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ABSTRACT
BRONZINDO'S PORTRAITS OF COSIMDO I DE' MEDICI

Robert Barry Simon -

Agnolo Bronzino (1503-1572) served Cosimo I de'
Medici, Duke of Florence, as court painter for more than
thirty years, from shortly after the Duke's accession in
1537 until the artist's death. Bronzino was employed in
diverse projects in a variety of media for Cosimo but his
most memorable and politically significant commissions were
the portraits he painted of his patron.

Vasari mentioned that Bronzino had painted two
portraits of the Duke, one in armor when the Duke was young
and a second portraying him at the age of forty. But
Vasari did not indicate that these pictures were frequently
copied by other painters, by assistants in Bronzino's work-
shop, as well as by the master himself. Well over one
hundred "Bronzino Portraits of Cosimo I" survive--most of
which are versions of either one of thé two portraits cited
by Vasari or a third type introduced after Vasari's
publication (1568). The number of these replications alone

indicates the extraordinary degree to which the Duke utilized



portraits as a tool of statecraft, for these works were both
iconographically significant and frequently employed as
diplomatic gifts.

This thesis discusses the mary portraits of Cosimo,
their authorship, chronoleogy, iconography, contemporary
significance, replication, and dispersal. The Portrait of

Cosimo I in Armor, known in several versions from the

artist's hand, involves additional issues of varying formats
(bust, half, or three-quarter length) and changing symbolism.
The portrait is discussed as well within the contexts of the
Duke's political position and his friendship with Bishop
Paoclo Giovio, who was the owner of what is.perhaps the most
important of the extant portraits of Cosimo by Bronzino.

The portraits of the Duke are treated typologically
in the text and individually in the appended catalogue.
Several related commissions are also discussed: Bronzino's
allegorical portrait of Cosimo as Orpheus, Pontormo's so-
called Halberdier (also representing Cosimo), and the
portraits of Maria Salviati (the Duke's mother) by both

Bronzino and Pontormo.
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CHAPTER 1

"HUMILISSIMO E DEVOTISSIMO SERVITURE
IL BRONZINO PITTORE"™

Agnolo Bronzino is perhaps best known today as the
official portraitist to the Medici under Duke Cosimo 1
(1519-1574), but his position at the Florentine court was
both less and more than that: less in that Bronzino held no
specific permanent post under Cosimo, nor was there a title
such as "pittore di corte" to be granted in Florence similar
to the Venetian Republic's designation of Titian as "pittore
ufficiale" or Henry VIII's denomination of Holbein as "Royal

Painter."l Although Bronzino's portraits of the Medici

an Titian's appointment as "pittore ufficiale della
Serenissima" and the nature of the position, see Hope, 1980,
as well as Murarao, 1977. Although he does not appear specif-
ically to have been called the court painter to the emperor,
Titian did receive the title of Count Palatine and Knight of
the Golden Spur from Charles V in 1533 (see Crowe-Cavalcaselle,
1881, I, 370-372); further indication of his special courtly
status appears in the wording of the patent of nobility, in
which Titian is considered a new Apelles to the Alexander the
Great of Charles V (cf. Kennedy, 1964). Holbein is referred
to as "Mr. Hans, the royal painter, the Apelles of our time"
in a letter written by Nicolas Bourbon in 1536 (Woltmann,
1872, p. 369); it is unclear whether the expression indicates



appear to be the definitive or, at least, officially desig-
nated representations of their subjects, the ducal imprimatur
seems to have been largely informal. But Bronzino was more
than the Duke's portraitist; his activities at court were
quite diverse. For Cosimo I he was employed in a variety of
projects: frescoes for the Chapel of the Duchess Eleonora di
Toledo in the Palazzo Vecchio, festival decorations, cartoons
for the newly-founded tapestry-works (the Arazzeria Medicea),
altarpieces and frescoes for Medici-related churches,
mythological miniatures and pictures (e.g., the London
Allegory)--he even made a copy of a Madonna by Leonardo and

painted the ducal carriage.l

Holbein's title or is merely descriptive.

All citations are given in abbreviated form in the
notes with full bibliographic information provided under
"References Cited." Articles and books are cited by the
author's last name, the year of publication, and the relevant
page reference separated by commas or parentheses. Exhibi-
tion and museum catalogues are listed by location (followed
in some cases [e.g., Florence, London] by the name of the
collection) and, following the abbreviatien "Cat.," the
author or shortened title of publication, then the date
(this is explained more fully in the Introduction to the
Catalogue). All citations from Vasari's Vite are taken from

Milanesi's edition, abbreviated without date as "Vasari-
Milanesi."

lAmong festival decorations should be mentioned both
those for the wedding of Cosimo I and Eleonora di Toledo in
1539 and those for their son Francesco's marriage to Johanna
of Austria in 1565 (on the former, see Kaufmann, 1970, and
Minor-Mitchell, 1968, pp. 74-76; for Francesco's wedding,
see Pillsbury, 1970, concerning one of Bronzino's projects,
and more generally, Ginori Conti, 1936, and D. Mellini, in
Vasari-Milanesi, VIII, 517-622). Of the many tapestry
designs the most extensive served for the series illustrating



From the time of Cosimo I's accession in 1537 until
the artist's death in 1572, Bronzinoc (born in 1503) appears
to have.been frequently if somewhat irregularly employed in
court-related commissions. Although often paid separately
for these undertakings, Bronzino did receive a salary at
various periods in his career; but it is not clear now (nor
was it always evident then) exactly what services were
expected of him. Thus when the artist requested payment in
1563 for two works undertaken on behalf of the recently

deceased Eleonora di Toledo, Cosimo replied that he thought

the Story of Joseph; the tapestries are now split between
the Palazzo Vecchio (Sala dei Dugento) and the Quirinal
Palace in Rome (cf. Smyth, 1971, especially pp. 99-101;
Geisenheimer, 1909; Heikamp, 1969, pp. 33-37; and Baccheschi,
1973, nos. 59-74). Among religious commissions were the
altarpieces of the Nativity for San Stefano in Pisa (in situ),
the home churck of Cosimo's Order of San Stefano, and that
of the Deposition for the Convento de' Zoccolanti at the
eponymous town of Cosmopoli on Elba (now in storage at the
Galleria dell'Accademia in Florence). The Allegory of
Happiness (Uffizi) was probably painted for Cosimo's son
Francesco, while the London Allegory (National Gallery) was
a gift to Francis I of Frarce, as Vasari noted (Vasari-
Milanesi, VII, 598-599); the figure of Fraude, the serpent-
tailed girl, seems to be a portrait of Cosimo's eldest
daughter, Maria--rather than the illegitimate Bia de' Medici,
as suggested by Matteoli, 1969, p. 309 (on the picture see
London, NG: Cat. Gould, 1975, p. 42, and, concerning the
iconography, Panofsky, 1939, pp. 86-91; Levey, 1967, pp. 32-
33; and Keach, 1978). The Leonardo painting copied was the
lost Madonna owned by Cosimo de' Pazzi; Bronzino's work

(also lost) is cited in a letter of February 2, 1563, from
Geovanni Dini and Carlo de' Medici to Cosimo (published by
Gaye, 1840, III, 94). Bronzino's painting of the ducal
coach (one assumes in more than one color) is revealed in a

series of letters from the spring of 1541 that I intend to
publish elsewhere.



the costs had already been covered by the salary.l Yet for
an artist, placement on the court roll clearly denoted a
rather special distinction in Florence. When "Agnolo di
Cosimo, detto il Bronzino, pittore" first appeared among the
more than 150 courtiers, pages, soldiers, cooks, musicians,
ladies-in-waiting, dwarfs, and other attendants listed in

the "Ruolo degli stipendati" of 1533, the only ather artists
to appear were Cellini, Bandinelli, and Bacchiacca.2 Ten
years later Bronzino is accompanied by the sculptors Vincenzo

de' Rossi, S5imone and Valerio Cioli, Cellini, and Francesco

del Tadda.3

lAs noted in the xrescritto to the letter of February
2, 1563, cited in note above, page 3. The most notable in-
stance of separate payments to Bronzino involves those for
the Chapel of Eleonora di Toledo, for which records survive
detailing payments between May 13, 1540, and July 7, 1543
(Archivio di Stato of Florence--hereafter referred to as
"ASF"—-Mediceo, Filza 600, cc. 4v-25v; to be published by
Janet Cox Hitchcock); these presumably predated Bronzino's
becoming salaried. On the Chapel, see Cox Rearick, 1971, and
Emiliani, 1960-1961 (principally for the illustrations).

2The "Ruolo" of 1533 was published by Conti, 1893,
pp. 271=-274. Furno (1902, p. 48) states that Bronzino
received a stipend in 1546, but her reference is to notations
in ASF, Guardaroba, Filza 18 (cc. 28, 31, 37, 40, 45, 49,
55), which cover the years 1548-1552.

3ASF, Mediceo, Filza 616, unnumbered: "Ruolo dei
salariati della Corte, fatto per il mese di febbraioc 1563)
(=1564):
Agnolo di Cosimo Bronzino, pittore.
mess. Vinecentio Rossi scultore. . .
mP® Simone Cioli scultore. . . .« . .
Valerio Ciolo scultore . « .« «

.f. 12, 3, 20
efe 25-mccmea
f. 7, 3, 10
. 7, 3, 10

¢ o o @
¢ ° s ®



If being a court dependent were an indication of the

Duke's particular regard, the tribute had a capriciocus aspect.
After receiving his salary in February of 1564, Bronzino was
evidently informed by Tommaso de' Medici, the majordomo's
assistant, that this stipend would not be continued. In a
letter written to the Duke twe months later he thanked Cosimo
effusively for the monies paid and asked obsequiously and
poignantly for the continued patronage that, it seems, had
been promised him for the rest of his life (the graphic image
of the reopening of the doors of the Duke's house was one
employed by Cellini as well). Whether or not owing to this
letter, Bronzino's salary was indeed restored by 1566 and the
artist variously employed with ducal commissions until his
death six years later. It reads as follows:

I11[ustrissi]mo et Ecc[ellentissi}mo S[igno]re

Duca S[igno]re mio oss[ervandissilmo ecc. / Con

ogni mio maggiore affetto e debita gratitudine,

e quanto io posso il pili, ringrazio vostra

infinita cortesia, e larghissima liberalita dell!

havermi fatto pagare, li danari di quel salario,

che la bontd e amorevolezza vostra pili tempo T2

mi hordino, del quale sono stato al tutto pagato,

cagione che per la di voi grazia e Magnificenzia,

io doverrd, per al presente, por fine a tutti 1i

miei affanni, e tanto pili mi & grato, e di profitto,
uno cosl generoso atto di V[ostra] Etccellenza]

m® Benvenuto Cellini statuario. . . . . .f. 16, 4, 13,4

Franc® del Tadda intagliatore . . . . . .f. Be—eeee-
Also appearing was the tapestry maker Janni Rost:
mP Giov. Rosta araziere « « « « « « & .. 16, 4, 13,4

T owe this reference to Edward Sanchez; the transcription is

Gino Corti's.



I11[ustrissi]ma, quanto io 1'ho veduto distendere
in pil, e cosl universale ¥, che io veggo, e

sento il suo gloriosoc nome alzarsi con infinite
lodi al cielo, e porgere infinitissimi preghi a

Dio per ogni sua esaltazione, e felicitd, fra

li quali io quasi per dolcezza, e stupore
lagrimando, non sono gid stato l'ultimo a
mescolare i miei, certissimo, che se Dio ama il
bene, e la caritd, come si sa per prova, saranno
esauditi; e se bene il Cavaliere S ign]or Tommaso
de Medici mi ha detto che tal salarioc non mi

corre pill, non & perd, che io none speri, che
quando a V[ostra] E[ccellenza] I[1lustrissima]
verra occasione di servirsi di quel poco, che

io vaglio, ella non mi risponga nel numero de

supi Fedeli, e mi riapra la porta della sua
santissima Casa la quale io m'era promesso, che
mentre ch'io vivo non mi s'havesse a chiudere

gid mai, et la qual cosa io desidero pil che la
vita, e in tanto non manco di seguitare la Tavola
de Cavalieri, e dar fine a quel tanto che manca
nella Cappella di Palazzo, le quali cose credo che
V[ostra] E[ccelilenza] I[1lustrissima] troverra al suo
ritorno fornite, e me non meno desideroso, e pronto
a servirla, e adorarla che mai: et alla quale io
prego il nostro Signore Iddio, che dia ogni bene e
felicitd, e con ogni mia debita reverenza a piedi
di quella inginocchiato baccioc la veste di Fiorenza
alli XV d'Aprile del [MDJLXIIII / per il di V[ostra]
E{ccellenza] Ill[ustrissi]ma / humil[issi]mo e
dev[otissilmo ser[vito]re / Il Bronzino Pittore.l

This extraordinary sentence of supplication is a
revealing testament to the nature of Bronzino's position at

the court of Cosimo and, specifically, the dependent relation-

This letter (with the reference of ASF, Carteggio,
Filza 175) was published by Gaye, 1840, II, 134-135. However,
the letter, or the presentation copy of it, is in the Pierpont
Morgan Library (Fairfax Murray Collection of Autographs,
MA 1346, no. 47; see New York, Morgan: Cat. Harrsen-Boyle,
1953, p. 67, no. 119). My transcription, which differs only
slightly from Gaye's, is based on the letter at the Morgan
Library. The "Tavela de Cavalieri" mentioned in the letter
is the Nativity for San Stefano in Pisa.



ship of the artist to his patron. Today Bronzino's obeisance
may seem excessive and perhaps distasteful because of his
servile posture and almost uninterrupted praise of the Duke;
that, however, would seem a distinctly modern response.
Bronzino wrote in the style and language of a courtier
addressing his prince; and, even after twenty-f?ve years of
close acquaintance, though clearly never friendéhip, the
epithets due the Duke had to be invoked. But within the form
Bronzino has written a letter that, like his paintings, is
remarkable in its studied conception, intense expression, and
elegant style. Penned by the artist in his own calligraphic
handwriting, the letter is as beautifully and formally pre-
sented as his pictures (fig. 1.1

These qualities are more apparent in the many poetic
works which Bronzino wrote for or about Cosimo and his family.
Although the artist's impassioned petrarchist sonnets and
canzoni are, at least to modern readers, his most memorable

lyric creations, Bronzino's rather directly laudatory Medici-

lAlthough this letter is written in a beautiful
scribal hand, there is reason to believe that the hand is
Bronzino's. It is clearly the same as that which penned the
volume of Bronzino's poetry in the Biblioteca Nazionale
(Fig. 2)=--which was written at various times--and remarkably
similar to the calligraphy (Fig. 3) seen on the volume of
Petrarch in Bronzino's Portrait of Laura Battiferri (Palazzo
Vecchio). Bronzino's more businesslike letters (cf. Fig. 19)
are written clearly enough, but not with the same care for
uniformity and grace as this example shows. The signature
is written in the same style as the body of the letter, which
usually indicates an autograph letter.



related poems provide a valuable insight to the Florentine
court and a parallel to his painted portraits. The subjects
alone suggest that Bronzino was quite adept at playing the
courtier's role and not averse to putting his considerable
literary talents to use to that end. Among those specif-
ically titled that survive in the handsomely written autegraph
volume of Bronzino's verse in Florence (Bibliotéca Nazionale)
appear poems on the illness of Cosimo (two sonnets and two
canzoni), on the creation of the Duke's son Giovanni as
cardinal, on Cosimo's trip to Rome, on the death of Cosimo's
daughter Lucrezia (two), on the deaths of Eleonora di Toleds,
Giovanni, and Garzia di Cosimo (twelve)--as well as other
works directed to the Duke, including a lyric "Supplica" and
the "Tre Canzoni Sorelle sopra 1'Illustriss. et Eccellentiss.
Sig. Cosimo Medici Duca di Fiorenza e di Siena," on the basis
of which Bronzino was readmitted to the Florentine Academy in

May of 1566 (Fig. 2; see appendix).l

The manuscript volume of Bronzino's poetry is
entitled "Delle rime del Bronzino Pittore / Libro Primo" and
is in the Biblioteca Nazionale in Florence (Magliabechiano
I1.IX.10). Another codex in the library (Magliabechiano
VII. 115) contains Bronzino's "rime in burla." The poetry
was published in a series of confusing and sometimes in-
accurate editions (Bronzino, 1822; Bronzino, 1823, Borghini-
Bronzino, 1822). The only study of Bronzino's poetry is
that of Furno, 1902. 0On the circumstance of Bronzino's
expulsion and readmission to the Accademia Fiorentina (the
literary rather than artistic academy), see the appendix;
further on the early history of the Academy, see Bareggi,
1973.



Bronzino was certainly not reticent in praising his
patron. In the "Tre Canzoni Sorelle" the Duke is apostro-
phized as a new Hercules ("Nuovo ecco Alcide"), as "Fortunato,
e fedel Medico, e saggio, Ornamento, e splendore almo, e
giocondo Nuove Sol," as "Il Divin COSMO honor d'Italia, e
Pace" (see appendix for full text). These images reappear
in Cosimp's pictorial iconography; Bronzino subtly alludes
to them in his portraits of the Duke.l The third canzone is
particularly revealing as Cosimo is directly lauded using the
petrarchist device of praise of exterior features--an aspect
that is naturally suggestive of painted portraits. Thus one
encounters "vivaci Luci," a "Fronte celeste," and a "Cortese
mano, e santa"; but, as always, the best parts are within,
here seen "through a glass darkly":

E ben conviensi a te 1l'honore, e 'l pregio

Poi che di santa Mente, e di sant' Opre

Bontade, e senno adopre,

Per destin per natura, e per costume.

D'alta sembianza, e d'alto Aspetto regio

Tutto e quel, che fuor mostri, & a noi si scopre,
Ben ch'all'Alma non copre

Se non, come bel Vetro un chiaro Lume,
L'abbondanti sue doti, il Largo fiume

an the typology of Cosimo as Hercules see, for
example, Chapters III and VIII, pt. 1. The Duke as a "new
sun," an aspect of his Apollonian iconography, is given its
most direct embodiment in Vasari's Apotheosis of Cosimo I
on the ceiling of the Sala dei Cinquecento in the Palazzo
Vecchio (cf. Barocchi, 1964, pp. 54, 139, pl. 82; Langedijk,
1981, no. 27-213a; Allegri-Cecchi, 1980, no. 54-23). On
Cosimo's association with Apollo, see Richelson (1973,
pp. 25f.), and, particularly, Hanning (1979).
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D'ogni virtl, ch'il Mondo, e 'l Cielo adorna.
Per te religion, per te ritorna

L'alma Virtute accessa

La speme, e 1'Honesta con l'altre Elette,
Ond'ogni giusta impresa 1

Da Dioc per te s'aspetta, e si promette.

There are similar panegyrics in his other poems. One
particularly fascinating work takes the form of a supplica,
the standard mode of petition (usually for money) addressed
to the Duke, but one that Bronzino, in a clever display of
artifice, has written in terza rima. (In a similar, perhaps
more striking exercise of his lyrical acumen, Bronzino once
composed a sonnet in the form of a painting contract.z) The
artist's appeal gives ample opportunity for saluting his
"buon Duce," but it permits as well some personal reflections;
the aging Bronzino finds joy in his art, but sorrow in his
needs, and shame in having to speak of them.

Io son, come vedete, della via
Passato il mezzo, e comincia il timore
A prender forza, e speme a fuggir via.
Il giusto santo, e lodevole amore,
Ch' io hebbi sempre alla mia vaga, e bella
Arte mi porge in un, gioia e dolore.
Gipia mi fia potendo seguir quella
Con quelle diligenzie, e quelli studi,
Che drittamente convengano ad ella:

Ma come portro io, s' i colpi crudi
Della miseria io non dico bisognio

l"Delle rime del Bronzino, Pittore / Libro Primo,"
Biblioteca Nazionale, Ms. Magliabechiano II.IX.10, c. 107v;
this is published, with alterations to the capitalization,
spelling, and punctuation, in Borghini-Bronzino, 1822, p. B3.

2The "Sonetto in Forma di Scritta" is published in
Bronzino, 1822, pp. 420-421.
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Mi batteran d'ogni pietade ignudi!
Lasso, che pure a dirlo mi vergognio,

Mi converrd per via volgare, e trita

Seguitar quei, che fanno opre da sognio.
Che tanto brama ogn'uno in questa vita

Salvar la vita, che molti per questo

Cgni strada d'honore hanno smaritta.

Slightly earlier in the poem, Bronzino addresses the Duke,

professing both his sincerity and his adoration of his

patron:

Darete o che m'inganna, e troppo speroc,

Con l'alme Luci, e sacre voci ancora

Fors' a queste mie rime il spirito vero.
Vedrete in queste un Servo, che v'adora,

E porge preghi alle beate piante

Ch'ogni buon segue, e reverisce, e honora. 2

Although Bronzino limited these expressions of fealty,
devotion, and celebration to the Duke and his immediate
family, it is evident that the artist's success at the court
of Cosimo was also due to his gentle and pleasant personality.

Vasari (1568) described Bronzino as a singularly kind and

affable man:

E stato ed & il Bronzino dolcissimo e molto cortese
amico, di piacevole conversazione, ed in tutti i
suoi affarri molto onorato. E stato di natura
quieto, e non ha mai fatto ingiuria a niuno, ed ha
sempre amato tutti i valent' uomini della sua
professione, come sappiamo noi che abbiam tenuta
insieme stretta amicizia anni quarantatr®, ciod® dal
1524 insino a quest' anno; percioch® cominciai in

lMs. "Delle Rime del Broenzino" (cited in note 1, p. 10),

c. 177r-v; published, in slightly different form in Borghini-
Bronzino, 1822, p. 121.

2Ms. "Delle Rime del Bronzino" (cited in note 1, p. 10),
c. 1l74v; published in Borghini-Bronzino, 1822, p. 118.
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detto tempo a conoscerlo ed amarlo, allora che
lavorava alla Certosa col Puntormo, l'opere
del quale andava ioc giovanetto a disegnare a
quel luogo.

As Vasari indicated, Bronzino did not enter into
controversies with his fellow artists; and the only contem-
porary tale told about him is a tribute to his sagacity and
wit.2 He seems, in fact, to have been the only person in
Florence to maintain friendship with both the iterribile
Cellini (who told Cosimo that the only other men who could
have made the Perseus were Michelangelo, were he younger,
or Bronzino, were he not exclusively a painter), and Cellini's
hated rival Bandinelli, whom Bronzine included among the
portraits of his friends in the Descent into Limbo (formerly

Santa Croce, Florence).3 This gentility and placidity--so

lVasari—Milanesi, VII, 605.

2The tale in question is to be found in Domenichi-

Porcacchi, 1574, pp. 118f. A German translation appears in
Floerke, 1913, p. T1.

Benvenuto Cellini, Vita, II, 97: "E quello che pil
mi fa baldanzosoc si & stato che quegli eccellenti uomini, che
conoscono e che sono dell'Arte, com'® 'l Bronzino pittore,
questo uomo s't affaticato e m'ha fatto quattro sonetti,
dicendo le pil iscelte e gloriose parole che sia possibil di
dire, e per questa causa di questo mirabile uomo, forse s't
mossa tutta la cittd a cosl gran romore; e io dico ben che,
se lui attendessi alla scultura sl come ei fa alla pittura,
lui s} bene la potria forse saper fare." Two of Bronzino's
sonnets on the Perseus survive; both are given in Cellini-
Tassi, 1829, pp. 458-459, while only that beginning "Giovin
alter" appears in the published edition of Bronzino's sonnets
(Bronzino, 1823, p. 42). Bronzino's Descent irto Limbo was
painted for the Zanchini Chapel in Santa Croce but was ceded
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unlike the tortured personality of his master Pontormo--
rendered Bronzino a painter ideal for the court.

One mark of his suceess, and perhaps in part a reason
for it, was Bronzino's ability to maintain good relations
with Pierfrancesco Riccioc (or Ricci), the Duke's majordomo.l
Atout 1527 Cosimo's mother, Maria Salviati, had_hired Riccio,
then a priest in Prato, to act as tutor and comﬁanion to her
young son. The Duke's education was the result of Riccio's
instruction and, after his accession to the dukedom in 1537,
the grateful student rewarded his master with the post of
secretary and subsequently of majordomo. Although Cosimo was
often perscnally involved with the artists he patronized and
the works they produced, it was generally through Ricecio that

the Duke's wishes were expressed and an artist's requests

to the Uffizi in 1821 by Leopoldo Ricasoli, who then owned
the chapel. Returned to the newly-established Museo di

Santa Croce, the work was severely damaged during the flood
of 1966. The picture remains at the Fortezza da Basso where
conservators are either unwilling or unable to proceed with
its restoration. The altarpiece, filled with portraits of
Bronzino's friends, has been the subject of a generally un-
reliable study by Matteoli (1969); she does correctly
identify Bandinelli (pp. 298-303), who is the standing figure
at the rear left with his right arm outstretched. Bronzino's
student and adopted son Alessandro Allori is known to have
executed paintings after designs by Bandinelli (for which

see Middeldorf, 1932) and may have studied with Bandinelli
when young.

A brief review of Riccio's career is given by
Bigazzi, in Prato: Cat. Medici, 1980, pp. 112-114, 125-127.
On his early assmciation with Cosimo, see also Booth (1921,
pp. 15f.) and Pieraccini (1947, II, 4f.).
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received. In his biography of Tribolo Vasari indicates that
Riccio's influence was considerable and that about him grew
a kind of clique from which he would choose those who were to
receive court patronage:

« « o avendo alcuni fatto una setta sotto il favore

del detto messer Pierfrancesco Riccio, chi non era

di quella non participava del favore della corte,

ancor che fusse virtuoso e da bene: la quale cosa

era cagione che molti, i quali con l'aiuto di tanto

principe si sarebbono fatti eccellenti, si stavano
abbandonati . . . .1

Vasari records examples of Riccio's favoritism--in
his withholding payment to Montorscli for a statue, evidently
in support of Bandinelli's malevolence for that sculptor, and
in his not showing the Duke a drawn proposal by Salviati for
the choir of San Lorenzo, so that Pontormo, whom Riccio
preferred, might receive the commissicn.2 Vasari, it seems,
was himself first excluded from ducal patronage due to the
preferences of Riccio; of course the artist, especially in
his telling, triumphed because of his innate talent (Vasari's
ultimate domination of court commissions cccurred when the

. . . 3
majordomo, "dopo esser vivuto pazzo molto anni, era morto"~).

lVasari-Milanesi, Vi, 91.

2Vasari-Milanesi, Vi, 640; VII, 30. Salviati had
earlier painted Riccio's portrait (ca. 1550), for which see
Bigazzi, in Prato: Cat. Medici, 1980, pp. 112-114; the paint-
ing (see Fig. 5) is in the Palazzo Comunale of Prato.

3Vasari—Milanesi, VI, 654; as Milanesi notes, Riccio
died of a fall from his horse.
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Cellini, typically, was far more voluble in his dislike for

Riccio, whom he called "gquel mal omo, nimico mio mortale,"
"pedantuzzo," and "bestia." When Cosimo praised Cellini,
the majordomo, always a backer of Bandinelli, sought to
malign him. Cellini is wonderful in his contempt:

Il suo maiordomo, che continuamente cercava di
qualche lacciuolo per farmi rompere il callo, e
perché gli aveva l'autoritd di comandare a'

bargelli e a tutti gli ufizl della povera
isventurata cittd di Firenze, che un pratese,

nimico nostro, figliuol d'un bottaio, ignorantissimo,
per essere stato pedante fradicio di Cosimo de'
Medici innanzi che fussi duca, fussi venuto in

tanta grande autoritd.l

Such problems do not seem to have arisen for Bronzino.

Perhaps because of his connection with Pontormo, Bronzino
seems from the start to have maintained a cordial relation-
ship with the majordomo. The artist's letters to Riccio
contain indications of respectful devotion. After a chatty
commentary in a typical letter to this "Molto Reverendo
Signor mio osservandissimo," Bronzino concludes:

Altro per hora non mi occore, salvo ricordare a

V[ostra] S[ignoria] che io desidero che quella

mi comandi, perch® mi parebbe, quando quella lo

facessi, essere da qual cosa: et senza pili dire

bacio le mani alla V[ostra] S[ignoria] Reverenda,

pregandoc nostrc S[ignore] Iddio che quella contenti
et conservi.

lCellini, Vita, II, 61 (the quoted passage), II, 54
and 77 (for the cited epithets).

2pyublished by Gaye (1840, II, 330), as in ASF,
Miscellanea; the letter is now in ASF, Mediceo, Filza 1170A,

fasc. I, Ins. 3, c. 36. Bronzino writes from Poggio on
August 9, 1545.
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Another letter, filled with respectful compliments and sub-
dued entreaties, similarly ends:

. « . N& per ora mi occore _altro, salvo

raccomandarmi a V[ostra] S[ignoria] quanto

posso, pregando quella che si degni alle volte

comandarmi qualche cosa, et nostro Signore

Iddio, che quella sempre in sua gratia et del

nostro buon Patrone conservi: al quale sia per

sempre contento et felicitd.
Both are signed, significantly, "Sexvitore Il Bronzino
Pittore," and, as much as the artist includes Riccio with
himself in speaking of "ngstro buon Patrone," Bronzino seems
to sign as "servitore" as much to Riccio as to the Duke.

Bronzino inserted what is clearly a portrait of

Riccio in one of the fresco scenes in the Chapel of Eleonora
in the Palazzo Vecchio, the Crossing of the Red Sea (Fig. 4).
The majordomo there appears to the left of Moses, appropri-
ately in the priestly guise of Aaron.2 The position is quite

prominent, and worthy of the patron himself; its conspicuous-

ness may well reflect Riccio's authorship of the program for

lFor this letter written from Poggio on August 22,
1545, see Chapter V, pt. 2, note 1 on p. 69.

2This‘identification has not previously been made but
can be substantiated by ccmparing the portrait head with
Salviati's slightly later portrait of Riccio (Fig. 5), for
which see p. 14, note 2 above. Another portrait of Riccio,
by Michele di Ridolfo Tosini in the Duomo of Prato, is post-
humous and was most likely based on Salviati's work. Huntley
(1947, p. 29, fig. 2) incorrectly identified as Riccio
Vasari's oval portrait of Pierfrancesco de' Medici in the
Sala di Giovanni dalle Bande Nere in the Palazzo Vecchio.
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the chapel--a responsibility that would have been natural for
this former scholar-priest, once tutor, now advisor to the
Duke.

Perhaps the most evocative of Bronzino's letters
referring to his career at the Medici court was that written
to Riccio on January 27, 1551. The salute to the majordomo
in Florence (Bronzino writes from Pisa) is most effusive and
affirms the artist's devotion to Riccio, addressed almost as
if to the patron himself. Bronzino then extols Cosimo, the
Duchess, and their children, whom he was then painting. This
sort of letter may seem formulaic, but Bronzino's comments
are so fresh and sincere as to seem utterly convincing. The
unforgettable image of the irenic court life is almost too
ideal, with Bronzino painting the Medici children, who look
like angels and sound like heavenly spirits, in the room where
these "well-born tender plants" are being nourished with
instruction in Latin and Greek. The portrait Bronzino had
just finished, that of Gievanni de' Medici (Fig. 6; Bowood,
Lansdowne Collection), shows the seven and one-half year old

boy holding open a manuscript with Isocrates' QOration to

Nicocles clearly inscribed.l

lThis little-known portrait is wrongly considered an
altered replica of the Portrait of Giovanni in the Ashmolean
Museum, Oxford; for the best discussion of that work, see
Oxford: Cat. Lloyd, 1977, pp. 39-42.






