshop in
Gubbio.3

Maestro Giorgio Andreoli was one of the
most successful Renaissance potters.* His
workshop specialized in the application of
golden- or red-luster finishes to twice-fired
maiolica pieces, which required a third fir-
ing (see also cat. nos. 7-10, 153, 24, 79). The
importance of his business to the Gubbio
economy was recognised by a grant of
citizenship and exemption from taxes by
Guidobaldo I, Duke of Urbino. In 1519 a
papal brief described Maestro Giorgio as “an
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excellent master without rival in the art of
lustred pottery, whose work brings honour
to the city, lord and people of Gubbio in all
the nations to which the pottery of his work-
shop is exported, as well as the great income
it brings in customs dues.”® The Judgment
of Paris painter seems to have been the most
important painter in the workshop between
about 1518 and 1522, judging by pieces attrib-
uted to him. For the work of this painter, see
also catalogue number 24.
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phy in Bojani 2002.

5. Vanzolini 1879, vol. 2, p. 245, trans. in
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12. Low-Footed Bowl with Bust of a
Wornan

Urbino or Castel Durante, ca. 1530

Tin-glazed earthenware (maiolica), Diam. 8% in.
(215 cm)

Inscribed: £7vi4 BELLA

The Metropolitan Museum of Art, New York, Robert
Lehman Collection, 1975 (1975.1.1084)

his footed bowl (cappa) belongs to a cat-

egory of maiolica dishes known as belle
donne (beautiful women). The dishes are
painted with women’s heads and names and
with admiring epithets (see the essay by Luke
Syson in this volume; see also cat. nos. 9~11).
"The bella donna bowl here is painted with a
three-quarter bust of a young woman, who
looks out at the viewer with an animated
expression. This and the way in which her hat
is truncated by the edge of the bowl add to the
sense of freshness and immediacy.! Around
her head is a fluttering scroll inscribed £7vi4
BELLA (beautiful Livia)? She wears a scufia,
or cap, with a jewel centered above the fore-
head, of a type fashionable between about
1515 and 1545.% Livia’s cap appears to be made
of silk velvet. A necklace of black cord, which
probably holds a pendant, is stuffed into her
bodice.

This coppa is one of a group of belle donne
bowls probably painted in Utbino or Castel
Durante, includingoneinscribed £2754BE7T4
BELLA (Kunstgewerbemuseum, Frankfurt),
another inscribed caTERINA BELL[4] (for-
merly Adda collection, Paris; present location

unknown), and a third inscribed zucHINA
(Museo Civico, Arezzo).* They can be com-
pared to a larger group of ten lustered bowls
with belle, including one inscribed 4vr4
BELLA (British Museum, London), dated 1531,
and marked for Maestro Giorgio Andreoli’s
workshop in Gubbio. The British Museum
coppa, which shows Aura wearing a cap iden-
tical to the one depicted here, provides useful
confirmation of the dating for this bowl.>
DT
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p- 145, fig. 7.

2. Rasmussen 1989, pp. 120~21, no. 71.
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134, b. Pair of Low-Footed Bowls
with Profile Busts of a Couple

Urbino or Castel Durante, dated 1524

Tin-glazed earthenware (maiolica), Silvia:

Diam. 8% in. (21 cm); Lutio: Diam. 8% in. (21.3 cm);
Inscribed: s7LviA DIVA 1524; LUTIO I524

(Silvia) Private collection, Germany

(Lutio) The British Museum, London (AF 3318)

n one footed bowl (cappa) is the profile
bust of a young man facing left. He
has an embroidered shirt collar and wears a
broad hat over a separate cap, of a kind seen
on contemporary medals.! The bust is accom-
panied by a scroll reading tu770 1524. On
the other bowl is the profile bust of a young
woman facing right, with the legend srzvia
p1v4 [divine Silvia] 1524. The woman’s shirt,
like the man’s, has a smocked collar, and the
two pieces share the same script and date. It
has therefore been suggested that the images
were intended to be viewed as a couple fac-
ing each other, as they would when the bowls
were displayed on a buffet.? The bowls in the
maiolica tradition to which these two belong
usually feature medal-like busts of famous
heroes and heroines, or characters from his-
tory and romance (compare cat. no. 14a, b).
The meticulously represented contemporary
dress, the contemporary names, and the
identical date make this pair stand out. These
variations from the rule suggest that the fig-
ures may have been intended as representa-
tions of a living couple.
There is only one surviving coppa (Victoria
and Albert Museum, London), depicting a

:{e) ART AND LOVE IN RENAISSANCE ITALY

man and inscribed rAMAzOTTA, Which is
comparable to the Lutio and Silvia bowls in
its departure from the norm. Here, too, the
man is shown in contemporary dress rather
than as a classical or literary hero. On the bor-
der, the name of a woman, Camilla, is writ-
ten as if on a sheet of music. The portrait on
the bowl is considered to be the portrait of an
actual person, either Armaciotto Ramazotto
or Melchiorre Ramazotto, Bolognese merce-
nary soldiers who served in the papal forces
in the sixteenth century.? The likelihood that
the “Ramazotta” on the bowl was indeed
a real person, and “Camilla” his lover or
betrothed, strengthens the hypothesis that
Luzio and Silvia were a real rather than a
mythical couple.* DT

1. Hill 1930, no. 626.

2. D. Thornton and T. Wilson 2009, no. 203.
3. Rackham 1940, no. 557.

4. D. Thornton and T. Wilson 2009, no. 203.

SELECTED REFERENCE: D. Thornton and
T. Wilson 2009, no. 203



144, b. Pair of Low- Footed Bowls
with Busts of Ruggieri and Filomena

Urbino or Castel Durante, ca. 1520—25

Tin-glazed earthenware (maiolica), Ruggieri: Diam.
8% in. (21 cm); Filomena: Diam. 83 in. (21.3 cm)
Inscribed: RUGIERI; PHILOMENA

The Metropolitan Museum of Art, New York,

J. Pierpont Morgan Gift, by exchange, 1965 (65.6.7);
Gift of J. Pierpont Morgan, 1965 (65.6.8)

he pair of bowls are part of a large series

of footed bowls (cappe), made for an as
yet unidentified patron, which have beauti-
fully painted busts of illustrious heroes and
heroines, both ancient and modern. The
series forms one of the most striking sets
of maiolica to have survived from the early
1520s. All the busts are presented in the same
way, with helmets in the classical style, remi-
niscent of busts on ancient coin portraits
or contemporary medals allantica (in the
ancient manner). It has recently been proposed
that six other coppe with women’s heads, and
eleven with men’s heads, are part of this series.!
Formerly, in the early twentieth century, the
Metropolitan’s pair were together in the same
collection, in Berlin.?

The quality of the painting on all the
pieces has long been admired. The set
has been attributed to the greatest of all
Renaissance maiolica painters, Nicola da
Urbino, or to the excellent painter known
as Giovanni Maria from his inscription on
a 1508 Castel Durante bowl in the Lehman
Collection, at the Metropolitan Museum.?

Neither of these attributions now appears
to hold, which makes it difficult to nar-
row down the place of production to either
Urbino or Castel Durante.* The bowl can be
dated by comparison of the busts with simi-
lar busts on closely related maiolica dishes,
such as the pair in catalogue numbers 13a, b,
which are dated 1524. DT

1. For a list of all the pieces in the series and their
locations, see D. Thornton and T. Wilson
2009, NO. 204.

2. Falke 1925, pl. xv111, nos. 82, 83; Rasmussen
1989, p. 105, 1. 5.

3. For these attributions and comments, see
Falke 1917, cols. 13—15; Rackham 1940, p. 182;
Hausmann 1972, p. 259; Rasmussen 1989,
pp. 100—104, no. 62.

4. T. Wilson 2003b; D. Thornton and T. Wilson
2009, no. 204.

SELECTED REFERENCES: Falke 1925, pl. xv,
nos. 82, 83; Rasmussen 1989, pp. 104, 105, n. 5,
App. 1, p. 245, nos. 635, 63.6; D. Thornton and
T. Wilson 2009, under no. 204
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15a. Ewer with Profile Busts of a Man
and a Woman

Gubbio, possibly workshop of Maestro Giorgio
Andreoli, ca. 1520

Tin-glazed earthenware (maiolica) with luster,

H. 7% in. (18.4 cm)

The Metropolitan Museum of Art, New York, Gift of
V. Everit Macy, in memory of his wife, Edith Carpen-
ter Macy, 1927 (27.97.39)

15b. Basin with Profile Busts of a
Man and a Woman

Deruta, ca. 1500

Tin-glazed earthenware (maiolica) with luster, Diam.
12 in. (30,5 cm)

Inscribed: FIDES O[M]NI1A; LORE[NZO]; CESERA

The Metropolitan Museum of Art, New York, The
Friedsam Collection, Bequest of Michael Friedsam,
1931 (32.100.364)

wers and basins would have been used

for hand washing after meals as a polite
ceremonial. Writing in 1465, the architect
Filarete (ca. 1400—ca. 1469) described life
in an ideal town, where the lord in his ideal
palace “ordered water to be brought for our
hands. Three young unmarried girls came in
with three youths; they looked like angels.
The gitls were dressed in white with garlands
of different flowers on their heads. Each had

over her arm a white towel so that it floated in

the breeze when the arm moved a little. Each
had a silver basin and a ewer in the other.™
The water might be scented with rose petals
or other additions, and the cloths for drying
the hands were made of fine linen, worn over
the shoulder by a servant. Early ewers and
basins, made in matching sets, were of sil-
ver or bronze, but maiolica versions known
as bacili da acquareccia came into use in the
late fifteenth century, though the basins were
often (like the one here) too shallow to be
practical, and the sets must have had sym-
bolic value.

The ewer (cat. no. 15a) is painted in lus-
ter with two shields beneath the spout: the
shield on the left contains the profile bust of
a’young man, wearing a cap over an underhat
fitting close to his head (compare cat. no. 13b),
and the shield on the right contains the pro-
file bust of a young woman wearing a coaz-
zone, or snood, to cover her hair (compare
cat. no. 16). The shields are surrounded by
dolphin-headed grotesques on a blue ground,
and the designs and busts are heightened with
touches of red luster.2 The ewer was made to
accompany a ewer stand or dish, which, like
catalogue number 15b, would have had a cen-
tral ring to hold the foot of the ewer in place.
Although ewers were more liable than basins
to breakage and rarely survive, in the case
of catalogue number 15a, it is the matching
basin that is now lost. Two golden-lustered
ewers in the British Museum, London, and
four other examples in the Louvre, Paris, can

-

Cat. 152, view 2
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Cat. 153, view 1

all be dated about 1500—40 and attributed,
on account of the their form and similar lus-
tered decoration, to Deruta.3

This ewer may be an early piece from
the workshop of Maestro Giorgio Andreoli
in Gubbio, made at a time when Derutese
forms and designs were strongly influential
there (for Maestro Giorgio, see cat. nos. 7-11,
15, 24, 79). Giorgio Andreoli and his brother
Salimbene contracted with a Gubbio mas-
ter potter, Giacomo di Paoluccio, in 1495 to
produce 2,500 pieces of pottery—including



luster—in collaboration.* Their eatly pieces
probably resembled Deruta types, except
for being finished in the rich red luster
that came to characterize Gubbio wares.’
Giorgio Andreoli quickly took over Giacomo
di Paoluccio’s role as the leading potter in
Gubbio. Documents prove that potters from
Deruta and, from the 1520s, Castel Durante
and Urbino worked for the Andreoli.®

The dolphin-headed grotesques on a bright
blue ground, the use of golden-luster paint-
ing with touches of bright red luster, and the
finely detailed figurative painting all recall
products dated and/or inscribed for Maestro
Giorgio’s workshop in the period between
1518 and 1522. A good comparison for the gro-
tesques, palette, and use of luster is a plate in
the Louvre dated 1518/1519, which is among
the first pieces marked for Maestro Giorgio’s
workshop.” The paired heads of the couple in
matching shields, and their mutual gaze, are
typical of objects which, through their imag-
ery, can be tentatively associated with betrothal
and marriage. They recall the paired portraits
painted on panel that are discussed later in
this volume (see cat. nos. 120-122).

This basin (cat. no. 15b) is decorated in
golden luster, so as to imitate silver-gilt ves-
sels in a relatively inexpensive way. Luster
was a particular specialty of the pottery-
producing town of Deruta, a few miles south
of Perugia: this type of basin and ewer, fin-
ished in luster, was a characteristic Deruta
product in the early sixteenth century?®

Many such Deruta lustered basins feature a
woman’s profile at the center, which is indic-
ative of their original role as suitable gifts
between women. Margherita, the wife of
Francesco Datini of Prato (d. 1410), planned
to take “a bowl and ewer, such as is customary
to give to girls” to the birthday party of one
of her friend’s daughters. The Datini version
was likely to have been made of silver or brass,
given the date, but the later maiolica versions
may also have been exchanged as gifts.

The inscriptions and iconography on this
basin indicate that it was probably made
(with its now missing ewer) in association
with a betrothal or wedding. In the cen-
tral roundel are the halflength busts of a
young couple seen in profile. Around them
is the inscription, written in luster, FIDES
o[Mm]Ni4, for Fides omnia vincit, or “Faith
conquers all.” Here the word fides refers to
the moral contract entered into at betrothal
and marriage. In the well are four roundels:
two with arms that have been associated
with the Orsini family of Perugia; one, on
the left, with the young man again in pro-
file, inscribed in luster LorE/Nz0]; and one,
on the right, with the young woman, labeled
cESERA. The names are probably those of a
real couple, though the idealized profiles

cannot be regarded as portraits. Between
the roundels are stylized flowers and leaf
sprays; on the rim is a repeating leaf pattern.
The placement of the profiles on the border,
together with the family arms, makes it more
likely that the basin was a presentation piece.
In the case of an intimate gift, the foot of
the ewer would have covered a central “por-
trait” on the basin, which would have been
revealed only to the recipient.

An unlustered Deruta basin of similar
type and date (Corcoran Gallery of Arg,
Washington, D.C.) lacks the busts and names
of this example, but has in two of the roun-
dels on its rim a dog, a traditional symbol of
fidelity. It also has an inscription around the
central ring reading SOGIE TOVESERO PER-
rrEIvivo EPoLAMORTE (I will be subject to
you as long as I live and even after death).
"The inscriptions on such pieces often contain
misspellings, suggesting that the maiolica
painter or lusterer was probably functionally
illiterate.1° DT

1. Quoted in P. Thornton 1991, p. 244.

2. Poole 1995, p. 168.

3. D. Thornton and T. Wilson 2009, nos. 283,
284; Giacomotti 1974, nos. 620—29.

4. Biganti 1987, p. 213; Fiocco and Gherardi
1996; Biganti 2002, pp. 32-33.

5. Sannipoli 2004, pp. 55-63.

6. Fiocco and Gherardi 1995, pp. 35—-40; Fiocco
and Gherardi 1996; Fiocco and Gherardi 1998;
Fiocco and Gherardi 2002; T. Wilson 2002b.

7. Giacomotti 1974, no. 751.

8. T. Wilson 1987, nos. 142, 143; Ajmar-
Wollheim and D. Thornton 1998, p. 143,
fig. 3; S. Cavallo 2006, p. 184, pl. 13.13.

9. Poole 1995, p. 168, citing Origo 1988, p. 188.

10. W. M. Watson 1986, no. 28.

SELECTED REFERENCE: Isa. Poole 1995, p. 168

16. Inkstand with Busts of a Couple
and Fede Motif and Inscription

Probably Faenza, ca. 1500

Tin-glazed earthenware (maiolica), 3% x 77 x 11 in.
(8.2 x 20 x 27.9 cm)

Inscribed: 70.7E.D0.LA.MANE / DAME.LA.FEDE
Museum of Fine Arts, Boston, John H. and Ernestine A.
Payne Fund (56.310)

he inkstand is divided into three com-

partments: a long, rectangular tray, at
the left, to hold quill pens; a smaller, squarish
container with a circular opening, at the top
right, to hold ink; and another rectangular
tray, at the lower right, perhaps intended to
hold the sand that was scattered over a docu-
ment to absorb excess ink.! A band at one
end of the inkstand is painted on the outer

edges with the profile busts of a man and a
woman, facing each another. Both wear dress
that was typical of the northern courts (Milan,
Ferrara, Bologna, Mantua) in the period
between 1490 and 1506. His cap, shoulder-
length hair, and tunic open at the front over
a fine shirt are known from medals and
painted portraits as well as from busts on
maiolica dishes. She wears a shift with a dress
over it, to which are tied attachable sleeves.
Around her neck is a tight necklace, and encir-
cling her head is a black textile band known
as a Jenza, tied at the side, of a type that often
held a pendant or significant betrothal jewel
on the forehead or over one ear.? The woman
also wears her hair in a coazzone, or snood, at
the back.> Her appearance closely resembles
that of the amorous young woman on a
Faentine jug dated 1499 (cat. no. 152).

Between the lovers is painted the fede
(faith) motif of clasped hands, referring to
the moral covenant signified by the hand-
clasp at a crucial moment in the marriage
ritual (see below).# The motif is often found
on maiolica dishes, bowls, and tiles, some-
times together with the word fede itself. In
ancient Roman law, a handclasp denoted a
contract, and in Europe during the Middle
Ages it came to serve as a symbol of betrothal
or devotion, appearing on the hoop of late
medieval rings and on belt fittings, neck-
laces, and brooches.’> The concept of faithful
love was elaborated upon in mottoes play-
ing on the word fede. The phrase amor vol fe
(love needs faith) is found on a late fifteenth-
century Venetian glass in the British Museum
with facing busts of a man and woman, of a
type associated with betrothal. This inscrip-
tion is expanded in two late fifteenth-century
Florentine engravings, one showing a couple
and the other a reclining nymph, which
include the legend Amor vol fe ¢ dove fe none
amor non puo (Love needs faith and where
there is no faith there can be no love).”

The motif of joined hands, in the context
of Renaissance marriage, signified an agree-
ment that was legally and morally binding,
Here, it evokes a specific moment in the
carefully orchestrated marriage rituals, when
representatives of the couple would meet
and sign a written contract. This was accom-
panied by shaking right hands, referred
to in Latin as the dextrarum junctio and in
Italian as the impalmamento or toccamano®
In Florentine custom, the couple themselves
would join hands before a notary and state
individually their wish to matry through the
vow Volo (I wish to), after which the notary
would declare them married.?

On this inkstand, the fede motif is sur-
rounded by fluttering ribbons and the leg-
end 70.TE.DO.LA.MANE / DAME.LA.FEDE (I
give you my hand, give me the ring).1® The
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Cat. 16

paired profiles of the couple, gazing toward
each other, echo paired nuptial portraits on
panel (see cat. nos. 120-122). The fede motif
and the inscription, referring to the marriage
vow and the gift of a ring to signify it, make
the iconography explicit.

The signing of the contract (scritza) between
two families was the key element in elite mar-
riage rituals. This was done in the presence of
a notary, and could be accompanied by an
exchange of vows by the couple as they joined
hands. This, in turn (according to treatise on
marriage written about 1504 by the Roman
humanist Marco Antonio Altieri), could be
accompanied by a ring ceremony, as referred to
on the inkstand, in which a chosen ring would
be placed by the groom on the bride’s finger.!!

We know that the act of signing the con-
tract, if not the exchange of vows or the giving
of rings, sometimes took place in the study of
the head of a household where notarial docu-
ments concerning the family were signed
and kept for reference.!? Laura Mantegna,
the daughter of the Mantuan court painter
Andrea Mantegna (1431-1506), was married
in her father’s study in Mantua on August
31, 1486.!3 The practice appears to have been
common in Northern and Southern Europe
in the fifteenth and sixteenth centuries. It isa
plausible hypothesis that this inkstand might
have been intended to be used at the sign-
ing of a marriage contract or the exchange of
vows before a notary.!4 This is the only maiol-
ica inkstand that has thus far been tentatively
linked, through both its iconography and its
inscription, to the marriage ceremony.

In formal presentation, the busts of the
lovers resemble those on contemporary med-
als. Similar busts appear singly on maiolica
dishes and jugs made in Faenza, in Emilia-
Romagna, and this, as well as the painting
style, suggests that the inkstand was made
there, about 1500.15 The lack of initials or

arms makes it impossible to link the ink-
stand with a particular marriage. Moreover,
the couple’s appearance is so standardized in
the representation of courtly dress and style
of the period as to suggest that these are not
portraits as such but, rather, evocations of a
young elite couple, whose status would be
immediately recognizable to the viewer.

DT
Mallet 1976.
Syson and D. Thornton 2001, p. 49, fig. 29.
Whitaker and Clayton 2007, no. 30.
Matthews Grieco 2006, p. 107.
Syson and D. Thornton 2001, p. 47, fig. 26;
T. Wilson and Sani 2006-7, vol. 1, no. 20;
Descatoire 2007, nos. 35, 36, 42; D. Thornton
and T. Wilson 2009, no. 40.

SR

6. Syson and D. Thornton 2001, p. 53, fig. 33.
7. Rubin and Wright 1999, nes. 89, 93.
8. Matthews Grieco 2006, p. 107.

9. Witthoft 1982, p. 45; Syson and D. Thornton
200L, p. 63.

10. Marthews Grieco 2006, p. 108. The word fede
came to be used for the marriage ring, inas-
much as it stood for a pledge of faith in the
legal and moral covenant of marriage.

11. Altieri, Li nupitali, 1995 (ed.), p. 9; Syson and
D. Thornton 2001, p. 63.

12. Syson and D. Thornton 2001, p. 63.

13. Lightbown 1986, p. 122; D. Thornton 1997,

p- 95.

14. Syson and D. Thornton 2001, p. 63;
Matthews Grieco 2006, p. 108.

15. Mallet 1976; Ravanelli Guidotti 2000,

PpP. SI-52, 91, 240.

SELECTED REFERENCES: Mallet 1976;
Ravanelli Guidotti 2000, pp. 51-52, 91, 240;
Syson and D. Thornton 2001, p. 63, fig. 44;
Matthews Grieco 2006, p. 108

17. Footed Bowl with Fede Motif and
Inscription

Tuscany, Montelupo, ca. 1500-1510

Tin-glazed earthenware (maiolica), H. 8 in. (20.2 cm),
Diam. 11% in. (28.4 cm)

Inscribed: FEDE

International Museum of Ceramics in Faenza-—
Foundation (21934/c)

he bowl is painted on the inside with
the fede motif of clasped hands and with
the inscription fede (faith) (see cat. no 16).
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What seem to be the arms of the Capitano
del Popolo of Florence appear above, flanked
by cornucopias which, with their connota-
tions of abundance and fertility, reinforce the
theme of betrothal and marriage.! Judging
by its decoration, the bowl may have been
designed to serve a commemorative function
in connection with nuptial festivities and can
be compared in this respect with the British
Museum bowl recording Medici marriage
alliances (cat. no. ). It is possible that stand-
ing bowls of this type not only were com-
missioned or given as part of betrothal and
marriage rituals but also were part of large
dining sets for use at marriage feasts.

Like the British Museum bowl, this
example can be attributed to Montelupo, in
Tuscany, by reason of its form, which is well
known from pieces found in the subsoil of
the city, and its painted decoration, such as
the flower motif on the border. Montelupo
workshops supplied the Florentine market
with fine maiolica in the late fifteenth and
early sixteenth centuries, including special
commissions for elite clients. This bowl can
be dated about 1500-1510.2 To judge from a
detail of Francesco di Simone’s 1504 paint-
ing The Annunciation (Accademia Carrara,
Bergamo), standing bowls of this form, made
from metal or ceramic, seem to have been
used for the display of topiary on windowsills
and balconies.? DT

1. Bojani, Ravanelli Guidotti, and Fanfani 1985,
p- 206, no. 514.

2. F. Berti 1997-2003, vol. 2, p. 284, no. 111.

3. P. Thornton 1991, pl. 48; Poole 1995, p. 131.

SELECTED REFERENCES: Bojani, Ravanelli
Guidotti, and Fanfani 1985, p. 206, no. s14;
Poole 1995, p. 131; F. Berti 1997—2003, vol. 2,
p. 284, no. 111

18. Plate with Fede Motif

Emilia-Romagna, Faenza, ca. 1490-1510

Tin-glazed earthenware (maiolica), Diam. 11% in.
(28.5 cm)

Fondazione Cassa di Risparmio di Perugia (Wilson-
Sani 20)

iven the clasped hands at its center,
known as the fede (faith) motif (see
cat. no. 16), this plate has been described as
“probably a gift of homage to the beloved
or a betrothal gift.”* The fede motif appears
within a bold decorative framework typical
of Faentine maiolica of this date.? The styl-
ized plant motif on the border, known as a
“Persian palmette,” is derived from Near
Eastern prototypes. It was commonly used
in Faenza in the late fifteenth century as a
framing device for amorous motifs, heads
of men and women, and hunting themes on
maiolica. The plate can be more precisely
dated according to the form of the palmettes,
which is closely comparable to designs on
Faentine tiles in the Vaselli Chapel pavement
in the Cathedral of San Petronio, Bologna, of
about 1487-90. The fede motif also appears
seven times on tiles in the same pavement,
once accompanied by an inscription.3
DT

1. Wilson and Sani 2006-7, vol. 1, p. 66.

2. D. Thornton and T. Wilson 2009, no. 10.

3. Ravanelli Guidotti 1988, nos. 152—56 (no. 152
for fede), nos. 121-32 for the Persian palmette.

SELECTED REFERENCE: T. Wilson and Sani
2006-7, vol. 1, no. 27

19. Pharmacy Jar with Heads of
Young Boys

Attributed to Pesaro, the Marches, ca. 1470-80
Tin-glazed earthenware (maiolica), H. 10% in.
(26.8 cm), Diam. 8 in. (20.3 cm)

Fitzwilliam Museum, Cambridge (C.60-1927)

his jar is an example of a type known

as an albarello. The form was adapted
from Islamic prototypes by Iralian potters
in the fifteenth century. About 1500 the
jars came to be inscribed with the names of
drugs, herbs, or spices, indicating that they
were often used by hospital pharmacies, spice
stores, or herbalists.

The sculptural half-length busts on this
pharmacy jar are typical of late fifteenth-
century maiolica attributed to Pesaro; simi-
lar elements appear on many fragments
found there! as well as on a famous pave-
ment in Parma (formerly Convent of San
Paolo, now in the Galleria Nazionale) that
is thought to have been made by potters
from Pesaro.? The busts presented here are
differentiated from one another. The way
in which they are represented resembles the
manner in which identified individuals are
portrayed on late fifteenth-century medals
and coins.? It is not clear, however, whether
these busts are intended to be viewed as
portraits of specific individuals. It has been
claimed that this albarello came from “the
Bentivoglio pharmacy in Bologna” and that
the busts were intended either to represent
Giovanni II Bentivoglio (1443-1508), Lord of
Bologna, and three of his many children or,
more specifically, to depict Giovanni’s four
legitimate sons, Annibale II, Antongaleazzo,
Alessandro, and Ermes, who appear in the
1488 fresco by Lorenzo Costa (ca. 1460—1535)
in the Bentivoglio Chapel in San Giacomo
Maggiore, Bologna.# Julia Poole has explained
that both theories can be discounted, as the
boys on the jar are shown as being much
the same age, and there was a thirteen-year
gap between the oldest and the youngest of
Giovanni’s sons.”> Nonetheless, the busts are
still thought to represent a family group.

The albarello closely resembles another,
pethaps from the same set, which is also in
Cambridge (fig. 58). This jar shows a young
couple facing each other, separated by a
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Cat. 19

vase of pinks or carnations, which serve as
emblems of love and betrothal® The imag-
ery picks up that on contemporary nielli
in belt fittings (see cat. nos. 36a, b) and in
nielli prints.”

There is a strong Ferrarese character to
the busts on both jars, which is unsurpris-
ing given that Ferrarese painters are docu-
mented as having worked in Pesaro in the
late fifteenth century® One member of a
local pottery family, Almerico Fedeli di
Ventura da Siena, who was a painter as well
as a potter, associated with Ferrarese paint-
ers and was involved in litigation with one
of them, Ranaldo da Ferrara, in 1481.° The
high quality of maiolica made in Pesaro
was recognized in a 1486 protective edict of
Giovanni Sforza d’Aragona, in which it was
stated that these pieces were “praised by any-
one of understanding throughout Iraly and
beyond Italy.”1® DT

1. Bettini 1991, p. 12; Poole 1995, p. 278; Ciaroni
2004, pp. 56—59.

Fornari Schianchi 1988.

Corradini 1998; Syson 1998.

Borenius 1931, p. 5 and pl. vi1.

Poole 1995, no. 353.

Ibid., no. 352.

Hind 1936, p. 56, no. 247; Ravanelli
Guidotti 2000, p. 52, figs. 61, 64; Syson and
D. Thornton 2001, p. 55, fig. 36.

Ny s e

Fig. §8. Pharmacy Jar with a Young Couple,
probably Pesaro, or elsewhere in the Marches,
or Emilia-Romagna, ca. 1470-80. Tin-glazed
earthenware (maiolica), H. 10% in. (26.9 cm).
Fitzwilliam Museum, Cambridge
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20. Spouted Pharmacy Jar with
Embracing Couple

Castelli (?), 1548

Tin-glazed earthenware (maiolica), H. 12% in.

(31.4 cm), Diam. 97 in. (25.1 cm)

Inscribed on front: 1s0EPIU / FELICE OMO /
DEQUESTA / TERRA I548; AD.FARFARA; on reverse,
under handle: 7.7.4. / 1.5.4.8.; on underside, incised:
[cursive L-shaped] 1 [and] 842 8% .

Philadelphia Museum of Art, The Dr. Francis W.
Lewis Collection, 1903 (1903-28)

O n one side of this pharmacy jar, a man
and woman are captured in a moment
of intimacy. Their faces almost touch, and
one of his hands rests possessively on her
chest, calling attention to her revealingly
low neckline and beaded necklace. His other
hand curls around her neck, while his legs
drape suggestively over her knees, locking
her in his embrace. A banderole floats above
the couple, framing them with the message
ISOEPIU / FELICE OMO / DEQUESTA / TERRA
1548 (I am the happiest man on earth 1548).
Though seated on separate stools, the figures
project an aura of unity. The assumption
must be that his happiness is due to posses-
sion of her. The diagonal grid pattern in the
background suggests a tile floor and thus a
domestic setting.

A second inscription, this in Roman capi-
tals, is found below the pictorial roundel.
It tells us that the contents of the jar was
acqua di farfara, or a distillation of coltsfoot.
Coltsfoot (Tussilago farfara) is a common
plant from which various medicinal products
were created. The ancient medical authorities
Dioscurides, Pliny, and Galen recommended
smoking the leaves to relieve respiratory
symptoms such as coughs and catarth. An
emollient for topical use was also made from
the plant as a remedy for skin irritations.
Today, coltsfoot is used for treating bronchi-
tis and asthma, though recently it has been
associated with deleterious effects such as
liver damage and cancer if consumed in large
doses. Though no aphrodisiacal powers have
been attributed to coltsfoot, contemporaries
may have associated a healthy heart with
achievement of romantic goals. At the very



least, the suggestion of such a connection
might have been a good advertising strategy.

The body of the jar is covered in a bold
pattern of alternating yellow and green
rosettes dotted with orange, with the remain-
ing white space filled by calligraphic blue
flourishes and green butterfly-like shapes. A
pale green spout appears to grow from the
upper body of the vessel, anchored to the
body by dainty leaves. A series of bands fea-
turing dashes, zigzags, and half-circles below
the pharmaceutical inscription draws the eye
to the vessel’s foot. Figures indicating the
volume of the jar are found on the bottom,
suggesting that its contents had some com-
mercial relevance.

A handle springs from the reverse of the
jar, rising out of a white panel on which is
figured a double cross that terminates in the
lecter P, most likely the emblem of a par-
ticular pharmacy, flanked by the personal
initials P and A. Several design elements
on this jar suggest an especially close rela-
tionship between it and at least three other
vessels with similar initials and surface deco-
ration. The same double cross and central P
flanked by Pand A are found on two albarelli
illustrated by Carola Fiocco and Gabriella
Gherardi.! The latter also have what appear
to be identical decorative banding and pat-
terning on the body, and use Roman capital
lettering to describe the contents rather than
Gothic, which is more common. A third
related example, with initials £ and F, is
discussed by Timothy Wilson, who hypoth-
esizes the existence of two series of pots made
for “different monasteries or patrons, but for
the same ecclesiastical organization.”? The
double cross can be compared to the emblem
of the hospital of Santo Spirito, in Sulmona,
though that monogram features the letter S
rather than P3

This jar belongs to a larger group of ves-
sels, also dated 1548, that share characteristics
of decoration and have been termed “colored
potcelain” (porcellana colorata).* These are
stylistically related in turn to several other
groups of pots marked with a 7, B, or B°,
and possibly as well to a vast set generally
referred to as the Orsini—Colonna series,
after a well-known example in the British
Museum, London. The attribution of the
Orsini—Colonna group, once thought to
have been made in Faenza, to Castelli, was
first suggested by Fiocco and Gherardi in the
mid-1980s, and is now generally accepted.S But
the ateribution of the related groups, of which
the Philadelphia jar is part, to Castelli, while
attractive, is inconclusive on both technical
and archaeological grounds” The Abruzzo
region of Italy, southeast of Rome, where
Castelli is located, was a noted source of saf-
fron since antiquity, and was also known for

producing a large volume of pharmaceutical
pottery during the sixteenth century® With
the appearance of pharmacopoeias and books
of secrets in the late Middle Ages, tin-glazed
earthenware emerged as an economical and
expedient means of storage for the growing
number of medicinal compounds available,
stimulating the foundation and flourishing
of potteries all over the Italian peninsula.®
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THE CRUELTY OF LOVE— “AMOR CRUDEL"

21. Dish with a Young Man Blinded
by Love

Umbria, probably Deruta, ca. 1460-75

Tin-glazed earthenware (maiolica), Diam. 133 in.
(34 cm)

Inscribed: CALUIE CHE ENAMORATO QUISTO CREDE
CHE ALTER SI CHIEDO E ESO POCHO VEDE

Private collection, Siena

his large dish is painted in the well with

the figure of an elegantly dressed young
man. In one hand he holds a scroll, which
swirls around him and on which is written:
CALUIE CHE ENAMORATO QUISTO CREDE
CHE ALTER SI CHIEDO E ESO POCHO VEDE,
roughly translated as “The lover thinks that
everyone else is blind, but really it is he who
sees little.” This ironic and popular motto
points to the young man as someone who has
been blinded by Love, while the lively draw-
ing presents him almost as a figure of fun, in
spite of his formal elegance.! The conceit is
that of the cruelty of love (amor crudel).

The carefully recorded details of his dress
help to date the dish faitly closely. He wears
a tabardlike tunic (giornea) made of silk
velvet with a contrasting border. The pleats
of this tunic, which would have been open-
sided, would have been held in place on

Cat:ax

the inside by stitches into the lining or by
tapes, and, as shown here, the tunic would
have been secured on the outside by a wide
belt? Underneath this the figure wears a
high-necked doublet with separate, richly
patterned silk sleeves. He also wears a dark
flat-topped cap on his curling hair. On his legs
are woolen particolored hose—each leg is a
different color. He appears to wear flat shoes
that, like his hose, match the contrasting col-
ors on the border of his tunic. His dress can
be compared to that of the adolescent Tobias
in Andrea Verrocchio’s Tobias and the Angel
(National Gallery, London), which dates
from about 1470—80, and to that of young
men and boys in two of Perugino’s panels
with the Miracles of San Bernardino: 7he
Healing of Giovanni Rieti’s Daughter, which
is dated 1473, and The Healing of a Mute,
also dating from the early 1470s (Galleria
Nazionale dell’'Umbria, Perugia).

The form is typical of Deruta and can be
compared with that of two Deruta dishes in
the Victoria and Albert Museum, London
(cat. nos. 22a, b). Both of those dishes fea-
ture moralizing inscriptions, like the one
here, on the power of love. Both here and in
catalogue number 22a, the figurative scene
is surrounded by stylized Gothic leaves. The
border is decorated with a motif of wind-
ing leaves scratched through purple into the
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creamy ground of the tin glaze. The figure is
separated from the densely decorated border
by a line, or contour panel, with clusters of
small blue dots within it. All these features
appear on fragments found in Deruta.? They
also characterize a famous group of large
presentation dishes (piatti da pompa) which
were formerly attributed to Faenza but which
have now been attributed to late fifteenth-
century Deruta.*

This delightful dish represents the
moment at which Deruta maiolica paint-
ers began to experiment with boldly drawn
figures and with allegories and histories, just
as maiolica painters in other centers, such
as Pesaro and Faenza, were also starting to
develop a narrative style (istoriato) In the
drawing of his profile as well as in the details
of his costume and hairstyle, the young man
here resembles a man on a large Deruta dish
of about 1460-70 excavated in Foligno. It
has recently been suggested that the por-
traitlike profile on the Foligno dish, which is
much more fluently drawn than the figure on
this dish, recalls the work of local artists such
as the Foligno painter Nicolo di Liberatore
I'Alunno.$ One Deruta dish in the British
Museum, London, is painted with the full-
length figure of an armed young man which
can be related to an early Florentine engrav-
ing.” It is possible that the figure on this dish
may derive from a similar engraved source, as
yet unidentified. DT

1. T. Wilson 2004, p. 40, fig. 1.

2. Birbari 1975, pp. 85, 88, figs. 90, 91.
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T. Wilson 2004.

Busti and Cocchi 2004, no. 4.

D. Thornton and T. Wilson 2009, no. 4s;
Hind 193848, pt. 1, p. 46, no. 52, and vol. 2,
pl. 51, A.Ls52.

w

S-S

SELECTED REFERENCE: T. Wilson 2004, p. 40,
fig. 1



Cat. 22a

22a. Dish with an Allegory of Cruel
Love

Deruta, ca. 1470-90
Tin-glazed earthenware (maiolica), Diam. 16¥2 in.

(42 cm)
Inscribed: © Q/UJANTACRUDELTA
Victoria and Albert Museum, London (1806—1855)

22b. Dish with an Allegory of Cruel
Love

Deruta, ca. 1470-90

Tin-glazed earthenware (maiolica), Diam. 15 in.
(385 cm)

Inscribed: £2 MI0 CORE E FERITO P[ER] VOE
Victoria and Albert Museum, London (2558-1856)
Not exhibited

t the center of catalogue number 22a,

framed by a contour panel and Gothic
foliage, is a young woman in northern Italian
court dress of the late fifteenth century. She
draws her bow to aim an arrow at a young
man who is bound, naked, to a column. His
figur= is copied from an early Italian engrav-
ing illustrating Petrarch’s Triumph of Fame,
and the float on which the man and woman
stand also recalls the imagery of Petrarch’s
Triumphs, which was closely associated with
wedding feasts and spectacle in Renaissance
Italy.! The two figures flank a standing cup

Cat. 22b

supporting a heart pierced by two arrows
(see cat, no. 22b). A scroll flutters around the
voung man’s head, inscribed 0 Q/ujanT4-
CRUDELTA (O what a cruel fate).

The young woman at the center of cata-
logue number 22b also wears northern Italian
court dress of the late fifteenth century. She
holds as a trophy a standing cup containing
a heart pierced by two arrows, surmounted
by a crown. She is flanked by two large, styl-
ized plant stems, and an inscription run-
ning vertically behind her figure reads, £L
MIO CORE E FERITO P[ER] VOE (my heart is
wounded by you).? The words are intended
to be those of the male lover, whose heart
has been pierced by the woman’s glances as if
by arrows.

The idea that the beloved’s gaze wounds
the heart of the lover has a long history: in the
biblical Song of Songs (4:9) the poet addresses
his lover: “Thou hast ravished my heart, my
sister, my spouse; thou hast ravished my
heart with one of thine eyes.”® The portrayal
of the young women here as archers who
unleash arrows into the heart of the beloved,
both inflicting pain and inflaming desire, is
essentially a literary conceit, echoing late-
medieval love poetry in the vernacular, such
as a poem by Dante Alighieri (1265-1321) in
which the poet promises to avenge himself
on the stony-hearted woman who has pierced
him to the heart with her glance: “To such a
woman, O my song, go straight / to her who
wounded me and still conceals / what I most

hunger for: / her heart (oh, now!) with a fast
arrow cleave, / for in revenge great honor we
achieve.”® The beloved as archer appears on
two plates dated between 1440 and 1460 and
attributed to the Tuscan pottery-producing
town of Montelupo. On one of these (Museo
Archeologico, Montelupo) a female archer
strides with her bow and arrow before a scroll
inscribed MENSO [a/mMORE[E] (immense
love), whereas on the second (Musée National
de la Renaissance—Chateau d’Ecouen) an
archer bears a bow in one hand and points
with her other hand to a scroll reading pr4n4
BELLA (beautiful Diana), perhaps in refer-
ence to the ancient Roman goddess and vir-
gin huntress.’

Large presentation dishes of this type are
known as piatti da pompa and were designed
to be displayed on a buffet rather than used.
Some later examples are pierced through
the foot for a cord to be threaded through,
allowing the piece to be hung on the wall in
the manner of a print. The careful drawing
on these dishes and their moralizing inscrip-
tions reflect their role as presentation and
display pieces.

These two dishes were long believed to be
products of Faenza. Both, however, can now
be firmly attributed to the Umbrian town of
Deruta. Catalogue number 22a is compa-
rable in form, decoration, and facture with
pottery fragments found locally.” The scale,
shape, and transparent lead glaze on the
reverse of catalogue number 22b, as well as its
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decorative elements and manner of drawing,
are also typical of Deruta. Close parallels can
be found in locally discovered fragments in
public collections.®
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23. Vase with an Amorous
Inscription

Deruta, second half of 15th century
Tin-glazed earthenware (maiolica), H. 10% in.
(257 cm)

Inscribed: NON TE POSSO LASSARE

The Metropolitan Museum of Art, New York,
J.Pierpont Morgan Gift, 1965 (65.6.3)

New York only

O n one side a bird holds in its beak a
scroll with the amorous inscription
NON TE P0SSO LASSARE (I cannot leave you).
The theme of love and longing is continued
in the imagery on the other side, which shows
a heart, pierced by an arrow, with drops of
blood and with leaves and acorns sprouting
from the severed aorta. Catalogue numbers
22a, 22b, and 25 show comparable imagery.
The form and decoration of the vase are
typical of the small Umbrian pottery town of
Deruta. The rope handles are of a kind found
as kiln wasters in Deruta, and also appear on
a drawing of a vase on a Deruta tax docu-
ment of 1489.! The decoration can be matched
to that of other double-handled vases attrib-
uted to the city, such as an example now in
the Museo Internazionale delle Ceramiche,
Faenza, bearing an inscription, in Gothic
script, in tribute to two women, LUDIVICHA

(Ludovica) and G4BRrirELLA BE[1L4] (beau-
tiful Gabriella).? The vase in Faenza and the
Metropolitan’s vase are of almost identical
form and facture and may be attributed to
the same workshop.

The purpose of this type of vase is still
uncertain, though similar vases could be
used for growing herbs or topiary on a
balcony or terrace. A mid-fifteenth-century
Florentine cassone (wedding-chest) panel
painted with the story of Cupid and Psyche
(Gemildegalerie, Staatliche
Berlin) shows fashionable young women, one
of whom holds a carnation as an emblem
of betrothal. They stand in a roof garden,
where a row of two-handled maiolica vases,
apparently of a type imported from south-
ern Spain, has been arranged on a ledge.
The vases are being used to grow evergreens,
one of which has been pruned to form the
Medici device of a diamond ring and three
feathers.3 If tending potted plants was a pas-
time traditionally associated with women in
the Italian household, as literary and picto-
rial evidence suggests, this might explain the
presence of the two women’s names on the
vase in Faenza# It appears that vases of this
type made suitable gifts for young women: a
contemporary Deruta jar, also with two rope
handles, is inscribed AT/EjLv/[cia]BE[LL4],

Museen zu

or “For you, beautiful Lucia.”> The inscrip-
tion links it to dishes with idealized female
heads and inscriptions in praise of individual
women (see cat. nos. 9—12) and to other pieces
traditionally associated with betrothal (see
cat. nos. 13—I5). DT
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Car. 24

24. Plate with a Love Argument

Gubbio, workshop of Maestro Giorgio Andreoli, the
Painter of the Judgment of Paris, dated 1522
Tin-glazed earthenware (maiolica) with luster,
Diam. 10% in. (26.7 cm)

Inscribed: ME DOL L’ INFAMIA TUA: PIU CHE [I]L
MORIRE

The Metropolitan Museum of Art, New York,

J. Pierpont Morgan Gift, 1965 (65.6.10)

he scene, set in a landscape, shows a

heated argument between a well-dressed
young, couple. The woman holds a knife in
her right hand; with her left, she points at her
lover, whom she has tied to a tree. She appears
to address him in her fury as she advances
toward him. He looks away, in the direction
of the viewer. A cartouche in the foreground
is painted with the arms of a patron and the
inscription ME DOL L'INFAMIA TUA: PIU
CHE [i]L MORIRE (your infamy hurts me
more than death).! The meaning of the scene
remains elusive. In some of its elements the
scene resembles that in an early Florentine
engraving in which a woman has tied her
lover to a tree and has just plucked his heart
from his breast, signifying the cruelty of love
and the vulnerability of the lover (fig. 59).
Here, the inscription adds complexity: since
it is the young man who is threatened at the
hand of his lover, it must be he who is speak-
ing, in which case the “infamy” must be that
of the woman. The scene and inscription
might be based on a contemporary print, yet
to be identified, or on a novella, or romance,

'\fL m"l{ 'W‘l\"‘” o
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as has been suggested in the case of other,
less complex representations of love argu-
ments on maiolica.? The arms—which have
been tentatively identified as those of the
Turamini family of Siena—also appear on
two other lustered pieces, one with Mercury,
Herse, and Aglauros (Fitzwilliam Museum,
Cambridge) and the other with the Fall of
Phaeton (State Hermitage Museum, Saint
Petersburg); both are dated 15222 The pres-
ence of the arms indicates that all three plates
belonged to the same set of dining wares.
These three armorial pieces have been
convincingly attributed to the Painter of the
Judgment of Paris, named after a famous
lustered plate of that subject (Collection
Dutuit, Musée du Petit Palais, Paris).? The
Paris plate is inscribed on the back, in blue,
MO GIORGIO 1520 A DI 2 DE OCTOBRE
B.D.5.R INGUBIO (Maestro Giorgio, October
2, 1520, B.D.S.R. in Gubbio), proving that
the piece was both painted and lustered in
Maestro Giorgio Andreoli’s workshop in
Gubbio.? The earliest piece attributed to the
Painter of the Judgment of Paris, on stylis-
tic grounds, is a bowl with Saint Francis,
dated both 1518 and 1519 (Victoria and Albert
Museum, London).8 A plate of 1520 attrib-
uted to him, with Hercules and Antaeus, is
in the National Gallery of Art, Washington,
D.C.; two others, also dated 1520, one with
Peleus and Thetis and the other with Adonis
and Myrra, were destroyed during World
War IL7 To these can be added a plate in
the Fondazione Cassa di Risparmio, Perugia,
with Venus and Cupid, dating from 1520-2s,

and another, with Dido, dated 1522.% A group
of small bowls with saints can also be attrib-
uted to this painter (see cat. no. 11). His
identity is unknown, but his narrative wares
are outstanding for their quality and grace,
making him one of the eatliest and finest of
all painters in this style working in the duchy
of Urbino. His pieces are also striking for
their dazzling and highly successful golden
and red luster finishes, as evident here.
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25. Fluted Bowl (Crespina) with an
Allegory of Unrequited Love

Faenza, possibly workshop of Virgiliotto Calamelli,
dated 1538 twice on the border

Tin-glazed earthenware (maiolica), Diam. 107 in.
(27.5 cm)

Fondazione Cassa di Risparmio di Perugia (Wilson-
Sani 27)

his form of molded dish, made in imi-
tation of embossed silver prototypes, is
known as a crespina, after the word crespa,
“wrinkle.”! Allegories of love or female exem-
plars of virtue, such as Lucretia, the legendary
heroine of ancient Rome, are often painted
on this type of dish. The woman seated at
the center here smiles in cruel triumph as
she regards the heart of her lover, held in one
hand like a fruit, which she prepares to pierce
or cut with a dagger.2
'The theme of cruel, one-sided love (amor
crudel) which is portrayed here is a literary
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one, taken up in eatly niello prints, wood-
cuts, and engravings. An early Florentine
engraving from the series known as the Otto
Prints (British Museum, London), which
dates from about 146580, shows a young
woman before her lover, whose arms she
has bound behind a tree (fig. 59). She trium-
phantly presents his heart, which she has just
plucked from his chest.? A shorthand vari-
ant on the theme shows a woman holding a
spear or arrow, in readiness to inflict pain.*
Sixteenth-century engravings (such as one by
Sebald Beham dating from about 1539) show
Venus as the goddess of love, holding a flam-
ing heart in one hand and an arrow in the
other, indicating her capacity both to inspire
longing and to inflict pain in the heart of a
lover.> Flaming, bleeding, or pierced hearts
are often found on their own as decorative
motifs on Faentine maiolica and tiles from
the late fifteenth century.®

The crespina form was made in a number
of workshops in the pottery-producing town
of Faenza from the 1530s, and decorated
in a variety of ways: with a dark blue base
color (beretting), as here; with brilliantly
contrasting fields in the switling panels; or
with a plain white ground and small, sketchy
motifs. The form might have been used as a
fruit bowl. Some examples are pierced, pre-
sumably to allow air to circulate; others are
decorative and filled with maiolica imita-
tion fruit, perhaps in a playful reference to
the real fruit the crespina might have held in
the Renaissance household.” A 1587 conduct
book for brides recommended offering sweet-
meats and fruit to guests as a key element in
welcoming visitors to the home.® A dish like
the crespina was well suited in both form and
decoration for such a function.

This crespina, which is twice dated 1538
on the border, can possibly be attributed to

Fig. 59. Baccio Baldini (1436—ca. 1487), attrib-
uted to, The Cruelty of Love, ca. 1465—80.
Engraving, Diam. 4 in. (10.1 cm). The British
Museum, London

the workshop of Virgiliotto Calamelli, who
is documented in Faenza from 1531 and who
died before 1570. The huge scale of his busi-
ness is indicated by a workshop inventory of
1556.> Comparison with one of Calamelli’s
marked pieces showing Saint Jerome (present
location unknown) suggests that the present
bowl, although unmarked, is likely a product
of his workshop.1 DT
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26. Wineglass or Sweetmeat Cup
(Confittiera) with Scenes of Virgil
and Febilla

Venice, ca. 1475—1500

Glass, enameled and gilded, H. 8% in. (21.6 cm),

W. 47 in. (12.4 cm)

Inscribed: veraLIO; VENITE

‘The Metropolitan Museum of Art, New York, Gift of
J. Pierpont Morgan, 1917 (17.190.730a, b)

New York only

hree vignettes arranged clockwise
around the bowl of this glass goblet
illustrate the folk tale of Virgil the Sorcerer
and Febilla, daughter of the emperor of
Rome. Virgil (70-19 B.C.), the great poet of
Rome’s Augustan age, was revered by early
Christians for what they perceived to be a
foretelling, in the Eclogues (4.4—52), of the
coming of Christ. In the popular imagi-
nation, the pre-Christian seer came to be
regarded as a magician with amazing powers
to outwit wrongdoers and to reverse the acts
of evil powers. However, the story of Virgil
the Sorcerer and the emperor’s daughter
shows him in a very different light.!
On this cup, the story begins at the white,
blue-domed tower with a closed door at
ground level and a single open window at the

MARRIAGE GLASSWARE

top. Virgil, crammed into a basket, dangles in
midair from a rope held by a woman stand-
ing at the window embrasure. It is morning,
and Virgil is observed by a crowd of Romans.
They know that he was frustrated in a pre-
sumptuous attempt at a romantic nighttime
rendezvous with Febilla in her own father’s
house in his absence. Townsmen assembled
by the tower exhibit various reactions: one
shrugs, one scowls, one wrings his hands, and
one, smirking, clasps his stomach with both
hands, suppressing a guffaw. Their eloquent
expressions are delineated with a minimum
of small, deft touches of black enamel. The
men exhibit the four humors—phlegmatic,
choleric, melancholic, and sanguine—that
in the Middle Ages and well into the seven-
teenth century were believed to represent the
four basic human personality types.

The breadth of the next vignette suggests
the lapse of some time and distance. A mes-
senger rides to tell the emperor,2 away on cam-
paign, what has befallen Rome. As revenge
on Febilla, Virgil has caused all the fires in
Rome to go out—the worst calamity that
could befall the city—and has offered the
emperor only one remedy. All the women in
Rome must relight their fires from a live coal
that Virgil had set within Febilla’s body. The
largest scene on the glass illustrates the hor-
tific finale. From the doorway of his tower,

the emperor fixes his dread-filled gaze on his
daughter. Virgil, looming above Febilla from
the city wall, gloats as he holds his immense
book of spells. (The enameler has drawn the
wall as a medieval town wall, with a variety
of towers at intervals along its length.) Febilla
stands on a low pedestal inscribed vEnITE
(come here), and heaves up her skirt to pre-
pare for her punishment. Shrinking but stoic,
and already bleeding, she awaits her ordeal:
to be repeatedly ravished by Virgil’s surro-
gates—the large tapers held by long lines of
girls, the unwilling instruments of Virgil’s
lust and fury. They must draw fire from the
live coal concealed within Febilla’s body so
that the domestic fires throughout Rome
can be rekindled, saving the hearths, which
were considered to ensoul the life forces of
the city.

This sumptuous and rare example of the
glassmaker’s and the enameler’s art appears
to be unrelated to themes of marriage and
love. However, among the girls is a small rab-
bit, which was a commonly understood sym-
bol of lust, the opposite of love. The presence
of the rabbit is a contemporary comment on
the old story. Italians deplored Virgil’s impla-
cable revenge. Febilla, who preserved her
virginity, saved Rome by accepting her fate,
becoming a heroic figure, whereas Virgil, iso-
lated and impotent to inflict further harm,

Cat. 26, view 1

Cat. 26, view 2

Car. 26, view 3
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detived no benefit from his humiliation of
the princess.

In ancient Rome a vestal virgin was
flogged to the point of shredding the skin if
she allowed the sacred fire of Vesta in the ves-
tals’ care to go out. Unchastity was punished
by live burial. A confused, faint memory of the
vestals appears to have colored the Virgil and
Febilla folk tale. A contemporary, late fifteenth-
century social viewpoint is expressed in the
postures and dolorous expressions of the girls
depicted on the glass. Although they do not
approve of Virgil’s frustrated scheme, there
lingers among them a superstitious belief in
the power of sorcery.

This fine goblet is undoubtedly Venetian.
In its original form, it had a gently barreled
side and a ruff around the base, raised on a
vertically fluted columnar pedestal with a
spreading trumpet foot.> The minute scale,
the plentiful use of gold leaf—for the top
border, details of the sky, all the heads of
hair—and the simple brilliant colors suggest
that the designer had had training in illu-
minated manuscripts. The lovely blue, red,
green, purple, and white enamels rise slightly
from the surface, giving a jeweled effect.
Details were added in black and red. The
enamels are separated from each other by
narrow reserves of the blue glass, becoming
demarcation lines of a sort for the enameler.
They may have been necessary to separate
the colors in order to avoid their running
into each other when heated. This enamel-
ing technique survives in a few scattered
examples from the late fifteenth century, all
of which exhibit themes where women are
the active protagonists and all of which were
clearly made in the same glasshouse.

The goblet is without doubt meant to be
examined and appreciated and to elicit com-
ment. It was most likely made as part of a
service for a dessert of sweet wine or as a con-
fittiera, a container for sweets such as sugared
almonds and candied dried fruits. These were
invariably offered as the relaxed final course
of a feast, banquet, or wedding celebration,
for the guests of a host of high status and
ample resources.

JMcN

1. For the medieval story of Virgil and Febilla,
and variations on it, see Wonderful History
of Virgilius 1893, pp. 33—35, 50, 77; and
Comparetti 1895, pp. 326—27.

2. 'The emperor is accoutered as a Roman officer,
except for his high concertina-sided knee
boots.

3. The original shape of the foot and stem was
probably like that of a goblet with a very
similar vertically ridged stem and slightly
barrel-sided body, with a pincered trail
around the lower edge, That goblet, in the
Museo Nazionale del Bargello, Florence, is
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Cat. 27

illustrated in Barovier Mentasti 1988, p. 32,
no. 52, where it is dated to the second half of
the fifteenth century.

4. New research indicates the enameling was
fired in a glass furnace, so that the Beroviero
family’s glass furnace on Murano can again
be considered a probable origin. The family
was the leading owner of glasshouses, and
the leading maker of glass, in Murano. See
R. Schmidt 1911, pp. 249—51; and Gudenrath
2006, pp. 47—58.

SELECTED REFERENCES: Catalogue des objets
dart. .. Alessandro Castellani 1884, pt. 2, lot
40s; Christie’s, London, sale cat., May 6, 1890,
lot 96, ill; R. Schmidt 1911, pp. 25758, fig. 4;
R. Schmidt 1912, p. 89; McNab 2001, p. 46, ill.
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27. Footed Glass with a Cavalcade of
Young Men and Women

Venice (Murano), late 15th century

Dark blue and colorless glass, blown, mold-blown,
enameled, and gilded (original foot missing and
replaced with wood covered in velvet), H. 7% in.
(19.1 cm), Diam. of rim 57 in. (14.9 cm)

Lent by the Toledo Museum of Art; Purchased with
Funds from the Libbey Endowment, Gift of Edward
Drummond Libbey (1940.119)

narrative frieze, painted in enamel

with gold highlights, stretches all
around the middle of the bowl and would
have been viewed as a continuous scene as
one turned the glass in one’s hand. The deco-
ration shows young men, some armed and
holding shields and some riding prancing
white horses, and groups of young women
in allantica dress, gesturing obscurely to
one another. In a triumphal car apparently
drawn by two white horses sits an armed and
crowned man, who touches the hand of one
of the women. The scene is set in a landscape
punctuated by stylized trees and towns on
distant grassy hilltops.!



Fig. 60. Standing cup with The Triumph of Hymen (detail), Venice (Murano), mid-15th century. Blue glass with enameled and gilded decoration. The British
Museum, London

With its repeated elements, the scene lacks
coherence as a narrative, but may be intended
as an illustration of a contemporary novella,
or romance. It resists precise interpretation,
as the significance of the particular elements
and their arrangement is unclear. It includes
the kinds of details (elaborate a// antica cos-
tumes and armor and a triumphal car) that
would have been familiar to contemporary
viewers from the cavalcades, morality plays,
and processions accompanying dynastic
marriages and civic celebrations? The ico-
nography is closely related to that of contem-
porary woodcuts and literary descriptions
in editions of Petrarch’s Triumphs and the
dream-romance Hypnerotomachia Poliphili
(Venice, 1499; cat. no. 63). (For such imagery
on maiolica, see cat. no. 4.)

The narrative on the Toledo glass has been
interpreted as a Triumph of Fame.? There are
various problems with this interpretation,
not least that Fame is generally personified
as a woman, accompanied by trumpets that
broadcast her influence through the world,
as seen on the Florentine birth tray commis-
sioned from Scheggia about 1448 or 1449 to
mark the birth of Lorenzo de’ Medici (cat.
no. 70). We cannot be certain about the subject
of the enameled decoration on this glass.

The decoration has several distinctive fea-
tures: the landscape with its trees and towns;
the palette with its curious violet tones and
touches of red; and, above all, the sketchy
style of the drawing in dark brown, which
comes close to scribbling. The same fea-
tures are found in the decoration of a glass
in the Metropolitan Museum (cat. no. 26).
This glass belongs to a group of glasses that
are enameled (though not by the same art-
ist) with similarly lively but inept imagery,
including one with the Triumph of Hymen,
the Roman god of marriage, in the British
Museum, London (fig. 60).4

Itis possible that the imagery here s related
to betrothal and marriage rituals. Glasses
decorated with triumphs or cavalcades, or
with playful putti or the paired heads of a
man and a woman, have traditionally been

called coppe nuziali (marriage cups)’ They
are thought to have been commissioned or
bought for the couple to drink from as a
symbolic gesture at a particular moment
at a marriage feast.> There is no documen-
tary evidence for this assumption, which is
based almost entirely on the interpretation of
the decoration of such glasses and on what
little we know about mainly Florentine and
Roman marriage rituals. Large covered cups
in silver and in glass were used in formal din-
ing and were valued as commemorative dis-
play pieces to mark a particular event within
a family or community, particularly in
northern Europe, where the tradition is well
documented.” Surviving pieces demonstrate
the point. For example, a tall Venetian glass
covered cup in the British Museum, which
copies silver prototypes, is inscribed on its
foot with a drinking toast in Czech, suggest-
ing that it came to be used, sometime after
its making, as a welcome cup in the castle of
Deblin, in Bohemia.?

It has recently been proposed, however,
that the large size of the Toledo glass, with
its unusually shaped and heavy bowl, might
signal an alternative function, that of pre-
senting sugared almonds, or confetti, at a par-
ticular occasion in marriage or birth rituals.”
Fifteenth-century written and visual evidence
indicates that conferti were bought and even
given in birth rituals in special boxes made
from wood shavings and lined with paper or
skin to keep the contents fresh.!® Containers
or dishes (confettiere) for presenting confetti
were part of specially designed silver din-
ing sets in the late fifteenth century, like the
one designed by the Ferrarese court painter
Cosmé Tura (14302—-1495) for Ercole d’Este.}!
In a 1444 fresco (cathedral of Monza, near
Milan) depicting in a Renaissance setting
the sixth-century wedding of the Lombards
Theodelinda and Agilulf, servants offer the
diners what appear t