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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






