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University of Washington
Abstract

Uomini Illustri:
The Revival of the Author Portrait in Renaissance Florence
by Joyce M. Kubiski

Chairperson of the Supervisory Committee: Professor JoAnne Snow-Smith
Department of Art History

This study examines the revival of author portraits in the humanist book of
fiteenth century Florence. With roots in the classical tradition, the placement of
a portrait of the author at the beginning of a text survived into the Middle Ages,
although with significant changes. With the waning of interest among Christian
Europeans in pagan literature, manuscript copies of the works of ancient Greek
and Roman authors rarely included author portraits. Only the writings of the
most revered Christian authors were decorated in this manner. Portraits of the
four evangelists were often spectacular full-page illustrations, while other
Christian writers, such as the early Church fathers and later apologists, were
often represented in much smaller portraits squeezed into the empty spaces of
the opening initial, a location with no antique precedence. With the mass
production of summaries, commentaries and translations of classical literature
for the university classroom during the scholastic period, portraits of pagan
authors once again began to appear in copies of their texts. The opening initial
of the text was decorated with an image of the contemporary scholar lecturing to
his students, while an image of the ancient classical author, if included, was
always relegated to the back pages of the text.

It was not until the next classical revival in fifteenth century ltaly that the
portraits of ancient pagan authors once again attracted the attention of the
miniaturist, as new editions and transiations of classical texts were once again
produced for the Italian humanists. The center of this book production in ltaly
was Florence, and it was the Florentine miniaturists who developed a new
iconographic system for identifying authors. The iconographic solutions
developed for these authors indicate that the Renaissance illuminator was
intent upon creating a new iconographic system that would invest the earlier
generic portraits of classical authors with an individuality that would reflect the



classical author's new status in Renaissance thought and lettters. This new
system divides authorship into several broad categories based upon the
cultural origins (e.g, Patristic, Roman, Greek or ltalian) and literary genres (e.g.,
poets, orators, historians, or philosophers) of the authors.
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Dedicato a due uomini illustri

Roberto e Giancarlo



Introduction

Some of the most extraordinary examples of Medieval and Renaissance
manuscript illuminations are author portraits. We need only mention the famous
evangelists of the Lindisfame Gospels (fig. 61), the portrait of Virgil in Petrarch's
own copy of the Aeneid painted for him by his friend Simone Martini (fig. 126),
and the portrait of St. Jerome seated in a Renaissance studiolo in front of a
panoramic view of the city of Florence (fig. 191). Author portraits certainly were
the most common textual iilustration in both sacred and secular literature. For
example, in illuminated Bibles poriraits of the evangelists far out number
narrative scenes of the life of Christ. Even in the most meagerly illustrated texts,
if there is any figural decoration at all, it is usually a portrait of the author, often
portrayed in a thumbnail-sized sketch crowded into the empty spaces of the
opening initial.

In tracing the history of the author portrait, the evidence suggests that it
was a well developed motif by the first century B.C., and that its origin may
reach back to Hellenistic or perhaps to Late Classical times. Its placement,
originally at the beginning of a papyrus scroll, and after the first century A.D., on
the frontispiece of a codex, continued without interruption throughout the Middle
Ages and into the Renaissance. There is, however, an important distinction
between the author portraits found in Medieval manuscripts and those of the
Renaissance that can be correlated to the status of authors and their works.
During the Medieval period, it was Christian, not ancient pagan authors who
were the most widely read and admired. During the Renaissance, although

sacred literature did not lose its preeminent position, classical literature was
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raised to a level of interest and esteem it had not enjoyed since ancient times.
Similarly, the function of the author portrait in Renaissance manuscripts more
directly paralieled its purpose as part of the decoration of ancient classical
books.

In classical times, the purpose of book portraiture was directly related to
the role of any portrait in Greco-Roman culture. Pliny, the great Roman historian
of the first century B.C., suggested that portraits were not only the means by
which the true features of someone long deceased could be remembered by
posterity, but that the portrait functioned as a symbol for the heroic deeds this
person performed during life.! He likened portraiture to written records, which
preserved the specific achievements of an individual. While lamenting the
decline of portraiture in his own time, Pliny praised the attention given to this art
form by his ancestors. He specifically mentioned the author Marcus Varro, who
had written one of the many de viris illustribus, or biographies of the famous
men, which were so popular in Roman times. Pliny tells us that Varro included
in his text "seven hundred portraits of famous people, not aliowing their
likenesses to disappear or the lapse of ages to prevail against the immortality of
men. Herein Varro was the inventor of a benefit that even the gods might envy,
since he not only bestowed immortality but dispatched it all over the world,
enabling his subject to be ubiquitous, like the gods.”2 In the classical period,
portraiture was a signifier for the hero. Author portraits were no excepticn.
They symbolized the important role of the author in the development and
transmission of ideas that would continue to shape the events of history for
generations.

As the Middle Ages progressed and a Church dominated culture became

less interested in pagan literature, not only did the the copying of classical texts
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decline, but the use of author portraits in these manuscripts almost completely
disappeared. The most striking examples of author portraits from the sixth
through the fourteenth century are of the four Gospel writers who are often
represented in full-page illustrations. The early Church Fathers, such as
Jerome, Augustine, and Gregory the Great also appear in author portraits, but
usually their images are crowded into the empty spaces of the incipit. Medieval
author portraits still reflect the classical attitude to these images as a means of
honoring outstanding accomplishments; however, the choices made about
which authors were represented and the relative elaborateness of their portraits
indicates not only the hierarchical ranking of various Christian authors, but the
priority of sacred over secuiar literature.

A series of classical literary revivals during the Middle Ages did little to
reinstate the use of the author portrait in secular literature. Although
Carolingian scribes and miniaturists faithfully reproduced both the text and
iltustrations of classical exemplars, their efforts were short lived. The
succeeding classical revivals, centered at the Cathedral School at Chartres in
the mid twelfth century, and the Scholastic movement in Paris which followed,
created a new iconography for the author portrait, but one that still emphasized
the elevated importance of Christian over classical authors. This new
iconographic system is directly related to the manner in which classical
literature was published. Late medieval scholars were more concerned with
applying the philosophical and rhetorical system of classical thought to
Christian exegesis than in actually studying ancient literature for its own sake.
Publication of scholastic translations, summaries, compilations, and
commentaries of classical literature were more common than copies of the

complete original text.
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It was these distilled versions of ancient writers that were sanctioned for
use as textbooks in the universities, and it was for these textbooks that a new
composition appeared for the traditional "author portrait." Although still located
in the restﬁcted space of the opening initial, a group portrait has replaced the
individual image of the author. lllustrating a teaching theme, a university
professor is seated before a puipit and lectures to a group of students. What
has happened in these medieval textbooks is that a portrait of the contemporary
scholar has taken the place of the original author of the text. The various
scholars are broadly distinguished by aspects of their dress. Monks are
tonsured and dressed in hooded robes, while secular scholars are outfitted in
colorful academic gowns trimmed with ermine. In an unusual full-page
miniature of this motif, the famous Dominican theologian, Hugh of St Victor
lectures to a group of novices (fig. 63). This is not just a matter cf the classical
author being redressed in medieval garb, a phenomenon noted by Panofsky,
for portraits of the ancient author often do appear in the incipits of the foliowing
chapters of the text.3 They are usually depicted as an ancient sage dressed in
vaguely classicizing garments and with long grey hair and beard. This
iconographic system is illustrated in a copy of Jacopino da Reggio's
commentary on Aristotle, in which Jacopino is depicted instructing his students
in the opening initial to his commentary and Aristotle appears several times in
the incipits to the succeeding chapters (figs. 64 & 65).4

Although the scholastic writers might honestly be able to claim
authorship of these translations, summaries, and commentaries, what this
exchange of position between contemporary and ancient author indicates is the
medieval scholar's important role as the censor and disseminator of the Church

approved versions of ancient literature to the detriment of the ideas of the
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original thinker. So, in spite of the fact that by the end of the fourteenth century,
author portraits of Greco-Roman writers are once again appearing in scholastic
versions of their texts, they are small generic images relegated to the back
pages.

The revival of classical literature that took place in fifteenth century Italy
differed significantly from its predecessors in its attitude to ancient literature.
The writings of the ancient Greeks and Romans were no longer only scrutinized
to see how their systems of logic and rhetoric could be used to enhance
Christian dogma. Instead, fifteenth century Italian humanists studied the
writings of their ancient ancestors with the hopes that the moral rhetoric of
Cicero, the histories of Livy and Plutarch, the logic of Aristotle, and the
metaphysics of Plato would provide them with fresh solutions to their problems,
on both a personal and civic level. With their interest in classical literature came
a renewed interest in the portraits of these ancient writers. We know from their
own theoretical writings that Renaissance humanists were familiar with Pliny's
understanding of the symbolic nature of portraiture as a general topos for the
hero, and classical authors (including Pliny) became some of the most revered
heroes of the Quattrocento.5 Beginning in the mid fifteenth century, Italian
miniaturists began a concerted effort to create convincing portraits of these
authors that would reflect the author's cultural origins, historical period, and
literary genre. With no adequate models of author portraits to copy,
Renaissance illuminators were faced with a formidable challenge, and the
small, ubiquitous, generic looking author portrait of the Middle Ages became the
vehicle for an outburst of creative energy during the fifteenth century.

How the miniaturists of the early Renaissance, in collaboration with

humanists, patrons, and cartolai revived and reinvented the author portrait is the
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topic of this dissertation. To date there has not been a systematic study of
Renaissance author portraits, although Alexander, Garzelli, and Salmi, among
others have discussed the topic in isolated instances.6 Since the revival of the
author portrait began in Florence, it is here that | have focused my efforts. This
study concentrates on portraits that were produced in Florentine botteghe
between 1450 and 1500. | will examine in detail the libraries created by
Cosimo de' Medici and his sons Giovanni and Piero since they were some of
the earliest, most richly illuminated, and best documented collections of this
time. Additional manuscripts created in Florence for other patrons during the
years the Medici were building their libraries will be discussed for comparative
purposes, and isolated examples of author portraits from the years 1470 to
1500, created by the next generation of Florentine miniaturists will be discussed
in order to trace the development of this motif in the later years of the century.

I have concentrated on the images of a limited number of authors: Cicero,
Pliny, Livy, Aristotle, and Plutarch among them. These writers were popuiar
throughout the Middle Ages (albeit the list of their surviving texts was limited)
and an occasional medieval author portrait survives so that a compariscn can
be made with those created during the Renaissance. | also examine the
portraits of several patristic writers, especially those of St. Augustine and St.
Jerome to see how the images of these popular authors either followed or
diverted from Medieval traditions. | will also be examining portraits of the
humanists who found, translated and wrote commentaries on the classical texts
and the patrons who commissioned deluxe editions. Often, not only the author
portrait, but also the portraits of the transiator or commentator, and patron were
added to the frontispiece, affiliating themselves with the author as one of the

uomini illustri.
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Unfortunately, due to the parameters of this study, | will not be looking at
the portraits of any female authors. Althcugh the writings of Sappho were
known in the Renaissance and the Renaissance certainly has its own female
writers and humanists, the small circle of humanists, patrons, and miniaturists
responsible for the earliest revival of the author portrait, as well as the ancients
they read, were all men. Itis of interest to note that Sappho does appear in
Raphael's Vatican Stanze decoration in the early sixteenth century and a study
of female humanists, patrons, miniaturists and the author portraits they created
is certainly warranted.”

Throughout this study I will be investigating the choices made by all
interested parties in determining the appearance and format of the author
portrait. In particular, | will be asking the following questions. Who was
responsible for determining the appearance of the author, was it was the patron,
bookseller or illuminator? How was it determined what an ancient and long
deceased auther locked like? Can we identify any patrons, humanists, or artists
posing as author? What classical prototypes were used, and what were the
influences of the more monumental art forms of painting and sculpture on the
miniatures? And finally what was the influence of the literature itself, especially
of the de viris illustribus genre?

The working method of miniaturists for centuries was to simply reproduce
their subject by copying it from another manuscript. Although styles would
change throughout the years, in many cases the compositional motifs and the
iconography remained constant. In their attempts to update the Medieval author
portrait the Italian miniaturists would have had many twelfth and thirteenth
century manuscripts to use as models, but to the best of our knowledge they

had no classical exemplars, and very few, if any, manuscripts from the Early
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Christian and Carolingian periods that could have provided them with a
classicizing model to copy.

The miniaturist could turn to portraits in other media for inspiration, using
both contemporary and antique models; however, these influences wouid have
been general rather than specific. Most portraits produced in the early fifteenth
century were of wealthy patrons and not of the literary idols of their classical
past.8 Nor could the miniaturists be guided by the archaeological remains of
antiquity. The portraits found on the Roman medals, coins, and gems collected
by Quattrocento humanists portrayed emperors and mythological character, not
authors. After five hundred years of archaeological discoveries and research
we can today recognize the individualized features of Cicero, Aristotle,
Menander, and Plato created by Greek and Roman sculptors, but these faces
were unknown to the early fifteenth century.

In their efforts to visualize the author, Quattrocento miniaturists created
an iconographic system for the author portrait that is a fascinating synthesis
between enduring medieval tradition and revived classical motifs, and that is
stylistically rooted in both the decorative effects of the International Gothic and

the new sobriety of Florentine Quattrocento art.
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Chapter One

The Origin and Historical Background of
Renaissance Author Portraits

How short a parchment has comprised the mighty Maro!
The {eatures of the man himself the first leaf bears.
Martial, Epigrams XIV, 186

The Classical Tradition?

It was a tradition throughout the Greek and Roman world to honor their
esteemed authors by displaying a portrait of them in a prominent public
location. These author portraits were produced in such a wide variety of
different formats and media - in statues, busts, relief car\}ings, and mosaics - that
it is safe to assume that they were also created in the more perishable painting
media as vase painting, panel painting, frescoes, and miniatures. Although our
evidence is decidedly meager, there are a few surviving author portraits on
Greek vases (fig. 1)2 and the famous fresco painting of Menander from Pompeii
indicates a tradition for this art (fig. 2).3 Unfortunately, these are only isolated
examples which do not allow us to reconstruct the development of classical
painted portraiture.

Perhaps the most significant losses are the miniature portraits that must
have been included in copies of the author's own works. Although there is not a
single surviving example of an author portrait in a book, in either its scroll or
codex format, prior to the early fifth century A.D., if we rely upon other evidence,
such as ancient literary descriptions of author portraits, medieval copies of

author portraits which have remained true to their classical models, and the
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evidence which emerges from a comparative analysis between the
development of miniature author portraits and those in other media, there is
then sufficient evidence to indicate that book portraiture was a well-established
tradition as early as the first century B.C., with antecedents that probably reach
back into Hellenistic times. There is also evidence to suggest that the three
major compositions used for the author portrait in other media - the imago
clipeata or bust medallion, the "standing literatus” and the "seated thinker" were
all commonly used in book production in the classica! world.4

As far back as the seventh century B.C. the ancient Greeks began a
tradition of honoring their most distinguished citizens with life-size
commemorative statues placed in prominent public settings. During the early
stages of development, these statues were certainiy idealized figures, one of
the many kouroi and korai of the archaic period, distinguishable only by their
inscriptions. it wasn't until the early fifth century B.C. that their features became
more differentiated and specific individuals could be recognized.5

Some of these statues are described in ancient historical accounts and
many have been preserved by Roman copies. Included among the expected
honor rol! of statesmen, generals, and athletes is a long list of poets,
philosophers, playwrights and orators, revealing the Greeks' great appreciation
for literary accomplishments. We know, for example, that statues of the famous
tragic poets, Aeschylus, Sophocles, and Euripides were set up in the theater of
Dionysus which Lykourgos had built in Athens about 340 B.C.6 Modern
scholarship has attempted to reconstruct Lykourgos' literary triad from Roman
copies of the dramatists that have survived in bust or herm form (several of them
inscribed) and one complete statue of Sophocles which indicates that he, at

least, was standing (fig. 3).7
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The standing literatus was one of two commonly used formats employed
by Greek sculptors to commemorate their famous authors. Like the Lateran
Sophocles, these figures stand in an imposing contrapposto with their himation
loosely and copiously draped around their shoulders and legs as if to provide a
buffer from the quotidian intrusions of the outside world. This costume
iconographically distinguished the author from athletes, rulers and generals
who were usually depicted either as heroic nudes or dressed in batile gear.
The standing literatus often holds a scroll in one hand, as a symbol of literary
achievements. In this statue of Sophocles, however, a capsa, the round box
used to store scrolls, is placed at his feet and provides the writer with his
distinguishing attribute.8

The other format for the author statue was the seated thinker. Diogenes
Laertius records that in the mid fourth century B.C. the Persian ruler Mithridates
commissioned the sculptor Silanion to create a bronze statue of Plato for the
Academy of Athens (lll, 25). Several inscribed Roman busts of Plato copied
from this statue still survive which depict him with the stooping shoulders, broad
forehead and serious demeanor with which he is described in the ancient
accounts.® A reconstruction of Silanion's statue has been made combining one
of these busts with a headless statuette of Plato, which was also inscribed, but
which survives today only in a cast (fig. 4).19 Like his standing counterparts, the
seated Plato is dressed only in a himation, wrapped loosely over one shoulder
leaving the upper chest bare. Unlike Sophocles, Plato does not proiect a self-
conscious alertness, but is lost in his own thoughts. His hands rest languidly on
his knees, one of which inertly holds a scroll. In other compositions of this type,
the philosopher may use one hand to point to his forehead (fig. 5) or he might

support the weight of his head on one arm, much like Roden's "Thinker." This is
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the pose found in a reconstructed statue of Aristotle in which the dreamy gaze of
the philosopher helps to emphasize his contemplative posture (fig. 6).11

These statues of Plato and Aristotle were executed in the late fourth
century B. C.; however, the composition of the seated thinker can be traced
back at least as far as the early fourth century, as evidenced from a relief found
on the Athenian Acropolis, which depicts a "philosopher” in exactly the same
pose (fig. 7). All of the various gestures used by the seated thinkers are
indicative of great powers of thought and concentration. In Greek
commemorative statuary philosophers were generally depicted in these more
meditative states, while other writers, such as poets, playwrights and orators
were shown standing in a posture of greater self-confidence and alertness.

Unfortunately, none of these commemorative statues of authors have
survived in the original, and we must turn to Roman copies to study this Greek
art. However, Roman sculptors often changed the medium, size or format of
Greek statuary to satisfy the whims of their patrons. One of the most significant
alterations made by the Romans was their habit of reducing Greek
commemorative sculpture, which always included the whole figure, to a bust or
herm. This procedure saved both space and money, and was preferred by
wealthy patricians who wanted to equip their private villas with reproductions of
Greek public monuments. Pliny tells us that busts of philosophers, poets and
orators were particularly popular as decorative elements in libraries and
bedrooms (Nat. Hist. V, 1). Other Roman authors recount more specific
examples. Lucian describes Nigrinus at home surrounded by the portraits of
old philosophers (Nigrius 2); and Cicero, in a letter to Atticus, says that he
wished he were sitting in his friend's chair beneath the portrait of Aristotle,

instead of in the sella curaulis (Letters V, 10).
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In addition to these commemorative statues of the Greeks and their
various Roman copies, the imago clipeata was a popular composition,
portraying only the head or bust of the author within a tondo, and some original
Greek portraits survive in this format engraved on gems or stamped onto coins,
medals, and bowls.12 The Romans continued this tradition, and in addition to
these more diminutive media, monumental images clipeatae survive in relief
sculpture, frescoes and mosaics (figs. 8 & 9).13

Author portraits which were part of larger compositions have also
survived. The motif of an author represented with an inspiriiig muse was
popular throughout the Hellenized, and later the Roman world. For example, in
a Roman floor mosaic found at Trier, Aratos, the author of the famous
astronomical poem, is shown writing under the influence of Urania, the Muse of
Astronomy, holding her globe and identified by an inscription (fig. 16). And in
the famous Louvre sarcophagus representing Socrates and the Muses, the
philosopher is seated and converses with a Muse who leans against a tall
pedestal (fig. 11).14

The M iot Tradit

While there is evidence that author portraits were executed in many
different formats and media in the classical world, the perishable nature of
manuscripts has made it difficult to evaluate whether author portraits were a
traditional element of text illustration. The earliest classical texts were written on
papyrus scrolls, and aithough no scrolls survive with author portraits, later
copies of classical texts written in the new codex format do include author

portraits. Since the earliest surviving author portraits in codices indicate that
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they were originally copied from the scroll format it is necessary to briefly
examine this older tradition.

The most convenient material for book production in the ancient world
was papyrus which was indigenous to the marshy river banks of Egypt. The
Greeks needed to imported it; however, it was not until Alexander the Great
added Egypt to his empire in the mid fourth century B.C. that papyrus was
readily available to Greek artisans and the Hellenized book began to develop.15

By this time, papyrus scrolls had been a common feature of Egyptian art
for well over a millennium. Many of these papyri survive, the oldest dating from
1830 B.C., yet they are largely restricted to copies of the Book of the Dead,
those personalized accounts of the afterlife which were placed with the
deceased in the dry and obscure environment of the tomb.16 Although these
scrolls are richly illustrated, they do not include any author portraits. Nor should
we really expect them to. The Book of the Dead was a chronicle of the
deceased's life and his or her prospects in the afterlife and the illustrations in
the text are a record of this honorific biographical drama. Whether the
Egyptians included author portraits in their books of literature, history, and
science is still unknown. What the Books of the Dead have made clear is that
certain formal aspects of the layout and decoration of papyrus scrolls were
borrowed by Hellenistic bookmakers and continued to influence the
development of the book in its new codex form in the first century A.D.

Although those who read papyrus scrolls in classical times probably did
not think them to be as unmanageable as we do today, the scroll format did
have certain limitations.7 Many scrolls were needed to complete a work of
average length; for example, the twelve books of the Aeneid required an equal

number of scrolls. One could not easily flip forward and backward through a
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text since the whole length of the scroll, which was often 30 to 35 feet long,
needed to be unrolled. To read a scroll, one hand unrolled, while the other
hand would simultaneously re-roll the volute, leaving a manageable length of
papyrus open between the hands to read. The text was written: in narrow
vertical columns allowing the reader to move forward in small increments.
Images were generally inserted directly into these columns of writing so the
reader did not have to move forward or backward in the text to view the
illustrations; or often the illustrations formed a cartoon-like frieze along the top
or bottom of the scroll. Intercalating the image within the columns of writing did
impose certain formal restriction on the illustrations. The width of the image
couid not exceed that of the writing column and the height needed to be
proportional to this predetermined width. In addition, the scroll format restricted
the types of paint that could be used. The constant rolling and unrolling of the
papyrus would have cracked a heavy use paint, so scroll illustrations were
compased in ink, sometimes with a color wash, or in a light tempera.

Only a handful of illustrated papyri survive which indicate the state of the
art from the late Hellenistic through the late Roman periods. An illustrated
romance from the second century is typical of the surviving examples (fig. 12).
The figures are intercalated directly into the text and are drawn in quick,
impressionistic pen and ink sketches. The compositions are quite simple with
few additional scenic elements. There is no background other than the creamy
white of the papyrus and there is no frame to enclose and separate the images
from the rows of script.

It is difficult to evaluate these images. Most surviving Greek and Roman
literary papyri come from remote locations in the Egyptian desert. We must

question whether these illustrations are examples of a provincial art, unable to
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transmit the sophistication that must have existed in more urban centers such as
Alexandria and Rome. 18 Or, perhaps these rough sketches are an indication of
the retardaire nature of the miniaturists' art in general - an art that would not fully
develop until the fourth century A.D., when the parchment codex replaced the
papyrus scroll. This latter proposition seems unlikely. The high quality of the
Egyptian Books of the Dead and the extent to which Egyptian scrolis influenced
Greek and Roman artists, as well as the advanced state of Hellenistic painting,
argue for a correspondingly high quality in Greco-Roman scroll illustrations,
aithough the art will be impossible to fully interpret without further discoveries.
Without more material evidence we must rely upon literary descriptions
and later copies of classical texts that remained true to their prototype in order to
reconstruct the history of Greco-Roman author portraits. The earliest evidence
for the use of portraiture in ancient books comes from Pliny. In describing
Marcus Varro's Hebdomades, one of the many de viri illustribus texts of the
Latin world, Pliny tells us that, "The existence of a strong passion for portraits in
former days is evidenced....by the most benevolent invention of Marcus Varro,
who actually by some means inserted in a prolific output of volumes, the
portraits of 700 famous people.” We are also informed that Varro "dispatched it
all over the world, enabling his subjects to be ubiquitous, like the gods (Nat.
Hist. XXXV, 2)." Although Varro's text is lost to us today, his format would have
been the papyrus scroll since he wrote in the first century B.C., before the
invention of the codex. From literary descriptions of his text we know that it was
divided into fifteen independent books and his biographies were organized into
pairs of sevens, the lives of seven Greeks juxtaposed with those of seven
Romans, hence its unusual title, Hebdomades..1® According to the traditions of

the "papyrus style” the fifteen books of his text were probably divided between
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as many papyrus rolls and the 700 portraits would have been inserted directly
into the columns of writing whenever it was appropriats.

Unfortunately we do not know what these portraits looked like.
Weitzmann believes they were most likely images clipeatae and the earliest
material evidence we have for an author portrait does take this form.2° In the
Vatican Virgil, an illustrated manuscript of Virgil's works dated to the early fifth
century, the verso of the last page of the sixth book of the Aeneid (fol. 57v) has
an offset of a medallion from the following page, the opening to the seventh
book (fol. 58r), which unfortunately has been lost.2! The faint traces of this
ghost image suggest that it was a medaiiion bust of the author.

Medallion busts would certainly have been the most economical means
to portray the 700 portraits of Varro's text, as demonstrated by several surviving
medieval texts that may be distantly related to the Hebdomades. A late
Byzantine medical manuscript in the Ambrosiana Library in Milan has more
than sixty medallion portraits of famous physicians inserted directly into the
writing columns of the text (fig. 13).22 The tenth book of Varro's Hebdomades
did comprise the biographies of medical experts, but if this Byzantine
manuscript is a late reflection of Varro's text it has gone through many changes.
It is updated with the biographies of physicians who lived long after Varro and
the classical dress of the doctors has been exchanged for contemporary
Byzantine fashion.

Pliny's statement that these portraits were placed within the text "Dy some
means or other" may also indicate that several different formats were used.
Perhaps a Carolingian manuscript, a copy of the Sacra Parallela of John of
Damascus, is indicative of the Hebdomades format.23 This florilegium, contains

over 1200 portraits, almost all of them in medallion or bust-form. These images
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readily reveal the Carolingian artist's dependence on classical prototypes as
many of the images of Old Testament kings and prophets were originally
derived from images clipeatae portraits of Roman emperors found on coins,
medals and gems. Also included in the text are a few examples of standing and
seated authors which are iconographically related to the standing literatus and
seated thinker statues of the antique world (figs. 14 & 15).

The popularity of Varro's Hebdomades , which went through many
editions in classical times, suggests that it was the inspiration behind such texts
as the Carolingian Sacra Parallela and the thirteenth century medical text
mentioned above, as well as Byzantine Old Testaments and Prophet Books in
which every author or speaker of the text is accompanied by his or her image. It
is not uncommon for texts of this kind, where many authorities are quoted, to
have several hundred "author" portraits.

When the codex replaced the scroll, a process which took place slowly
from the first to the fourth century A.D., many of the formal aspects of the scroll
were transferred to the new codex format. In conformity with the "papyrus style"
the text continued to be broken up into several columns of writing per page and
the illustrations were inserted directly into these columns of writing. We know
that author portraits were included in the new bound book from an epigram by
Martial. After expressing surprise and admiration for a new edition of Virgil
written on small parchment leaves, Martial informs us that the first page of the
book was decorated with the likeness of the author.24

The previously discussed Vatican Virgil is an excellent example of the
processes followed by scribes and artists when they transferred a text and its
iliustrations from a scroll to a codex. The only author portrait which has survived

from this manuscript is an offset from the beginning of Book Seven which has
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bled onto the back of the previous folio. !f a portrait of Virgil graced the opening
page of the seventh book then it would be reasonable to assume that the other
eleven books of the Aeneid were also prefaced with a likeness of the author.
This indeed would have been the case if the scribe of the Vatican Virgil (or its
exemplar) had originally copied the text from a papyrus scroll since the twelve
books of the Aeneid required twelve separate scrolls, and each scroll would
have begun with a portrait of the author.25 Remaining faithful to his prototype
the illuminator of the Vatican Virgil repeated the author portrait at the beginning
of each book regardless of the fact that all twelve books were now bound
together and a single author portrait at the beginning of the text would have
been sufficient.

Another early copy of Virgil, the Vergilius Romanus, dating from the late
fifth century, indicates how the Late Antique miniaturist grappled with the new
formal problems presented by the codex.26 Three of six author portraits that
were placed at the beginning of each of Virgil's Eclogues have survived. In
these portraits a youthful Virgil, dressed in a toga and holding a scroll, sits in a
frontal position and gazes out passively at the reader (fig. 16). The papyrus
style has been followed in that the portrait is inserted directly into the writing
column, but this time the artist has added a frame to separate the image from
the script. The results are not fortunate as the frame only seems to enhance the
disproportionately narrow picture space, almost cutting off the head and feet of
the author. In an attempt to balance the composition the artist has flanked the
author with a pulpit and a capsa. However, the end result is awkward and
inorganic. The pulpit and capsa are not drawn in the same perspective as the

seated figure and seem to float on the blue wash that serves as a background.
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Artists quickly realized that the large square expanse of a sheet of
parchment could be used in much the same way as a panel painting or fresco,
and the permanently flat and protected nature of the page allowing a thicker
application of paint that would have cracked off during the repetitious unrolling
and rewinding of a scroll. A Carolingian copy of the comedies of Terence,
demonstrates the artist's ingenuity in adapting the traditional imago clipeata
portrait to a full-page illustration (fig. 17).27 The first innovation made by the
iluminator was to depict the author only once, at the beginning of the collection,
rather than at the beginning of each play, thus ignoring his papyrus exemplar.
Secondly, after removing the imago clipeata, from its surrounding text and
affording it a page of its own, the artist imaginatively fills up the resulting empty
space by painting the médallion on a panel, which in fum is supported on a
pedestal by two masked actors.

Throughout the remainder of the text, the illustrations conform to the
papyrus style with their quick diagrammatic sketches inserted directly into the
columns of writing without the addition of a background or frame. We do not
know whether it was a Late Classical or a Carolingian artist who first
transformed the medallion portrait of Terence into a full-page illustration;
however, it probably did not happen until at least the fourth century A.D., when
the codex finally supplanted the scroll and full-page manuscript illuminations
inspired by fresco paintings began to develop.

In the sixth century Vienna Dioscurides, a medicinal text commissioned
as a gift for the Byzantine empress Juliana in 527, the full-page miniatures of
the flora and fauna described in the book, as well as a series of author portraits
and a dedication portrait are painted with results that approximate monumental

painting.28 Two of the author portraits (2v and 5v) are full-page miniatures of



22

Dioscurides. Between these two folios, are two more pages (3v and 4r) each
decorated with seven famous physicians whose opinions are quoted in the text
(fig- 18). While most of the physicians are fully dressed in both a chiton and
himation, two of them are cnly loosely wrapped in their himation, presenting the
bared chest of Greek commemorative statues. The individual figures are all
painted with great illusionism; however, spatial perspective has been sacrificed.
The seven physicians are so crowded that only one author is able to be shown
seated on the traditional scholar's chair with footrest. The other eminent doctors
are quite indecorously placed on large rocks set adrift on the solid gold
background.28

On either side of this double illustration are the two full-page portraits of
the physician Dioscurides. This time, rather than surrounding Dioscurides with
a burnished gold background, the doctor is placed in a illusionistic setting which
imparts a narrative quality to the traditional author portrait. One folio 2v
Dioscurides sits in a cushioned chair dressed in a chitor: and himation and
writes in a codex held in his lap. With him is the personification Heuresis, or
“Invention” standing above a dead dog and a depiction of the "poisonous”
mandrake plant responsible for the dog's death. On folio 5v, Dioscurides
assumes the same scholarly pose as before (fig. 19). This time he is attended
by the personification Epinoia meaning the "Power of Thought." She displays
the mandrake dug up by the dog in the previous illustraticn while an artist
sketches it on a square piece of parchment attached to an easel. To distinguish
him from Dioscurides the artist is dressed in work clothes and sits below the
eminent scholar on a simple stool. Small dishes of paint are scattered on the
table beside him. Both portraits of Dioscurides are set off by an elaborate

architectural backdrop and encased by a decorative frame. Unlike the seated
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portrait of Virgil from the Vergilius Romanus, with its neutral background and
oddly juxtaposed elements, these smali pages truly resemble more

monumental designs with their atmospheric quality and fifelike details.

The Four Evangelists: Early Christian & Byzantine Tradit

The early development of the codex coincides with the beginning of
Christian literature, and there is some evidence to suggest that it was the
Christian desire to find a new format for the Gospels that helped the bound book
to replace the scroll.30 |n illustrating their sacred texts, Christian illustrators
relied heavily on pre-existing Greco-Roman traditions and author portraits
became a common feature in biblical literature. Portraits of the four Gospel
writers were especially popular. In surviving New Testament literature, portraits
of the four evangelists far outnumber narrative scenes of the Life of Christ; and a
tradition for evangelist portraits can be dated as early as 150 A.D., on the basis
of a reference to their imagery in the apocryphal Acts of St. John.3!

In the earliest illustrated Gospel Book to survive, the Rossano Gospels, a
deluxe manuscript with silver uncials on dyed purple parchment dating from the
early sixth century, the evangelists appear in two different formats.32 On the titie
page of the Canon Tables, all four evangelists are depicted in bust medallions,
holding a codex of their Gospels in the left hand while they raise their right hand
in the traditional gesture of speech (fig. 20). They are all similar in appearance
with a youthful face surrounded by short hair and a short beard. The medallions
are encased in a wreath composed of multi-colored disks surrounding the title.
Each Gospel was also prefaced with a full-page portrait of its author. Although
only the page with the portrait of Mark survives today, missing folios indicates

that portraits of the other three evangelists once did exist.
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Placed in front of an elaborate architectural background and seated in a
barrel-back wicker chair, St Mark leans forward to write on a scroll unfuried
across his lap (fig. 21). Standing next to him a nimbed personification, possibly
representing "divine wisdom,” points to the scroll and dictates the Gospel.33
Although the fiat and abstract quality of the composition reveals its provincial
origins, it is formally related to the more sophisticated author portraits in the
Vienna Dioscurides. Both authors are seated in a wicker chair, are placed in
front of an elaborate architectura! setting, and are being directed by some
personified force. We have already encountered this theme, the poet or
philosopher with his muse, in a variety of other media throughout the Hellenic
and Roman world (see figs. 10 & 11). One of the constant features of this
composition is that the muse has always stirred her charge to action. He is
often seen conversing with her or composing his opus. While this composition
continues throughout the Middle Ages in both Christian and pagan texts, it was
much more common for the author to be seated alone. This is particularly true
of evangelists' portraits.

In the Rabbula Gospels, so named for the Syriac monk who wrote the text
at the monastery of Zagba in northern Mesopotamia in 586 A.D., the portraits of
the four evangelists are included in the decoration of the Canon Tables.34
Matthew and John are depicted together on foiio 9v seated below fanciful
domed and conche-lined niches. Mark and Luke are shown on the facing page,
folio 10r, in standing postures (figs. 22 & 23). The seated poses of Matthew and
John are quite different from the "seated thinker” or the "poet and muse" models
discussed above, and they curiously lack the haloes worn by their standing
counterparts on the facing page. Although Matthew and John are shown

seated in the traditional author's chair with footrest, they are not engaged in
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their scholarly work. They sit in frontal or near frontal positions and address the
viewer. John has a scroll unfurled across his lap and uses his pen to point out
the words of his Gospel to the reader as a oil lamp placed on a nearby pedestal
illuminates his efforts. Matthew holds a codex in his lap and his left hand is
raised in a traditional gesture of speech. This rhetorical gesture was common in
Roman statuary and when appropriated by Christians it also came to signify a
blessing.35

As with the previously discussed author portraits, the prototypes for the
Rabbula Matthew and John can be found in ancient commemorative statuary.
This pose of a seated man teaching from an open text occurs in Late Classical
art. In the British Museum there is a bronze statueite of a man seated on a
folding stoo!l with an open book in his left hand and his right arm, now broken off
at the elbow was clearly raised in this gesture of speech (fig. 24).3¢ A, M. Friend
beiieves this figure represents a Sophist, one of those teachers and orators
whose fame spread from the University of Athens where they were established
in the second century B.C. to the other major centers of the Hellenistic world in
the first two centuries of our era. Matthew and John iook out at the reader with a
self-conscious alertness, and perﬁaps what is reflected here is the Sophist's
habit when teaching to begin his lecture seated and then, as he became more
inspired, he would rise suddenly brandishing forceful declamatory gestures to
emphasize his point.37

One of the problems in examining Byzantine portraits of the four
evangelists is that there are no illustrated Greek Gospels extant before the tenth
century. They have all been lost to the ravages of time and the more destructive
forces of the Iconoclastic Controversy during the late eighth and the early ninth

centuries. However, the classicizing style and iconography of tenth and
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eleventh century manuscript illustrations, indicate that they are copies of texts
which can be dated much eariier.38 A manuscript from Mount Athos
(Stauronikita, MS. 43), dated to the tenth century has four full-page portraits of
the evangelists in which the Gospel writers assume the meditative pose of
Greek philosopher statues (figs. 25a-d).3% They sit in the traditional cushioned
chair with footrest and are surrounded by the equipment necessary in book
production. Before them is a pulpit which supports a book or scroll, a small
table nearby holds writing implements, and scattered about are the products
and detritus of scholarly thought - a capsa with scrolls - a finished book - a
discarded page. The evangelists are all placed front of a monumen:al
architectural background much like the ones in the Vienna Dioscurides and the
Rossano Gospels.

The similarities between the poses of St Matthew and St John with Greek
philosopher statues is striking. The pose of Matthew exactly duplicates that of a
Roman copy of Epicurus now in the Palazzo Margherita in Rome (fig. 26). Note
how both figures hold a scroll limply across the lap and how tightly the mantle
wraps around this arm, binding it to the body. Although the head on the
Epicurus statue is a restoration, an inscribed bust of the philosopher in the
Capitoline Museum in Rome has facial features similar to the portrait of St
Matthew with its iong face and beard parted in the center of the chin (fig. 27).40
The only discrepancy between the original state of the statue and of the
miniature is the placement of the right hand. In the statue Epicurus lightly rests
his chin in his hand, while St Matthew points to his mouth. This gesture finds its
genesis in a statue like the one now in the Vatican, in which an unnamed

thinker points to his forehead (fig. 5); perhaps chosen because it appropriately
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emphasizes the Christian believe in St Matthew's role as a mouthpiece for the
unerring word of God.

In most of the seated author portraits discussed above, in the Vienna
Dioscurides, the Rossano Gospels and Stauronikita 43, all the accoutrements of
a scholar's studio are depicted with detailed realism, yet we are clearly and
curiously not in an interior space. Instead, the authors have been placed in
front of a monumental architectural backdrop. There has been much
controversy over the source for these architectural configurations. It has been
forcefully argued that these backgrounds were inspired by the architecture and
decoration of the Roman theater; from either the scenae frons - that permanent
stone wall which rose behind the stage - or from temporary painted stage sets.4!
As compelling as these arguments are, the architectural settings of author
portraits are so varied and often depart so radically from the conventions of
stage design, that the theater cannot be the sole source of inspiration.

Part of the logic involved in asscciating the architecture of the theater
with those behind the illuminated author porirait is that the historical records
indicate that great authors, philosophers, and statesmen were honored with a
commemorative portrait statue placed on display at the theater. While we might
expect to see portraits of dramatists at the theater, the appearance of
philosophers and statesmen is a bit more incongruous. However, the ancient
theater was not only a place to present the latest drama but was a public forum
where politicians plied their rhetoric and philosophers taught the art of living.
We know, for example, that Saint Paul preached the Gospel at the theater in
Ephesus (Acts XIX, 29-41). Given the broad use of the theater, it is not
surprising that the poets and playwrights and philosophers, who read and acted

and taught on the premises should be honored there with a commemorative
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statue. It is not known exactly where in the theater these statues were placed
during the Classical and Hellenistic periods, but by the time of the Romans they
were permanently mounted in the niches of the scenae frons, and as
miniaturists looked for ways to expand the author portrait to full-page
illustrations, it does seem logical that they would duplicate the background
against which portrait sculpture could be observed across the empire.

The classical scenae frons can be reconstructed from the archaeological
remains of surviving theaters, from stone and terra cotta models of the theater,
from fresco paintings illustrating dramatic scenes, and from the descriptions of
Vitruvius.#2 The scenae frons developed from its inception in Classical Greek
times, when the back wall was simply articulated with a colonnade and three
portals, to the elaborate Roman system of tiered columns, exedrae, pediments,
and niches. A marble relief illustrating an early Roman scenae frons includes a
row of niches, flanked by columns which alternatively support an arch or a
pediment (fig. 28). The center of the composition is marked by a much larger
conche-lined niche. Another terra cotta relief depicting a play in full action
shows a similar stage design (fig. 29).

This simple system developed into a grandiose three story facade
delineated with niches filled with sculpture such as the one Pliny describes built
by the young aedile M. Aemilius Scaurus in the year 58 B.C. with three stories
delineated by 360 columns. The first story was made of marble, the second
story of glass (mosaic?) and the third of gilded wood. In the niches between the
columns were placed 3000 bronze statues. (Nat. Hist. 34. 36; 36. 5 ,90, 113-15,
189). Undoubtedly by the time Pliny recprded the tale it had become quite

exaggerated, but it is indicative of the rather baroque theatrical taste of the
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Romans. A reconstruction of the theater built by the Romans at Ephesus gives
some indication of the appearance of the late scenae frons (fig. 30).

The background behind the portrait of Dioscurides most closely
resembles the surviving marble and clay models of the Roman stage (compare
figs. 19, 28, & 29). Note in particular the larger central niche flanked by columns
and the alteration of niches and pediments. The varied architectural
backgrounds behind the evangelists of the Mount Athos manuscript, on the
other hand, in no way resemble the Roman scenae frons: however, A. M. Friend
has remarked upon their great similarity to Roman fresco paintings, which he
believes in turn have been modeled after painted stage sets. Friend has
compared the Mount Athos manuscript to the surviving frescoes from the Villa of
P. Fannius Synistor at Boscoreale, which has been connected with the Roman
theater. (figs. 31 & 32).43

That the Romans decorated the rooms of their private homes with
frescoes modeled after painted stage sets for the theater is confirmed by
Vitruvius in his treatise on architecture (V, 6).44 The ancient author also
describes the three standardized set designs that were used for these theatrical
backdrops which corresponded to the three dramatic genre of the Roman stage.
Tragic scenes were backed by architectural constructions of columns,
pediments, statues and other objects suited to the representation of kings;
comic scenes were decorated with private dwellings; and satyric scenes were
surrounded with a bucolic backdrop replete with trees, caverns, mountains and
other rustic elements. The designs were painted on wooden panels which were
placed between the permanent stone columns of the scenae frons and could
easily be removed and replaced by another panel whenever the play called for

a change of scenery.
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In Bedroom M at Boscoreale, the long East and West walls each have
four panels in a paratactic (repeating) scheme. The four panels consist of
alternating scenes of "domestic" and "monumental® architecture which would
correspond with Vitruvius's set descriptions for the tragic and comedic theater.
The North wall, opposite the entrance, depicts a bucolic landscape,
corresponding to the set description for satyric plays. The inclusion of theater
masks in the painted architrave would also seem te indicate the artist's source,
as does the absence of any living thing, either human or animal which would
identify the frescoes as genre scenes.

However, the assumption that set design was the inspiration for the
Boscoreale frescoes is far from certain. Other theories supported by convincing
documentation suggest that the architectural configurations at Boscoreale were
inspired by monumental Hellenistic architecture, particularly that of Ptolomeic
Egypt or contemporary Roman domestic architecture.45 Phyllis Lehmann in her
examination of the frescoes suggests that they are typical of other contemporary
murals depicting views of the grand villas of the Roman gentry such as the
famous villa landscape from Stabiae (fig. 33). She defines Boscoreale as an
architectural portrait “in which key elements of a great establishment are
combined in a suggestive panorama." Lehmann also dismisses the importance
of the theatrical masks in the Boscoreale frescoes which she claims were
commonly used in the architectural decoration of scenes not related to the
theater.46

Roger Ling believes that all of these sources contributed something to
“the melting pot" of architectural fresco decoration beginning in the mid first
century B.C.47 The free borrowing of motifs led to a dense conglomeration of

architectural features, illusionistically painted to resemble rich building
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materials and sumptuous detail. Ling suggests the fantastical constructions of
these architectural frescoes perhaps brought to mind for the nobles of Pompeii
“the palaces of Greek mythology...or the fabulous mansions of the potentates of
contemporary Rome."48 So while theater sets may have been one of the
inspirations for the architectural frescoes at Boscoreale, they are in no way a
copy of one specific source.

Whatever the inspiration for the Boscoreale frescoes, they still show
many features in common with the architectural backdrops of the Mount Athos
Gospel Beck, and point to the importance of fresco models for the book
illuminator. The evangelists John and Mark are both seated in front of a large
semi-circular exedra similar to the niches in the two frescoes supposedly
modeled after a tragic set design (compare figs. 25 b & d with 31 & 32).
Although the niches in the fresco are actually square, curtains draped behind
the niches create the illusion of a semi-circular space. The background behind
Mark includes a balcony flanked by two circular towers that are reminiscent of
the tholus in the fresco painting.

The background behind St Matthew consists of a conglomeration of
architectural forms depicted at a steeply oblique perspective similar to the
scene of "domestic architecture” in the Boscoreale frescoes. Placed between
Matthew and the architecture is a row of low bushes, which if using a theater
model, is a feature appropriate to the landscape motif of satyric sets, but not to
the cityscapes of the comedic theater. According to Weitzmann, the miniaturist,
when confronted with these two separate models, combined motifs from a
comedic set and a satyric set to create a new monumental background for the
evangelist.4® While it is possible that the tenth century miniaturist of

Stauronikita 43 used a pastiche of divergent prototypes for his architectural
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backgrounds, the classicizing style of this manuscript indicates that it copied a
late antique exemplar. The exemplar was in tum inspired by monumental
fresco painting. It has been demonstrated that it was totally within the character
of fresco traditions in the first century B.C. to create this fictitious, fantastical
arrangement of architectural forms, and the combination of architecture and
landscape details is an integral part of the frescoes of villa portraits.

That the mural painter enjoyed a certain amount of artistic license in
creating architectural designs is confirmed by the criticism the art suffered.
Vitruvius, a conservative spokesman for this age wrote, "On the piaster there are
monsters rather than definite representations taken from definite things. Instead
of columns there rise up fluted reeds; instead of gables, decorative appendages
with curled leaves and volutes. Candelabra support shrine-like forms, above
the roofs of which grow delicate flowers with volutes containing little figures
seated at random....Such things neither are, nor can be, nor have been."s°
Interestingly, set designers were criticized for the same flights of fancy. For
example, Vitruvius mentions an assembly hall in Tralles built to resemble a
small theater including a painted scenae frons. Although the painted set
pleased the public, the mathematician Licymnius considered it too fantastic and
demanded that the sets be repainted.5! It is this artistic tradition in monumental
painting which seems a more reasonable explanation for the manner in which
architectural features of both the Boscoreale frescoes and the Mount Athos
miniatures are compressed and stacked upon each other in a fantastical
arrangement, rather than the failings of Roman perspective or the pastiches
created by Byzantine illuminators.

The importance of monumental painting for book illuminators is

demonstrated by another example. Weitzmann has noted the similarities
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between a fresco from the Villa Faresina of the "Rearing of the Child Bacchus"
and the evangelist portraits of St Mark in the Rossano Gospels and St John in a
Byzantine Gospel Book from the tenth century (Vatican, cod. gr. 363, fol. 205r).52
In the fresco, the infant Bacchus sits on his nurse maid's lap (fig. 34). Behind
them a monumental stone gate, looking much like a triumphai arch, provides
entrance into their garden setting. A curtain is draped from the cornice of the
arch lending an appropriate aulic atmosphere to the scene, as well as providing
the seated pair with shade from the blazing afternoon sun. In the Vatican
Gospel Book, etched into the burnished gold background is the same
configuration of arch and triangularly shaped curtains (fig. 35). In the Rossano
Gospels the strange abstracted conglomeration of architectural elements
includes these parted curtains suspended from a central pillar (fig. 21).

These three Gospel Books, The Rossano Gospel and those from Mount
Athos and the Vatican, demonstrates the difficulty of trying to identify a single
source as the miniaturist's inspiration for the evangelists' architectural
backgrounds. Although the frescoes and the illuminated page share isolated
features, the most striking similarity between the two arts is not a concordance
of individual details but the general style of both works. This imaginative
assemblage of sumptuous architectural detail is connected with the first phase
of the Second Style of Pompeian wall painting which developed between 80
and 40 B.C. Weitzmann has suggested that the Mount Athos manuscript copied
a Late Classical exemplar. If this is true, that means the miniaturist was not
inspired by a contemporary fresco but one that was already 300 to 400 years
old. However, it is also possible that the development of the full-page author
portrait could be pushed back to the first century A.D. to coincide with the

earliest development of the codex, in spite of the lack of material evidence.
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in many Byzantine Gospel Books the architectural background behind
the evangelists is reduced to a simply aedicula. its conche-studded pediment is
supported two columns which also hold back a parted curtain to reveal the
seated author (fig. 34). Weitzmann believes that the curtained aedicula in book
illumination derives from the Porta Regina of the theater - that large central
niche of the scenae frons, that provided the actors with their main entrance to
the stage and which was framed by curtains.53 Weitzmann suggests that
sometime around the first half of the fourth century this aedicula was isolated
from the rest of the scenae frons and was used as a decorative framing devise
for many types of manuscript illuminations such as the the figures in the
Calender of 354, the canon tables of Eusebius, demonstrations in medical
books, and author portraits, both secular and sacred. However, the theater was
not the only venue for the display of commemorative portraits. A niche, filled
with statuary, was an ubiquitous feature of Roman architecture. In addition, the
isolated three-dimensional aedicula which occur in both Byzantine and
Carolingian Gospel Books (figs. 36 & 58), with its columnar supports, and
pediment top is similar to the facades of small Roman shrines, such as the one
which appears in the famous Palestrina mosaic from the second century B. C.
(fig. 37). |

It is believed that the Palestrina mosaic, and others like it, were the
inspiration for the "genre" landscapes that appear in Roman wall painting in the
first century B.C.54 These panoramic landscapes are filled with generalized
representations of temples, porticoes, country houses, statues of deities, and
sacred columns, as well as the rustic herdsman, farmers, fisherman, and
worshippers that travel through the countryside. Although the landscapes are

often dotted with exotic Egyptianizing features, they never reproduce an
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Egyptian setting in its entirety. In a painting from the House of the Ceii at
Pompeii, an Egyptianizing landscape includes several small shrines and
porticoes with their simple columned and pedimented facades which could
have provided a model for the miniaturist searching for a suitably aulic
architectural setting for an author portrait (fig. 38).

Manuscript illuminators quickly realized the potential of the aedicula and
other formal architectural motifs as a suitable framing device for their miniature
scenes. For example, in the scene of Joseph and Potipher's wife in the sixth
century Vienna Genesis, the seductress lies on a bed placed in front of a
compressed semi-circular colonnade. It is not a very realistic use of
architecture, but one that sufficiently emphasizes the rank of Potipher's wife
which led to disastrous consequences for the innocent Joseph shown trying to
flee through an open door (fig. 39).

Regardless of the configuration of the monumental architecture which
was placed behind the Gospel writers, they are always provided with the
equipment necessary for their scholarly task, items that the miniaturist often
displays in great detail. In a tenth century Byzantine Gospel Book now in the
Laurenziana Library (Med. Palat. 244) we see St Mark seated pensively in front
of a large desk upon which are displayed the instruments necessary for book
production - ink wells, pens, calipers, and a knife for sharpening quills and
smoothing out rough spots in the parchment (fig. 40). One of the cupboard
doors of the desk has been opened to reveal shelves lined with bottles of ink. In
spite of the solid gold background, St Mark's well equipped desk gives us the
impression that we are viewing the author hard at work in his private study.

Many middle Byzantine manuscripts, however, more explicitly place the

Gospel writers within a personal work space. In a twelfth century Gospel
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Lectionary from Mount Athos (Protaton, cod. 11) the evangelists are depicted in
pairs working together in the inner courtyard cf a private home (fig. 41).55
Although the architectural background bears some resemblance to those of
Stauronikita 43, there are several major differences between the two which
identify this location as an inner courtyard, rather than a generalized view of
monumental architecture. In Stauronikita 43, as in many other Gospels, the
evangelists are placed in front of a large central niche, aedicula or exedra. In
this Lectionary, the evangelists are placed in front of a low stone wall. The
portals in the two flanking towers which lead into the courtyard are not topped
with a pediment as in more monumental architecture, and the curtains covering
these entrances were standard means in Roman homes of assuring privacy.5é
Finally, the ground surrounding the Gospel writers is covered with plants,
indicative of its outdoor setting.

In another eleventh century manuscript from Mount Athos, a Lectionary
from the Dionysiou monastery (cod. 587) several illustrations narrating the life of
Christ depict courtyard scenes which are architecturally very similar to the
backgrounds behind the Gospel writers in the Protaton Lectionary.57 In the
illustrations of "Jesus in the House of Lazarus", "The Washing of the Feet", and
the "Annunciation” the action takes place on a grassy field in front of a low wall
flanked by curtained portals (fig. 42). When events take place inside the house,
such as in the "Last Supper," the plants disappear and the back wall is raised
and fenestrated to indicate the "upper room" described in the biblical account.
Unfortunately we are unable to compare the domestic settings of these narrative
scenes with those of evangelist portraits in this same manuscript. The only
portrait of a Gospel writer in the Dionysiou Lectionary is that of St John. In this

miniature he is represented on the rocky island of Mount Patmos standing in a
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trance as he receives his vision of the Apocalypse (fig. 43). This new
cemposition for John's portrait was first popularized in the eleventh century.58

In the Mediterranean lifestyle of Late Antiquity it would not have been
unusual for such daily activities to take place in the courtyard. The individual
rooms in a house were usually quite small and dark, and the sunny courtyard
was used to entertain guests, to cook (it was often the only place water was
available), and to read and repose.5® it is known that some of the more
splendid villas had libraries. Pliny mentions them and the large library
discovered in Pompeii at the "House of the Papyri" indicates their general layout
and design.®° However, it is in keeping with the multi-purpose function of the
courtyard garden that scholars would have brought their books outside to
benefit from the fresh air and natural light. In fact, a Greco-Roman relief
showing the visit of the god Dionysus to a poet's house depicts the poet
reclining on a divan in an inner courtyard (fig. 44). Behind him a draped curtain
provides a suitably aulic background and shields him from the disturbances of
house activities.

The architecture in these Byzantine miniatures conforms to the traditional
conventions of manuscript illumination in which architectural detail is simplified,
abstracted and flattened. However, the basic plan and elevation of these
houses, a low wall flanked by two towers, can also be found in Roman mosaics
and frescoes depicting the exterior of country villas. A mosaic from Tunisia of
the exterior of a house, with its two towered facade flanking a low wall, depicts
the same general layout as the interior views found in the Byzantine miniatures
(fig. 45). It is known that some of the earliest monasteries were set up in the
deserted country villas of the Roman gentry, and it is interesting to speculate

that the prototype for this motif of the evangelist writing his text in a garden
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courtyard might actually reflect the activities of early monastic life.51 It is this
personalized, homey setting for the author, rather than the aulic backgrounds
derived from monumental Roman architecture, that became popular in the Iate
Middle Ages and Renaissance.

Although the seated author was the most popular format for portraits of
the evangelists, they were also depicted in the pose of the standing literatus.62
The image of a figure standing with an open book in hand was also a popular
motif in the earliest Christian frescoes. They were commonly used in catacomb
paintings, as in the image of a young man from the catacomb of Saints Peter
and Marcellinus in Rome from the third century (fig. 46). The earliest extant
example of a standing author in a manuscript is in the previously discussed
Rabbula Gospels. Facing the seated double portrait of Saints Matthew and
John is a double portrait of Mark and Luke standing under the decorative
arches of the canon tables (fig. 23).63 Their erect posture did not leave the artist
sufficient space to depict the stylized conche shell and tempietto placed over
Matthew and John. The younger evangelists stand in a stiff frontal position
carrying their Gospel in a left hand which has been completeiy covered by their
heavy mantle. Mark raises one hand in a gesture of speech, and unlike the
seated evangelists, Mark and Luke are nimbed.

In an early tenth century Gospel book from Mount Athos (Andreaskita,
MS. 5), there are three surviving full-page frontispieces of the Gospel writers -
the folio with Matthew is now missing (figs. 47a-c ).64 They all stand in a stiff,
frontal contrapposto position, holding a book in one hand, with the other hand
raised. Each evangelist is surrounded by an architectural frame, v;/hich is
strikingly similar in design and decoration to the arches on the sixth century

ivory throne of Maximian in Ravenna. The front of the throne is lined with ivory



39

panels which depict the standing figure of John the Baptist flanked by the four
evangelists (fig. 48). Each figure is placed in a shallow niche formed by two
columns holding up a conch-lined semi-dome, and like the manuscript, all the
architectural features are richly embossed with geometric designs.

Most Byzantine standing representations of the evangelists lack any
architectural frame whatsoever, and are simply placed on a background of
shimmering goid. This is the case with the four evangelists in a tenth century
Gospel book now in Paris (figs. 49 a-d).65 This book presents a good example
of a variation on the "standing literatus” pose which was common in Byzantine
manuscripts. Mark and Luke are in the conventional frontal pose, standing in a
slight contrapposto with a book in hand, but Matthew and John are presented in
profile, walking to the right and attentively reading their Gospels. This pose was
also used for author portraits of the prophets which were included in illustrated
Old Testaments and Prophet Books.6¢ The processional stride may ultimately
derive from Eastern rather than classical models. !t is similar to the line of
Virgins and Martyrs at Sant' Apollinare Nuovo (fig. 50), and may have its
antecedents in such ancient monuments as the processional relief at the
Persian Palace of Persepolis from the fourth century B.C. Note in particular the
covered hands in the Byzantine mosaic and manuscript, a feature also shared

with Luke and Mark of the Syriac Rabbula Gospels.7

Carolingian Author Portrai

The evangelist portraits we have discussed up to this point have all
illustrated Greek texts, with the sole exception of the Rabbula Gospels. Inthe
Latin speaking West author portraits were also an important element of biblical

illustration. As in Byzantium the traditions for manuscript illumination in Western
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Europe were similarly grounded in classical models; however, western artists
developed compositions that differed considerably from their eastern
counterparts. Most significantly, the seated format took precedence over the
standing evangelist in Latin Gospels. As in the East, these seated portraits of
the Gospei writers borrowed all the various deportments common in antique
commemorative sculpture, whether it was the philosopher's pensive gaze, the
poet's inspired scribbling, or the rhetorician's forceful gestures. It is the settings
within which these Gospel writers were placed, that are so remarkably different
from their Greek counterparts.

There are few surviving Gospel Books from Late Antique ltaly; however, it
is believed that the Codex Amiatinus, a manuscript produced in Northumbria in
the eighth century, is a copy of Cassiodorus' Codex Grandior, one of the
manuscripts that Benedict Biscop brought back to England from Southern
Italy.68 On fol. 5 of the Codex Amiatinus is an unusual representation of "=zra
Restoring the Bible" (fig. 51). Ezra was the prophet and scribe who rewrote the
Holy Scripture after the end of the Babylonian captivity. Usually Ezra is shown
as a standing figure, but here the seated pose usually reserved for the
evangelists is utilized. We see the scribe copying out his text, behind him is an
open cupboard stacked with large leather bound tomes, presumably finished
copies of the Bible. This miniature is the earliest extant illustration of an author
(or scribe, as the case may be) working in an interior studio. Itis a setting that
was not reproduced in Medieval Art until the Late Gothic period, and then
popularized in the Renaissance.

The dearth of manuscripts from early Medieval ltaly is offset by the many
extant examples from Carolingian scriptoria produced in the ninth and tenth

centuries.®® Perhaps the most famous Carolingian Gospel Book is the
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Coronation Gospels purported to have been found at the feet of Charlemagne
when Otto Il opened his tomb at Aachen in the year 1000 (fig. 52 & 53).7° This
manuscript, with its dyed purple parchment and silver and gold script was
subsequently used in the coronation ceremonies of the Ottenian emperors. In
the full-page illustrations fronting the Gospels, each evangelist is seated in the
midst of a rocky landscape painted with impressionistic brush strokes and an
atmospheric haze. They all sit on Late Antique thrones and are busy either
writing their Gospels or pausing for a moment of reflection they gaze knowingly
out at the viewer.

The illusionistic qualities of the miniatures suggest that the ninth century
illuminator copied a Late Antique prototype, which would certainly have been
consistent with the ideals of Charlemagne's renovatio. However, it is difficult to
identify the source of this motif since there is not a single surviving examgle of
an author seated in a iandscape in either ancient wall painting or Late Antique
manuscripts. Pliny tells us that the Romans decorated their libraries with busts
of ancient writers and statesmen, but the evidence that author portraits were
also executed in fresco rests on very few examples and none of these
monumental author portraits are placed within a landscape setting.

A seated portrait of Menander has survived, painted on the walls of a
square aedicula surrounding the large courtyard of a private villa at Pompeii,
the so-called "House of Menander." (fig. 2).7! The author can be identified by
two inscriptions; one on the hem of his garment, the other written on the scroll
he holds across his lap. Menander, and another laureate-crowned author, who
can no longer be identified because of the ruinous condition of the fresco, were
painted on a solid ochre stained background surrounded by a simple

decorative border. In another rare example, a fresco found in a Roman house
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at Ephesus depicts the well-known face and crippled body of Socrates, again
painted against a solid ochre background (fig. 54).72 Although none of these
authors were placed in a verdant setting, landscape was a very vital genre in
Roman fresco painting. In fact, the author portraits in the House of Menander
flank a large apse frescoed with a lush forest setting in which the story of
Artemis and Action is acted out. Landscapes were popular in Roman painting
for mythological scenes, for the standard set designs for satyric drama, and in
their own right bucolic settings were used to emphasize sacral-idyllic, genre, or
villa scenes.

A rare sixth century example of the four evangelists seated in a
landscape can be found in mosaic at the Church of San Vitale in Ravenna.
Built by the emperor Justinian, the palatine chapel, with its apse comipletely
covered with mosaics, displays a rare combination of eastern and western
influences. High cn the side walls of the apse the four Gospel writers sit in a
rocky landscape, identified by the inscriptions in their open books and by their
animal symbol hovering overhead (fig. 55). Although the evangelists' symbolic
beasts are rare in Byzantine art, they became a common feature in the West.
They were originally associated with the theme of the Maiestas Domini, or the
appearance of Christ at the Second Coming. This theme was taken from the
Book of Revelation which describes the throne of God surrounded by "four living
creatures, full of eyes before and behind. And the first living creature was like a
lion; and the second living creature like a calf; and the third living creature,
having the face, as it were, of a man; and the fourth living creature was like an
eagle flying..."(Rev. 4:1-8). The theme of the Second Coming was used in the
Early Christian period in fresco and mosaic decorations placed the "triumphal”

arches placed before the apse or on the facade of the church. Such decorative
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schemes were part of the facade of the originai St Peter's in Rome finished in
the early fifth century, as well as the Roman churches of St Paul's Outside the
Walls and Santa Prudenziana.73 The symbolic nature of the four beasts of the
Apocalypse was transferred to the four Gospel writers at some point in the
intervening centuries.

The curious lack of the evangelists' symbolic beasts in the Coronation
Gospels is just one of the indications that Charlemange's manuscript was
executed by Greek artists who were perhaps only too eager to find employment
after the victory of the Iconoclasts had made their profession superfluous in the
East.74 It has been noted that the throne of St John (fig. 52) resembles the
semi-circular aedicuta of the Gospe! writers, John and Mark in the Greek
Gospels, Stauronikita 43. This is one of the few Byzantine manuscripts that also
has a few isolated landscape features. A row of low bushes separates the
figure of St Matthew from his architectural backdrop; and in St Mark's portrait,
several tree branches are etched into the gold background behind the
architectural setting (figs. 25a & b). With so few surviving Greek Gospels, and
virtually none from the seventh to the tenth century, it is tantalizing to speculate
that the motif of an author, seated in a landscape, may once have been a part of
the Greek repertoire. Greek artists may have subsequently brought the motif to
western Europe, but in the East, the image of an author seated in a landscape
did not survive the destructive forces of the Iconoclastic Controversy.

It is believed that the Coronation Gospels was produced at
Charlemagne's Palace School at Aachen. It was at his palace that
Charlemagne set up the machinery for his Roman renovatio, and the
manuscripts associated with this school demonstrate the greatest fidelity to

antique art lacking the decorative Germanic accretions that were common in
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illustrations coming out of other scriptoria located throughout the empire.”s For
example, in the image of St Matthew from the Ebbo Gospels, a product of the
Reims School of painting, the evangelist has again been placed in a landscape
setting. The miniaturist has used traditional illusionistic methods to build a
strongly three-dimensional figure; however, details such as the drapery folds,
the vegetation, and the architectural features in the background are all defined
with pen and ink in a series of squiggly energetic lines that cause the whole
composition to vibrate (fig. 56).76¢ The temple and portico on top of the hill
resemble those in the Pompeian landscape from the House of the Ceii, further
evidence for the importance of Roman frescoes for the miniaturist (fig. 38). Note
that in this example, the evangelist is accompanied by his symbol, a tiny winged
man unfurling a scroll in the upper right corner.

The placement of the evangelists in an verdant landscape was not the
most common setting for the Gospel writers. As in Byzantium, they were usually
surrounded by an architectural frame or backdrop, providing a suitably aulic
atmosphere for the transcribers of the word of God. in the Ada Gospels (fig. 57),
the evangelists sit on elaborate Byzantine thrones backed by a monumental
architectural design that resembles the aediculae of Stauronikita 43.77 And as
in St Matthew's portrait in the Mount Athos manuscript, a zone of vegetation is
sometimes placed between the seated evangelist and his architectural
background in the Ada Gospels. In St. Matthew's portrait, faint traces of
vegetation are etched onto a blue stripped background, a common feature of
Carolingian paintings which was the result of an abstracted imitation of classical
atmospheric haze.

Another common background for Carolingian Gospel writers was the

two-dimensional architectural frame so common to Early Christian and
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Byzaritine book illumination. The Gospe! writers are flanked by columns which
support either an arch or a pediment, the triangular or semi-circular space often
used in Carolingian examples to display the evangelists' symbol. An example
of this type of composition is found in the Lorsch Gospels, which illustrates
another common feature of the aedicular frame - the curtains, parted in the
center and tied to the columns to reveal the evangelist at work (fig. 58).78 In the
Lorsch Gospels, as in many other Carolingian examples of this type, a flattened
abstract landscape is visible behind the curtained niche, a space the Byzantine
illuminator usuaily filled with solid gold.

The previous three examples have demonstrated the importance of
Byzantine prototypes for the Carolingian illuminator of author portraits. The
monumental architectural backgrounds, the aedicular frame, and more specific
details, such as the elaborate jeweled and cushioned thrones of the Gospel
writers all point to eastern models. It is possible that even landscape elements,
so omnipresent in Carolingian settings and so lacking in surviving Byzantine
examples may have originated with the Greeks. The only composition in which
eastern artists included landscape features was in the "courtyard setting,"” a
motif which has its earliest surviving examples dated to the eleventh century.
However, an unusual Carolingian example indicates that the courtyard setting
might have been used much earlier by Byzantine artists.

In a Gospel Book commissioned by Charles the Bald, the Codex Aureus
of St Emmeram, the evangelist portraits display all the features common to the
Byzantine courtyard setting.”® For example, St Matthew sets in the midst of a
grassy field dotted with flowers and is flanked by two towers (fig. 59). Behind
him is the abstracted remnant of a low wall. To emphasize the nature of this

setting as a private studio, the towers also function as the capsa and cupboards
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traditionally used to store scrolls and manuscripts. The prodigious output of the
writer is emphasized by the finished scrolls uniurling through the open
cupboard doors.

Compared to later Byzantine examples, the images of the Codex Aureus
are flattened and defined by abstract pattern, demonstrating the creativity and
liberality with which Carolingian artists infused their more classicizing models
with the decorative features of their Germanic heritage. It is this creative spirit
that led to the invention of a new, but rare composition for the evangelists. In
the Gospel Book of the Celestines, the thrones of the evangelists are set on a
bank of clouds surrounded by a polygonal crenellated wall studded square
turrets (fig. 60). Undoubtedly we have the Gospel writers placed in a celestial
atmosphere, the walled city of the New Jerusalem.80

Throughout the remainder of the Middle Ages, in Insular, Anglo-Saxon,
Ottonian, Romanesque and Gothic manuscripts, the hasic format for the seated
evangelist holds sway; although the styles changed, the basic iconography
remained constant. The evangelists were dressed in classical chitons and
himations and are seated on elaborate thrones placed before a pulpit. They
appear to be either lost in meditation or actively engaged in composing the
Gospels. Each evangelist was identified by his animal symbol and the whole
composition was either backed by monumental architecture, or more commonly,
it was surrounded by a decorative arch. While bucolic elements may be added
to these compositions, the open landscape setting of the Coronation Gospels
for the most part disappeared. In the famous Lindisfarne Gospels, the portrait of
St Matthew adheres to this iconographic formula, the classical roots of the

image still evident beneath its decorative insular gloss (fig. 61).8
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Portraits of Classical Authors in the Middle A

Up to this point we have examined very few examples of secular author
portraits and have relied almost exclusively on images of the four Gospel writers
in tracing the development of the author portrait from classical through medieval
times. We are restricted in this regard not only by the low survival rate of
ancient texts but also by the fact that very few classical texts copied in the early
Middle Ages were illustrated. In this Church dominated society, the time, money
and talent that were expended on the illustration of religious texts were not
extended to copies of pagan literature. Almost without exception, from the fifth
through the eleventh century author portraits are reserved for Christian writers.
The four evangelists are represented the most often, but portraits of other
biblical writers, as well as those of famous Christian apologists such as St
Jerome, St Augustine, and St Gregory are not uncommon.

While the Carolingian renovatio provides us with several fine examples
of ancient pagan writers such as the Terence (fig. 17) and several portraits in
scientific texts, a survey of the extant libraries of both Insular and Anglo-Saxon
manuscripts do not turn up a single example of a secular author portrait.82 The
early scriptoria in !reland and England, like those on the mainland, were
associated with monasteries, and although the monks did make copies of
classical literature, it must not have seemed necessary to decorate the books
with the author's portrait. However, we might never know if the scribes'
exemplars included an author portrait which was subsequently omitted in the
medieval copy, or if the exemplars, themselves, were devoid of illustration.

While portraits of the four evangelists were generally given separate full-
page illustrations, not much space was wasted on portraits of lesser saints. Ata

very early point in the Middle Ages the tradition developed of placing a
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miniature portrait of the author within the tiny enclosed spaces of the opening
initial of the text. The decorative spirit of medieval manuscript illumination used
the opening initial for many purposes. It provided a frame not only for portraits,
but also for narrative scenes; and its surface became a twisting arabesque of
grotesques and abstract ornament; however, author portraits were one of the
most common decorative uses of the opening initial. The first extant example of
this tradition appears to be a half length figure of a saint, possibly St Gregory, in
a mid-eighth century Anglo-Saxon copy of Bede's Ecclesiastical History (fig.
62).83 Standing and seated formats were both used in these tiny portraits. The
seated figures are usually depicted in the act of writing. Rarely do we see them
imitating the ancient seated philosopher's relaxed posture and pensive gaze.
This classical motif at times is still used for portraits of the evangelists, but even
they are more commonly depicted in energized states of inspiration.

In the twelfth century there was a renewed interest in classical texts,
particularly those of Greek authors such as Plato, Aristotle and Ptolemy as their
writings, many of them long forgotten in the West, began to appear once again
in Europe.84 Some Greek texts were carried home by those returning from the
second Crusade, other came by way of Spain and Sicily in the form of Arabic
translations and commentaries. All of these texts needed to be translated into
Latin for the European scholarly community.

The revival of Greek texts began with an interest in Platonic works and
was centered at the cathedral school at Chartres; however, by the mid-twelith
century, the scholastic movement of Paris championed the logical philosophies
of Aristotle over the mysticism of Plato. The rise of scholasticism coincided with
the first universities and the newly discovered works of Aristotle became the

foundation for course work in logistic and scientific studies. It was soon
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discovered that many ideas of Aristotle, as well as those of Averroes, the Islamic
commentator who helped introduce Aristotie to the West, did not correspond
with the accepted doctrines of the Church. In order to reconcile some of the
ideas of Aristotle and those of his heretical commentator with accepted
Christian doctrine, scholars began to compose summaries, commentaries, and
glossed texts of their own which would exclude or explain the controversial
views of the Greek philosopher. Many commentaries began as reportationes,
which were a record of a professor's lectures on a given topic.85 The lecture
was recorded by a designated student and corrected by the professor before
sent to the copyist. These reportationes were often used as textbooks, in fact it
was much more common at this time for the works of Aristotle to appear
condensed and glossed into summaries and commentaries, than in complete
transiations.

it was the sudden demand for university textbooks that revolutionized the
production and laycut of manuscripts in the twelfth and thirteenth centuries.
Previously, learning had been centered in small monasteries and cathedral
schools with a clerical rather than a mixed body of lay and religious students. In
the monastic schools the need for textbooks was rather limited and most of the
manuscripts produced in monastic scriptoria were designated for ecclesiastic
use. Both scribe and illuminator had the leisure to labor long on these richly
illuminated texts written on fine parchment with wide margins. The increased
demand for textbooks in the university system was now filled by independent
publishers known as stationarii, who employed a score of copyists.86 These
rapidly produced texts had few, if any illustrations and were written on thin

parchment with narrow margins. In addition, the invention of the new cursive
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Gothic hand with its many abbreviations, saved the scribe the hours of work
demanded by the more legible and painstaking Carolingian script.

At times, when the student or other learned patron could afford to
commission illustrations, author portraits were the most common decoration. A
new composition for the author was popularized at this time. It consisted of a
professor, seated before a large pulpit and lecturing to a group of students
seated at his feet. Unlike the portraits of biblical figures, these authors are all
dressed in contemporary Gothic fashion. Monks are tonsured and dressed in
hooded robes, whi.le secular scholars are outfitted in colorful academic gowns
trimmed with ermine. Take for example the unusual full-page miniature of the
great commentator and teacher, Hugh of St Victor, which precedes a late twelfth
century copy of his De Archa Noe and other texts (fig. 63).87 The rencwned
professor from the University of Paris sits on a high backed chair, replete with
footrest, and lectures from an open book to three young Dominican students.

These full-page illustrations are rare in secular texts. Usually the
professor and students are again forced into the tiny empty spaces of the
opening initial. In a commentary on Aristotle by Jacopino da Reggio, the
scholar is represented in the opening initial of his text, holding an open book in
his lap, and pointing out the lessen to a group of students who stand before him
(fig. 64).88 In several other incipits in the text, Aristotle, himself is pictured. Heis
depicted as an ancient sage with grey hair and beard and is dressed in a
classical chiton and himation (fig. 65). He is not depicted teaching, but in a
simple bust length or ful! length standing portrait with his text in hand.

This became the new formula for decorating textbooks, if they were
decorated at all. The translator, commentator, or compiler is depicted in the

opening incipit in his role as university professor. He is dressed in
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contemporary costume to identify him as a monk or one of those new breed of
lay scholars and lectures to a group of students. At times the original author
may also be represented in the incipits of the remaining chapters. These
ancient Greeks and Romans appear as wise old men and retain their classical
garb.8®

I would like to point out that Panofsky's theory of "disjunction,” in which
themes taken from classical antiquity are "invariably presented in a non-
classical, normally contemporary form," does not seem to operate in these
secular author portraits. In other words, ancient authors are not dressed up in
the local fashion and shown lecturing to a group of university students.
Although portraits of the translators, commentators, and compilers are given
primacy in the opening initial of the text, usurping that position from the original
author, medieval scholars and ancient authors retain their respective identities
and are dressed accordingly. The only thing that has changed is the status of
classical writers in regard to their Christian apologists.90

There is one remaining composition for author portraits which must be
discussed: the presentation portrait, in which the author offers his finished opus
to another, usually the patron of the manuscript. This motif can be traced back
to late classical times, as evidenced by presentation scenes in the Vienna
Dioscurides and a Carolingian copy of Aesop's fables.91

In the Vienna Dioscurides, the final frontispiece, following the two
portraits of Dioscurides and the group portrait of fourteen famous doctors, is the
oldest dedication miniature in existence. It depicts the princess Anicia Juliana
dressed in contemporary Byzantine court fashion and seated frontally on a gold
throne (fig. 66). She distributes coins with one hand and holds the codicillus

distinguishing her as a member of the patriciate in the other. Surrounding her
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are three personifications, Magnanimity, Prudence, and "Gratitude of the Arts."
The manuscript was commissioned by the thankful congregation of a church
built for them by Anicia in the suburbs of Constantinople. The presentation of
the text is performed by a small putto who holds the completed manuscript open
before the princess.

in most presentation miniatures, it is the author who presents the finished
text to its recipient. In a Carolingian copy of Aesop's fables, translated from
Greek to Latin by A\)ianus, a crude pen and ink drawing placed at the beginning
of the collection shows Avianus presenting a scroll of his text to Macrobius
Ambrosius Theodosius, the renowned poet of the Saturnalia (fig. 67).92
Avianus made his translation in about 400 A.D. and his dedicatory prologue
compliments Theodosius on his literary achievements in both the Greek and
Latin languages. Theodosius is represented as the most noble of the two
literary figures, depicted in the guise on an ancient philosopher or poet. His
bearded face distinguishes his advanced age and wisdom from the younger
poet, and he sits in a barrel back wicker chair, barefoot, loosely wrapped in a
himation which bares his chest. His right hand holds the scroll of Avianus, who
seated on a nearby bench extends his right hand in a gesture of speech to
symbolize his recitation of the prologue.

Goldschmidt has attributed the crude nature of the drawing to the fact
that this Carolingian copy was made from an Anglo-Saxon manuscript which in
turn had copied a late Roman prototype.93 The presentation motif became very
common in Carolingian book illumination, and further examples depict the more
classicizing style of Charlemagne's renovatio. In a copy of Boethius's De
Arithmetica, a product of the School of Tours from about 850, the author

presents his text to his patron Symmachus (fig. 68).%4 In this case both men are
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seated frontally on a single bench as the book is passed from author to
recipient.

The presentation motif is particularly common when the recipient of a text
is a pope or king. In a copy of Rabanus Maurus, De laudibus Sanctae Crucis,
the author presents his manuscript to Pope Gregory IV (fig. 69).85 Rabanus
Maurus was abbot of Fulda in 822, and probably had a hand in establishing a
scriptoria there based on the classicizing style of Tours. In this contemporary
portrait, the author's humble status is recognized as Rabanus is not seated next
to the pope, but stands before his enthroned eminence, bowing slightly as he
delivers the dedicatory copy of his allegorical poem.

In the most elaborate presentation miniature of the Carolingian period,
the Emperor Charles the Bald, accepts a richly ifluminated Bible from Abbot
Vivian of Tours (fig. 70)% The emperor has used the presentation miniature to
emphasize his divinely decreed right to rule. He sits enthroned in the clouds
surrounded by members of his court. Curtains are swégged to form a cloth
baldachino overhead. His divinely chosen role is symbolized by the hand of
God which reaches down from the heavens, shedding golden rays of light on
his head. Vivian, the abbot of the monastery at Tours, which produced this fine
manuscript stands below Charles and extends to him the heavy volume. Vivian
is accompanied by some of his monks from St Martin who form a semi-circle on
the terra firma below the emperor and engage themselves in a lively debate.

The presentation miniature in the Bible of Charles the Bald operates first
and foremost as a vehicle of apotheosis for the emperor and is a forerunner of
the elaborate presentation miniatures decorating legal codices produced in
Bologna in the fourteenth century. In copies of both secular and sacred legal

codes such as Justinian's Corpus Juris Civilis and the collections of papal
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degrees: Gratian's Decretum, Gregory IX's Decretals, Boniface VIil's Liber
Sextus, and Clement V's Clementinae, the presentation miniature becomes a
stage for a narrative and symbolic enactment of Church doctrine. In an early
fourteenth century copy of the Decretals, Pope Gregory is enthroned among a
diverse group of clerics (fig. 71). In his central, elevated position he is
pronouncing papal bulls under the guided inspiration of two angels who
whisper in his ears. These promulgations are then debated by the leamed of
the Church, copied by scribes, and offered back to the Pope in an official
publication. Below this miniature, painted in the opening initial of the text is a
monk teaching the Decretals (which had become the sanctioned textbook for
studies in Canon Law) to a group of novices. This elaborate presentation
miniature is both a symbolic image of papal infallibility and a lively narrative of
the medieval practices of book production and teaching. These images strongly
influenced Renaissance presentation miniatures, particularly those found in

papal libraries.

Conclysion

Briefly summarizing the history of the author portrait to this point it has
been demonstrated that the tradition of placing a portrait of the author at the
beginning of a book can be traced back to the first century B.C. or perhaps to
Hellenistic times. Our earliest evidence of book portraiture is Pliny's description
of Marcus Varro's text, the Hebdomades, which was illustrated with over seven
hundred portraits. Varro's text would have been written on papyrus scrolls, and
some of the earliest material evidence for author portraits - the offset of a

medallion portrait in the early fifth century Vatican Virgil and the seated author
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poriraits in the late fifth century Vergilius Romanus - formally reveal their origins
in a scroll exemplar.

The three formats used for author portraits in other media - the imago
clipeata or bust medallion, the "seated thinker" and the "standing literatus” -
were also used in book production, in both its scroll and codex formats. A fourth
motif, the presentation miniature in which the author offers a copy of his or her
text to its patron probably found its genesis in book illumination. The earliest
evidence for the existence of author portraits in the newly developed codex
format is also literary. Martial praises a copy of of Virgil's works which was
decorated with "the face of the man himself.” As the codex developed in the first
four centuries of our era artists began to exploit the smooth flat surface of the
parchment leaves to create full-page author portraits that rival the illusionistic
techniques of monumental painting. The seated author format, used by the
Greeks and Romans in commemorative statuary, was most commonly
employed for this purpose. The artist augmented this motif by surrounding the
author with a painted setting that has the homey qualities of a genre scene. The
author is supplied with all the equipment needed for the manufacture of books,
a pulpit supports a scroll or book and a nearby desk stores pens, ink, and
scrapers. Throughout the Medieval period, the backgrounds behind the author
encompassed several major variations including a conglomeration of
monumental architecture, which can at times be associated with the scenae
frons of the Roman theater, a private courtyard setting, a simple two-
dimensional aedicula, a verdant landscape, or solid goid. All of these chosen
backdrops provided a suitable aulic atmosphere for the esteemed author.

During the early Medieval period, although copies of pagan literature

continued to be made, very few were illustrated with a portrait of the author.
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That luxury was reserved for Christian texts. Full-page illustrations were
generally reserved for the evangelists, while other prophets, saints, or church
figures, if they were allotted an author portrait, were commonly squeezed into
the empty spaces of the opening initial. With the rise of the scholastic
movement and university system in the thirteenth and fourteenth centuries there
was a renewed interest in classical literature. The texts of Plato and Aristotle
were studied with particular interest. However, when author portraits were
included in the many translations, summaries, and commentaries of these
ancient writers, the presence of the original author was usurped by that of the
medieval scholar, who had translated, compiled, or commented upon the
master. The teaching author portrait was popularized at this time in which the
scholastic professor sits before a pulpit and lectures to a group of students at his
feet. When the aristocratic humanists of the ltalian Renaissance began to build
up their private libraries of classical texts the examples of author portraits
available to them were restricted tc images of these Gothic professors crowded
into the opening initial, to full-page miniatures of the evangelists, or to the
elaborate presentation miniatures in legal books. None of these images
relayed the dignitas and gravitas Renaissance humanists associated with the
famous writers of classical literature, and their search began for author portraits

which would suitably honor these uomini illustri of the ancient world.
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Chapter 2

Humanism and the Revival of Classical
Literature in Fifteenth Century Florence

When we carefully inspected the nearby tower of the church of St.
Gall in which countless books were kept like captives and the
library neglected and infested with dust, worms and soot, and all
the things associated with the destruction of books, we ail burst
into tears, thinking that this was the way in which the Latin
language had lost its greatest glory and distinction. Truly, if this
library could speak for itself, it would cry loudly: "You men who
love the Latin tongue, let me not be utterly destroyed by this woeful
neglect. Snatch me from this prison in whose gloom even the

bright light of the books within cannot be seen."1

These are the words of Cencio Romano describing the deplorable
conditions of the library at St. Gall in 1416 when he accompanied the Florentine
humanist Poggio Bracciolini to the old Carolingian monastery in a quest for lost
classical texts. The goal of these early humanists was to find any remaining
copies of classical works, which had been shelved and forgotten in some
ancient monastery, and to make them available once again to the reading
pubiic.2 Guided by references to unknown works in the books that they had, as
well as the lists and summaries of classical literature compiled during the
Medieval period, the Italian humanists were aware that many texts had
disappeared over the yeafs. Throughout the Middle Ages, as interest in
classical literature lapsed, many pagan works were not copied in sufficient
numbers to ensure their survival. Little by little the copies which remained
succumbed to general indifference, as well as to the more actively destructive

forces of fire, mold, and erasure.3
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Francesco Petrarch (1304-74) was the first of this new brand of
humanists to seriously revive an interest in the literature of classical antiquity.4
Born in Arezzo, Petrarch moved to Avignon, where his father was employed by
the curia, when still a young boy. He received his early education here and
later studied law at Montpellier and Bologna. After finishing his education he
gave up the practice of law to pursue his interest in literature. To support
himself, he took minor orders and worked for many years, first in the household
of Cardinal Giovanni Colonna and them for the Visconti.

How he came to distrust the methods of scholasticism, with its emphasis
on dialectic to the detriment of philosophy, is still a mystery. Perhaps it was his
great command of Latin combined with his talent as a poet that allowed him to
greatly admire both the structure and content of classical literature. He was
particularly disdainful of the turgid word for word translations of Greek texts into
Latin by his predecessors, which carried with them centuries of scribe! error.
Petrarch was the first to seriously apply the science of philclogy to classical
literature by the careful comparison of different copies of an ancient text in
search of the most faithful version.

This new approach to the Latin and Greek classics led not only to a
concem for the most accurate version or translation, but to an interest in texts
which were no longer in circulation. Book hunting became a popular past time
for the scholar, and in 1333 he is credited with discovering two lost orations of
Cicero at Liége and in 1345 he found a codex in the library of the cathedral of
Verona with letters to Atticus and Quintus Cicero.

Perhaps Petrarch's greatest influence on humanist culture of the late
fourteenth and early fifteenth century was the way he so thoroughly internalized

the philosophical point of view of his Latin heritage.5 Whereas Cicero had been -
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studied in the medieval sfudia as an aid to the development of rhetorical
technique, Pstrarch studied the moral philosophy of the famed writer. It was
through Cicero, that Petrarch became familiar with the term humanitas, although
other Roman authors, such as Aulus Gellius, Varro, the Elder Pliny and
Quintillian also discussed the concept.

Both Cicero and Quintiliian attributed the idea of humanitas to Socrates
because they believed the Greek philosopher was the first to bring a more
human dimension to philosophy. Cicero defined humanitas as a moral order
based on warm feelings toward fellow man (de Oratore, |, vii, 27). His civic
philosophy was also influenced by Stoicism as he believed society was brought
together for the purpose of justice. However, he and other Roman writers
distinguished between the Greek concept of philanthropia and humanitas, the
latter also implying refinement and education. And so, in the Renaissance an
umanista was one interested not only in civic duty, but in intellectual
accomplishment.

The humanitas of Cicero and the Renaissance can be summed up by the
phrase, ars bene beateque vivendi, or the art of living well, with the character
and quality of this life refiected in public service. To exemplify this life style,
Petrarch revived the Roman literary genre of the de viris illustribus or
biographical sketches of famous men and their illustrious deeds. Petrarch
began writing his own de viris illustribus in 1338 as an accompaniment to the
Africa, his poem reciting Rome's triumph over Carthage. He continued work on
it through his life, augmenting the original series, which contained only ancient
Roman lives, with biographies from men of every age. His own reputation as an
uomo illustro was celebrated when the poet was crowned with laurel in a public

ceremony in Rome on April, 8, 1341.
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Petrarch had lived, worked and taught in a variety of locations from the
papal court at Avignon to Venice, Verona and Padua and by the end of
fourteenth century he had many students and followers throughout Italy. The
most influential of these followers in Florence was Coluccio Salutati (1331-
1406).6 Although Coluccio and Petrarch never actually met, the young student
did corresponded with the aging scholar, and after Petrarch's death he became
the undisputed leader of the humanist movement for over thirty years.

Coluccio was born in the small town of Stignano in Tuscany between
Pistoia and Lucca. He grew up in Bologna where his father was employed by
Taddeo de’ Pepoli, the ruler of that city. At age fourteen, Coluccio began his
studies of rhetoric and prepared to become a notary. From 1350 until 1374 he
practiced his profession in the small towns near his birthplace, his professional
duties leaving him much leisure time to study the classics. In 1374, he was
appointed notary in the office of elections at Florence; and in 1375 he was
promoted to the position of chancellor, a positicn he held unti! his death in
1406.

Coluccio continued Petrarch's interest in philology and textual criticism;
however his greatest influence on the incipient humanism of the fifteenth
century was in the intimate connection he made between literature and politics.
In his role as chancellor, Salutati was the official letter writer of Florence,
essentially acting as the foreign minister of the city in his correspondence. At
this period in time, Florence was struggling to define itself as a free Republic
against the imperialist ambitions of the Pope, the Holy Roman Empire, and the
French crown. Searching for a solution to these contemporary problems,
Collucio turned to the history and philosophy of Italy's glorious past. Continuing

Petrarch's interest in the vomini illzst, Coluccio believed the chief function of
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history, was to record the deeds of past heroes which would lead others to
imitation them in an attempt to solve contemporary problems.? In his letters he
often quotes examples'from Valerius Maximus, Frontinus, and Justinus, and he
was particularly fond of the moral rhetoric found in Seneca and Cicero.
Coluccio's ietters establish the Renaissance concept of the "dignity of man" and
the right of free men to govern themselves as they see fit. His letters became
famous. By 1395, he had published over 1000 of them. In addition, his
allegorizing treatise, De laboribus Herculis, and his tract De tyranno more
formally laid the groundwork for his Republican beliefs in freedom, dignity and
heroic valor.

In the beginning years of the fifteenth century, Coluccio gathered about
him a group of young men who were interested in the new humanist studies.
He instilled in them his great love for Latin literature, and although Coluccio
himself did not know Greek, he encouraged his students to study the language
with Manue! Chrysoloras at the Florentine studiz. Of Coluccio's many discipies
in Florence, the most influential of this group were Leonardo Bruni Aretino,
Poggio Bracciolini, and Niccold Niccoli.

Leonardo Bruni (1370-1444) was born in Arezzo as his nickname
"Aretino" indicates.® He came to Florence in 1391 to continue his education in
the iiberal arts and law and quickly came under the influence of Salutati. Under
the prompting of his mentor, he gave up his legal studies in 1398 to study Greek
with Manuel Chrysolorus, and soon became one of the foremost translators of
Creek literature into the Latin tongue. Bruni was one of the first to abandon the
scholastic method of translation in which sententiae from classical authorities

were cut and edited into a logical system agreeable with Christian doctrine, and
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instead initiated the Renaissance ad sententiam method of t:anslation, in which
the original "sense” of the text was maintained.

The first translation he undertook was St Basil's letter, On the Reading of
the Books of the Gentiles, which proposed that pagan literature and Christian
culture were in fact compatible. He proceeded to translate works by
Demosthenes, Plato, Xenophon, and Plutarch, among others. His new
translation of the three volumes of Aristotle's Ethics: the Nicomachean Ethics,
the Economics (then attributed to Aristotle) and the Politics became the
standard versions for the next one hundred years. He was the first person to
write a contemporary modeled after ancient examples and worked for years on
his many volumed History of the Florentine People. He is also known for
reviving the literary genres of the oration and dialogue in their ancient forms,
and for his popular introductory text on moral philosophy, the Isagogue. Bruni,
was in fact, the best selling author of the fifteenth century as the over one
thousand extant manuscripts of his works attest. Vespasiano da Bisticci gives
us an indication of his popularity when he reports that "in Florence a large band
of scribes was always copying his works, some for that city and some to
export."®

Although it was Bruni's literary output that established his fame, he
earned his living by acting as a notary, first for the papal court from 1405-15 and
then as chancellor of Florence from 1427-1444. At his own death in 1444,
Florence gave their famous citizen a public funeral with all the ritual and pomp
usually reserved for kings. He was crowned with a laurel wreath in recognition
of his great learning and literary accomplishments and was buried in the church

of Santa Croce in a splendid tomb carved by Bernardo Rossellino (fig. 1583).
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Another notable member of Salutati's circle was Poggio Bracciolini
(1380-1459).10 Poggio and Leonardo Bruni were in fact lifelong friends and led
parallel careers: both young men dedicated themseives to the classical revival,
became papal notaries, and later in life, served terms as chancellor of Florence.
Like Bruni, Poggio did not hail from Florence, but was born in the small town of
Terranuova near Arezzo. In 1396, at the age of sixteen, he moved from his
hometown to Florence to study the profession of notary. His literary interests far
exceeded the practical necessities of this job and Poggio soon came under the
influence of Coluccio Salutati. Coluccio instilled in Poggio his love for Latin
classics, especially Cicero, and also encouraged him to study Greek at the
University of Florence under the Chrysoloras in 1397, although Poggio never
became as proficient in Greek as his friend Bruni. Poggio's fame rests on
another passion of his master. It was under Coluccio's tutelage that Poggio
became dedicated to searching out, editing and translating ancient texts that
were now known only through ancient lists or summaries and that had been lost
to Western civilization for centuries. Although Poggio, like Bruni, authored texts
- he continued the History of Florence begun by Bruni and wrote several short
treatises - he is best known for his letters to other leading humanists of the day.
He left a total of five hundred and fifty-eight letters addressed to one hundred
and seventy-two correspondents. These letters discuss the most recent literary
finds, their translations and commentaries, as well as current politics and
gossip.t1

Like Bruni, Poggio made his living as a notary. In 1403, he went to Rome
to work for the papacy, and a year later was made apostolic secretary. He
worked in Rome for fifty years, except for the period 1481-23, which he spent in

the service of Henry Beaufort, Bishop of Winchester and later cardinal of
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England. It was often during his travels with the Curia that Poggio found time to
visit nearby libraries in search of lost classical texts. Throughout his
employment in Rome, he remained in close contact with the other Florentine
humanists and late in life he returned to his beloved city of Florence to serve as
chancellor, just as Bruni had before him.

Joining Coluccio, Poggio, and Bruni was the eccentric scholar Niccold
Niccoli (1364-1437).12 Niccolo's father had been a successful wool merchant,
and Niccolo, rather than continue the mercantile activities of his family, lived as
a gentleman scholar, squandering his modest inheritance on an excellent
library stocked with classical literature. His house, with its library and collection
of classica! antiquities, became a popular meeting place for the humanist circle
in Florence. Unlike the other humanists, Niccolod did not participate in
translating Greek texts, in writing commentaries on the classics, or in composing
new humanist literature. Nor did he publish a collection of his letters. Although
hundreds of letters written in Latin by other humanists to Niccold are preserved,
only three letters written by Niccold are extant. All of them are in the volgare.
Niccold's role in this group was as its critic. Many humanists sent their
commentaries and compositions to Niccold for comments and corrections
before they were published. Most importantly Niccold operated as a clearing
house for newly found classical texts. Discoveries were sent to Niccold, who
could better afford the cost of copying, and many letters addressed to him are
reduests for these manuscripts. At the time of his death, Niccold's library was
reported to contain eight hundred volumes. Always eager to make his books
available to others, he left his library in the care of a group of friends with the

condition that it somehow be made available to the general public. Under the
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influence of Cosimo de Medici this collection became the nucleus of the first
public library of Florence housed at the monastery of San Marco.13

Although Florence was the center of this revivai of ancient literature,
scholars all over Italy were involved in the new movement. The Veneto, which
had a history of classical scholarship reaching back to the the mid-thirteenth
century, couid now boast of the humanists Guarino da Verona, Francesco
Barbero from Venice, and the bishop of Padua, Pietro Donato. From Rome
came Aurispa da Serezana and his brother, Tommaso, the future Pope
Nicholas V. Within a short time some of the aristocratic and patrician families of
Italy such as the Medici the Florence, the Este of Ferrara, and Federico da
Montefeltro, as well as The kings of Naples and Hungary joined the circle of
scholars and humanism was given a wider profile, not to mention the financial
means necessary to search out, copy and study classical literature.

In the early years of the fifteenth century, one of the most important
activities of these humanists was the search for lost texts. These men
understood the urgency of their task - to rescue these forgotten books from their
obscure hiding places before they were lost forever - and it was Poggio
Bracciolini who stood at the center of this movement. He led the search for new
discoveries in the old Carolingian monasteries of eastern France, the Rhineland
and Switzerland Setween 1410 and 1420, and by the time of his death he had
found more texts than any of his contemporaries. His discovery of some of
Cicero's Orations in 1410 and Quintillian's De institutiones in 1416, a work
previously known only in fragments, made him the most important "book hunter"
among the Iltalian humanists. Soon all discoveries were reported to Poggio for

purchase or copying; and Poggio in turn sent all texts to his friend Niccold in
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Florence, who could more easily support the cost of parchment and scribes in
having these manuscripts reproduced.

The zeal of these early book hunters is demonstrated in the letters in
which they report and congratulate each other on their finds and discuss the
latest translation or commentary. Poggio's Quintilian discovery was a common
topic in these letters. He found the manuscript during a break in the
proceedings of the Council of Constance when he, Cencio Romano and
Bartolomeo Montepolitiano had visited the old monastic library at St. Gall,
where they had heard a great many classical texts were stored. In a letter to
Guarino da Verona, who had requested a copy of the Quintillian, Poggio
describes this adventure: "There amid a tremendous quantity of books which it
would take too long to describe, we found Quintilian still safe and sound, though
filthy with mold and dust. For these books were not in the library, as befitted
their worth, but in a sort of foul and gloomy dungeon at the bottom of one of the
towers, where not even men convicted of a capital offense would have been
stuck away."14

That day, in addition te the Quintilian, they found commentaries on eight
of Cicero's orations by Asconius Pedianus, Jason’s Argonautia by Valerius
Flaccus, Lactantius, On Men of Both Sorts, Vitruvius, On Architecture, and
Priscian's comments on some of the poems of Virgil. Since the abbot would not
allow Poggio to remove the texts, Poggio immediately copied them all with his
own hand and sent them off to Bruni and Niccold. He then regrettably informed
Guarino that if he wanted a copy of the Quintilian he would have to borrow one
from Leonardo.

Undoubtedly, due to their political careers, the humanists were

particularly interested in studying the persuasive rhetorical techniques of Cicero



77

and Quintilian. Leonardo Bruni, in a letter to Poggio discussing his finds at St.
Gall wrote: "As for Asconius and Flaccus, granted that they both are pleasing,
still I do not think they are worth as much trouble, since if neither of them had
ever existed, Latin would have scarcely been the worse for it . But Quintilian is
the father of rhetoric and the master of oratory....after Cicero's books on the
Republic [he is] the most missed of Latin writers."15

The humanists thought highly of themselves and never underestimated
the importance of their work. In their own orations and histories they continued
the literary form of the de viris illustribus used by the ancients and revived by
Petrarch. They placed emphasis on the concept of the "dignity of man," that
philosophical outlook that expressed the importance of the individual and the
belief that human beings had the intellectual power and the moral stamina to
create on ideal life on earth.16 In the de viris illustribus texts written in the
fourteenth century, the ranks of the illustrious were filled mainly by church
dignitaries, statesmen, and military leaders, but in the early fifteenth century,
authors, both ancient and contemporary were included, as well as the
humanists who studied their texts. In a letter to Poggio, the Venetian humanist
Francesco Barbaro praised both the ancient writers and his friend, "You have
revived so many illustrious men and such wise men, who were dead for eternity
through whose minds and teaching not only we but our descendants will be
able to live well and honorably.” Francesco continued, "If cur ancestors
decided that a triumph should be awarded to those who had captured forts and
cities and provinces...surely learning and reasoning power could bring the
human race more benefit by far than the deeds of a few illustrious general ever
brought.? Francesco included Poggio among these illustrious authors and

suggested that a statue of him and his companions be erected "not decked with
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laurel, not on horseback, not gilded, but in a toga and of bronze in the valley of
the Muses."18

The humanists were interested not only in the revival of ancient texts, but
in a total reformation in the appearance of the book, including the materials,
script, ruling, layout and decoration.’® The gothic script which had develcped in
the thirteenth and fourteenth centuries was a small cursive hand full of mingling
letters and abbreviations. Coluccio was familiar with Petrarch's attempts at
script reform, and both scholars were primarily motivated by the desire to create
a legible script. In Coluccio's correspondence we know that he often
complained that ordinary Gothic writing was too small for his eyes.20 itis
amusing to think that humanistic script may have been motivated by an old
man'’s attempts to compensate for his failing eyesight, rather than a return to a
classical ideal.

In a collaborative effort, Coluccio, Poggio and Niccold developed a new
type of script around the year 1400.2! They probably used as models twelfth
century books in Niccold's and Coluccio's libraries that were written in a hand
still influenced by the Carolingian reform of the ninth century. Looking at what
survives of their libraries today, about about one third dates from before the
twelfth century or earlier.22 This script which had modeled itself after late
Roman uncial exemplars, featured rounded, well separated letters written
straight up and down and an avoidance of abbreviations. The humanists used
this script as their inspiration, modifying it even more as their knowledge of Latin
improved to include spelling reforms typified by the use of diphthongs,
especially "ae", and "mihi" and "nihil", instead of "michi” and "nichil."23 They

also imitated the layout of these older manuscripts, copying their text in a single
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long line rather than in the double columns used in the thirteenth and fourteenth
century.

The humanists called their new script "lettera antica” a term they also
used to describe the hands of their exemplars from the ninth {0 the twelfth
centuries. Surely they did not attribute Coluccio's old manuscripts to the late
Roman period! But in discussing their discoveries the humanists never mention
the possible dates of their manuscripts and their ability to distinguish historical
periods is further cast into doubt by the style of decorated initials they chose to
include in the text.

Again using as their model the books found in the older humanists'
collections, this time the large patristic or biblical manuscripts copied in Tuscany
in the second half of the twelfth century,24 they adopted the opening initial
Renaissance art historians have called "bianchi girari® or bianchi girali" - a
stylized white vine scroll placed over a multi-colored ground of red, green, and
blue.25 Although these initials have a vague resemblance to classical acanthus
scrolls found on ancient ruins, their origins are rooted in the interlace motifs of
germanic art that first found their way into Christian art in the Insular
manuscripts of the seventh century. Ironically, in their effort tc revive classical
script, design and layout for their classical texts, the humanists chose a
decorated initial completely antithetical to the classical spirit. In the earliest
signed and dated humanist manuscript, a copy of Cicero's letters written in
1408 by Poggio Bracciolini, a small and simple vine stem initial is used to begin
the text (fig. 73).26 A comparison between this initial and one from the twelfth
century demonstrates the extent to which the Italian humanists were dependent
on their Romanesque models (fig. 74). By 1420 the script, layout and style of

decorative initial in the new humanist book was firmly established; however,
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manuscript production was still on a small scale and was mainly restricted to
this small circle of scholars. it had made headway into liturgical books only at
the monastery of S. Maria degli Angeli, where Ambrogio Traversari, a humanist
and Carmodolese abbot taught his monks to write in the new style.

One of the difficulties the humanists faced in building up their libraries
was the cost of books. On their modest salaries, these civic humanists must
have found even the smallest and most modest of books exceedingly pricey.
For example, a register of prices from 1457 lists Cicero's de officiis and de
natura deorum at five ducats each and Aristotle’s Ethics translated by Leonardo
Bruin at nine ducats.?’ During the same time period a family could be expected
to live off of 18 florin a year (a ducat had approximately the same value as a
florin).28 Surprisingly, the most expensive production cost in the creation of a
manuscript was generally not the illumination, but the copying of the text, taking
between three-fifths and two-thirds of the total cost. The parchment would take
between a quarter and a third of the total cost and the decoration and binding
took only a very small share unless the illumination was very elaborate. A richly
illuminated book such as Ptolemy's Cosmographia, with "cholla pictura
bellissima” cost 55 ducats and was well beyond the means of these civil
servants.2® This is probably why the the early humanists chose to copy their
own manuscripts when they had the time, rather than hire a scribe. Their letters
to one another are full of requests to borrow manuscripts so they can be copied,
pleas for manuscripts to be returned, and compiaints against lazy and
incompetent scribes who could not learn to write in the new humanist style.

An examination of the extant books from the humanists' libraries indicate
that except for the vinescroll motif of the opening initial, which at time extended

down the left hand side of the page, the books produced by them or for them are
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devoid of decoration. We learn from Poggio's letters that he would occasionally
send his newly scripted texts to Niccolo in Florence to be illuminated. One of
the books mentioned is an extant copy of Seneca, decorated with a bianchi
girari initial inhabited with a few putti.3° This is the extent of the illumination this
civil servant could afford.

Coluccio and Niccold had large libraries by fifteenth century standards.
Poggio reports each library was stocked with 800 volumes.3! After Coluccio's
death in 1406 his library was sold, with Cosimo de' Medici and Niccold buying
many of the volumes. Uliman has identified 111 manuscripts that were once in
Coluccio’s library.32 Only a handful of these books are illuminated, and most of
these date from the twelfth century, some of them, no doubt providing models for
the humanists' script and bianchi girari initials. Some of the fourteenth century
patristic texts are beautifully illuminated; however, none of the humanist texts
known to have been written specifically for Coluccio late in the century include
illustrations.33

Of this small group of civic humanists it was only Niccold Niccoli who
could have afforded to have some of his books illuminated. However, Niccold
was more interested in the text than in decorations. It was to his library, well
stocked with both patristic and classical manuscripts, that his fellow humanists
turned in their search for rare texts. Of the 245 extant books from Niccold's
library, only 24 of them are illustrated, and the vast majority of these texts date
from the twelfth century.34 There are only 30 surviving texts from the fifteenth
century. Seven of these were copied by Niccold, himself, while several others
are in the hands of Poggio and Ambrogio Traversari. None of these texts are
illuminated. Niccolo's passion was for the text, and unlike Poggio he expressed

no desire to waste funds on illustrations. In fact, although Niccolod often
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provided Poggio with parchment for his copying, the old scholar did not disdain
the use paper for his own books!35

The deluxe classical manuscript, rich with miniatures, did not become a
tradition until humanism became fashionable, and the small circle of dedicated
scholars was enlarged to include the wealthy mercantile or aristocratic families
of Europe. Cosimo de Medici was the first patron of means to join their ranks,
and he was the first person outside of the original group of civic humanists to
build up a library of texts written and produced in the new style.36 His wealth
was a boon for all involved in the book trade. He commissioned the scholars to
write commentaries on newly discovered texts and to translate Greek
manuscripts into Latin. It was this new demand by the wealthy dilettante scholar
that commercialized the book trade, with cartolaio, scribe, miniaturist and binder
ali profiting handsomely.

Since the wealthy book collectors did not copy their own texts, they
turned to the cartolaio, or bookseller. In Florence, in the fifteenth century, there
were many such caitolai. They all sold parchment and paper, some dealt in
second hand manuscripts, and others worked as binders. With the new
demand for books, many of the cartolai became book contractors as well, taking
orders from their rich clients, locating the exemplar for the text, and then hiring
the scribe, miniaturist, and binder to execute the order. The most successful of
these cartolai middle men was Vespasiano da Bisticci (1421-1498).37

We know a great deal about Vespasiano's operation from the surviving
letters between him and his patrons, and from a book he wrote late in life
entitled, Vite di uomini illustri del Secolo XV, a collection of personal memoirs
concerning the most important personalities of the fifteenth century, including

church figures, statesmen and writers.38 Vespasiano owed his early success to
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Cosimo de Medici, one of the statesman who figures prominently in his book.
Cosimo commissioned him in the 1440s when he was building up both his
private library of classical literature and the monastic libraries of San Marco and
the Badia of Fiesole. [t was his patronage of the book dealer's shop on the
corner of Via del Proconsolo facing the Palazzo del Podesta (now the Bargello)
that resulted in it becoming a popular meeting place for the humanists,
especially during the four years of the Council of Fiorence (1439-43).39

The Council of Florence brought an eminent group of humanists to
Florence including the future Nicholas V, the Cardinals Cesarini and Bessarion,
Pietro Donato the bishop of Padua, Andrew Holes the proctor of the King of
England at the Curia, and the Spaniard Nufio Guzman. All of them were eager
to expand their collection of humanist texts and Vespasiano was only too glad
to take their orders. In the 1450s, Cosimo's sons Piero and Giovanni followed
their father's lead and employed Vespasiano when developing their own
private collections. By the 1460s many of Europe's aristocratic and royal
families were using the Florentine book monger to build up their private
libraries, including the Strozzi and Acciaiuolo families of Florence, Federico da
Montefeltro the Duke of Urbino, King Alfonso of Naples, and Mathias Corvinus
the King of Hungary. These men were all well educated. They spoke Latin, a
few read Greek, and all were genuinely interested in literature and the spirit of
the classical revival.

Unlike the civic humanists, these aristocratic patrons were also interested
in books as objects of art to be collected and displayed. All the new humanist
books commissioned by these wealthy patrons were beautifully scripted and
richly illuminated; and in their palaces studioli were constructed to house the

books and to provide a quiet place for study. Piero de Medici kept not only his
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books, but also his collection of ancient gems, coins, and other small antiqt;ities
in his studiolo . He had the bindings of manuscripts color coded, so, for
example, all philosophy texts were bound in white leather, history in red, and all
sacred texts were covered in blue leather or different colors of velvet.40 Later in
life, when crippled with gout, he spent many hours here gazing at his antiquities
and browsing through his books.

One of the most magnificent studioli still extant is that of Federico da
Montefeltro, the Duke of Urbino. His books were all stored in cupboards on
which portraits of famous writers were created in an intricate intarsia
decoration.4! His library was an issue of great pride with the Duke and
aithough printing had been established in ltaly during the years that the he was
building up his library in the 1470s and 1480s, Vespasiano informs us that the
Duke refused to allow a printed bock or a book written on paper into his
collection.42 What a contrast with Niccold, that irascible old scholar whose
passion was only for the text and readily copied on. How he would have
welcomed the printing press!

What did the manuscripts of the aristocratic humanists look like?43 The
first humanist texts to be commissioned by wealthy patrons in the late 1430s
and early 1440s had a decorated frontispiece with elaborate bianchi girari
borders along two, three, or four sides of the page. It was as if the vine scroll
initial developed by Salutati, Poggio, and Niccold had expanded in an organic
fashion creeping along the edges of the page. The use of a decorative border
had been a tradition at least since the Insular manuscripts of the seventh
century and the fifteenth century bianchi girari borders have a stylistic affinity
with these early books that the Renaissance humzaists were probably not

aware of. Their main concern was to break away from the previous Gothic style
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with its fantastic floral borders painted in strong, harsh colors that were common
in the liturgical books and patristic texts of the thirteenth and fourteenth
centuries. The illuminators populated the Lianchi girari with a variety of
naturalistic looking plants and animals, as well as classical motifs including putti
and miniature portraits inspired by the ancient gems, cameos, and coins that the
aristocratic connoisseurs were avidly collecting.

A common feature of the frontispiece was a portrait of the author of the
text. Inspired by the classical revival happening in all the arts, fifteenth century
illuminators were intent on reinvesting the classical author with the
physiognomy, costume, pose and setting that was historically appropriate.

A study of early Renaissance author portraits reveals the unusual choices made
by cartolaio and miniaturist as they strive to meet the expectations of their

humanist patrons.
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Chapter Three

The Origins of Humanist Book Decoration:
The Medici and their cartolaio Vespasiano da Bisticci

Painting contains a divine force which not only makes absent men
present, as friendship is said to do, but moreover makes the dead
seem almost alive. Even after many centuries they are recognized
with great pleasure and with great admiration...Thus the face of a

man who is already dead certainly lives a long life through painting.1
Leon Battista Alberti, On Painting.

At the dawn of the fifteenth century, Florence was not yet one of the major
centers of book production in Europe. Throughout the thirteenth and fourteenth
centuries the most beautifully illuminated manuscripts were coming out of the
shops of Paris or created by artists working for the Burgundian court.2 In italy,
only the city of Bologna thrived on her book trade with its strong connections to
the University and specialization in legal texts. It was the revived interest in
classical texts, nurtured by the early Florentine civic humanists, which created
new opportunities for local scribes, miniaturists and cartolai. The book hunting
activities of Salutati, Poggio and Bruni during the early part of the century had
left Florence rich with the exemplars of rediscovered classical texts. Poggio had
been the most successful of all the Italian humanists in his book hunting efforts
and the texts he found had all been copied by Niccold and eventually ended up,
along with most of Niccolo's books in the monastic library at San Marco. There
were other famous libraries in Florence: Boccaccio’s manuscripts were housed
at Santo Spirito, copies of Petrarch's books were at Santa Croce; there were
also the private libraries of the Medici, Cosimo and his two sons Piero and

Giovanni.® Thesa searching for rare classical texts felt confident they couid find
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them in Florence and it wasn't long before humanists from Italy and throughout
Europe were coming to Florence to take advantage of this situation and place
their book orders with the local cartolai.

Under the guidance of the early humanists, Florentine scribes and
miniaturists developed a new tradition for the script, layout and decoration of the
humanist book. The creation of the bianchi girari initial and its development into
a border inhabited by realistic birds and animals, as well as more classically
inspired motifs such as putti, has already been discussed in the previous
chapter. A motif that made a rather late appearance in the decoration of these
books was the author portrait. This is somewhat surprising considering the
humanists' keen interest in portraiture in other media.

The beginning of realistic portraiture, in which an individual's distinctive
features are so accurately described that recognition is no longer dependent on
an accompanying inscription or identifying attributes, can be traced back in the
Florentine milieu to Giotto's portraits of himself, Dante, and Dante's teacher,
Brunetto Latini painted for the Palazzo del Podesta.4 Life-like portraiture in the
fourteenth century, however, was slow and irratic in its development. it wasn't
until the dawn of the Quattrocento that realistic portraiture began a rapid
development in Italian art spurred on by the classical revival. Contemporary
artists were inspired not only by surviving antique examples, but by a classical
literary tradition which associated portraiture with fame.

Some of the eariiest exampies of Renaissance portraiture are group
portraits in which the individuals are depicted as important participants in an
historic event. Masaccio's lost fresco of the Consecration of the Church of
Santa Maria del Carmine, an event which took place in 1422 and was painted

by Masaccio several years later, includes the portraits of many of the leading
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citizens of Florence.> Several years later, in 1425, Masaccio painted another
"Who's Who" of Florentine society in the Brancacci Chapel frescoes of St. Peter
curing the Sick with his Shadow and in the Raising of the Son of Theophilus.
Appearances are made by Masaccio himself, and his colleagues, Masolino,
Brunelleschi, and Alberti, as well as Coluccio Salutati, Piero Guicciardini,
Cardinal Branda Casiglione, and Gian Galeazzo Visconti among others.® In the
Brancacci Chapel, these Florentine personalities retain their own identity.
Attired in fifteenth century dress, they travel back in time to witness a sacred
event in which the characters are draped in the classicizing robes usually worn
by biblical figures. By 1459, when Benozzo Gozzoli painted the Adoration of
the Magi in the Medici's private chapel at their palazzo on the Via Larga, family
members were no longer depicted as mere witnesses to the event, but actually
impersonated the three Magi.”

It was the sculptors during the early Renaissance who were the most
profoundly influenced by the traditions of Roman portraiture. Unlike painters,
they had many antique prototypes which they could imitate, and the classical
portrait bust and the more diminutive portrait medal became popular
contemporary formats. Portrait busts of contemporary Quattrocento
personalities functioned as many such portraits made by the Romans. They
were a reminder of both the physical likeness and achievements of one's
ancestors. For example, in 1453, Mino da Fiesole created portrait busts of
Pierc and Giovanni de' Medici and of Piero's wife, Lucrezia Tornabuoni to be
displayed in the Palazzo Medici. When the Medici family moved across the
Arno River to the Pitti Palace the portraits went with them and remained on
display at the new palazzo until the eighteenth century.8 It was crucial that a

portrait bust faithfully represent the individualized features of its subject and it
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was not uncommon for death masks and life masks to be made in order to guide
the hands of the sculptor.®

Portrait medals were also extremely popular among the aristocratic
classes. The tradition of minting portrait medais began in the early Quattrocento
when ltalians began to imitate the antique Roman coins and medals they so
avidly collected.1® A profile bust was stamped on one side of the medal and the
family coat of arms, or personal emblems and mottos were placed on the
reverse. Most medals were commissioned by the wealthy ruling families of Italy
as a means of self-aggrandizement and were commonly exchanged among
themselves. It was the portrait medal, in both its ancient and contemporary form
that was to prove one of the greatest sources of inspiration for miniaturists in the
creation of their more diminutive portraits.

The humanists' interest in the classical theme of the de viris illustribus
also makes the lack of author portraits in early Renaissance copies of the
classics somewhat mystifying. In the late fourteenth century, Petrarch himself
composed a de viris illustribus, chronicling famous Roman personalities from
Romulus to Caesar, and his short poem / Trionfi, is little more than a litany of
heroic exemplars in such categories as Chastity, Love, and Fame. These texts
of Petrarch were very popular with both late fourteenth and fifteenth century
humanists, and most extant copies are richly illuminated with images of
Petrarch's famous protagonists.!! The theme of de viris illustribus also became
a popular subject for fresco decoration. The Sala dei Giganti (also called the
Sala degl’ Imperatori Romani) in the Carrara palace at Padua used Petrarch's
book as the inspiration for its series of famous men, including a portrait of the
author.12 Other fresco cycles of uomini illustri were painted throughout the

fourteenth and fifteenth century including, Giotto's sequence of nine famous
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men represented with the women they loved at the Castelnuovo for King Robert
of Naples, the decoration in Azzo Visconti's palace in Milan with ancient heroes,
including a portrait of himself, Taddeo di Bartolo's series of famous men in the
vestibule of the chapel of the Palazzo Pubblico in Siena, and Andrea
Castagno's famous men and women painted in the loggia at the Villa Carducci
at Legnaia 1448.13

In spite of the great interest in portraiture in the early part of the century
and its very specific use as a symbol of the accomplishments of an uomini
illustri, it is very rare for author portraits to be included in humanist book
decoration until the 1450s. This can perhaps be explained by two factors. In
the first place, the early civic humanists were primary interested in the text and
not the book as a work of art, a fact which helps to explain the restrained and
sober decoration of these early manuscripts. Secondly, they were trying to
revive classical traditions of book making. This led them to reinstate the "lettera
antica” of the Carolingian renovatio, the layout of the text into long lines of script
rather than double columns, as well as the strange faux pas of the bianchi girari
initial. Perhaps it was this determination to move away from the medieval
traditions of book illumination, that led the humanists and their illuminators to
leave the author portrait behind during the early years of the Quattrocento. In
fact, humanist books during these years are rarely decorated with anything
beyond the inhabited bianchi girari decoration of initials and borders. Even the
narrative illuminations so popular in medieval romances and histories,
including Petrarch's de viris illustribus, and which would have easily lent
themselves to the classical histories revived by the humanists, were rejected by

these early Renaissance book makers.14
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In discussing the revival and development of author portraiture in
Quattrocento Florence, the libraries created by Cosimo de' Medici and his sons,
Piero and Giovanni between 1410 and 1465 are a rich source of information.
Ali three patrons created private libraries stocked with patristic and humanist
texts decorated in the new manner. In addition, Cosimo funded the
establishment of two ecclesiastic libraries, the first at the Dominican monastery
of San Marco, the second for the Badia of Fiesole. Among them, the three
Medici commissioned several hundred books and it is their patronage which
was chiefly responsible for creating a new school of Florentine book
illumination.

In addition, both Cosimo's and Piero's libraries were documented by
contemporary inventories. Piero's is the best documented and has the greatest
number of surviving texts. Two separate inventories made of his library in 1456
and 1464 indicate that eighty percent of his books are extant today.!S Although
his library was small in comparison to those of Poggio and Niccold, his books
were richly illuminated. Giovanni developed his library at the same time as
Piero; however, we know less about his collection which was dispersed after his
untimely death in 1463. Luckily many of Giovanni's books, as well as several of
Cosimo's were inherited by Piero and have not been lost.1® These inventories
and the numerous texts which survive ailow us to elucidate certain questions
about the revival of author portraits including: which texts were decorated with
author portraits? where were the portraits placed? what did they look like? what
medieval traditions were followed? and what new traditions were created?
Because of their utility in illuminating these question, this study will focus on

manuscripts commissioned by Cosimo, Piero, and Giovanni de' Medici.
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Additional texts created in Florence for other patrons during the years the
Medici were building their libraries will be discussed for comparative purposes.
In addition, isolated examples of author portraits from the years 1470-1490,
created by the next generation of miniaturists, will be discussed in order to trace
the development of the author portrait in the later years of the century. | have
divided the portraits into four categories based on literary genre: 1) patristic
texts, 2) Roman authors, and 4) Greek authors and their translators. A fifth
category will inciude a discussion of portraits of the patrons who commissioned
these manuscripts, as well as the many nameless faces that inhabited the
border decoration. | have personally viewed only the manuscripts in the
Laurenziana, Vatican and Pierpont Morgan libraries, in all other cases | am only
familiar with published reproductions. Since almost all of the surviving texts
commissioned by the Medici, are today housed at the Biblioteca Medicea
Laurenziana in Florence, | only give the shelf number of the manuscripts from

this library.

The M ipts Commissioned by Cosimo de’ Medi

Cosimo de' Medici (1389-1464) was the first of the wealthy patrons of
Florence to build up a personal library modeled after those of his humanist
friends, Coluccio Salutati, Poggio Bracciolini, Leonardo Bruni, and Niccold
Niccoli. Cosimo, as most of the other rich merchants, church dignitaries, and
noble men who developed private libraries, was never more than a dilettante
scholar, although there are indications that he was genuinely interested in
humanist concerns and did read his books. The cartolaio, Vespasiano da

Bisticci, reports that as Cosimo was nearing death he asked the chancellor of
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his palace, Bartolomeo Scala, to read aloud Aristotle's Ethics and Johannes
Argyropulos's commentary on this text compiled by Donato Acciaiuolo.1?

Cosimo had played a key role throughout his life as a patron of the
humanist scholars, commissioning their translations and commentaries, and
many such works are dedicated to him, including the Exposition of Donato just
mentioned, several Aristotelian texts translated by Argyropulos, Bruni's
translations of both pseudo-Aristotle's Economics and Plato's Letters,
translations of Plato by Marsilio Ficino, and various scholars' translations of the
Lives of Plutarch. In their prefaces to these translations, the humanists praise
Cosimo for his great learning which guided him in his prudent governing of the
city.1® Although allowances must be made for the obvious panegyric
techniques of these humanists seeking patronage, Cosimo's interest in the new
humanist learning and its texts need not be doubted.

Cosimo commissioned books both for himself and for various religious
charities. He spent the first two decades of the 1400s building up his own
library. In the 1430s he added sporadically to this core of books and by the mid
1440s his personal library was completed to his liking. In comparison to the
libraries of Poggio and Niccold, Cosimo's library was very small, but rather than
increase the size of his own library, he chose to turn his bibliophilic interests
elsewhere. We know that he generously funded Niccold in his search for books
as recorded in a letter from Niccold to Cosimo and also by Vespasiano in his
Life of Cosimo de' Medici.® In the 1440s he used his wealith to stock the library
he had built at the convent of San Marco and in the 1460s he paid for the
production of liturgical texts for the Badia of Fiesole. Many of the books from

these three different libraries survive today.



100

An inventory made in 1418 of "all the things found in the house of his
father, Giovanni di Bicci de' Medici, includes a description of the "scriptoio di
Cosimo."20 By that date Cosimo personally owned sixty-six manuscripts. The
inventory lists the title and author of each text, and at times the script used to
copy it. Twenty-nine of the manuscripts are listed as written in "lettera antica,"
the name humanists had given to the script they had modeled after ancient
prototypes. Two books are described as copied in "lettera longonbarda,” while
the script of the remaining books is not mentioned. The titles owned by Cosimo
written in "lettera antica” include many of the Roman historians and rhetoricians
that had gained the attention of the early humanists. Livy, Quintillian,
Suetonius, Salust and Valerius Maximus are mentioned among others. Cosimo
also owned seven titles of Cicero. Several copies of patristic texts by Eusebius,
Augustine, Cassian, Gregory the Great and Jerome were also written in "lettera
antica.” Since there is no other description of these books in the inventory
beyond the notation of script type, "lettera antica" must be an indication of the
value these books had for Cosimo. After the completion of the inventory in the
1420s, Cosimo continued to actively build his library, commissioning texts from
his two favorite scribes, Giovanni Aretino and Antonio di Mario. At this time he
added Latin texts by Cicero, Seneca, and Varro, among others, and translations
made for him of the Greeks, Plato, Aristotle, and Plutarch.2!

An examination of the surviving books from Cosimo's library indicates
that, despite his wealth, Cosimo rarely had his books decorated with anything
beyond the vinestem, or bianchi girari initials that were invented and used by
the civic humanists to accompany their “lettera antica” script. In a manuscript of
Cicero's Orations XXVIlI, copied and inscribed to Cosimo in 1416 by Giovanni

Aretino, the text begins with a simple bianchi girari initial C, that is very similar to
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the first signed and dated initial made by Poggio Bracciolini in his own copy of
Cicero made in 1408 (compare figs. 73 & 75).22 During the 1430s and 1440s,
as manuscript illumination became more elaborate, the decoration of Cosimo's
texts rarely wavered from this simple formula. At times, a simple bianchi girari
border, placed along the left-hand side of the text, accompanied the decorated
initial; however, in comparison to the richly illuminated manuscripts
commissioned by other wealthy patrons at this time, Cosimo’s books are quite
modest. The most richly decorated of Cosimo's surviving texts, a copy of
Seneca's de Beneficii made for the patron by the scribe Antonio di Mario, is
dated 1426. The bianchi girari of the initial has expanded in a tendril-like
fashion half way down the left-hand side of the page, and is inhabited by a
fantastic array of birds and putti. In fact, Garzelli, who has attributed this
manuscript to Bartolomeo Vamucci, claims it is the first dated manuscript in
which putti are added to the vinestem decoration (fig. 76).23 However, Cosimo's
interest in decorating his own commissioned texts actually declined in the
ensuing years.

At some point in the development of the humanist book, the scribe
handed over the responsibility of decorating the opening initial of the text to the
miniaturist. In Cosimo's Seneca, the elaborate nature of the inhabited bianchi
girari initial and border indicates that a miniaturist was called in to decorate the
text after the scribe had finished copying it. In another manuscript of Cosimo's
this division of labor is more clearly documented. In a copy of The Lives of the
Caesars by Suetonius, perhaps the early copy listed in his 1418 inventory, the
initial letter for each biography was left blank by the scribe, presumably to be
completed by the miniaturist. The manuscript, however, was never finished in

Cosimo's time. When Cosimo's son Piero inherited the book, he had a portrait
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of the appropriate caesar painted in the place originally reserved for the
opening letter of the text (fig. 134).24 As a result, the book is beautifully
illustrated with medallion portraits of the Roman emperors, but lacks the initial
letter to each chapter. This text is also an early indication of the important role
of Piero’s collection of antique coins in the imaging of ancient Romans. Like
their minted portraits, all the emperors in the Suetonius manuscript are
presented as a medallion profile bi.lst, dressed in armor, and many of them wear
the laurel wreath of victory.

Very few miniaturists who decorated humanist books in the 1420s and
1430s are known by name, afthough several Medici manuscripts from this time
can be broadly attributed to the workshop of the "Penscroll master.” In Cosimo's
three volumie set of Livy, copied in 1412 by Giovanni Aretino, the original
decoration at the beginning of the third Decade, a simple bianchi girari initial |
has been supplemented with a bas-de-page border added in the 1430s (fig.
77). This border with its delicate flora! scroll, lightly drawn with pen and ink, and
inhabited with trumpet playing putti, is at odds with the heavy vinestem initial
above.25 Other manuscripts that come from the workshop of the "Penscroll
Master” combine the use of bianchi girari and floral penscroll borders. In a copy
of Lactantius's Institutiones divinae, acquired by Piero de' Medici in the 1450s,
but with illumination datable to abcut 1435, a dslicate bianchi girari border,
filled with fantasy flowers, is complimented by a floral penscroll bas-de-page
(fig. 78).26 This manuscript is one of the earliest to be attributable to Fillipo di
Matteo Torelli, an illuminator who specialized in border iliustration and was
much used by the Medici. He soon dropped his penscroll borders in favor of the

bianchi girari style, and it is the vinestem border which becomes the standard
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decoration for the humanist book frori the 1440s to the 1460s when Francesco
d’ Antonio del Chierico reintroduces a floral border design.

By the 1440s the standard decoration of the humanist book had been
codified. The simple bianchi girari initials created by the humanist scholars in
the early part of the century had evolved into vinestem borders framing two to
four sides of the frontispiece. Miniaturists then elaborated the bianchi girari
motif, filling the vine-like scrolls with the miniature creatures that had been a
part of border decoration since the eighth century. However, instead of the
fantastic monsters and hybrid beasts that had inhabited border decoration in the
Middle Ages, the Renaissance miniaturists began to use real and identifiable
species. They also cast their eye on the motifs of their classical past, and first
putti, then designs inspired by antique gems, coins, and cameos began to fill
the borders. In the 1430s the miniaturists began to weave a thin gold-leaf
ribbon through the bianchi girari that would loop back on itself to create small
framed areas for the placement of portraits, putti, miniature landscapes and
narrative scenes, or the personal devices of the patron's heraldry.

The sober decoration preferred by Cosimo at this time can be compared
to @ manuscript made for sale by a cartolaio for some wealthy discriminating
client that might visit his shop. The space always reserved at the bas-de-page
for the owner's coat of arms has been left vacant, indicating that the manuscript
was not commissioned. The manuscript is a copy of Cicero's Epistulae ad
Atticum and was illuminated by Filippo di Matteo Torelli about 1450 or perhaps
earlier. The frontispiece is surrounded on all four sides by a bianchi girari
border inhabited by several of the fantastic birds for which Torelli was famous
(fig. 79). Inside the border a vinestem C begins the text. The book entered
Piero de "Medici's library around 1464, after the death of both his father and
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brother. Although it is possible that the text was originally bought by Cosimo, it
was most likely purchased by Giovanni whose tastes were much more
sumptuous.2’ A comparison of this copy of Cicero's Epistulae ad Atticum from
circa 1450 with Poggio's copy of the same text, executed in 1408 and
containing the first dated example of a bianchi girari initial, vividly demonstrate
the evolution of humanist book decoration (figs. 73 & 79).

Cosimo de' Medici's preference for modestly illustrated books has been
explained by his close association with the early civic humanists, who were not
only more interested in thie text than in the book as a work of art, but also
restricted by small budgets. Cosimo may have been particularly influenced by
his close association with Niccold, who spent all his money accumulating texts,
without allocating any funds on their decoration. However, Vespasiano da
Bisticci gives us another explanation for what motivated Cosimo. He suggests
that Cosimo's ill-gained wealth, as well as the drastic actions he took after
returning from exile in 1344 to secure his political hegemony in Florencs,
including the execution or exile of his enemies, "was bound to leave him with
certain matters on his conscience."?8 Vespasiano relates that under the
guidance of Pope Eugenius, Cosimo decided to ease his guilt by using his
fortune for charitable projects. Two of these projects involved the creation of
large ecclesiastical libraries. The first was at the monastery of San Marco, for
which Cosimo also provided the funds for new buildings designed by the
architect Michelozzo, and the second library was for the Badia of Fiesole. So,
although Cosimo's personal library was relatively smail and meagerly
decorated, he had a tremendous effect on the development of book production
in Florence. First, through his patronage of the scholarly activities of the early

humanists, and second, through his funding of the San Marco and Fiesole
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libraries. The decoration of these ecclesiastic texts helped to stimulate the art of
book illumination in Florence, and many of the same miniaturists were called
upon to lend their talents to the decoration of the humanist book for both iocal

and foreign patrons.

Cosi v iano da Bisficei

Cosimo's patronage of the San Marco library is also the first documented
evidence of his affiliation with Vespasiano da Bisticci, a partnership that
undoubtedly aided the cartolaio in establishing himself as the bookseller of the
humanists. The core of the library of San Marco came from the estate of Niccold
Niccoli. Niccold had died in 1337 and had left his library in the hands of twelve
trustees with the stipulation that the books be placed at the public's disposal. It
was Cosimo's idea to establish this public library at the monastery of San
Marco, where the monks were also badly in the need of books.29 in 1441 , the
other executors of Niccolt's will allowed Cosimo sole control of the books, on
the condition that Cosimo pay off Niccold's remaining debts, as well as provide
the funds for the decoration, the binding, and the chains necessary to attach the
books to their display desks at the library. Vespasiano was given the exclusive
contract to bind and chain the manuscripts from Niccolé's original library, and in
1445 Cosimo sent the cartolaio to Lucca with Fra Giuliano Lapacini to search
for some needed legal, scholastic and liturgical texts which were not included in
Niccold's humanist collection.30

The first recorded evidence of Vespasiano da Bisticci (1422-1498)
antedatés this commission by over ten years. In the accounts of the Badia from
February 1433-34, Vespasiano is listed as an apprentice in the shop of the

cartolaio Michele di Giovanni Guarducci. Vespasiano would only have been
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about twelve years old at this time, and so was born too late to be involved in
the first generation of humanist book production.3! However, there is evidence
that his master and his master's old partner, Piero di Antonio Bettucci, who had
opened up a shop next door to Michele, were both involved in finding used
copies of the classics or in producing new ones for the early humanist patrons,
and the young Vespasiano would have become familiar with the needs of his
future clients at an earlier age.32 It is possible that Cosimo frequented the shop
of Michele, where he met the young apprentice. Vespasiano later reports in his
Vite that the shops of the carfolai, located around the Badia and the Palazzo del
Podesta (now the Bargello) were frequent meeting places for the humanists.33
Vespasiano was still an apprentice when the Council of Reunion came ‘o
Florence between 1349-1442 bringing with it the Byzantine courts and church
dignitaries and humanists from all over Europe. Yet it was at this early point in
Vespasiano's career that he began to establish himself as the cartolaio of the
humanists. He made his first recorded sale of a book whiis still serving out his
apprenticeship. In August of 1442, he sold a used copy of Peter Comestor's
Compendium historiae mundi, to Pietro Donato the bishop of Padua, who was
in town attending the Council.34 Many of the patrons who commissioned books
from Vespasiano beginning in the mid 1440s had also been in Florence for the
Council. These men included Tommaso Parentucelli (later Pope Nicolaus V),
Cardinal Bessarion of Venice, Andrew Holes, proctor of the King of England
and the Spaniard Nufio Guzman.35 Several of the books commissioned from
Vespasiano in the 1440s survive, including Leonardo Bruni's Latin translation
of Aristotle's Ethics, sold in 1446 to the monk Jean Jouffroy, as well as several
manuscripts prepared for the Englishman William Gray in the mid 1440s while

he was studying at Padua, including Pliny's Natural History and five volumes of
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Cicero.38 All of these texts are simply illustrated with bianchi girari initials.
Already by 1448, Girolamo Aliotti, abbot of SS. Fiora e Lucilla at Arezzo, looking
to borrow a exemplar of Pliny's Natural History, referred to Vespasiano as "the
best person to investigate such matters."37

Vespasiano entered into partnership with his master in 1450, shortly
before Guarducci's death. The years from the 1450s through the 1470s were
Vespasiano's most lucrative as he added Piero and Giovanni de' Medici, the
Englishmen Robert Flemmyng and John Tiptoft, King Alfonso of Naples,
Federico da Montefeltro, and King Mathias Corvinus of Hungary to his list of
patrons. His largest single commission in these years was again from Cosimo,
who hired him in 1462 to systematically complete the library for the Badia of

Fiesole. Vespasiano relates his role in this enterprise:

"First, [Cosimo] determined to collect a suitable lot of books, and one
day when | was with him, he said, "What plan can you suggest for the
formation of this library?' | replied that if the books were to be bought,
it would be impossible, for the reason that they could not be found.
Then he went on, ‘Then tell me what you would do in the matter.' |
said it would be necessary to have the books transcribed, whereupon
he wanted to know whether | would undertake the task. | said that |
would, whereupon he replied that | might begin when | liked, that he
left everything to me....He was anxious | should use all possible
despatch [sic], and, after the library was begun, as there was no lack
of money, | engaged forty-five scribes and completed two hundred
volumes in twenty-two months, taking as a model the library of Pope
Nicolas and following directions written by his own hand, which Pope
Nicolas had given to Cosimo."38

Almost one hundred of these manuscripts survive today in the Biblioteca
Laurenziana of Florence.

An analysis of these books reveals that Vespasiano used different criteria
for the production of his texts based upon their literary genre. De la Mare has
described the books in this manner: "They open with an illuminated initial and

border, framing three sides of the text and generally bearing the Medici arms.
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Subsequent initials are usually painted in yellow rather than gold, for economy.
Classical, patristic, early medieval and humanistic texts are copied in
humanistic or semi-humanistic script, and decorated with humanistic borders
and initials in bianchi girari. The patristic and medieval texts are usually written
in two columns; the others in single columns (long lines). Scholastic texts are
normally (though not invariably) written in gothic script, in two columns, and
decorated with borders and initials in traditional acanthus style, orin a lighter
more modern style with scroilings of flowers which looks forward to the style
which was to become usual in Florentine manuscripts in the late 1460s and the
1470s. The borders and initials of bianchi girari were nearly all executed by
one anonymous illuminator closely connected with Vespasiano and strongly
influenced by Filippo Torelli, The gothic borders are by a number of different
hands."3® This dual tradition of decoration, in which there were different
standards for scholastic and liturgica! books on the one hand and patristic and
humariistic texts on the other hand, is evident in most Florentine texts
illuminated between 1410-1470.

Vespasiano's shop in Florence did not operate as a scriptorium, but as a
book store where clients could buy new and used books, purchase parchment
and paper, and commission texts which Vespasiano did not have in stock. After
an order was placed, the carfolaio would search out a scribe, often providing
him the exemplar and the parchment necessary to copy it, and later hire the
miniaturist to decorate the text. These scribes and illuminators worked out of
their own homes or shops, with Vespasiano acting as liaison with the patrons. It
has been suggested that Vespasiano was able to comer the humanist market
because of his access to exemplars. Florence was rich with exemplars in the

fifteenth century, as it housed Boccaccio's library at Santo Spirito, copies made
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from Petrarci’s books at Santa Croce, and the early humanist collections of
Coluccio and Niccold which had found their way into the library at San Marco.4°
Cosimo effectively controlled the lending rights at San Marco, and
Vespasiano's close affiliation with the him was probably beneficial for the
cartolaio in obtaining texts not yet in sufficient circulation.4

In the late 1470s, Vespasiano's commissions lessened as the
introduction of the printing press in Italy affected the trade in hand written books.
In 1478, he gave up his shop in Florence and retired to a country villa to write
his Lifes of the illustrious Men of the XV Century, in which his own role as the

humanists' carfolaio is recorded.

The Librasies of Pi | Giovanni de’ Medici

Although groomed for different roles in life, Piero (1416-1469) to be a
statesman and Giovanni (1421-63) to be the family banker, both of Cosimo's
sons were given a humanist education. Their principal teacher was Antonio
Pacini, who is best known today for translating several of Plutarch's Lives in the
1430s. They also may have studied the classics and some Greek with Guarino
da Verona when in Ferrara. Piero was in Ferrara as a young man when he
accompanied the Florentine deputation to the Council of Reunion in 1438. It
was Piero's uncle, Lorenzo di Giovanni, who was instrumental in getting the
location of the Council moved to Florence the following year. Giovanni was
there several years later to manage a branch of the Medici bank. Their Greek
education seems to have had little effect on the young scholars, however. Piero
had no Greek texts in his library, while Giovanni appears to have had only

one.42
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Piero's library and some of his brother's manuscripts are known to us
today by two different inventories made of Piero de' Medici's estate. The first
inventory is dated September 15, 1456 and includes all of Piero's possessions,
but the part of the inventory which catalogues Piero’s books was probably not
begun until 1458. It was then added to periodically over the next five years or
so until a second inventory was begun on January 20, 1464 (new style 1465).
This inventory includes most of the manuscripts listed in the first inventory
(unless they were deacquisitioned), manuscripts acquired in the short period of
time between the two inventories, as well as those which were inherited either
from Giovanni after his death in 1463 or from his father, Cosimo, who died one
year later.

The inventories were first published by Piccolomini in 1874-75, but
recently Francis Ames-Lewis has analyzed and re-edited the inventories and
paired their entries with surviving manuscripts from Piero's collection. As with
Cosimo's inventory, Piero's records little information about the texts except for
the type of script and binding used. Ames-Lewis has discovered that neither
inventory contains any duplicates of classical texts, and suggests that the
inventory lists only those books stored in Piero's small studietto. When
manuscripts inherited from his brother and father were of a higher quality than
those already owned by Piero, either because of their humanist script or the
richness of their decoration, they replaced Piero's own copies. For example, a
copy of Cicero's Libri rhetoricorum, copied in a gothic script described as "dj
lectere ghalliche antiche" in the 1456 inventory, appears to be replaced by the
Cicero of the 1464 inventory which is written in the humanist script, "licteris

antiquis."® This Cicero was probably inherited from Giovanni and is richly
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decorated by Francesco d' Antonio del Chierico with an inhabited bianchi girari
border and a fine portrait of the author (fig. 145).

Most of Piero's books contain his ex libris, added at the time the
inventories were made and often by Piero's own hand. This has greatly aided
the recognition of the surviving texts from his library. Some of these
manuscripts belonged to Cosimo and can be traced back to his 1418 inventory.
Giovanni, however, left no inventory of his library, nor did he add his ex libris to
his books; since both brothers often used the same variations on the Medici
coat of arms, the surviving manuscripts from Giovanni's library are recognized
by other means. At times there may be a dedicatory inscription from the author,
translator, or scribe to Giovanni. His books can also be recognized through the
inclusion of his personal devices in the decoration of the text, such as the
peacock. Occasionally individual manuscripts are mentioned in his personal
correspondence.44

Piero’s inventories reveal his specific interests in vernacular literature
and in both contemporary and classical histories. The earliest commissioned
book in Piero's library appears to be a copy of Petrarch's Trionfi which was
discussed in a letter to Piero from Matteo de’ Pasti in 1441.45 It was also in
1441 that Piero collaborated with Leon Battista Alberti in sponsoring a
competition for the finest vernacular poet, who was to be honored in a public
ceremony and crowned with laurels. This interest in literature written in the
volgare can be contrasted with the concerns of the first generation of Florentine
humanists, who owned few texts in the vernacular. Niccold in fact openly
denigrated Boccaccio and thought that only nis De Genealogia Deorum (1373),
written in Latin, deserved merit. Piero joined the ranks of other humanists in his

interest in history, and it is his history texts which are among the best scripted
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and decorated manuscripts in his library. He had early copies of both Bruni and
Palmieri and most of the texts dedicated to Piero were historical in nature.46

Piero's books were stored in a small library located in the Palazzo Medici
on the piano nobile overlooking the via Larga. It no lenger exists today,
although we have Filarete's description of the room he called Piero's studietto
in his Trattato dell' Architettura.4? Filarete reported that Piero spent many hours
in this room pouring over his books and his collection of antique gems, cameos
and coins which were also stored there. Piero was only in his mid-thirties when
he showed signs of the same arthritis and gout that plagued his father, and in
his debilitated state he would spend hours sitting and admiring the possessions
in his studietto.48

The room was small, measuring about 4 x 5.5 meters, and probably had
a barrel vault covered with twelve glazed terracotta roundels depicting the
labors of the months by Luca della Robbia, now housed in the Victoria and
Albert Museum in London.49 Filarete does not mention any other decoration,
although the Terze Rime, an anonymous poem from 1459 says the room
included pictures and intarsia panels.5® The decoration of other famous studioli
included portraits of famous writers and intarsia cupboards for manuscript
storage.51

Both inventories not only describe the style of script used for each
manuscript as Cosimo’s inventory had done, but also a brief description of the
bindings of the manuscripts, and so we know that Piero's library was color
coded. Sacred texts were covered in blue (azurro) leather, in different colors of
velvet or in siiver-leaf. Grammar texts were covered in yellow, poetry in purple
(variously described as paghonazo, violacia, and chermisi), history in red,

philosophy in white and the other "arts" in green. None of the original bindings
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remain on Piero’s extant manuscripts, and only one of Giovanni's retains its
original cover. It is Pseudo-Seneca's Declamationes from 1457, covered in a
| chestnut brown moraoccan leather with tooled decoration including the Medici
palle on both sides.52 With its glazed terracotta ceiling, panel paintings, intarsia
cupboards, antiquities, and colorfully bound texts, Piero's studietto would have
offered hours of sensual and intellectuai pleasures.

Piero started to buiid his librarv in the 1440s; however most of his books
were commissioned in the mid 50s and by the time of the first inventory (1456-
63) his private library was nearly complete. Most of the dated texts of
Giovanni's fall between the same years. The brothers often used the same
illuminators, preferring the talents of Filippo di Matteo Torelli, ser Ricciardo di
Nanni, Francesco di Antonio del Chierico, and a comparatively mediocre artist
known as the Fiesole Master.53 All of the manuscripts commissioned by Piero
and Giovanni are decorated in the new humanist style with the first page of the
text surrounded on three to four sides by a bianchi girari border usually
inhabited with a fantastic array of birds and beasts, putti, portrait medallions and
other motifs influenced by Piero's collection of antique coins and cameos. At
the bottom of every page the Medici coat of arms is displayed. In the most richly
illuminated books a few additional pages of the text, usually the beginnings of
subsequent chapters, would also be decorated in this manner. More
commonly, simple bianchi girari initials would begin each chapter of a text.
Books commissioned in the early 1460s exhibit the new floral border developed
by Francesco di Antonio. Some of the manuscripts also have title pages, written
and painted on a separate fly leaf. All of the classical texts commissioned by
the brothers are written in humanist script with one column of text per page,

while liturgical manuscripts use the older gothic script, laid out in two columns
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per page according to the established tradition. The most richly decorated of
the brothers' manuscripts are patristic texts and it is with this literary genre that |

will begin a survey of Quattrocento author portraits.
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Chapter Four
Author Portraits in Patristic Texts

| decided that the small amount of leisure which | had left, after |
had attended to my trivial affairs, | would devote to the study of
literature and especially of sacred literature, in which lies the
foundation of all honorable and just living. And in this | hope you
will help me by sending me a lot of your books to read.

Letter of Poggio Bracciolini to Niccold Niccoli

His is a remarkable picture...in which there is a...Jerome like a
living being in a library done with rare art: for if you move away
from it a little it seems that it recedes inwards and that it has
complete books laid open init.2 Bartolomeo Fazio

The most elaborately decorated manuscripts of the Medici brothers were
patristic texts, and although these few manuscripts were far outnumbered by
copies of the classics, their richly illuminated frontispieces demonstrate the
respect accorded sacred literature. The fifteenth century humanists actually
included the Church Fathers among the ranks of ancient Roman authors,
believing that their writings predated the influence of barbaric Gaulic tongues
which had corrupted Latin during the Middle Ages, and Quattrocento book
hunters eagerly searched for patristic texts as well as classical ones.3 It was
also in sacred literature that the Roman tradition of the author portrait had been
kept alive throughout the Middle Ages, and Renaissance miniaturists would
have been familiar with the various compositions used by their predecessors.

The surviving patristic texts once belonging to Piero and Giovanni were
almost all copied by Messer Piero Strozzi, whose beautiful script was much
admired and commissioned by the humanists during the 1450s and 60s. They

were were also decorated by the Medici's most valued illuminators, Filippo di
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Matteo Torelli, Francesco d' Antonio del Chierico, and Ricciardo di Nanni. A
copy of St. Jerome's Epistles, scripted by Piero Strozzi and illuminated by
Francesco d' Antonio, may be one of first books acquired by Piero when he
seriously began to build his private library in the 1450s (figs. 79-81 )-4 The place
reserved for the stemma has been left vacant, so presumably Piero did not
commission this manuscript, but purchased it ready made from a cartolaio. The
cartolaio may very well have been Vespasiano da Bisticci, as Messer Strozzi
and Francesco d' Antonio were often employed by Vespasiano.

The incipit page of the Jerome is decorated with an elaborate bianchi
girari border surrounding all four sides of the text block. It is richly inhabited by
a variety of birds, animals and putti, as well as several portraits and narrative
scenes framed by a gold-ieaf ribbon woven into the vinestem motif. A larger
quatrefoil in the center of the left border depicts St. Jerome surrounded by a
group of monks as he removes a thorn from the lion's paw, and a medallion at
the top of the page has an image of St. Jerome busy at work in his study. Two
small diamond-shaped frames at the bas-de-page are filled with portrait heads
of unidentified saints and the opening initial D is historiated with an image of the
penitent saint. He kneels before the mouth of a cave, gazing at a crucifix he
holds in one hand while he uses the other to beat his bared chest with a rock.

In patristic texts it was not uncommon for a narrative scene to take the place of
the author portrait in the incipit, the portrait being displaced to one of the border
medallions.

None of the narrative and iconographic images used in this frontispiece
are inventions of the fifteenth century. The representation of St. Jerome as a
penitent, scholar, and miracle worker, are themes which had long been a part of

the saint's iconography; however these narrative themes from the saint's life
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were usually the subject of panel paintings and frescoes, and did not begin to
appear in miniatures on a regular basis until the fifteenth century.5

The tiny image of Jerome working in his study is particularly significant as
it became a popular setting for author portraits, both sacred and secular,
throughout the Renaissance. The motif of the author composing his opus can
be traced back to some of the earliest extant author portraits from the Roman
fresco of Menander to a tenth century Byzantine Gospels (figs. 2 & 40). In these
examples the author is provided with the furniture and equipment necessary for
book production: a chair, a desk or book stand, pens, knives and bottles of ink.
This basic composition was then placed in front of a variety of backgrounds
including monumental architectural configurations, verdant and rocky
landscapes, or a solid gold surface. However, the only settings which
approximate the ambiance of a personal study were those placing the author
and his equipment in the inner courtyard of a private home (fig. 41). It has
already been demonstrated that the courtyard in ancient Mediterranean culiure
often functioned as an all-purpose work space. The motif first appears in
Byzantine images of the evangelists in the eleventh century; however, ninth
century Carolingian texts, which were undoubtedly inspired by Byzantine
exemplars also display this composition, and it is quite possible that the motif
dates back to late antiquity.

As private as the courtyard setting of Byzantine manuscripts may be, the
monumental architecture in the background seems to reinforce its aulic qualities
rather than the homey details of its genre setting. Furthermore, it still must be
considered an outdoor setting, as the plants and trees so often included in the

foreground make clear. The placement of the author in a recognizably interior
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space developed during the late Middle Ages as artists became more interested
in depicting the realism of everyday life in greater detail.

One of the most striking examples of an author in his study which had a
major influence on other such images is a fresco of Petrarch, perhaps by the
north ltalian master, Altichiero of Verona. This portrait was included in a series
of uomini famosi , painted in the Carrara palace at Padua which had been
inspired by Petrarch's text, de viris illustribus.® The fresco was badly damaged
by fire at the end of the fifteenth century and much repainted in the sixteenth
and seventeenth centuries; however, a miniature copy of the fresco in its
original state exists in the library at Darmstadt (fig. 82). It shows Petrarch
seated in a Late Gothic wood paneled library. This famous portrait became the
model for many different representations of authors in their studioli, in both
monumental and miniature form, including the Church Fathers, Jerome,
Augustine, and Gregory the Great, biblical figures such as the evangelists and
King David, as well as portraits of classical writers.

The earliest surviving image of Jerome in his study is also found in
northern ltaly. It is a fresco dating from about 1370 by Tomaso da Modena in
the church of San Nicolo in Treviso.? Here, Jerome is depicted in a modest
studiolo, with few genre details. In the fifteenth century, under the influence of
Flemish painters, the author's study became more richly furnished with genre
detail. A painting of St. Jerome in his study by Jan van Eyck had a particularly
strong impact on Florentine painters in the middle of the century. This painting
is now lost, but it was probably similar to a panel of St. Jerome in his study from
1435, now in the Detroit Institute of Arts and attributed to van Eyck (fig. 83). In
the panel, Jerome is shown seated at his desk in the corner of a Gothic interior.

He reads a heavy tome placed on a book stand before him and his head rests
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in the palm of his hand in imitation of the thinking philosophers of ancient
commemorative statuary. The desk and books shelves behind him are crowded
with items painted with detailed Flemish realism that not only allude to Jerome's
scholarly activities, but have subtle iconographic meaning.8

The crowded trompe ['ceil illusionism of van Eyck's study was greatly
admired by Bartolomeo Fazio, who describes the painting in his De viris
illustribus, and it was often imitated later in the century by Italian artists.®
Anioneiio da iviessina, who spent most of his iife WOIKIng in Southem italy, was
one of the first Italian artists to be influenced by Flemish painting techniques. In
his large panel of St. Jerome in his study, painted between 1450 and 1455,
Messina rivals the infinitesimal detail and saturated colors of van Eyck (fig. 84).
In 1480, Ghirlandaio and Botticelli painted complementary fresco portraits of St.
Jerome and St. Augustine in the Church of the Ognisanti in Florence (fig. 85).
Ghirlandaio and Botticelli may have been directly influenced by the Detroit St.
Jerome, as the 1492 inventory of the Medici household lists a pane! of St.
Jerome painted by van Eyck. However, it is still unclear at what date prior to
1492 the family acquired the painting, or whether the Detroit panel is the actual
version owned by the Medici.10

The popularity of the image of St. Jerome in his study during the
Renaissance is undoubtedly tied to the humanists' interest in classical philology
and scholarship, which was extended to include patristic literature. In 1470, the
humanist Laudivio Zacchia wrote a biography of St. Jerome in which he calls
the Church Father divus litterarum princeps, the "prince of sacred literature.”
Laudivio's biography captures the sentiments of humanist culture in which

Jerome is not only an Christian apologist and ascetic, but first and foremost an
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intellectual, and during the fifteenth century he became a popular titular saint for
schoois, universities and men of letters.11

It is believed that in the Detroit panel, van Eyck gave Jerome the features
of the Bolognese cardinal, Nicolo Albergati, one of the most distinguished
churchmen of his time.2 Albergati was sent on many diplomatic missions for
the pope, and in 1435 he was the papal legate to the Congress of Arras, which
hoped to negotiate a settlement to end the Hundred Year's War between
France and England. His personal devotion and support of the growing cult of
St. Jerome was well known, and it is believed that the Detroit panel was
commissioned by Duke Philip the Good of Burgundy for presentation to
Albergati in appreciation of his services at the Congress. Throughout the
Renaissance, it was not unusual for scholars and churchmen to impersonate St.
Jerome in works of art. Portraits of St. Antonino, bishop of Florence (d. 1459),
Cardinal Nicholas of Cusa (d. 1464), and even Martin Luther are among the
famous faces used for the Church Father,13 Although this was a fairly common
practice in the monumental arts of panel painting and fresco, | know of no
examples in which contemporary humanists "posed” as St. Jerome in the many
author portraits of the saint which appear in fifteenth century manuscripts.

It is perhaps unfair to compare these panel paintings and frescoes to the
medallion miniature of St. Jerome in Piero de' Medici's manuscript. Yet,
squeezed into this tiny space not much larger than the artist's thumb print,
Francesco d' Antonio has painted a simplified but accurate representation of
the wood paneled studioli common in Renaissance palaces. The wall in front of
the saint has several rows of shelves of the kind common in Renaissance
libraries on which the books were laid flat and permanently chained, and he sits

at a desk furnished with a large double-sided book stand, similar to those used



128

in monastic churches to hold over-sized choral books. A similar studiolo is used
in a copy of Augustine's City of God decorated by the Florentine miniaturist, the
"Maestro della Farsaglia Trivuiziana" in the 1450s. This time, St. Augustine is
depicted in the opening initiai, sitting in his book-filled library diligently
composing his opus (fig. 86).14 Note, however, that in both examples, a slice of
cloudy blue sky appears above the studioli. These rcoms have been taken out
of their interior location and placed in a landscape.

This strange pastiche of interior and exterior spaces reveals the
illuminators’ working method. They have combined the motif of the richly
detailed studiolo, which was first developed in fresco and panel paintings, with
the miniaturists’ tradition of placing the author in a landscape. Throughout the
Middle Ages, landscape backgrounds were usually reserved for portraits of the
four evangelists, and because of this close association, landscape was
symbolically invested with the ability to confer honor on those it surrounded.
So, while the miniaturists have followed current artistic trends in making the
author's work space more intimate, they have also relied upon the traditions of
their craft and surrounded this personal setting with the aulic grandeur of a
landscape. And all this, within dimensions little bigger than a postage stamp.

The results of this working method often produced unusual and creative
combinations. In a copy of Lactantius made for Giovanni de' Medici by the
"Maestro della Farsaglia Trivulziana” in the mid 1450s, the author is once again
depicted in a studiolo which has been lifted out of its interior setting and placed
in a far reaching Renaissance landscape. The outdoor setting is detailed with
the buildings of a distant city and a group of children (putti?) swimming in a

nearby river (fig. 87).15
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In another unusual miniature, ser Ricciardo di Nanni has combined the
ancient motif of the author seated in front of a niche of the "scenae frons" with
the Renaissance motif of the author in his study, as well as a narrative scene
from the life of St. Jerome. In a manuscript decorated for an unknown patron
and today in the library of Genoa, Ricciardo placed the saintly author in a
framed panel above the incipit (fig. 88 & 89).16 Jerome is seated in a semi-
circular stone exedra, the tumbie of books placed in several of the shallow
rectangular recesses serving as the only indication that we are viewing the saint
in his private study. He is not depicted writing, but in prayer, a book laid open
across his lap as he stares at a vision of God the Father emerging from the
seven spheres of the universe. This image may refer to Jerome's dream in
which he is accused by God of preferring Cicero to the Bible and so denied
entrance to the kingdom of heaven.

Jerome's exedra is strikingly similar to the semi-circular niches used to
frame the portraits of the four evangelists in Byzantine Gospels, such thoss in
the manuscript from Mount Athos, Stauronikita 43 (figs. 25a-d). In both the
Byzantine and Renaissance portraits, glimpses of sky or trees are visible behind
the monumental architecture indicating again that we are in an exterior space
(note the tree branches scratched into the gold background of the Byzantine
image of St. Mark). In an attempt to update this Byzantine setting, Ricciardo has
exchanged the fussy detail and flattened perspectives of the architecture for a
classicizing style more in line with the restrained tastes of the mid Quattrocento.
The miniaturist, however, does not copy any particular antique model, but
invents a simple niche based upon a generalized lexicon of classical

architectural vocabulary.
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Ricciardo uses this same niche or variations of it over and over again as
settings for his author portraits as in Piero's copies of Pliny and Cicero (figs. 116
& 145). A classicizing stone studiolo, however, was rarely used by other
fifteenth century miniaturists who preferred the more intimate genre touches of
the wood paneled library. In patristic texts of the 1470s and 1480s, these
stuclioli became true interior spaces. The rooms are usually sharply
foreshortened so that three walls, roof, and floor are ali visible. It appears as if
the fourth wall has been torn down to allow the viewer access to the interior
space. The author usually sits at a desk facing a wall lined with book sheives.
The wall behind him is bare and the far wall is interrupted by a large window.
The author's head is either fully or partially silhouetted against this window, a
compositional device irvented by Flemish artists and borrowed by the Italians.
At times a simple landscape can be viewed through the window.

Francesco Rosselli painted several of these studioli as settings for his
author portraits including a portrait of St. Augustine for a copy of the City of God,
made for Federico da Montefeltro (fig. 90)17 It is one of the most detailed of his
miniature studioli with its tiled floor, coffered ceiling and distant landscape
visible through the open window. In the 1470s and 80s, Attavante used the
same format for a portrait of St. Augustine in a copy of his Epistles for Mathias
Corvinus (fig. 91) and Gherardo and Monte di Giovanni placed Augustine and
Jerome in miniature studioli in their manuscripts for Duke Federico da
Montefeltro and King Mathias (fig. 92 & 93).18

During the last few decades of the Quattrocento, miniaturists moved the
author's study out of the cramped and irregular spaces of the opening initial and
created framed half-page or full-page images of studioli with detailed genre

features that rivaled the more monumental arts. In a magnificently illuminated
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copy of Jerome's translation of Didymus of Alexandria's De Spiritu Sancto
prepared for King Mathias Coryinus of Hungary, Monte di Giovanni painted a
full-page frontispiece (fig. 94).19 A densely detailed architectural border
surrounds a large roundel with an image of the saint at his desk, which is
flanked by kneeling portraits of the King and Queen. Jerome has paused in his
reading and gazes out at the viewer. His desk is fully equipped with ink pots
and quills, an hour glass, a bell, a water ewer and platter, in addition to the
numerous books. The window behind him has been greatly enlarged, to the
point where one is left wondering if this study has once again been transported
outdoors. The view in the distance is of the city of Florence. lts precise
architectural rendering allow the Duomo, Campanile, Baptistry and Church of
Santa Croce to be easily recognized.

Often, in patristic literature, an event from the author's life replaces the
traditional portrait in the incipit. In these historiated initials, miniaturists
responded to the Renaissance concem for imagery that was both filled with
genre detail and informed by classical standards of beauty, and they began to
infuse their narratives with the illusionism, complicated perspectives, and
balanced structure then being used in panel paintings and frescoes. In
manuscripts of St. Jerome, the incipit is often historiated with images of the
penitent saint. Ricciardo di Nanni used this theme in two of his manuscripts, the
previously discussed Genoa St. Jerome (fig.79-81) and another copy of
Jerome's Epistles, made for a member of the Medici family (fig. 95).20

In copies of St. Augustine's City of God, the incipit is often decorated with
an image of the saint kneeling before a vision of the "Celestial City." This scene
was never a part of the legendary events in Augustine's life, and never appears

in his narrative cycles.2! At times icons of the saint depict him holding the model
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of a church. This could be interpreted as an iconographic reference to his
status as the most important of the Church Fathers, or, when the image is used
in copies of the City of God, it can be seen as a symbol of his ideal paradigm for
the city of God's faithful. The image of Augustine kneeling before a vision of the
Celestial City developed in the Renaissance as miniaturists looked for ways to
display their talents in creating distant landscapes and complicated
architectural perspectives. A copy of the City of God, illuminated by Ser
Ricciardo for Giovanni de' Medici in the 1450s, is one of the earliest examples
of this motif (fig. 96).22 St. Augustine kneels at the edge of the picture plane
gazing at a city perched on a distant hill. The deep recession of the space is
emphasized by the single street which graphically functions as the center
orthagonal of the perspective grid. It is flanked by two rows of neatly spaced
Renaissance buildings leading to a city on the horizon, that with its crenelated
walls and enormous dome bears a faint resemblance to Florence. Ricciardo's
architecture is always more generalized than true to life, but in a similar image
attributed to Bartolomeo di Domenico di Guido, the heavenly city floating above
Augustine is a recognizabie porirait of Florence, with a cupola much more
reminiscent of the Duomo (fig. 97).23

Mariano del Buono used the same theme in his copy of the City of God,
adding a group of equestrians battling before the city gates (fig. 98).24 The
delicate floral border includes a series of medallions filled with scenes from the
saint's life and portrait heads. None of the portraits are recognizable, except
that of the Bishop of Hippo, who appears in a quatrefoil placed slightly below
the incipit. It seems as if the miniaturist did not want to eliminate the traditional
author portrait, and has placed a three-quarter length image of the St.

Augdstine in a border medallion near the opening initial.
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The image of St. Augustine with his celestial city can also be found in
northern art of the same period. In a copy of the City of God, made for Jean
Chevrot, bishop of Tournai, a miniature of the frontispiece is divided into three
separate parts: St. Augustine as teacher, the vision of the celestial city setin a
vast landscape, and a portrait of King Clovis (fig. 99).25 The miniature was
painted about 1445 by an anonymous artist, possibly Flemish, as suggested by
the Eyckian qualities of the work. In comparing the Italian miniatures with this
image what is most striking is the greater attention to detail used by the northern
artist. ltalian miniaturists at this time were more interested in well organized
compositions and a restrained use of detail, as were their colleagues who
painted more monumental works. It also must be noted that this book is
transiated into French from the original Latin. Many of the French humanists of
this time, especially those associated with the French court, read neither Greek
nor Latin, and commissioned scholars to translate these texts into the
vernacular. King Charles V himself commissioned this translation of
Augustine's City of God, as well as many other Greek and Latin texts.26 This
contrasts with the approach of Italian humanists who were interested in reading
literature in the language in which it was written. | know of no instance in which
Latin texts were translated into Italian until the last quarter of the fifteenth
century when Federico di Montefeltro commissioned Landini to trans!ate Pliny's
Natural History into "fiorentina;" however, this is an isolated example. Greek
texts did need to be translated for the aristocratic Italian patron, but they were
invariably translated into Latin and not the vulgare.

In many examples, author portraits in patristic texts resemble the
simplicity of their Medieval counterparts. The author appears in bust, three-

quarter, or full-length images placed within the opening letter of the text. The
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author usually holds a book in one hand, while the other might be raised in a
gesture of speech. The background is simple, usually a solid color, gold-leafed,
or at times painted with a blue sky dotted with clouds.

In an elaborately decorated manuscript of Cassian made for Giovanni de'
Medici by Filippo di Matteo Torelli, there are two bianchi girari frontispieces
densely inhabited with medallions containing narrative scenes and portraits, as
well as the traditional flora and fauna.2? in the author portrait of the first
frontispiece a three-quarter length image of the sanctified monk appears in the
incipit V (fig. 100). Other manuscripts from the 1450s that use this simple format
are a copy of Eusebius, made for Giovanni by Filippo di Matteo Torelli and a
Lactantius by Ricciardo di Nanni in the Getty Museum. (figs. 101 & 102).28 Note
that Ricciardo’s Lactantius is represented in profile, a pose rarely found in
Medieval portraiture and certainly influenced by the profile portraits found on
antique Roman coins.29

Another composition for the author portrait commonly used in the Middle
Ages and which was continued during the Renaissance was the image of
author as teacher. In the same copy of Cassian made for Giovanni discussed
above there is another author portrait on the second frontispiece placed at the
beginning of the Collationes vitae patrum on folio 46v. Filippo has informed this
image with the Quattrocento's interest in landscape by seating the saint and the
monks he instructs on the ground in front of a vast landscape. The monastic
buildings in the distance are a reminder of their ascetic lifestyle and the topic of
most Cassian's writings (fig. 103). In a copy of Cyprian made for Piero c. 1463-
64 and decorated by Francesco d' Antonio del Chierico the opening initial D is
also illuminated with an image of a teaching saint (fig. 104).30 In this example,

the traditional hierarchical relationship between professor and student, as well



135

as Cyprian's status as bishop is retained by his placement on a throne high
above his listeners. Note also, that the standard bianchi girari border motif has
been replaced by del Chierico's floral style, which was to become the new
tradition for Florentine borders during the 1470s and 80s. The delicate
penscrolls, flowers, swags of fruit, pinecones, and shimmering gcld-leaf dots
that make up this design are inhabited, as were the bianchi girari, with birds,
animals, putti, and medallions filled with small narrative scenes and portraits.
Representations of the author are not the only portraits that appear on
Quattrocento frontispieces. Included in the border decoration, along with the
birds, beasts, putti, and tiny narrative scenes are numerous portrait medallions.
It might be more accurate to refer to these miniature "portraits” merely as faces,
since it is doubtful that very few of them were ever meant to be individually
recognized. For example, in Piero's copy of Jerome (pl. 19.12, figs. 79), two
small diamond-shaped frames at the bas-de-page are filled with the portrait
heads of male saints. They are not identified, either by inscription or
iconography, their presence merely signifying the sacred nature of the text.
These miniature portraits have their genesis in the medallion portraits of
antiquity and were common features in the decorative borders of sacred texts
throughout the Middle Ages. Sometimes, the medallion busts were identified by
inscriptions, as when Old Testament figures appeared in the margins of New
Testament scenes, thereby setting up an exegetical correspondence. Usually,
however, the generic looking faces of patriarches and saints were left
unidentified. Their function was decorative, or, perhaps their presence can be
interpreted in a very general sense as a way to stress the authority of those

chosen by God to record and disseminate Holy Scripture.
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In rare instances, these tiny faces are identified. In Piero's Cyprian,
decorated by Francesco d' Antonio, the floral border is filled with medallion
figures of female saints, but only two of them, Saints Lucy and Catherine placed
in medallions at the bas-de-page, can be recognized by their attributes (fig.
104). These fifth century virgin saints were both very popular in the
Renaissance and may have been chosen to illuminate the topic of Cyprian's
text, de Habitu Virginum.3! St. Catherine of Alexandria may also have been
chosen because of her legendary status as one of the most erudite women of
antiquity. During the Renaissance she was often invoked as the patron saint of
education.

The faces that appear in the borders of patristic texts do not always
represent saints, monks, and churchmen. In the Genoese St. Jerome,
iluminated by Ser Ricciardo, four female faces are included in the vinestem
decoration (fig. 88); and in a St. Jerome, possibly made for Giovanni de' Medici
(fiesolana 28, fig. 95), Ricciardo places a single female bust in the border at the
top of the page. These female figures are not saints, nor do they have any
attributes which could identify them as a sacred personifications. The features
of these faces, as well as the clothing and hairstyles are quite generaiized. At
times the neckiines resemble Roman dress, but at other times the costume is
contemporary. Ricciardo di Nanni often uses these tiny nondescript,
unidentifiable faces as a standard part of the diverse menagerie he placed in
the vinestem borders.

It is quite possible they were inspired by the portraits found in Piero's
large collection of antique coins, gems, and cameos. The miniaturist was a
favorite of the Medici and he may have seen Piero's prized collection of

antiquities which was displayed in the studietto along with his books. Piero's
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inventory of 1456 lists twenty coins, cameos and engraved gems with a short
description of their medium and subject matter. In the 1465 inventory, this
number has been increased to thirty. We know that his coliection included
images of putti, maenads, satyrs and several mythological scenes, as well as
portraits of several Roman emperors, a handful of pagan gods and goddesses,
and some merely described as representing a donna or uomo.32 Although
Piero's collection may have provided the inspiration for the miniaturist's
"portrait’ medallions, Ricciardo never directly copied any of these ancient
Roman faces.

There also remains the possibility that the faces are contemporary
portraits and represent the members of the patron's household. However, none
cf these miniature portraits are specific enough to be called true portraits. In the
Giovanni's Cassian decorated by Torelli (fig. 100), the border medallions are all
filled with images of hermits and monks, except for a dapper young man
wearing the latest in fifteenth century headgear in a medallion at the top of the
page. Beginning in the mid 1460s, this was one of the locations often reserved
for portraits of the patron or members of his family. However, the youthful,
generalized features of this portrait in no way resemble the bust of Giovanni de'
Medici sculpted by Mino da Fiesole at roughly the same time.33 During the
1450s and early 1460s it seems that the function of these border "portraits” is
mostly decorative. Although it is possible that the Renaissance fascination with
portraiture, which they associated with their Roman heroes and the values of
courage, dignity, and civic responsibility, invests these faces with added
meaning so that they become a general fopos for fame.

In conclusion, this survey of patristic texts commissioned by the Medici

brothers demonstrates that many of the conventions used for author portraits in
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the Middle Ages were continued in the Renaissance. During the Quattrocento,
the sacred author was represented in several different compositions including:
the author at work, the author in a landscape, the author as teacher, the author
participating in a narrative scene from his life, or a simple representation of the
author in a bust, half-length, or full-length figure. Following medieval tradition,
the image is usually crowded into the empty spaces of the opening initial, but on
occasion the portrait is located in a framed area within the text block, or
displaced to a border medallion. Full-page miniatures of patristic authors are
extremely rare.

Although the Quattrocento miniaturists created no new iconographic
themes for these well-known Church figures, there were several stylistic
innovations as their exemplars were updated to include many of the artistic
concerns of the Renaissance. Most significantly, these tiny images were
invested with the qualities of more monumental art. Genre detail, landscapes
with sweeping perspectives, and quotations of classical architecture became
standard features of the background setting for author portraits. The most
significant innovation was the development of the ccmpcsition of the author
within his study. Although the author had always been depicted with the
equipment necessary for his profession, the motif was placed in monumental
settings far removed from the intimate details of a private study. It was not until
the late fourteenth century that artists began placing the author in a true interior
space, that resembled contemporary home libraries. The motif of the artist in his
study developed first in fresco and panel painting. In its first expressions in
book iliumination, the miniaturists often combined their new interest in genre
detail with more traditional compositions. It was not uncommon to see the

author seated in the corner of a richly detailed Renaissance studiolo, which had
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been removed from its interior location and placed in a landscape. It wasn't
until the 1460s that miniaturists painted studioli which were true interior spaces.
Miniaturists were also influenced by the Renaissance concern for the
individual. In the Middle Ages, author portrait were all pulled from the same
mold. The identification of medieval authors rested solely on basic
iconographic features. Church men were distinguished from lay scholars,
bishops from priests, Franciscan from Dominican, and contemporary scholar
from ancient only by their dress, headgear, and hair styles. Beginning in the
1450s and 60s miniaturists began to give these figures a personality by
individualizing their features. This attempt at true portraiture was actually quite
slow in developing. In Giovanni's copy of Lactantius (fig. 87) the miniaturist
demonstrates an interest in landscape, perspective and genre detail, but the
face of Lactantius is still quite generalized. In the Getty Museum copy of
Lactantius, on the other hand, Ser Ricciardo has demonstrated a keener
interest in portraiture (fig. 102). First, he has presented the author in profile, a
new format inspired by the portraits on ancient coins and cameos. Secondly,
he has individualized the features of Lactantius, giving the impression of "true”
portraiture to this third century Christian apologist. In his attempt to invest his
author with personality, the miniaturist has also dressed him in the habit of a
“rocettino” monk and placed a skull in his hand. This interest in portraiture
increased during the 1470s and 80s. Not only did author portraits become
more individualized, but recognizable portraits of the patron and his family

began to replace the nameless faces that populated the border medallions.
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Chapter Five

Author Portraits of Roman Writers

Filled with amazement endless and profound
At the sight of these heroic men of Rome,
Ne'er in the world was such another host,

I turned to records of the olden age

Wherein great names and virtues are inscribed!...
Petrarch, Triumph of Fame, II, 1-5.

Portraits of G

One of the most popular Roman authors during the Quattrocento was
Cicero, that "Renaissance" man who juggled the roles of orator, philosopher,
and statesman. He may be the most commonly represented author in the
humanist book. Piero de' Medici, whose library was quite small, owned twelve
manuscripts of Cicero's works. Some of these he had acquired from his father
and were not decorated beyond simple bianchi girari initials. His other
Ciceronian texts were either purchased ready made, commissioned from a
cartolaio, or inherited from his brother. Of the seven extant manuscripts of
Cicero from his library that were specifically commissioned by either Piero or
Giovanni, six of them include author portraits.

Francesco d' Antonio del Chierico executed four author portraits of
Cicero for the Medici brothers in which he repeats the same distinctive face with
its high forehead, rather plump cheeks that seems to dwarf the tiny eyes, nose,
and mouth, and a strange hairdo consisting of a thick fringe of curly hair circling

a pate completely bald except for a bulbous tuft of hair sprouting from the
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forehead (figs. 105 - 108).2 If one were only familiar with del Chierico's author
portraits of Cicero, it would seem as if the miniaturist were trying to create a
consistent portrait type for this ancient author; however, this face, or one very
similar to it appears again and again in his portraits of the Romans authors
Pliny, Titus, Varro, and Pomponius Mela, as well as the contemporary
translators, Jacopo Angeli and Guarino da Verona. These faces vary slightly,
usually in the amount of hair depicted, or whether the figure wears a beard or is
clean shaven, one is left wondering if this face is an imaginary creation of del
Chierico, easily reproduced whenever there was the demand for an author
portrait, or, if it represents some actual Quattrocento personality, maybe that of
the artist himself. If it is a portrait, it does not compare to the verism del Chierico
used for his portraits of some of the leading humanists of the day, such as that of
Poggio Bracciolini and and the double portrait of Federico da Montefeltro and
the scholar Cristoforo Landino (fig. 162). However, the miniaturist's major
concern in creating these images of Cicero was not necessarily to construct a
portrait type for the author, but to identify him as an ancient Roman rhetorician.
To this end, the miniaturist has dressed his Cicero's in the same
costume, which can clearly be recognized as the official academic dress worn
during the Trecento. As early as the late thirteenth century university professors
had adopted a style of dress commonly worn by nobles of the time. It consisted
of a loose undergarment with sleeves reaching to the ankles known as the
cappa manicata.® Over this was worn a mantle which either opened down the
front or down both sides. The mantle was usually lined in ermine and often had
a large round ermine collar. The third item of dress was a hood, attached to a

shoulder piece, which was again either lined or trimmed in ermine. Most
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universities had statutes which described this dress and restricted its use to
those who had matriculated as a master, also called professor or doctor.

At times, the colors of this costume indicated the professors' faculty
affiliation. At the University of Bologna, doctors of Civil Law wore red, while
doctors of Canon Law wore blue.4 There are many representations of this dress
in art, particularly in the law books produced in Bologna during the fourteenth
century. One of these miniatures depicts G. Duranti, a doctor of Civil Law,
offering a copy of his Speculum Juridicae to a cardinal (fig. 110).5 He wears a
vermilion gown with a red hood, both trimmed with ermine, and a long red fur-
lined mantle with a fur collar. Professors who had mastered the degrees of both
Civil and Canon Law wore both colors, choosing one color for the cappa and
the contrasting color for the mantle. This is how del Chierico has dressed up
Cicero for his author portraits. In addition, Cicero has been provided with the
traditional identifying attributes of authorship. In all four images he holds a book
and in the three bust length images he is also supplied with a quill pen.

In using this costume, the miniaturist was following medieval
precedence. Cicero appears dressed in this fashion in two mid fourteenth
century Florentine miniatures (figs. 110 & 111). In both examples he also wears
a pileus or biretta, a rounded cap with fur trim that was also part of academic
dress. Note that in the Laurenziana Cicero (fig. 111), the traditionai red and
blue robes have been painted orange and green, which is probably not a
reference to any particular faculty affiliation, but rather indicate two of the most
popular colors in the Trecento's rather garish palette.

While academic dress was conservative and slow to change in
comparison to the fashions of court, mid-fifteenth century scholars had for the

most part abandoned this costume, and it only lingered on for many years as
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part of the standard dress of cardinals, many of whom were also doctors of
Canon Law (fig. 112). Although it still was required dress for doctors of Civil
and Canon Law at the University of Bologna, in Florence, most professors had
exchanged this formal dress for a more modest and comfortable costume
currently in fashion among the general population. It consisted of a simple tunic
usually referred to a gonella or gamurra in Florence, worn under a giornea.s
The giornea was either sleeveless or had sleeves, but its distinguishing feature
was that it opened down the front, as well as down both sides. It was usually
held against the body by a belt which also helped to pleat the heavy fabric into
small even folds. The giornea often had a low standing color, cccasionally
trimmed with a thin border of fur. This was the standard dress worn by those in
non-academic professions which required advanced schooling such as
notaries, accountants, and other government clerks. Since many of the early
humanists were notaries, this costume was also adopted by the early
aristocratic patrons for their everyday dress, in imitation of their scholarly
friends. Almost all of the humanists whose portraits appear in Quattrocento
books are attired in this fashion, such as the early portraits of Leonardo Bruni
(figs. ) and the portrait of the humanist Guarino da Verona by del Chierico (fig.
113).

In Francesco Rosselli's portrait of Bruni (fig. 156), the humanist is shown
wearing the cappuccio, a common head covering wom by all levels of society
throughout most of the fourteenth and fifteenth centuries. The cappuccio
consisted of three parts: a padded rolled base called the mazzocchio, the
foggia, a short pleated piece of hanging fabric, and the becchetto also known as
the liripipe, a long tail often reaching to the middle of the back which the wearer

used to pull the cappuccio on and off his head (fig. 114).7 In the academic and
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humanistic circles of the Quattrocento, the cappuccio began to be worn in a new
manner. Rather than be wom as a head covering, it was trailed by the
becchetto (liripipe) over one shoulder. Guarino da Verona wears his
cappuccio in this fashion in a presentation miniature painted in a copy of
Plutarch’s Lives owned by Piero de' Medici, and decorated by del Chierico in
the early 1460s (fig. 113).8 Guarino, the renowned professor of Greek, who
taught first at the Universily of Florence and later in Ferrara, kneels before
Leonello d' Este and offers the patron his translation of Plutarch's Lysander.
Guarino also wears the preferred dress of the fifteenth century academic, a
giornea modestly timmed with fur at the neck and wrists.

In this portrait of Guarine, the miniaturist has given the humanist the
same facial features he used for his four portraits of Cicero. it is possible that
del Chierico did not know what Guarino iooked like. Guarino had taught Greek
at the University of Florence only from 1410-1414, after which he left the city for
a tutoring post at the Este court in Ferrara. He never returned to Florence,
except for a brief period during the Council of Reunion. This generic portrait
created by del Chierico poses several question about the miniaturist's working
methods. It is possible that the exemplar for this text, loaned to Piero de' Medici
for copying, did not include a presentation miniature. It is also possible that the
exemplar did include a portrait of Guarino and that del Chierico either never
saw the exemplar or that he chose to ignore his model. Although these
particular question cannot be answered at this point, the choices that del
Chierico made in creating his images of both Cicero and the contemporary
humanist Guarino, reveal how firmly grounded the construct of the author
portrait was in iconography rather than in recognizable portraiture. Guarino is

identified not by individualized facial features but by his fifteenth century
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costume, by his role as the presenter in this traditional format of the author
offering his work to his patron, and by the placement of this scene within the
opening initial of the text, the standard location for author portraits.

The identification of Cicero also relies upon iconographic information.
Del Chierico has used the standard signifiers of the book and pen and placed
his author within the opening initial of the text. However, the question remains,
why di< the miniaturist consistently dress Cicero in the outdated academic
fashions of the fourteenth century? He could have simply been following his
medieval models. We have already seen that in the fourteenth century Cicero
was often dressed in contemporary academic robes, perhaps to more closely
associate him with university professors who modeled their lecturing style aiter
the great rhetorician. This is in contrast to medieval images of other classical
writers, especially philosophers, who usually appeared as bearded sages
wrapped in draperies that bore some resemblance to the Roman toga and
mantle. Or, the miniaturist may have been making a conscious decision to
place Cicero in an historic past by using this outmoded academic garb which
would have stood out in sharp contrast to the newer giornea wem by the
humanists.

Del Chierico's imaging of Cicero as a fourteenth century academic is a
curious solution in light of the great interest artists of this time had in reviving
aspects of ancient Roman portraiture and dress. Donatello borrowed many
features of Roman portraiture, drapery style, and rhetorical gesture when
sculpting his series of prophets for the niches of the Florentine Campanile
between 1416 -1465.% In the armor wom by the equestrian, Gattamelata,
Donatello borrowed motifs from the ancient statues of military leaders, such as

that of the emperor Marcus Aurelius.19 Del Chierico was certainly not oblivious
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to an interest in classical antiquity, and in his images of ancient Roman heroes
painted in a copy of Plutarch, he dresses his soldiers in suits of armor that are
modeled after antique prototypes. In his images of Cicero, he may have
believed it more important to preserve an older medieval image of the author,
so that it was recognizable to the reader.

Other miniaturists, while joining del Chierico in depicting Cicero as a
fourteenth century scholar, find other ways to update the image and include
some of the new concerns of the classical revival. Cicero was best known as an
orator, and miniaturists often used the ancient standing orator's pose for his
author portraits. A full length portrait of a standing Cicero was not unknown in
the fourteenth century. It has has already been seen in the Marciana Cicero
(fig. 111) and is found more than fifty years later in another Florentine
manuscript now in the Pierpont Morgan Library in which Cicero is represented
in an unusual full-page miniature (fig. 115).11 He is simply dressed in a red
tunic and mantle and holds a large black volume under one arm. The one
element this Cicero shares with the earlier fourteenth century Cicero at the
Marciana is that they both stand on a podium.

The miniaturist, Ricciardo di Nanni, has taken this pose of the orator
standing on his "soapbox" and reinvested it with more classicizing features. In a
Cicero decorated for Piero de’ Medici in the mid 1450s, the miniaturist has
treated the author portrait as if it was a miniature panel painting, placing Cicero
within a rectangular frame rather than in the irregular empty space of the incipit
(fig. 116).12 As in the fourteenth century examples, Cicero stands on a stone
plinth; however, Ricciardo has placed this podium inside a classicizing exedra.
His niche may have been inspired by a tabernacle sculpted in 1450 by

Bernardo Rossellino for the church of St. Egridio in Florence. This relief
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features the same barrel vauited niche flanked by rectangular entrances all set
within a larger triumphal arch motif (fig. 117).1® Ricciardo has added a shell
pattern in the spandrel immediately behind Cicero's head. This motif was often
used in Roman architecture and was revived early in the fifteenth century.
Ricciardo could have seen it in the niche commissioned by the Arte del Cambio
for the exterior of Orsanmichele in 1419 in which the Gothic cosmati work
decorating the earlier niches has been replaced with classical pilasters and a
radiating shell motif in the spandrel of the still-pointed arch.14

Ricciardo's pose for Cicero is also more firmly grounded in the classical
past, and may have been inspired by either antique or contemporary sculpture.
He stands in a relaxed contrapposto position, the subtle twist of his spine turns
his head slightly over one shoulder and tilts it down toward his audience below.
Ricciardo may have been aware of this subtle pose through antique examples
such as the portrait of the Roman orator Quintus Sulpicius Maximus found on
his tombstone, or from any of the Donatello's prophets then on view on the
Campanile (figs. 118 & 119). The fact that Ricciardo placed his image of Cicero
in a painted stone niche further suggests that his inspiration was sculptural.
Ricciardo has also given his Cicero the traditional rhetorician's gesture of
speech, with one hand raised and pointing upward.

Although Ricciardo modeled Cicero's pose and gesture and the niche
he stands in after classical models, he has made no attempts to dress Cicero in
antique costume. However, unlike the identifiable academic robes del Chierico
used for his Cicero's, Ricciardo's is very difficult to historically categorize. The
simple biretta on his head, the leather soled hose, and the shortened length of
his gonella are all features of contemporary dress. The heavy ermine lined

mantle, however, may again be a reference to fourteenth century academic
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dress or it may have been used by the miniaturist as a mark of honor, as are the
two putii hovering in the barrel vault above as they position a crown above the
orator's head.

In another Cicero made for an unknown member of the Medici family,
possibly Giovanni, Ricciardo di Nanni, has placed a simple bust of the author in
the opening initial (fig. 120).15 This image, published here for the first time, |
would attribute to Ricciardo di Nanni, based upon the portrait's facial type and
the similarity of its dress to an image of Seneca made for Giovanni de' Medici
(fig. 121).18 In Cicero's portrait bust, the neckline is barely visible, and its
simple silhouette could be of an ltalian gonelia or a Roman toga. In the half-
length portrait of Seneca, Ricciardo has dressed the philosopher in the
classicizing draperies that had been traditionally used for imaées of
philosophers throughout the Middle Ages. In both portraits; however, Seneca
and Cicero wear the contemporary cappuccio. This time it is worn according to
another Quattrocento fashion tradition with the two cloth extensions, the foggia
and becchetto, wrapped around the head into a loose turban.17 Occasionally
Cicero will even appear dressed in the gonella and giornea of the
contemporary humanist. He appears in this guise in portraits by the Fiesole
Master's Workshop in a manuscript made for Piero (fig. 122) and in another for
Giovanni, posed in profile, and crowned with laurels.’® One of the least skilled
of the miniaturists used by the Medici brothers, the Fiesole Master and his
workshop used this format for ali of his author portraits from Cicero to Catullus to
Leonardo Bruni.

In this survey of author portraits of Cicero prepared for the Medici
brothers by their three favorite illuminators, it has been demonstrated that

several widely different iconographic medels were utilized. In the four portraits
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created by Francesco d' Antonic del Chierico, the miniaturist adhered to a
medieval prototype for Cicero, dressing him in fourteenth century academic
robes. Whether del Chierico used this archaic dress to consciously historicize
his image, or, if he simply employed it as an easily recognizable symbol for
Cicero as author, can not be determined. The costumes used by Ricciardo di
Nanni are not as specific as those used by Francesco d' Antonio. He freely
combines aspects of fourteenth century, fifteenth century, and ancient dress: yet,
in an attempt to update his author portraits he employs many classicizing details
used by other artists of the time. This is most evident in a manuscript made for
Piero (pl. 48.8) in which Cicero is placed in the pose of an ancient orator and
surrounded by an architectural niche inspired by classical models. The Fiesole
Master chose a simple laureated profile bust for his two images of Cicero made
for the Medici brothers that was undoubtedly inspired by late antique examples,
perhaps from some of the Roman coins or gems in Piero's collection. However,
the Fiesole Master has exchanged the antique dress of his mode! for a
contemporary giornea, and in doing so he has closely affiliated the
contemporary humanist with the antique author. This sharing of costume
between contemporary and ancient scholar may have been done to symbolize
a parallel sharing of intellectual abilities. It was a means for the humanist
reading this ancient text to identify with the author. Perhaps this is also the
reason Cicero is represented in the academic robes of a lawyer in fourteenth
century manuscripts. In a traditional scholastic education, students of Canon
and Civil Law would concentrated on the works of Cicero for their course work

in rhetoric.
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Portraits of Poets

As with their images of Cicero, the mid-Quattrocento miniaturists did not
develop a consistent iconography for their portrayal of Roman authors of other
literary genre, including poets, philosophers, grammarians, and geographers.
They are also depicted in odd combinations of antiqgue and modern dress that
indicate the miniaturists' interest in historicizing these images, but which usually
fail to place them into a definite past. However, it is in images of Roman poets
that the Quattrocento miniaturists come the closest to imitating any Roman
prototypes available to them. The author portraits of Columella and Horace
created by the Fiesole Master for the Medici brothers are similar to the
miniaturist's portraits of Cicero in that he presents the authors in a profile pose
crowned with laurels. Unlike his images of Cicero, however, the poets of the
Fiesole Master are dressed in Roman togas and not in the contemporary
giomea (figs. 123 & 124).'® The most available prototypes for these
classicizing images could be found in Piero's collection of antique coins, gems,
and cameos. Although the 1456 inventory of Piero's coliection indicates that it
did not include any portraits of poets, the laureated profile images of the
emperors, gods, and maenads that where in the collection could have provided
an exemplar.20

Other miniaturist followed this format of dressing poets in toga and
laurels. On the frontispiece to a copy of Virgil's Buccolics made for Giovanni by
the "Master of the Medici Virgil," the poet is wrapped in a toga and mantle and
crowned with laurels (fig. 125).2! In Giovanni's copy of Catullus, painted by an
unknown miniaturist, the author portrait is actually depicted in a trompe ' oeil
imitation of an antique cameo.22 The image of the ancient poet laureate can

actually be traced back to the late fourteenth century. In a copy of Servius's
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commentary on Virgil once owned by Petrarch and decorated by his friend,
Simone Martini, Virgil is depicted on the frontispiece reclining in a landscape
(fig. 126).28 He is dressed in a toga, crowned with laurels, and has paused for
moment, pen poised in the air as he waits for inspiration. He surrounded by
Servius and some of the other characters from his poems. The miniaturists'
interest in dressing these Roman poets in antique costume was probably
influenced by the Quattrocento revival of the Roman tradition of the poet
laureate. Petrarch was the first of the Renaissance poets to be given this honor
in a public ceremony in Rome. In the early fiteenth century, Piero de' Medici in
collaboration with Alberti sponsored a competition in Florence for the best
contemporary ltalian poet, the winner to be awarded with a victory celebration
and a crown of laurels; and the great humanist Leonardo Bruni Aretino was
posthumously awarded the laurels during his funerai ceremony.

The miniaturists were not consistent, however, in their use of a toga and
laurels in their author portraits of Roman poets. In Giovanni's Virgil, discussed
above, there is another portrait of the poet placed at the beginning Aeneid. He
is presented in profile reading his book, but in place of the toga and laurels of
the Buccolics portrait, Virgil is here dressed as a contemporary (fig. 127). ltis
the same costume worn by Carolus in a portrait by the "Master of the Naples
Virgil" (fig. 128).24 In both cases the cappuccio, is worn on the head in the old

fourteenth century fashion.

Portraits of Histori

Roman hiétories were the most elaborately decorated of the classical
texts owned by the humanists. The ancient Roman histories commissioned by

Piero and Giovanni de' Medici rival their patristic manuscripts in both the quality
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of script and decoration, indicating the high value they placed on these texts.
While most copies of classical texts during the last half of the Quattrocento were
simply illuminated with an inhabited bianchi girari border and at times an author
portrait in the opening initial, historical texts often included a variety of narrative
scenes, placed either within the incipit or in framed areas of the border, much
like decorated patristic texts. Both Medici brothers owned copies of Silius
ltalicus’s historical poem, The Second Punic War and Pliny's Natural History.
Piero and his father owned a copy of Livy's Decades, one of the most popular
ancient histories of the Quattrocento; and aithough there is no record of
Giovanni owning a copy, it can be assumed that he had one or was planning to
acquire one for his library. The brothers owned copies Josephus's Jewish War
and transiations of Plutarch's Lives. Piero also owned copies of Aulus Gellius,
Justin, and Suetonius, inherited from his father, as well as manuscripts of
Caesar, Tacitus, Aelius Spartinus, Valerius, and Curtius Rufus.

These titles indicate the rather broad definition of what the Renaissance
humanist considered to be history. Histories included not only texts written as a
sequence of narrative events, such the works of Livy and Tacitus, but also
biographies as the Vitae of Suetonius and the Greek author, Plutarch. Both
these literary genre, however, were approached from a similar point of view -
history was recorded as a series of great deeds performed by great men.
Although some of these heroes were philosophears and statesmen, and a
handful were even women, the figures regarded as the most important in
Roman history were military leaders who helped to preserve and expand the
political borders of Rome against her enemies. The Renaissance interest in
Roman military history reveals that as much as contemporary readers admired

the republican rhetoric and moral philosophy of such writers as Cicero and
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Quintillian, the volatile political landscape of ltaly in the fifteenth century
encouraged many Italian communities to resort to war rather than to depend on
debate for their safety. In the Quattrocento, the mercenary was as important as
the statesman, and one of the most important heroes of this era was the
condotierre hired to protect and enforce Republican values.

This fascination with military heroes may explain why the author of a
Roman history occasionally appears dressed in the armor of those military
herces he writes about, as in the author portrait of Silius ltalicus painted about
1450 by Zanobi Strozzi (fig. 129).25 It is one of the earliest humanist books to
include an author portrait in its decoration. It is unknown who commissioned
this book, although it has been suggested that Pope Nicholas V was its
patron.26 The attribution of the frontispiece to Zanobi Strozzi has been widely
accepted, in spite of the fact that it is very atypical in the miniaturist's oeuvre.
The only secular texts that are attributed to him today include a copy of the
Decretals, Boccaccio's Decameron, and this ltalicus. Zanobi is best known for
the illumination of liturgical books for San Marco, the Badia Fiesolana, and the
Cathedral of Florence. Much of his work was also done in collaboration with
Filippo di Matteo Torelli, who specialized in the border designs, leaving Zanobi
to historiate the opening initials. All of the liturgical books created by Zanobi
and Filippo use the traditional heavy acanthus border design or a new lighter
version of this pattern. The humanistic texts decorated by Toreli, however, use
the bianchi girari motif for the border decoration. This copy of the Silius is
decorated with such a border, inhabited by the butterflies, grasshoppers and
recognizable bird species so often used by Torelli, indicating the presence of

the two masters in a rare collaboration in a humanist text.
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Gn the frontispiece a continuous chain of medallions, quatrefoils, and
ellipses is placed inside the vinestem border. The medallions and quatrefoils
are filled with the portraits of fourteen Roman warriors holding a variety of
scepters and weapons and all identified by inscription. In the ellipses are putti,
who humorously mimic the military activities of these warriors. In the opening
initial O of the text, Silius ltalicus is depicted in front of a far reaching landscape.
He stands in a frontal contrapposto position and is dressed in Roman armor.
He could easily be mistaken for another of the ancient condotierri if the
inscription "SILUS AUCTOR?" did not appear over his head. He is further
differentiated from the warrior portraits by the fact that he holds no weapon.
Both hands rest jauntily on his hips akimbo style, and his helmet is topped with
a large laurel wreath, the emblem of both the victorious poet and general.

Although the copies of Silius Italicus owned by Piero and Giovanni de'
Medici are not as richly decorated as the one by Zanobi, in both manuscripts
Silius appears in a profile bust in the opening initial dressed as a Roman
warrior.27 The inspiration for these images of Silius undoubtedly came from the
bust medallions of Roman emperors found on coins and gems, although the
form fitting Roman cuirasses and bulbous helmets are more generalized than
accurate in detail (fig. 130). While it is possible that this image is not Silius, but
an unidentified Roman soldier whose image is only meant to signal the military
nature of the text, | believe it represents the author for several reasons. First, the
fact that Zanobi Strozzi dressed his image of Silius in Roman armor set a
precedence for other Florentine miniaturists. Secondly, although the portraits in
the Medici manuscripts do not hold a book, the identifying attribute for most
authors, neither to they hold weapons, which is always true of the portraits of

Roman soldiers when they appear in illuminated biographies. Thirdly, these
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are the only portraits included in the manuscripts making it doubtful that they
represent some famous hero of the war, especially of the enemy Hannibal, a
suggestion made by Garzelli.28

It is actually quite rare to find Roman historians dressed up as soldiers,
and these early images of Silius may have been modeled after images of
Caesar, who as both a soldier and an author often appears in the opening
initials of copies of his Civil War or Gallic War dressed in armor and holding a
book. Such images can be found in a manuscript made for Francesco Sassetti
by Francesco d' Antonio in the 1460s, and in a another Florentine book
decorated by the "Master of the Lattanzio Riccardiano” and now in the Earl of
Leicester's collection at Holkam Hall, (figs. 131 & 132).29

These images of Caesar as author are in turn related to the portraits
found biographies of the ancient uomini illustri. The tradition of using portraits
to illuminate historical biographies can be traced back to the earliest evidence
for book portraiture, to the legendary Hebdomades of Varro wiitten in the first
century B. C., which is reported to have been illustrated with over seven
hundred portraits. That tradition continued throughout the Middle Ages in both
secular and sacred texts as demonstrated by biblical literature and by a
thirteenth century Byzantine treatise with portraits of the famous physicians who
are quoted in the text (fig. 13).30 In the late fourteenth century, this format was
used in illustrations of Petrarch's de viris illustribus, in which portraits of the
famous Romans he discusses inhabit the opening initial of their Vitae. One of
the most beautifully decorated copies of Petrarch's text claims a provenance
from r'morthern Italy, and is now codex 101 at the State Library of Darmstadt. In
addition to the full-page author portrait of Petrarch is a copy of the fresco in

Padua, and the many narrative friezes which illuminate the text, each chapter
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includes a portrait in its opening initial (fig. 133). The famous Romans who
appear in the incipits are a testimony to Panofsky's "theory of disjunction,” as
they are all dressed in contemporary medieval costumes. This contrasts with
the interest of Renaissance illuminators in returning to Roman models as a
guide in fashioning their portraits of ancient warriors.

For example, in Piero de' Medici's copy of the de vita Caesarum by
Suetonius, a medaliion portrait of each emperor is placed on the page that
begins nis life history.3! This copy of Suetonius was probably made for Cosimo
before 1418, at which time the opening initial for each life was not completed by
the scribe. Presumably, a miniaturist was to be hired to add a decorated initial.
This was never done in Cosimo's lifetime and when Piero acquired the book in
the early 1450s, he commissioned a miniaturist to add portraits of the emperors.
As a result, each vita lacks its initial letter, but has gained some of the most
expertly painted portrait busts of this early period.

A portrait of Julius Caesar, illustrating his Life, begins the text (fig. 134).
He is presented in profile, wearing a helmet, with the neckline of his cuirass
barely visible. There face has been individualized, in particular by the age lines
added around the eyes, but these details seem to be a creation of the
miniaturist and the portrait is not a copy of any particular antique example.
Once again, the miniaturist is borrowing ideas and not specific details from his
classical models. However, this illuminator more than any other working for
Piero, has been able to approximate the appearance of antique portraiture.
However, few miniaturists during the 1450s and early 1460s followed their
classical prototypes so assiduously, in contrast to the sculptors of the same
period. For example, Desidero da Settignano's bas-relief of Julius Caesar also

does not model his portrait after Roman portraits of the emperor found on many
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ancient coins, but he has so intemalized the ideals of late Republican
portraiture that he was able to create an image in the maniera all’ antica (fig.
135).32

Miniaturists were undoubtedly exposed to the same classical prototypes
as their sculpting colleagues, but they responded to them quite differently.
Miniaturists needed to make their author portraits recognizable to the reader,
and to do this they often relied upon medieval iconographic codes. The images
of Caesar created by Francesco d' Antonio and the Maestro del Lattanzio
Riccardiano are good examples of how miniaturists cften combined aspects of
Renaissance classicism and medieval art (figs. 131 & 132). In both portraits,
Caesar has been dressed in armor that approximates Roman examples. In fact,
del Chierico’s cuirass has been expertly detailed with an acanthus motif.
However, both miniaturists use medieval poses for their authors, placing the
figures in a three-quarter profile pose while prominently gesticulating to a book
held in one hand. Instead of using the profile bust, which was the standard
format for emperor portraits on antique coins, the miniaturists have placed
Cicero in one of the traditional poses for the author. In other words, this portrait
of Cicero has drawn upon a familiar iconography to ensure that it functions as a
sign of authorship, not as a sign for imperial rule.

Miniaturists not only modified their classical models to fit into a
recognizable iconographic system, but they were also guided by another
esthetic which competed with the interests of a classical revival. Manuscript
illumination at the beginning of the fifteenth century was as much influenced by
the decorative qualities of the International Gothic as it was by the more sober
style of the maniera all’ antiqua. | believe it was the miniaturists' interest in

decorative effects that that led to the creation of portraits that seem more like
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caricature than true portraiture. This is especially true in their images of Roman
warriors. For example, in Francesco d' Antonio’s decorated the incipits of a Livy
with depictions of Roman soldiers (figs. 136).33 In the third decade, a warrior
stands along the length of the letter |, spear in hand. The exaggerated wings on
the helmet, the gold decorations on his skirt, and the leather boots of medievali
fashion, have more in common with the International Gothic style stiil being
used in the illustration of romances and cassone than in the ideals of the
classical revival.

While author portraits were popular in Roman histories, they were by no
means universal, especially in copies of two of the most popular classical texts
during the Renaissance, Livy's Decades and Pliny's Natural History . Livy's
Decades traced the history of the Roman Republic from its origins in 753 B. C.
as a city state founded by Romulus to 9 B. C., the early years of the Empire. It
was divided into 142 books, of which only 35 survived to reach the fifteenth
century. Livy's organization of these thirty five books into pentads and decades
was retained during the Middle Ages and Renaissance. The first decade, Ab
Urbe Condita Libri, containing books I-X, dealt with the origins of Rome; the
second decade with books XI-XX was lost; the third decade, concerning the
Second Punic War, made up of books XXI-XXX; and the topic of the fourth
Decade, books XXX-XLV, was the Macedonian War. The remaining books were
lost, known only from brief summaries.34 While these books were sometimes
bound into one volume, during the Renaissance they were usually divided into
three volumes and designated as Decades |, llI, and IV.

Renaissance humanists were particularly interested in Livy's account of
how the rich senatorial class and the poor plebeians were able to create a

Republican form of government that could govern them all fairly. While in
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practice the Quattrocento government of Florence was an oligarchy, run in the
early part of the century by the Albizzi and after 1434 by the Medici, in theory the
city was a Republic and the Florentine humanists eagerly read Livy searching
for answers to their own political problems. Florence was also the center of
philological work on Livy's text as the humanists set out to correct the errors that
had accumulated during the Middle Ages.35

Among the Florentine humanists, Pliny's Natural History was as popular
as Livy. This ancient "encyclopedia” includes descriptions of the flora, fauna,
geography, and history of the Mediterranean world. lIts historical sections are
written in the style of other ancient histories with the emphasis piaced on the
lives of the important rulers, generals, philosophers and artists who shaped the
the events of their time.

The copies of Pliny and Livy owned by the Medici brothers are the best
documented manuscripts in their collection. In 1458, Piero hired the cartolaio,
Vespasiano da Bisticci to prepare a three volume copy of Livy's Decades, as
well as a copy of Plutarch's Lives, while both Piero and Giovanni commissioned
copies of Pliny. Information about these manuscripts survives in several letters
from Vespasiano to Piero in which he discusses the progress of Piero's
commission.3¢ Piero's Livy is only one of two manuscripts owned by the
brothers in which the presence of a particular miniaturist is documented. In his
letters, Vespasiano suggests that the results of the scribe, Messer Piero Strozzi,
and the miniaturist, "Pipo" (Filippo di Matteo Torelli), will greatly please his
patron.37

Torelli's three volumes are certainly some of the most richly illuminated
manuscripts in Piero's library. Not only is the frontispiece of each Decade

surrounded on all four sides by a bianchi girari border filled with the birds and
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animals of recognizable species for which Torelli was so famous, but many
other pages throughout the three volume set are decorated along the left hand
side and bottom of the page with the inhabited vinestem motif.38 None of the
three volumes includes an author portrait; and although Torelli specialized in
border decoration, often leaving the illumination of figures to others, the
Cassian and Eusebius texts he decorated for the Medici brothers include fine
examples of both narrative scenes and author portraits (figs. 100, 101, & 103).
It has been suggested that the completion of Piero's Livy was rushed to
fulfil a deadline imposed by Vespasiano since the energetic putti typically used
by Torelli in all his border decorations are eliminated from the frontispieces of
Decades | and Ill, and appear only in the last volume.3® Time restrictions may
also have forced the miniaturist to forego the painting of author portraits. It
seems more likely that neither Piero nor Vespasiano requested an author
portrait from the miniaturist. Piero's Plutarch, prepared during the same
summer by Vespasiano, has fine vinestem borders and initials by the "Fiesole
Master,” but it does not have an author portrait.40 Neither does Piero's Pliny
decorated by Francesco d' Antonio have an author portrait, although the same
miniaturist did include a portrait of the author in his study in a copy of St.
Jerome's Epistles made for Piero at about the same time (fig. 79). Although
Giovanni's Pliny, decorated by Ricciardo di Nanni does include a striking
portrait of the author (fig. 145), it would seem that the use of author portraits in
ancient history texts was not de rigueur. In fact, it was more common for the
incipit of Roman histories to frame a narrative scene inspired by events in the
text, a development undoubtedly influenced by the rich narrative tradition of
book iliumination that had flourished throughout the Middle Ages. Like the

patristic texts commissioned by the Quattrocento humanists, narrative scenes
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were not scattered throughout the texts, but were gathered together within small
framed areas on the frontispiece.4!

Like the portraits of Cicero, the portraits of Livy reveal a variety of
iconographic models for the author. The earliest Florentine example known to
me of an author portrait of Livy was painted in 1464 by Mariano del Buono di
Jacopo. In Riccardiano ms. 484, the Roman historian appears as a half-length
figure in the opening initial of the first decade (fig. 137).42 He is depicted as a
middle aged man with a short grey beard and balding head crowned with
laurels. Voluminously robed in a toga with a mantle draped across his
shoulders in a maniera all’ antica, his authorship is indicated by the book he is
attentively reading.

In 1470 Mariano joined forces with Ricciardo di Nanni to create a three
volume Livy for the Hungarian Archbishop Janos Vitez.43 Mariano was
responsible for the first and fourth Decades and placed an author portrait on
both frontispieces. In the frontispiece to the fourth decade, Mariano painted a
portrait of the author which resembles the Livy of 1464 with his balding pate and
grey beard, but this time the miniaturist has eliminated the laure! wreath and
has dressed his subject in the the fur-lined robes of a fourteenth century
academic (fig. 138). In a small medallion placed next to the incipit, Mariano has
repeated the portrait of Livy holding his book, although this time the author is
crowned with laurels. This same repetition of the author portrait, in which he is
placed both in the incipit and in a border medaliion near the incipit, was used
by Mariano in an illustrated St. Augustine (fig. 98). The bianchi girari border
contains two large medallions depicting battle scenes from the Macedonian
War as well as several smaller portrait medallions of young men in armor. In

the frontispiece to the Archbishop’s first decade, also illuminated by Mariano,
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the opening initial is historiated with a representation of the "Rape of the Sabine
Women" (fig. 139).44 The portrait in the medallion placed immediately adjacent
to the historiated initial is a replica of Mariano's author portraits of Livy in the
fourth decade; however since this figure does not hold a book, it is difficult to
know if Mariano intended him to represent the author.

The third decade of this set was illuminated by Ricciardo di Nanni, and is
also decorated with narrative scenes inspired by the text including medallions
containing several of the labors of Hercules. To these narratives Ricciardo has
added an image taken from the standard iconography of Petrarch's "Triumph of
Fame" (fig. 140). Ricciardo himself decorated several copies of the Trionfi, one
of his most famous in now in Madrid (fig. 141).45 In the Munich Livy, in alarge
framed area of the right border, there appears a Roman warrior riding on a
horse-drawn cart and holding a sword and scepter in his outstretched hands.
Ricciardo has replaced the standard winged personification of Fame with a
Roman soldier and the crowd of earthly exemplars who usually mill about the
cart with two sole attendants. This soldier, whose appearance is remarkably
similar to that of the main protagonist in the other narrative scenes on this page,
is probably the triumphant Scipio Africanus, who successfully defeated
Hannibal to end the Second Punic War and establish Rome as the dominant
power in the Mediterranean world.

Another tradition for illustrated Livy's used unidentified Roman soldiers in
the incipit of each frontispiece to signal the military nature of the text. This was
the format use adopted by Francesco d' Antonio del Chierico in the Livy he
decorated for Alphonso !l of Aragon, the future King of Naples.4¢ We have
already looked at the soldier he placed in the incipit to the third Decade (fig.
136). From the 1470s until the 1490s, the frontispieces for Livy's decades
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follow these same three traditions for the incipit decoration. The opening initial
is either filled with an author portrait, a narrative scene, or an unidentified
soidier. No single iconographic model ever developed for Livy, even by
miniaturists who repeatedly decorated his text. For example, in the manuscripts
decorated by Mariano del Buono between 1460 and 1470, the miniaturist
always used an older bearded figure, but dressed him in a variety of costumes,
from the classicizing dress of the Ricardiano Livy to the contemporary academic
gown of the Munich Livy. In the 1480s, Mariano decorated two more Livys in
which he updates his author portraits to be more classicizing.

In a copy illuminated for King Mathias Corvinus, Mariano again uses an
older bearded type; however, not only has he dressed the author in toga and
laurel leaves, he has painted the figure in white on a tinted background, giving it
the monochromatic appearance of grisaille (fig. 142).47 This is a direct
reference to the growing interest of miniaturists in using Roman gems, coins,
and larger sculptures as prototypes. In another Livy decorated in 1478 for
Ferdinand of Aragon, Mariano has used the new border style developed by
Francesco Rosselli in which vases and candelabra influenced by antique
"groteschi” are inserted into a delicate floral design and the medaiiion in the
borders are true imitations of Roman coins and cameos.48 In the incipit,
Mariano has painted an unidentified emperor, dressed in armor and holding a
scepter, but a portrait of Livy appears in a large medallion in the right hand
border (fig. 143). At first glance, he seems to be just another Roman warrior,
dressed in armor, with a mantle loosely wrapped around his shiculders and a
crown of laurels. His authorship is made clear, however, by the small book he
clasps in his right hand and the rhetorical gesture he makes with his left,

pointing upward. It is one of several gestures of speech found in Roman
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statuary, and was used mid century in an image of Cicero by Ricciardo di Nanni
(fig. 116) and most famously by Raphael in his portrait of Plato in the Stanza
della Segnatura.

In spite 6f the many different portrait types used for Livy in the fifteenth
century, it is obvious that the miniaturists were searching for new ways to invest
the author portrait with the humanist concerns of the Quattrocento, yet still
making it recognizable as an iconographic symbo! for authorship. At times,
there are attempts to classicize the image as when Livy appears dressed in
Roman armor, cr in toga, mantle, and crowned with laurels. In other portraits,
Livy is dressed in the academic robes of the fourteenth century. This solution,
however, is used less often in portraits of Livy than in those of Cicero. Although
the solutions for Livy's portrait greatly varied, even within one artist's oeuvre, it
seems that the Florentine miniaturists were making conscious effort to update
medieval images of the Roman historian. Their portraits can be compared to a
late thirteenth century copy of Livy now in the Vatican which is representative of
the images used to represent classical authors in medieval texts. In the
opening initial there is a half-length portrait of the author. With his long grey
beard and voluminous garments he looks more like an Old Testament prophet
than a Roman writer (fig. 144).49

Unlike the many different formats used for portraits of Livy, a more
consistent iconography developed for images of Pliny. The author is usually
depicted at work in his study, an image borrowed from fourteenth century
images of Petrarch and often used in author portraits of the Church Fathers. In
Giovanni de' Medici copy of the Natural History, decorated by Ricciardo di
Nanni, Pliny is shown working in a studiolo which resembles the classicizing

open air study Ricciardo used for the St. Jerome (figs. 88 & 145).5° The
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miniaturist has presented his classical historian as an ancient sage and
dressed him in prodigious layers of drapery that bear some resemblance to the
Roman toga and mantle, the generalized historical costume also used for
Ricciardo's biblical figures. His head covering, however, is the contemporary
turban-wrapped cappuccio, which Ricciardo used in his portraits of Cicero and
Seneca (figs. 120 & 121).

Francesco del Chierico uses the theme of Pliny in his study twice in
copies of the Natural History now in Vienna and Naples. These studioli are
identical to those commonly used for other authors in which the front wall of the
study has been removed to reveal a true interior space. In the Naples Pliny, the
author sits at his desk and reads a book placed on a siand before him (fig.
146).51 The wall in front of him is lined with book shelves, the wall behind him
clearly show its wood grain, and the far wall uses the Netherlandish tradition of
the open window, revealing a blue sky dotted with clouds. Below the window
rests a globe, symbolizing the subject of Pliny's ambitious text. Francesco has
made even less of an attempt than Ricciardo to portray Pliny as an ancient
Roman. The miniaturist has used his standard portrait face and dressed Pliny in
the costume of a fourteenth century professor, the solution used for all his
portraits of Cicero.

Between 1479 and 1482 Pliny again appears in his study in the incipit of
a Natural History made for Filippo Strozzi by Gherardo di Monte (fig. 147 &
148).52 The details of this miniature are striking, especially the armillary sphere
held by the author and the cityscape viewed through the open window. The
manuscript is also an excellent example of the new style of border illustration
used by Florentine miniaturists in the late 1470s and 1480s with its quotations

of antique groteschi, coins, cameos and jewels. With all of these classical
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influences, it is surprising that Gherardo did not attempt to portray Pliny as an
ancient Roman.

In other Roman histories acquired by the Quattrocento humanists, but not
as highly valued as those by Livy and Pliny, the illumination is usually very
simple. The frontispieces of Piero de' Medici's copies of Valerius Maximus,
Cornelius Tacitus and Aelius Spartinus are decorated with sparsely inhabited
vinestem borders surrounding only three sides of the text. Each has a simple
bust-length portrait of the author in the opening initial.53 The portrait of Valerius
was executed by a miniaturist in the Fiesole Master's Workshop. Itis a
nondescript profile bust of mediocre quality in which the beard has been hastily
added with pen and ink (fig. 149). In the copies of Tacitus and Aelius, both
executed by del Chierico, the face the miniaturist resorted to for almost all his
author portraits appears again. In both images the author has lost his curly

forelock, but has gained a long grey beard (fig. 150).

Conclusion

In their attempts to update the medieval author portraits of Roman writers,
Florentine miniaturists in the last half of the Quattrocento arrived at a variety of
solutions that mingled aspects of their medieval prototypes with some of the
new classical concerns of the Renaissance. The profile portraits found on
Roman coins, gems, and cameos were an inspiration to them with their images
of laureated toga-clad figures or soldiers in full armor; however, it was only in
rare instances, usually in portraits of poets, that the fifteenth century miniaturist
faithfully imitated these antique examples. For other authors medieval
prototypes exerted a lasting influence. For example, Cicero was depicted in the

fourteenth century as a contemporary doctor of law, often standing in a
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rhetorical pose on a raised platform. This tradition continued in the
Renaissance, but by the fifteenth century this official academic dress was
antiquated, and we are left wondering if the miniaturist is consciously
historicizing his image by using outdated fashions or whether he was simpiy
adhering to an established model. The many different solutions used by these
miniaturists include depictions of the Roman author as soldier, as fourteenth
century scholar, as contemporary scholar, or as a Renaissance image of the
poet laureate. Often articles of antique, fourteenth century, and fifteenth century
dress were combined to create a hybrid image which satisfied the Renaissance
interest in both genre and classical detail. The Renaissance interest in
depicting scenes of everyday life gave rise to one of the most popular settings
for Roman authors, as well as for patristic writers - the contemporary study, a
solution which may have catered to the vanity of the humanist patron who

stored these precious books in his own private studiolo.
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Chapter Six

Portraits of Greek Authors, Translators, and Patrons

Opposite to the Pope's seat, on the other side, was a chair covered
with a silken cloth on which sat the Emperor, clad in a rich robe of
damask brocade and a cap in the Greek fashicr, on the top of which
was a magnificent jewel. He was a very handsome man with a
beard of the Greek cut. Round about his chair were posted the many
gentlemen of his retinue...the Greeks in their robes of silk in the
CGreek fashion had a more goodly and dignified appearance than the

Latins.! Vespasiano da Bisticci describing the Council of the Reunion in Florence.

Portraits of the Translators

The interest in classical texts during the Quattrocento was not restricted
to Latin authors but included Greek literature. The humanists' concern for
textual accuracy meant that new translations from Greek into Latin were
needed. The quest for more accurate translations began with Petrarch, who
although he studied Greek, never became a proficient translator. Italian
knowledge of the Greek language was aided by the migration of Byzantine
scholars to ltaly during the fifteenth century, especially during the Council of
Reunion from 1438-42 and after the fall of Constantinople in 1453. In the last
days of the Trecento, Fiorence had already established itself as one of the
centers of Greek studies. Coluccio Salutati, like his mentor Petrarch, never
learned his Greek well enough to make translations, but he encouraged all his
students to study it for this end. Jacopo Angeli heeded his advice and traveled

to Constantinople in 1395 to study with Manuel Chrysoloras. While in the East,
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Coluccio wrote a letter to Jacopo encouraging him to bring back as many Greek
books as he could.2 In 1397 Chrysoloras, himself came to Florence and taught
for three years at the University where Jacopo, Leonardo Bruni, Poggio
Bracciolini, Ambrogio Traversari and others took his courses.? These four
Florentine humanists were responsible for translating many Greek texts into
Latin. Although Poggio was a poor translator, Jacopo's transiation of Ptolemy's
Geographia, Bruni's many translations of Plato and Aristotle, and Fra
Traversari's translations of patristic texts were widely circulated throughout the
fiteenth and into the sixteenth century.4

Many of the translations made by the civic humanists were
commissioned by learned patrons, and in Florence, the most generous of these
wealthy book collectors were Cosimo de' Medici and his son Piero. Cosimo
commissioned Latin translations of Aristotle and Plato from Leonardo Bruni,
Marsilio Ficino, and Johannes Argyropulos, who had come to Florence to be the
new professor of Greek in 1456.5 Piero continued the patronage of Ficino and
Argyropulos after his father died, as well as the scholars, Niccold Tignosi,
Donato Acciaiuolo, and Aretino Rinuccini.6

Although most humanist scholars were employed as professors or
notaries, many relied upon the patronage of the wealthy at some point in their
careers in order to continue their intellectual activities. Their translations of
Greek texts into Latin, or in rare cases Latin texts into the vulgate, as well as
their original compositions were often dedicated to their patron in gratitude for
the financial support. At times, the humanist included a prologue to his
translation or text in which he praises his patron's great learning and humanistic

concerns.?
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Often, the original dedicatory copy of a translated text is written in the
humanist's own hand, and is only decorated with bianchi girari initials or very
simple border designs. Of the ten extant books with dedicatory inscriptions to
Piero de' Medici, seven are illuminated in this manner, while the remaining
- three also include author portraits. In these more elaborately decorated
presentation manuscripts, it was probably the patron and not the humanist who
commissioned and paid for the illumination.8 A curious feature of all the future
copies of a presentation manuscript is that the copy always includes the
dedicatory statement to the original patron. The subsequent copies are also
more richly illuminated than the original and often included author portraits in
the decoration.

An examination of the author portraits in translated texts quickly reveals
that Quattrocento miniaturists have continued the medieval tradition of replacing
the original author of the text with an image of its translator. Medieval texts,
especially during the scholastic period of the thirteenth and fourteenth
centuries, used the new format of the teacher instructing a group of students for
images of either the translator, commentator or compiler. This was in effect a
genre scene, illustrating the dual role of these scholars as university professors
(fig. 64). The professor, as well as his students are dressed in contemporary
academic clothing that identifies their position as lay or clerical scholars. A
portrait of the actual author may appear in one or more of the subsequent
decorated initials of the manuscript. These ancient and foreign authors were
distinguished from contemporary scholars by their aged countenance and
draperies that resembled ancient Roman dress without imitating it - the same
long tunics and mantles that had been used for biblical figures throughout the

Middle Ages. Using these portrait formulas, the scholastic reader could readily
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distinguish between his contemporaries and the ancients and their respective
roles in the dissemination of knowledge.

Unlike scholastic texts, it was unusual for the humanist book of the
1450s, to have any decorated pages other than the frontispiece. Consequently,
the medieval tradition of placing a portrait of the author in a subsequent initial
was not followed. Nor does the miniaturist transpose an image of the author
from its traditional location in the back pages of the text to some place of
importance on the frontispiece. So while illuminators were actively creating
author portraits in ancient Latin texts, the Greek author was temporarily
forgotten, and his portrait does not appear in the humanist book until the 1460s.
Instead, these manuscripts provide us with many portraits of the early civic
humanists who translated this Greek literature.

Some of the earliest representations of the humanist translators of the
Quattrocento appear in the manuscripts of Piero de' Medici. In all of these
portraits, the translator is no longer represented in the medieval composition of
teacher and students, but appears in a simple bust length profile portrait placed
in the opening initial of the frontispiece. Piero's translation of the Lives of the
Philosophers by Diogenes Laertius was made for him by the Calmodolese
monk, Fra Ambrogio Traversari.’® A member of the original humanist circle
including Niccolo, Salutati, Poggio, and Cosimo de' Medici, Traversari was
abbot of the camaldeneses monastery of Santa Maria degli Angeli. He was the
first to introduce the new humanist script into a religious order, when other
monastic scriptoria were still using an outdated Gothic hand. Ambrogio's
portrait in the incipit was painted by the Fiesole Master's Workshop, and like
other portraits coming from this source it is not very individualized; however

Traversari can be identified by his tonsured head and calmodolese habit.
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The Fiesole Master's workshop is also responsible for two portraits of
Leonardo Bruni decorating copies of his translations of Plato's Epistles and a
three volume set of Aristotle's Nicomachean Ethics, Economics, and Politics
owned by Piero (fig. 151 &152).1" Typica! of the Fiesole Master's portraits, the
miniaturist has relied upon the context of the portrait to identify the humanist
rather than a true likeness. In both cases, Bruni appears in a profile bust,
dressed in the high necked red giornea of his notary profession, and crowned
with laurels, which is here not only a symbolic token of esteem, but must refer to
the posthumous laureate ceremony that took place at Bruni's funeral. It can
also be assumed that the patron, who was well acquainted with Bruni, was
satisfied with this symbolic portrait, since many manuscripts in Piero's library
were decorated in this workshop with similar resuits. The standards for life-like
portraiture in other media far exceeded the mediocre attempts of the Fiesole
master, as the effigy on Bruni's tomb demonstrates.

Bruni died in 1444, and sometime between 1446-47, the monumental
tomb Bernardo Rossellino sculpted for the famous humanist was completed and
installed at Santa Croce (fig. 153).12 The elaborate, many tiered monument
surrounded by a triumphal arch includes a reclining effigv of the deceased. The
giornea he wears, the book in his hands and the crown of laurels on his head
realistically depict Bruni's funeral ceremony as it was described by Vespasiano
da Bisticci.’® The cartolaio informs us that the corpse was dressed in a long silk
robe like that which Bruni had worn in life, and a copy of his history of Florence
was placed in his hands. The lengthy ceremony was held, "according to the
custom of the ancients,” and after his eulogy, Gianozzo Manetti, crowned the

head of the dead man with a laurel wreath. Not only does the effigy include
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these small details of Bruni's public funeral, but Rossellino's portrait seems to
be unmodified by the idealizing tendencies of Italian Renaissance artists.

About fifteen years later, Francesco Sassetti commissioned a text of
Miscellenae translated by Bruni in which there appears a portrait painted by an
unknown miniaturist, that more closely resembles Bruni's tomb effigy (fig.
154).14 The highly individualized features of the portrait include the humanist's
rather bony nose ending in a bulbous hook, his weak chin, and sagging jowls.
Once again the author is crowned with a laurel wreath and dressed in his
professional robes. Nevertheless it is doubtful that this face could be
unmistakenly identified as Bruni's if the portrait was taken out of context.

Cne of the most faithful miniature depictions of Bruni appears in the
incipit of a copy of his Historia fiorentina decorated by Francesco Rosselli for
Federico da Montefeltro in the 1470s (figs. 155 & 156).15 This time the image is
painted in imitation of the portrait medals that were currently in vogue among
the aristocratic classes. The tradition of minting portrait medals began in the
early Quattrocento when ltalians began to commemorate themselives by
imitating the antique Roman coins and medals they so avigiy collected.'¢ A
profile bust was stamped on one side of the medal and the family coat of arms,
or personal emblems and mottos were placed on the reverse. Most medals
were commissioned by the wealthy ruling families of Italy as a means of seli-
aggrandizement and were commonly exchanged among themselves. By the
mid 1460s, Francesco Rosselli began to introduce gold-leafed monochromatic
imitations of these portrait medals into his illuminated borders. Several of these
images appear in Federico's copy of Bruni's Historia fiorentina. Besides the
author in the incipit, images of the some of the leading ltalian aristocrats appear

in the border, including Pandolfo Malatesta, Francesco Sforza, Filippo Maria
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Visconti, and Alfonso d' Aragon. While all of the aristocrats had commissioned
portrait medals, there is no evidence that a medal with Bruni's image was ever
struck during the Quattrocento.!? For his author portrait of Bruni, Rosselli simply
copies the format for these painted medals using a profile pose and the
identifying inscription around the rim of the medal. Yet, even without the
abbreviated inscription of his name, LEONAR DE ARE, Bruni's distinctive
features are easily recognizable.

These four images of Bruni are typical of the development of true
portraiture in the humanist book. Many miniaturists, especially during the 1450s
and early 1460s relied upon context and iconography for their authers to be
recognized. It is perhaps for this reason that naturalistic portraiture in
manuscripts seems to lag behind portraits created in the more monumental
media. In the case of Bruni's portraits, his tomb effigy by Rossellino provides
the model for the recognition of his miniature portraits. In many instances,
however, these miniature portraits are the only surviving indication of the
physical appearance of these famous scholars.

Other than Leonardo Bruni, one of the most famous humanists of the first
half of the Quattrocento was the author/translator Poggio Bracciolini. In a mid-
fitteenth century copy of Poggio's translation of Xenophon's Life of Socrates, for
which both patron and miniaturist are unknown, a rather generic image of a
fresh-faced young man appears in the incipit (fig. 157).18 He is dressed in the
traditional high-necked giornea and a tight fitting cap worn by professionals, but
the image is too generalized to be called true portraiture. The miniaturist
Francesco d' Antonio painted two images of Poggio. The first was a tiny
presentation miniature in the incipit of Poggio's translation of Diodoro Siculo in

which the humanist is seen presenting his text to Pope Nicholas V (fig. 158).19
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Again, the portrait is too generalized to be recognized as a specific individual.
However, in another portrait of Poggio which appears in a copy of his own work,
The Variability of Fortune, again painted by Francesco between 1455-62, the
face of the humanist comes to life (fig. 159).20 It is a highly individualized
portrait, but does it truly represent the feature of Poggio? Unlike Leonardo
Bruni, there is not a tomb effigy of Poggio, nor were any portrait medals of the
famous book hunter minted which would provide a second source to judge the
accuracy of the miniature. However, Poggio was still alive, or just recently
deceased when del Chierico painted this image and certainly the miniaturist
would have been familiar with the features of this man who had served the last
years of his life as Chancellor of Florence. We have seen that del Chierico
often used the same face over and over again for his portrait of Roman authors.
Even in his presentation miniatures, the contemporary humanists and patrons
he depicts are too generalized to be identifiable. Nevertheless, del Chierico
was capable of some insightful and highly individualized portraits of
contemporary personalities, such as his double portrait of Federico da
Montefeltro and Cristoforo Landino (fig. 162). For this reason, | befieve that del
Chierico's portrait of Poggio can be trusted, and this image, and perhaps other
miniatures of the humanist which | am not familiar with, are the only surviving
testimony to the true likeness of Poggio Bracciolini.2!

Another humanist whose image is recorded only in book portraiture is
Niccolo Tignosi, the author of a commentary on Aristotle's Ethics which was
dedicated to Piero de' Medici. Piero's copy is one of the few dedicatory texts in
his library which includes an author portrait (fig. 160).22 Possibly created in the
workshop of Francesco d' Antonio del Chierico, this face, with its sloping

forehead, prominent nose and double chin call to mind an individual
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personality, although further research on Tignosi is needed before we can
assign this face to him which assurance.

The variable accuracy with which miniaturists would paint the portraits of
famous contemporary authors is again demonstrated by del Chierico in several
portraits of Cristoforo Landino. In the dedicatory copy of Landino's
Disputationes camaldulenses, written for the Duke of Montefeltro, the humanist
appears twice on the frontispiece decoration (fig. 161).23 In a medallion in the
left border, the scholar is presented working in his study. A medallion in the
right border depicts the author offering his opus to the patron. Both of these
images are stock compositions used by dei Chierico, and it is not surprising that
their minute size precludes the ability to create truly realistic portraits. In
contrast, a full-page miniature of the Duke and Cristoforo Landino, painted by
del Chierico on a separate folio and attached to the inside back cover of this
same manuscript, is one of the most penetrating miniature portraits of the
Renaissance (fig. 162). The miniaturist uses a composition for the portrait then
popular in panel painting showing the figures in half-length profile poses
directly behind a sill draped with an oriental carpet.

The presentation miniature was another format in which the translator of
a text made an appearance. The composition can be traced back through the
Middle Ages to its origins in late classical book illumination. It may have been
particularly popular with the wealthy bibliophiles of the Quattrocento because of
its innate qualities of self-aggrandizement. The presentation miniature often
occurs in dedicatory copies of translations. We have aiready seen that
whenever the dedicatory manuscript was borrowed and copied for another
patron, it was standard procedure at this time, for any dedicatory inscriptions,

dedicatory prefaces or prologues, or presentation miniatures found in the
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original manuscript to be copied as well. This is particularly true of the many
Quattrocento copies of the transiations of Plutarch and Ptolemy.

Cne of the most important translating activities of the mid fifteenth century
to occupy the attention of many different scholars was Plutarch's Vitae. Piero
de' Medici supported several humanists in this enterprise, and in his library are
four dedicatory manuscript each containing several of the Lives.24 None of
these four manuscripts are illustrated beyond the use of a simple vinestem
border on the frontispiece. Between 1462 and 1464 Piero had several of these
translations, as well as Aretino Rinuccini's translation of the Agesilaus
dedicated to his son, Lorenzo, and Guarino da Verona's translation of Lysander
made for Leonello d' Este, collected into a beautiful two volume set illuminated
by Francesco d' Antonio.25 The frontispiece of the first volume includes a
miniature of "Theseus and the Minotaur" placed with the incipit. The second
volume is more richly illuminated. In addition to the biographical portraits
inciuded in the incipits of each Vita, there are two presentation miniatures. On
folio 1, within the initial P, Guarino da Verona presents his translation of
Lysander to Leonello d' Este (fig. 113), and on folio 113v, the opening initial has
a miniature of Rinuccini offering his Agesilaus to the young Lorenzo. Once
again in his presentation miniatures, del Chierico has relied upon context rather
than portraiture to identify his subjects. For his portrait of Guarino da Verona,
the miniaturist has even resorted to his standard portrait type, using the same
round face surrounded by a bushy fringe of hair that he commonly used for
ancient Roman authors.

One of the most popular texts to include a dedication miniature was
Jacopo Angeli's translation of Ptolemy's Geographia, made for Pope Alexander

V before his death in 1410. The original dedicatory copy of the manuscript is no
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longer extant, so it is not known if it contained a presentation miniature;
however, the many extant copies of this manuscript demonstrate that there was
no portrait tradition for Jacopo. Not only does his facial type vary greatly, but so
does the iconography of his dress. This contemporary scholar is either depicted
in fourteenth century academic robes, the fifteenth century giornea, or in semi-
Byzantine fashions. Francesco d' Antonio del Chierico decorated three copies
of Jacopo's translation (figs. 163-165).26 In the manuscripts in London and
Milan, a kneeling Jacopo offers his text to the enthroned pope who is
accompanied by several of his cardinals. Once again del Chierico has recycled
his standard portrait face in imaging Jacopo and has even dressed the
humanist in the fourteenth century academic robes he used for his images of
Cicero. In a copy of the Geographia made for Borso d' Este, del Chierico
breaks from this formula. He has costumed Jacopo in the fifteenth century
giornea and refrained from using his standard portrait type; however Jacopo's
rather generalized features, which are partially obscured as he turns his back to
the viewer, cannot be considered true portraiture. Added to this miniature is a
stylishly dressed young man looking over the pope's left shoulder. Although
this face is also quite generalized, it is probably a portrait of the young Borso,
who wished to include himself in the important role as patron of this text.
Francesco Rosselli decorated two copies of Ptolemy's Geographia, and
like del Chierico, he relied more on context and iconography than in true
portraiture in identifying the donor and translator. In both examples Rosselli has
used an image for Jacopo that in its costume, headdress, and facial features
resembles the portrait types he used for his Greek authors (figs. 167 & 168).27
In this, he was perhaps identifying the translator with the Greek author, whose

own portrait does appear later in the text (fig. 185). It wasn't until the 1490s, that
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an individualized portrait of Jacopo is used in this presentation miniature. In a
copy of the text made for Camillo Maria Vitellf by Monte and Gherado di
Giovanni, the features of both pope and translator are specific enough to be
called true portraiture (fig. 169).28 However, since neither personality has a
portrait history, it seems as if the miniaturists have constructed a suitably
realistic likeness for their purposes. In fact, Jacopo looks somewhat like the

many portraits Monte painted of Mathias Corvinus, the King of Hungary.

Portraits of Greek Translators and Greek Authors

There were also many Greek emigre scholars who made translations for
ltalian bibliophiles. They came to Italy in search of the lucrative teaching posts
offered in ltalian cities where humanists were anxious to read the Greek
philosophers in their original language, and many stayed after the fall of
Constantinople in 1453. In Florence, Greek had been taught at the university
since the late fourteenth century by a succession of both Greek and ltalian
masters. The most famous of them all was Johannes Argyropulos who began
his tenure at the University of Florence in 1456 and remained there until 1471.29
It was probably Cosimo de' Medici who provided the funds to hire the Greek
scholar to come to Florence and Argyropulos dedicated several of his
translations of Aristotle to Cosimo, while others were dedicated to his heirs,
Piero and Lorenzo di Piero who continued the patronage of the Greek scholar.

Only one of the dedicatory copies Argyropulos made for Cosimo and
Piero is illuminated. The translation of Aristotle's de Interpretatione, made for
Piero de’ Medici, includes an "author portrait” of Argyropulos on the frontispiece
(fig. 170).30 Painted by Francesco d' Antonio it is one of the miniaturist's more

realistic portraits, although the exaggerated features of the Greek scholar, with
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his heavily lidded eyes, flat nose, fleshy lips, and round face surrounded by a
bushy brown beard, seem more like caricature than portraiture. Several other
miniatures of Argyropulos have more generalized features, but they conform to
del Chierico's basic portrait type. In drawing of Argyropulos made by one of his
students when he was still teaching at the Katholikon Mouseion in
Constantinople, and in ancther miniature of the Greek humanist in a translation
of Aristotle’s Nicomachean Ethics made for Federico da Montefeltro the same
round face, flat nose and bushy beard define the portrait (figs. 171 & 172).31 In
all three portraits, the transiator wears a variety of tunics topped by a fantastic
array of hats which reflect the exotic fashions of the contemporary Byzantine
wardrobe. In the drawing from Constantinople he wears a fanciful headdress
similar to the crown or stemma worn by the empress with its high crown and ray-
like top.32 Del Chierico gives him a black hat with a pointed crown surrounded
by a brim made up of two ermine lined volutes; and in Federico's book, he
wears a hat that resembles an inverted truncated cone.

Not only the Florentines, but much of western Europe had long been
acquainted with Byzantine fashions as merchants, diplomats, and scholars had
maintained a lively interchange with the Eastern empire ever since the
crusades. The glistening silks, heavy brocades, rich colors and unusual
silhouettes of Byzantine costume appealed to courtly tastes in both France and
ltaly. It was the presence of so many Greek aristocrats living in Florence during
the four years the Council of Reunion was located there, which provided artists
with the opportunity to more closely observe Byzantine fashions. The many
drawings, paintings, and medals produced of the Byzantine court during this
time influenced ltalian artists for generations, especially the various

representations made of the Byzantine emperor, John Palaeologus VIll. He
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appears in a painting with the Patriarch Joseph, in a drawing by Pisannello
which the artist later had stamped on a medal (fig. 173), and in a bronze bust
attributed to Filarete and now in the Vatican.33 All four images depict John Viil
in a profile pose, with classic features framed by a short jutting beard and
shoulder length hair naturally twisted into ringlets. The most prominent feature
in ali these portraits is the emperor's hat. Known as the skiadion, it has a high
rounded crown with a brim that was tumed up in the back and projected far over
the wearer's face in front. It was a head covering worn by private citizens, and
the Palaeologan dynasty was the first to make it an official part of their
wardrobe.34 The emperor also wears a mantle cut differently from the Italian
giornea. Although, it is able to button up the front into a high standing collar, it is
always worn partially unbuttoned, allowing the collar to fold down over the
shoulders. It is the same style of mantle worn by Argyropulos in del Chierico's
portrait. Usually these robes are multi-colored, but the miniaturist has dressed
Argyropulos in black, the prescribed color worn by all professors in the faculty of
arts at the University of Florence.35

It was the luxurious style of the International Gothic and the enduring
taste of the weaithy class for courtly romances that kept alive the memory of the
Byzantine court long after it left town. There were not many opportunities to
depict contemporary Greeks in art, but this problem was solved by dressing up
historical characters in the latest Byzantine fashion. Not only were ancient
Greeks (and sometimes Romans) attired as modem day Byzantines but so were
characters of any vaguely eastern provenance, such as the three magi, Old
Testament figures, and Egyptians. For example, in a French Book of Hours
decorated by the Rohan Master between 1419-27, both the three magi and the

Roman soldiers present at the crucifixicn of Christ wear Byzantine dress.26 In
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ltalian art, a choral book decorated by Francesco d' Antonio has an historiated
initial with a representation of the boy Joseph being sold by his brothers into
slavery in which the Israelites are dressed in contemporary Florentine dress
and the Egyptians wear current Byzantine fashions (fig. 174).

One of the most popular artistic forums in which Byzantine fashion
appears in ltaly is in the courtly Roman di Troie. In Florence, in the second
quarter of the fifteenth century, one of the most sought after illuminators for this
theme was Apollonio di Giovanni, who painted narrative scenes from the Trojan
war in illuminated Aeneids as well as on marriage cassone.37 In his unfinished
masterpiece, a copy of the Aeneid painted in 1465, all the narrative
illuminations depict the ancient Greeks in an astonishing variety of Byzantine
costume. For example, in an illustration of the "Sack of Troy," the ancient
Greeks wear a combination of Greek and Italian dress as they scale the walls of
Troy which are painted to resemble the rusticated palazzi of Quattrocento
Florence. Once again it is the hats worn by these figures that are the most
fascinating. There is quite a variety of styles. The skiadion worn by John Vil is
represented, as is the truncated cone worn by Argyropules in Federico's
Aristotle. Another popular headdress has a high rounded crown surrounded by
a variety of brims, including one that resembles a turban and another with the
double scrolls as the one worn by Argyropulos in Piero's Aristotle.

It may at first seem strange that Renaissance artists did not extend their
renewed interest in classical portraiture from their representations of ancient
Romans to those of ancient Greeks, but | believe there are twe factors which
may explain this. The first reason is linked to the enduring taste of the wealthy
ltalian patron for the rich color, texture, and gold-leafed surfaces of the

International Gothic style. The exotic dress of the Byzantine court appealed to
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this desire for the extravagant particularly in Florence, where anti-sumptuary
laws restricted the dress of its own inhabitants. The fifteenth century
Renaissance patron not only commissioned artists such Masaccio, Donatello,
and Ghiberti who were interested in a classical revival, but they also supported
a group of artists such as Benozzo Gozzoli, Gentile da Fabriano, and Domenico
Veneziano (all famous for their paintings of the "Adoration of the Magi") who
continued to create works of art rooted in the decorative effects of the
International Gothic. Miniaturists in particular found themselves caught
between these dual aesthetics, wavering between classical sobriety and Gothic
extravagance. While many miniaturists incorporated elements of classical
imagery into the decoration of humanist books, they continued many of the
traditional aspects of Gothic illumination, especially in liturgical books, Books of
Hours, and illustrated romances.

Secondly, Renaissance humanists actually had an explanation for the
fact their images of ancient Greeks dressed up as their modern day
counterparts. This explanation was first recorded by Vespasiano da Bisticci In
his Lives of lllustrious Men. After giving a brief description of the splendor of the
Byzantine court during its residency in Florence for the Council of Reunion,
Vespasiano remarked that Greek dress had not changed since ancient times.38
It is doubtful that Vespasiano can be credited with establishing this idea, yet his
role as one of the most important cartolaio of the second half of the fifieenth
century undoubtedly influenced the imaging of Greeks in the humanist book.

After the 1460s, portraits of ancient Greek authors which had been
displaced by images of their translators, began to appear in the frontispiece
decoration. Two manuscripts decorated by Francesco Rosselli for unknown

Medici patrons between 1464-70, are copies of various works of Aristotle
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translated by Argyropulos for Cosimo and Piero de' Medici (figs. 175-78).3° In
the frontispiece incipits, Francesco Rosselli has not painted the well known
features of the Greek scholar and transiator who taught in Florence until 1471,
but portraits of Aristotle, who is represented as an old sage and dressed as
other ancient Greeks of the Renaissance in contemporary Byzantine costume.
In both images, Aristotle wears a tunic with a front buttoned closure under a
mantle with a large pointed collar decorated with hanging gems. It is a colorful
costume with tunic, mantle, the mantle lining and collar all of contrasting hues,
which is not in character with the sober black robes worn by Florentine
professors and donned by Argyropulos in Piero's manuscript (fig. 170). In one
portrait, Aristotle wears a hat with a scrolled brim, and in the other, the skiadion
made famous by John ViIIl.

Not only do | believe that these portraits represent Aristotle rather than
the translator because of the differences between the the facial features of
Argyropulos's portrait type and these author portraits, but it is at this time that
other miniaturists begin to use similar images for their Greek authors. Rosselli's
image of Herodotus created for a Medici patron is similar to the Aristotle of pl.
84.1 {fig. 181).40 In this case, it certainly cannot be a portrait of the translator
who was the Italian humanist Lorenzo Valla. Similar portraits of ancient Greek
authors appear in Greek editions of their texts when no translator is involved, as
in a copy of the Phaenomena of Aratus also painted by Rosselli, in a copy of
Homer's lliad painted by either Rosselli or the "Master of the Medici lliad,” and
in a copy of Theodore Gaza's Greek Grammar painted by the "Master of Edili
116." (figs. 182-184).41 None of these author portraits are inscribed, which
would secure their identification; however, images of ancient Greek authors

placed in contexts other than the author portraits are often labeled. Aristotle, in
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particular, was a popular member of the famosi in iliustrations of Petrarch's
"Triumph of Fame,” and beneath his identifying label he always appears in
Byzantine costume.

The tradition of dressing ancient Greeks, as well as other personalities of
a vaguely eastern provenance in Byzantine costume continued well into the
sixteenth century. By the late fifteenth century, the costume was so recognized
as a signifier for "the other,” that not only the three magi, Old Testament
patriarchs, and Egyptians were represented in this dress, but other foreigners of
decidedly European heritage. An episode in the fresco decoration of the
Piccolomini library, painted by Pinturicchio between 1502-08 and which
chronicles the life accomplishments of Pope Pius II (Aeneas Silvius
Piccolomini), depicts the young Aeneas on a diplomatic mission to King James |
of Scotland in 1435 (fig. 187). The king is enthroned in the center of the fresco
and is costumed in the Byzantine dress made popular by the Council of the
Reunion sixty years earlier. With his long grey hair and beard he is imaged in

the tradition of an ancient author rather than as a European king.

Portraits of the Patrons

We have already mentioned several cases in which portraits of the
patron are included as part of the frontispiece decoration. Portrait medallions
had always been a part of the classicizing imagery included in the decorative
borders of the humanist book. In the 1450s, these faces are unrecognizable,
their general distinctions as soldier or saint only serve to identify the literary
genre of the text. It is not until the mid 1460s that these border medallions begin
to hold recognizable images of the patron and his family. In the previously

discussed copies of Aristotle's works, translated by Johannes Argyropulos, and
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decorated by Francesco Rosselli for unidentified members of the Medici family,
portraits of Cosimo and Piero de' Medici appear in the border medallions (figs.
175-178). In pl. 71.7, the images of the two Medici are painted imitations of their
portrait medals, and in fact may be some of the earliest examples of this
tradition as popularized by Rosselli. The books could not have been painted
prior to 1464, since Cosimo's portrait bears the inscription, Pater Patriae, a title
officially bestowed upon the elder Medici by the Signoria after his death in
1484. |t is believed that a commemorative medal of Cosimo bearing this title, as
well as medals of his sons Piero and Giovanni were created shortly after this
date (figs. 179 & 180). In pl. 84.1 the portrait of Pierc is again an imitation of his
portrait medal while the image of Cosimo is painted and does not bear the
commemorative inscription.

Even though the portraits of Piero are placed in the space at the bottom
of the page usually reserved for owner's stemma - the Medici coat of arms
appearing elsewhere in the border decoration and on the title page - it is not
known if these manuscripts were commissioned by Pierc. They are not
inscribed with his ex libris nor included in the inventory of his books. The
manuscripts contain works of Aristotle already present in Piero's library in the
dedicatory copies made by Argyropulos for either him or Cosimo. The
manuscript pl. 71.7 includes the Analytica Priora, dedicated to Piero and listed
in both the 1456 and 1464 inventories of his library, and a copy of the Analytica
Posteriora, which was dedicated to Cosimo. Manuscript 84.1 has several works
of Aristotle including the De interpretatione, of which Piero already had an
illuminated copy (pl 71.18). While it is possible that Piero commissioned these
deluxe editions to replace his dedicatory copies and the miniaturist did not

finish the manuscripts before Piero's death in 1469, it is more likely that these
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manuscripts were commissioned by a patron of the next generation of Medici
who included portraits of Piero and Cosimo to honor the important role of his
ancestors in the patronage of Argyropulos, the translator of these Aristotelian
texts.

Other patrons of the next generation of book collectors between 1470
and 1490 often had their portraits included in the frontispiece decoration of their
manuscripts, especially Federico da Montefeltro and King Mathias Corvinus of
Hungary. Simple profile busts were the most common format used, although
the patron also appears in presentation miniatures and narrative scenes. In a
copy of Francesco Berlinghieri's geographical treatise owned by Federico, a
portrait of the Duke has actually usurped the traditional location for the author in
the opening initial (fig. 187).42 Berlinghieri has not been forgotten, however.

He appears in no less than five of the border medallions engaged in studying a
globe of the world, in writing his treatise, in scholarly dispute, and in
contemplation before a vision of God.

The full-page image of Federico and the humanist Cristoforo Landino
has already been discussed (fig. 162); and although full-page portraits are very
rare in humanist books, Federico's library inciuded at least one other. In a copy
of Poggio's Historia fiorentina is a full-page miniature of a young man dressed
in armor and crowned with laurels, which may be an image of the Duke's son,
Guidobaldo (fig. 188).4 The young man sits on a horse depicted in a profile
image that resembles the portrait of the condotierre, Sir John Hawkwood,
painted by Uccello on the walls of Florence Cathedral. The horses trappings
are decorated with several of the Dukes personal devices. Stretched out
behind the equestrian portrait is a vast landscape showing well tended

orchards and farmland surrounding the walled mountain top city of Urbino.
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The books of Mathais Corvinus, created during the 1480s and 1490s
often include a portrait medallion of the King in the border decoration. Usually
he is placed in the center of the left border. In the King's missal decorated by
Attavante, Corvinus appears in this location, while his wife is represented in a
medallion in the opposite border (fig. 189).44 In a deluxe edition of St. Jerome's
commentary on the Bible decorated by Monte di Giovanni, Corvinus again
appears in the left border next to the author portrait (fig. 190).45 He has placed
himself in good company, the other border medallions contain images of the
four evangelists and the Salvator Mundi.

The King not only appears in border medallions, but as the miniatures in
his books began to imitate the illusionistic effects of more monumental styles of
painting, he begins to appear in these miniatures in the same manner as
patrons of panel paintings and frescoes. On the frontispiece to St. Jerome's
translation of Didymus, the king and his queen kneel below a tondo of the saint
in the traditional posture of donors (fig. 191).46 In a miniature preceding the
frontispiece to a three volume edition of the Bible also illuminated by Monte,
King Corvinus is represented with the Emperor Carl VIl and another
unidentified young man standing in the same landscape as the praying King
David. Both kings point to a vision of God floating above a Florentine
landscape where the Hebrew and Philistine armies gather for war. (fig. 192) 47

In the last years of Florentine book illumination, from the late seventies to
the early nineties, miniaturists made a more systematic attempt to portray all of
the important individuals invoived in the production of the humanist book,
including the author, the translator or commentator, and the patron. Often the
portraits were divided between two frontispieces. This development first

occurred in illuminated copies of Ptolemy's Geographia. In the manuscripts
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decorated by Francesco Rosselli, the first frontispiece, which contained the
translators dedicatory preface, had a presentation miniature of the translator,
Jacopo Angeli, and his patron, Pope Alexander V. Ptolemy's text actually
began several pages later, at which point another frontispiece was inserted with
an author portrait of the Greek scientist in his study (figs. 166, 167 & 185).

One of the most organized examples of book portraiture at this late date
can be found in a copy of Pliny illuminated by Gherardo di Giovanni for Filippo
Strozzi between 1479-82 (figs. 193 & 195).48 This incunabula contains the
translation of Pliny's Natural History made by Cristoforo Landino under the
patronage of King Ferdinand of Aragon. In the incipit, which decorates
Landino's preface to the text, Pliny is depicted in his studiolo studying a globe of
the world. In medallions at the bottom of the page are the two patrons. King
Ferdinand, who originally financed the iranslation, is represented in the left
corner and Filippo Strozzi, who commissioned this particular manuscript,
appears with his young son in the right medallion. The profile portrait of Filiopo
faithfully duplicates the feature of the humanist as found on his portrait
medallion and in a portrait bust by Mino da Fiesole (fig. 194).4% The second
frontispiece has Landino's prologue, written to exto! the humanist virtues of his
patron, the King of Aragon. At the bas-de-page is a large medallion with a
portrait of Landino displaying an open book of his completed translation.
Although Landino's portrait is somewhat generalized, it does resemble the
more individualized feature found in del Chierico's full-page miniature (fig. 162).

By displaying these many portraits - the author, the translator, the patron
of the translation, and the patron of this particular manuscript - each individual is
accorded his proper role in this literary enterprise. These portraits, however,

are more than a visual symbol of accomplishment. They are a culmination of
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the renewed interest of the Italian Renaissance in the classical idea of the viri
illustri begun one hundred years earlier by Petrarch. By including their portraits
in this much honored classical text, King Ferdinand, Filippo Strozzi and his son,
and the humanist Cristoforo Landino have elevated themselves to the same
status as Pliny. They too can be considered as one of the famosi, whose deeds

will continue to affect the events of history for many generations tc come.
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assetti.”

15 Bruni, Historia fiorentina, Bibl. Vaticana, urb. lat. 464, f. 2. See Garzelli, 183;
Maria and Luigi Moranti, /I Trasferimento dei Codices Urbinates alla Biblioteca
Vaticana, Urbino, 1981, 407, no. 653; C. Stornajolo, Bibliothecae Vaticanae
codices urbinates Latini, Rome, |, no. 464.

16 G. F. Hill, A Corpus of Italian Medals of the Renaissance Before Cellini,
London, 1930.

17 Cf. the entries for these persons in Hill.

18 Xenophontis, vita Socratici, trans. by Poggio Bracciolini, Florence, Bibl.
Laur., Strozzi 50, Florentine workshop, mid-1450s.
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19 Diodoro Siculo, translated by Poggio Bracciolini, Bibl. Vaticana, vat. lat.
1811, . 1. See Garzelli, 142, n. 8, fig. 380.

20 poggio Bracciolini, De varietate fortune, Bibl. Vaticana, urb. lat. 224. This
text was originally dedicated to Pope Nicholas V. This particular manuscript
was made for an unknown patron and later purchased by Duke Federico da
Montefeltro. Medallions in the vinestem border contain representations of the
seven virtues. See Garzelli, 140, fig. 424-26; Moranti, 391, no. 424; Stornajolo,
I, no. 224.

21 1t has claimed that the prophet Joshua carved for the campanile by Bernardo
Ciuffagni (often wrongly attributed to Donatello) is an effigy of Pcggio. His
features do bear a resemblance to those in the miniature of Poggio by del
Chierico; however, this tradition can only be traced back as far as the 18th
century. See J. W. Janson, The Sculpture of Donatello, Princeton, 1963, 225-
28.

22 Niccold Tignosi, Commentarium super Ethica Aristotelis, pl. 76.49.
According to de la Mare this is presumably the presentation manuscript to Piero
dating from ca. 1461. See also Bandini Ill, col. 119; Ames-Lewis, no. 78.

23 Cristoforo Landino, Disputationes camaldulenses, Bibl. Vaticana, urb. lat.
508. See Garzelli, 141, fig. 427-28; Stornajolo, 11, no. 508.

24 1) pl. 65.32, Agis et Cleomenes, translated by A. Rinuccini dedicated to Piero
on September 11, 1458 has simple vinestem illumination by the Fiesole
Master's workshop; 2) pl. 65.33, Nicias et Crassus, translated by A. Rinuccini,
dedicated to Piero on December 24, 1455 has such simple vinestem decoration
that it is not yet attributed; 3) pl. 65.34, Demetrius, transiated by D. Acciaiuoli
and presented to Piero between 1454 and 1459, fairly high quality vinestem
decoration perhaps by a foliower of Francesco d' Antonio; 4) 67.19 Alcibiades,
translated by D. Acciaiuoli, presented to Piero between 1454 and 1459,
vinestem decoration by the same illuminator as pl. 65.34. See Ames-Lewis,
nos. 57, 58, 59, 66.

25 Vol. 1 {pl. 65.26) and Vol. 2 (65.27). See d' Ancona, no. 792; Ames-Lewis,
nos. 55 and 56, Garzelli, This is one of the two manuscripts in which the
miniaturist has signed his name, inscribing "FRANCISCUS PINXIT" inside the
incipit. Francesco d' Antonio also signed his name in Greek on the title page of
Giovanni's Pliny (pl. 82.4), although the frontispiece of this manuscript was
illuminated by Ricciardo di Nanni, see Chapter 5.

26 L ondon, Brit. Lib. ms. Harl. 7182, f. 1; Paris, Bibl. Nat. ms. lat. 4801, f. 2; and
Milan, Bibl. Ambrosiana, ms. B 52 inf., f. 1. See Garzelli, 138-39.
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27 Bibl. Vatican, urb. lat 277 made for Federico da Montefeltro. See Garzelii,
figs. 560-564; Moranti, 393, no. 488; Stomajolo, |, no. 277. Paris, Bibl.
Nationale, ins. lat. 4802. See Garzelli, fig. 573.

28 Florence, Bibl. Centrale, cl. XIll. 16, f. 1. See Garzelli, 300-01, figs. 959, 960,
964-96.

29 For Argyropulos, see n. 5. He moved to Rome in 1471 and lived there unitil
his death in 1490 or 1491.

30 Aristotle, De Interpretatione, etc., trans. by Johannes Argyropulos, pl. 71.18,
f. 1. See Bandini, lll, cols. 5-6; d' Ancona, no. 452; Ames-Lewis, no. 70.

31 Oxford, Bodleian Library, ms. Barocci 87. The drawing, made with pen and
red, yellow, and biue wash on paper was inserted into a manuscript containing
works of Aristotle, Porphyrius, and Psellus. Behind the portrait is written
“Johannes didaskalos Argyropulos." The Katholikon Mouseion at the Xenon in
Constantinopie was a school for the training of clerics, See H. Belting, Das
iiiurninierte Buch in der spitbyzantinischen Gesellschaft, Heidelberg, 1970, 26,
n. 88; and J. Spatharakis, The Portrait in Byzantine llluminated Manuscripts,
Leiden, 1976, 258-59, who believes it is a portrait of Aristotle not Argyropulos.
Urb. lat. 1324 is a copy of the transiation made for Cosimo de' Medici and
includes Argyropulos's dedicatory preface to Cosimo on f. 2. See Stomajolo, lil,
no. 1324; Moranti, 388, no 369. Cf. Bandini Ill, col. 169-171.

32 As defined by Spatharakis, 263.

33 For Pisanello’s images, see J. A. Fasanelli, "Some notes on Pisanello and
the Ceuncil of Florence," Master Drawings, 3, 1965, 36-47, fig. 2. These images
resemble a miniature of John VIlI of western origin that was painted on paper
and, added to a 13th century Greek Psalter and New Testament, Sinait. gr.
2123, {. 30v. Reproduced in Spatharakis, fig. 20.

34 Spatharakis, 53, 263. The term skiadion refers to the shadow the brim casts
over the wearer's face.

35 Hargreaves-Mawdsley, A History of Academic Dress in Europe until the End
of the Eighteenth Century, Oxford, 1963, 24.

36 Paris Bibl. Nat., ms. lat. 9471, . 99, 27.

37 For Apolionio di Giovanni, see E. H. Gombrich, "Apolionio di Giovanni: A
Florentine Cassone Workshop seen through the Eyes of a Humanistic Poet," in
Norm and Form, London, 1966; E. Callman, Apollonio di Giovanni, Oxford,
1974; Garzelli, 41-48.
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38 Vite, trans. Waters, 26.

39 pl. 71.7 and 84.1. Neither manuscript could have been produced earlier
than 1464, since the portraits of Cosimo and Piero which appear in the border
decoration of pi. 71.7 are painted imitations of their portrait medals which could
not have been struck before this date. Cosimo's is inscribed Pater Patriae, a
title officially bestowed upon the elder Medici by the Signoria after his death in
1464. It is believed that medals of Piero and Giovanni were created at the same
time. Garzelli, 183; K. Langedijk, The Portraits of the Medici, |, 398-400, i, 1005,
1334-37; and G. F. Hill.

40 pl. 67.1, 1. 10. Garzelli reproduces (fig. 543) but does not discuss this image.

41 London, British Library, ms. add. 11886, f. 1, was made for an unknown
Medici patron. See Garzelli, fig. 523. Homer, lliad, pl. 32.4, f. 43, painted by
Francesco Rosselii or the Master of the Medici Iiliad was also made for an
unknown Medici patron. See Garzelli, fig. 524, 525. Florence, Bibl. Laur., pl.
55.15 by Master of Edili 116 was painted for an unknown patron, the stemma is
blank, See Garzelli fig. 654.

42 Berlinghieri, Geographia, Bibl. Vaticana, urb. iat. 273. See Moranti, 396, no.
496; Stornajolo, I, no. 273; Garzelli, fig. 491.

43 Poggio Bracciolini, Historia fiorentina, Bibl. Vatican, urb. lat. 491, 1. 2v.,
attributed to the Maestro del Senofonte Hamilton. See Moranti, 406, no. 644:
Stornajolo, |, no 491; Garzelli, 157-62, fig. 469. Federico and his son were often
painted together. For example, the paintings by Justus van Ghent in which the
Duke and son are represented in the Duke's library and a panel in the Royal
Collection of Hampton Court (1418) of "Federico da Montefeltro, Duke of
Urbino, his Son Guidobaldo and Others listening to a Discourse."

44 Missal, Bruxelles, Bibl. Royal Albert 1T de Belgique, ms. 9008, f. 8v. See E.
Mintz, "Le Missel de Mathias Corvin 2 la Bibliothéque Royale de Bruxelles,”
Gazette archéologique, Vil, 1883, 116-20; C. Gaspar and F. Lyna, Le
Principaux manuscrits a peintures de la Bibliothéque Royale de Belgique,
Paris, 1937, vol. Il; Garzelli, fig. 785.

45 st. Jerome's Commentary on the Bible, Vienna, Osterreichische
Nationalbibliothek, ms. 930, f. 1. See Garzelli, 312-13, fig. 915.

46 Didymus, translated by St. Jerome, New York, Pierpont Morgan Library, ms.
496, f. 2. See, William Voelkle, Renaissance Manuscripts in the Pierpont
Morgan Library, New York, ms. 496; Csaba Csapodi, /lluminated Manuscripts
from the Library of Mathias Corvinus, Budapest, 1969, 61-62, figs. 192-94; M.
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Harrsen and G. K. Boyce, Italian Manuscripts in the Pierpont Morgan Library,
New York, 1953; William Voelkle, Renaissance Manuscripts in the Pierpont
Morgan Library, New York, 1981; Garzelli, 310, fig. 563.

47 Corvinus Bible, pl. 15.17 See K. Csapodi, "Le tre figure storiche della Bibbia
fiorentina,” Scriptorium, XXVIlI, 1974, 133ff; Garzelli, 303-08, figs. 903-914.

48 Pliny, Historia Naturalis, translated into Fiorentine by Cristoforo Landini,
Oxford, Bodleian Library, Douce 310. See O. Pécht and J. J. G. Alexander,
llluminated Manuscripts in the Bodleian Library Oxford, 1I, 109, Plate LXOXXVII,
48.

49 For Filippo Strozzi's medal and his portrait bust by Benedetto da Maiano,
see Pope-Hennessey, The Portrait in the Renaissance, New York, 1966, 82,
figs. 84, 85.



Chapter 7

Conclusion

It was the Greeks who first began to honor their famous authors by
placing commemorative statues of them on public display, and undoubtedly
author portraits were created in other less durable media that have not survived.
In Roman art, author portraits were the subject not only of monumental statuary,
but of statuettes, busts, bas reliefs, frescoes, mosaics, coins, gems, cameos, and
the miniatures decorating both scroll and codex. During the Middle Ages, this
ancient tradition of commemorating the author through portraiture survived only
in the illuminated book.

Medieval illuminated manuscripts demonstrate that the three formats
popularized by the ancient Greeks and Romans for author portraits - the seated
philosopher, the standing orator, and the bust medallion - continued with few
changes. The presentation miniature can also be traced back to late classical
times. The major difference between classical and Medieval author portraits is
in the identities of the writers whose books were decorated with author portraits.
In Christian Europe the interest in pagan literature waned, and when the works
of ancient Greek and Roman authors were copied, the manuscripts rarely
included author portraits. Only the writings of the most revered Christian
authors were decorated in this manner. In fact, the most common iIlusfrations in
the Medieval biblical fiterature are spectacular full-page portraits of the four
Gospel writers. Other Christian writers, such as the early Church Fathers and
later apologists, were often represented in much smaller portraits squeezed into

the empty spaces of the opening initial, a location with no antique precedence.
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The periodic revivals of classical literature during the Middle Ages did
little to reestablish the tradition of the author portrait in pagan literature.
Although Carolingian miniaturists often reproduced the author portraits of the
ciassical texts they copied, this practice did not survive beyond the tenth
century, except in a few scientific texts. Even during the scholastic period the
summaries, commentaries and translations of classical literature created for the
university classroom relegated a portrait of the author to the back pages. The
frontispiece was decorated with an image of the contemporary scholar lecturing
to his students.

It was not until the next classical revival in fifteenth century Italy that the
portraits of ancient pagan authors once again attracted the attention of the
miniaturist. In general, the Renaissance interest in portraiture paralleled that of
the ancient Romans. In Roman society, portraits operated not only as a
reminder of the physical characteristics of one's deceased ancestors, but as a
symbol of their noted achievements while alive. Pliny actually compared
portraiture to historical records. Renaissance humanists were well aware of the
classical use of portraiture as a topos for the hero. Throughout the fifteenth
century, there was a marked increase in the commissioning of portraits as not
only aristocrats and churchmen, but aiso merchants, condotierri, doctors, and
statesmen immortalized themselves in permanent images.

In the illuminated book, the author portrait became a symbol for the role
of the author in the creation and transmission of ideas that would influence
future generations for centuries; however, author portraits did not begin to
appear in the humanist book until the 1450s. The late appearance of author
portraits in manuscript illumination may be explained by the nature of its eariiest

patrons. The earliest humanists were not wealthy patrons, but scholars who
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were more concerned with the text than its decoration and who were also
restricted by limited budgets. In Florence, where the movement began in the
final years of the fourteenth century, the civic humanists concerned themselves
with the search for classical texts which had long ago been forgotten in remote
monastic libraries and the editing and translating of these texts in order to
correct centuries of scribal error. in the books commissioned for their libraries
they were mainly concerned with developing a script and layout that would
more accurately reflect classical prototypes, a feat hampered by the fact that no
classicai books survived.

Their first priority was the development of a legible script to replace the
florid and highly abbreviated Gothic hand. They based their new script, called
“letiera antica” upon an earlier Carolingian script which had been copied from
classical prototypes. Since the fifteenth century humanists were familiar with
few books that could be dated to the Carolingian period, it was examples of
twelfth century Tuscan literature, still using the script of the Carolingian reform,
that inspired the script reform of the Renaissance humanists. It was also these
Romanesque texts which provided both scribes and miniaturists with the
bianchi girari motif, a vine-like pattern with its roots in germanic not classical art.
The bianchi girari motif became the standard decoration for the incipits and
borders of the Florentine humanist book from 1400 to 1460.

It wasn't until the 1440s that the humanist book became more richly
illuminated as wealthy bibliophiles began to create private libraries stocked with
the newly revised and translated editions of classical literature. Florence was
the center of book production as the book hunting activites of its early humanists
had left the archives stocked with many hard to find exemplars. For the first ten

years, this decoration consisted of an expansion of the bianchi girari initial into
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a decorative border that surrounded one to four sides of the text block. The
border was inhabited with a variety of miniature plants and animals, as well as
motifs of a more classical origin such as putti and portrait medallion inspired by
the antique coins and gems collected by these same patrons. Textual
decoration was for the most part restricted to the frontispiece and it wasn't until
the mid 1450s that author portraits began to make their appearance as part of
the frontispiece decoration.

For the miniaturist, the author portrait presented a challenge not faced by
artists in other media. While sculptors and painters approached their subject
with increasing naturalism, miniaturists were hampered in this goal by the fact
that their subjects were mostly men who had been dead for hundreds of years
and their features, so well recorded in antiquity, had not yet surfaced in the
archaeological record. It was also necessary for the miniaturist to create a
portrait that the reader could easily identify as the author of the text. For this
purpose miniaturists could rely upon the medieval tradition, which consistently
placed author portraits in the opening initia! of the text and provided them with
the traditional identifying attributes: a book, a pen, or other paraphernalia of the
writer's craft. However, in the quest for an author portrait that expressed the
renewed interest of the Renaissance humanist in the use of portraiture as a
signifier for fame, these iconographic traditions were no longer adequate.
Between 1450 and 1465, Florentine miniaturists developed a new iconographic
tradition for the author portrait. This new system divides authorship into several
broad categories based upon the cultural origin of the authors and their literary
genre. Patristic, Roman, Greek, and ltalian authors were differentiated, as were

poets, orators and historians.
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Patristic texts were some of the most beautifully illustrated books in the
libraries of the Renaissance humanists, indicating the enduring respect of the
humanists for Christian literature. The writings of Saint Augustine and Saint
Jerome were particularly popular at this time, as it was believed that they wrote
in a Latin style that had not yet been corrupted by Gaulic influences. In the
author portraits for these and other patristic authors, the Quattrocento miniaturist
ofien used established iconography in new ways. Rather than place a lone
figure within the incipit, miniaturists often historiated the initial with scenes from
the saint's life, investing these smali scenes with the Renaissance concern for
genre, landscape, perspective, and classical detail. It was also common to use
the motif of the author in his study, which had developed in fresco painting at
the end of the fourteenth century. The author was depicted in a wood paneled
room that resembled the private studioli of wealthy bibliophiles. He was
depicted seated at a desk, hard at work on his dpus and surrounded by books
and other genre details. The miniaturist developed an interesting variation on
this theme by combining the motifs of the author in his studiolo and the author in
a landscape. In this image the author's studiolo has been transferred from its
interior location and placed in a landscape setting, combining the intimate with
the monumental. This conflation of two separate motifs indicates the book
illuminator's dual interest in both past traditions and contemporary trends, as
the ancient tradition of the author at work in a landscape is combined with a
new concern for genre detail. [t is also possible that the miniaturist was
interested in maintaining the traditional association between landscape and
revelation that can be traced back in Christian tradition to the Revelation of St.
John on the island of Patmos, and in humanist culture to Petrarch's vision on

Mount Ventoux. This syncretism of medieval tradition and the new interest in
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classical motifs, informs all the iconographic variation developed for the author
portrait.

Perhaps the most powerful classical influences on miniaturists at this
time were Roman antiquities such as coins, medals, engraved gems and
cameos that were also collected by their patrons. These are most likely the
inspiration for the unidentified faces of saints, soldiers, and fashionably dressed
ltalians that appear in the border medallions during the 1450, and are certainly
the inspiration for the iilusionistic imitations of cameos and gems that inhabit the
border decoration in the 1460s. However for the most part, the influence of
these miniature portraits is general rather than specific, and no author portrait
can be traced to a specific Roman exemplar. Rather the miniaturist berrowed
the basic laureated profile pose. This image was used most often for portraits of
poets, undoubtedly because of the Quattrocento's revival of the ancient tradition
of the poet laureate.

Cicero was probably the most represented author during the
Renaissance, and his author portraits combine aspects of medieval and
classical traditions to create a recognizable symbol for the orator. In late
scholastic tradition, Cicero was often attired in the red ermine trimmed gown of
a doctor of Canon or Civil Law. This may have originally developed as a means
for lawyers to identify with the great rhetorician after whom they modeled their
own speech. During the fifteenth century, Cicero continued to be attired in this
anachronistic academic garb, at a time when instructors at the university and
other professionals, including the humanists themselves, were wearing the new
and rather modest giornea. Whether miniaturists used this outdated fashion to
historicize their image, placing the author in an indefinite past, is difficult to

determine. Nevertheless it functioned as an immediately recognizable sign for
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the ancient rhetorician, and separated him from his modem counterparts. To
reinforce his identity as a rhetorician, Cicero is often depicted standing on a
podium in imi’gation of the classical orator's stance. He was also depicted in
this manner in the late fourteenth century; however, the Renaissance artist
replaced the earlier Gothic sway with a classical contrapposto, and placed the
orator in a niche that resembled both ancient models and the classicizing
examples of contemporary sculptors.

The iconographic formula for ancient historians was less firmly
established than those created for either classical poets or the rhetorician,
Cicero. Historians also appear less frequently in the frontispiece decoration,
since the incipits of historical texts were often illuminated with narrative scenes,
rather than with an image of the author. It was also more common in historical
texts for the portrait of the author, if it appears, to be transferred td one of the
border medallions. If this happens, the author can always be identified by the
book he prominently holds in one hand. Historians are costumed in a variety of
fashions including the same fourteenth century academic robes womn by Cicero,
in the fifteenth century giornea, the classical toga, or in rare instances as
Roman soldiers, in imitation of the viri illustri who are the subject matter of their
histories.

Images of Greek authors do not appear in the humanist book until the
mid 1460s. Prior to that time the opening initial is filled with a portrait of his
translator or commentator, following medieval tradition. The Italian and Greek
translators are distinguished by their dress. Italians are attired in their giornea
and either wear their cappuccio or drape it over one shoulder in the new
fitteenth century fashion. Greek scholars are always depicted in contemporary

Byzantine fashion. When portraits of ancient Greek authors begin to appear in
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copies of their works in the 1460s, they too are attired in exotic Byzantine
costume. This tradition of dressing ancient Greeks as their modern day
counterparts can be traced back to the late fourteenth century. It was used to
define characters of any vaguely eastem origin including the three magi,
Egyptians, and Old Testament figures, in addition to the ancient Greeks. In ltaly,
it was particularly popular in illustrations of the Trojan War which illustrated
copies of the Aeneid as well as marriage cassone. The Greek astronomer
Ptolemy is often depicted in a Renaissance studiolo detailed with maps and
armillary spheres that define his interests.

In the mid 1460s, the patrons who commissioned these books began to
appear on the frontispiece in realistic images that rival their portraits in the more
monumental media. They always retain their own identity and never
impersonate the author, as was common in religious paintings when their faces
were often superimposed over those of biblical characters. By the 1480s, the
frontispiece had become a showcase for portraits, with images of the author,
the translator, the patron, and members of the patron's family all making an
appearance. By joining the ancient author, these contemporary humanists also
claim distinction as uomini illustri, and celebrate their role in keeping alive the

literary, scientific and philosophical knowledge of the ancients.
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Figure 1. Hydria with portrait of Sappho. National Museum, Athens, #1260.
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Figure 2. Menander. House of the Menander, Pompeii.
Third quarter of 1st century A.D.

Exedra 23, left wall.
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Figure 3. Sophocles (restored). Vatican Museum.



Figure 4. Plato (reconstructed cast by Hekler).
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Figure 5. Philosopher. Vatican Museum (drawing by Reinach).
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Figure 6. Kleanthes? British Museum.
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Figure 7. Philosopher, Stele found on the Acropolis.
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bed). Villa Doria Pamphili, Rome.
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Figure 8. Demosthenes (
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Figure 9. Sophocles (inscribed). Mosaic found at Cologne and now in the

Roémisch-Germanisches Museum, Cologne.




224

Figure 10. Aratos and Muse. Mosaic. Trier Museum.
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Figure 11. Socrates and Muse. Roman sarcophagus. Louvre.




226

Figure 12. Hellenistic papyrus. Paris, Bibliothéque Nationale, cod. suppl. gr.
1294.
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Figure 13. Galen. Milan, Biblioteca Ambrosiana, cod. E 37 sup., f. 82r.
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Figure 14. Sacra Parallela, Paris, Bibliothéque Nationale, cod. Parisinus, 923.
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Figure 15. Sacra Parallela, Paris, Bibliothéque Nationale, cod. Parisinus, 923.
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Figure 16. Vergilius Romanus. Biblioteca Vaticana, lat. 3225, f. 3v. Virgil.
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Figure 17. Terentius. Biblioteca Vaticana, cod. lat. 3868, 1. 2r. Terence.

———— e



232

, f. 3v.

.gr. 1

ysicians.

des. Vienna, Nationalbibliothek cod. med
Seven Ph

ioscuri

Figure 18. D




233

bliothek cod. med. gr. 1, f. 5v.

ionalbi
ides.

ioscurides. Vienna, Nat
Dioscuri

Figure 19. D




234

Figure 20. Rosanno Gospels. Il Duomo di Rossano. Canon Tables.
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Figure 22. Rabbula Gospels
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Figure 23. Rabbula Gospels. Florence, Biblioteca Laurenziana, pl. 1. 56,
f. 10r. Saints Luke and Mark.
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Figure 24. Statuette, London, British Musuem.
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Figure 25. Gospels. Mount Athos, Stauronikita MS. 43, fol. 10v Matthew,
fol. 11 Mark, fol. 12v Luke and {. 13 John.
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Figure 26. Epicurus (restored). Garden of the American Embassy, Rome.
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Figure 27. Epicurus. Capitoline Museum, no. 13.
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Figure 28. Marble model of a Roman stage. Terme Museum, Rome.
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Figure 29. Scene of a tragedy. Terracotta relief

. Terme Museum, Rome.
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Figure 30. Reconstruction of Roman scenae frons of the Theater at Ephesus
by Niemann.
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Figure 31. Boscoreale, Villa of P. Fannius Synistor. Bedroom M, north-east
corner. c. 50-40 B.C. New York, Metropolitan Museum of Art.
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Figure 32. Boscoreale, Villa of P. Fannius Synistor. Bedroom M, west wall.
c. 50-40 B.C. New York, Metropolitan Museum of Art.
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Figure 33. Stabiae. Lakeside or seaside villa landscape. Third quarter of 1st
century A.D. Naples, Archaeological Museum.
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Figure 34.Villa Farnesina, Rome. Rearing of the child Bacchus. 1st century.
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Figure 35. Gospels. Biblioteca Vaticana, Cod. gr. 364, f. 205r. John.



Figure 36. Gospel Lectionary. Protaton Monastery, Mt. Athos, cod. 41, f. 87v.
St. Mark. Byzantine. 10th century.
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Figure 37. Nile Mosaic from Palestrina. Late 2nd century B.C. Palestring,
Palazzo Barberini.
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Figure 38. Egyptianizing landscape. Pompeii, House of the Ceii (I 6, 15),
east wall of garden. Third quarter of 1st century A.D.



Figure 39. Vienna Genesis. Vienna, Nationatbibliothek, cod. theol. gr. 31, f. 31,
Temptation of Joseph.
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Figure 40. Gospel Book. Florence, Biblioteca Laurenziana, med. palat. 244.
St. Mark. Byzantine. 10th century.
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Figure 41. Gospel Lectionary. Protaton Monastery, Mt. Athos, cod. 11, f. 1v.
Saints Matthew and John. Byzantine. 11th century.




256

Figure 42. Gospel Lectionary. Dionysiou Monastery, Mt Athos, cod. 587, f. 50r.
Jesus in the House of Lazarus. Byzantine. 11th century.
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Poet’'s House, British Museum.

ionysos in a

.

Figure 44. D
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Figure 45. Mosiac of Roman villa, Tunisia.
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Figure 46. Catacomb of Saints Peter and Marcellinus, Rome. 3rd century.
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Figure 47. Gospel Book. Mt. Athos, Andreaskita MS 5. Matthew.
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Figure 48.Throne of Maximian, Ravenna. John the Baptist and Evangelists.




263

Figure 49. Gospel Book. Paris, Bibliothéque National, gr. 70. Byzantine.

10th century. Luke.
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Figure 50. Procession of Martrys. Sant' Apollinare Nuovo, Ravenna. Mosaic.




Figure 51. Codex Amiatinus. Florence, Biblioteca Laurenziana, MS. 1, f. 5r.
Ezra Transcribing the Bible. 8th century.
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Gospels. Vienna, Schatzkammer Kunsthistorisches

Museum, f. 178v. St John. ca. 800.

Coronation

Figure 52
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Figure 54. Socrates. Roman wall painting from Ephesus.



269

St. Mark.

6th century.

IC

San Vitale, Ravenna. Apse mosa

55.

Figure
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Figure 56. Ebbo Gospels.
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, f. 15v.

22

Stadtbibliothek, Cod.

’

St. Matthew. ca. 800.

Figure 57. Gospel Book of Ada. Trier




Figure 58. Lorsch Gospels. Vatican City, Biblioteca Vaticana, Pal. lat. 50, f. 67v.
St. John. ca. 800.
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Figure 59. Codex Aureus of St. Emmeram. Munich, Bayerische
Staatsbibliothek, Cim. 14000, f. 97. St. John. ca. 830.
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Figure 60. Gospel Book of Celestines. Paris. Bibliothéque de I'Arsenal,
ms. 1171, f. 17. St. Matthew. Mid 9th century.
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. London, British Library, MS

.4, 1

Cotton Nero D

St Matthew. Lindisfarne Gospels

Figure 61
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Figure 62. Portrait of Bede. Beda, Historia ecclesiastica. Leningrad, Public
Library, Cod, Q. v. I. 18, f. 26v. Anglo-Saxon.



Figure 63. Hugh of St Victor, De Archa Noe and other texts. Oxford, Bodleian
Library, MS. Laud Misc. 409, f. 3v. Hugh of St Victor teaching.
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Figure 64. Jacopino da Reggio's commentary on Aristotle. Paris, Bibliothéque
National, lat. 6297, f. 235. Jacopino da Reggio teaching.
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Figure 65. Jacopino da Reggio's commentary on Aristotle Paris, Bibliothéque
National, lat. 6297.
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Figure 66.
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Figure 67. Aesop's fables translated by Avianus. Paris, Bibliothéque Nationale
Ms. lat. nouv. acq. 1132, f. 35r. Avianus presenting his text to Macrobius.
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Figure 68. Boethius, De arithmetica. Bamberg, Staatliche Bibliothek, Misc.
class. 5, 1. 9v. Boethius and Symmachus. ca. 850.
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Figure 69. Rabanus Maurus, De laudibus Sanctae Crucis. Vienna,
Nationalbibliothek, cod. 652, f. 2v. ca. 840.




Figure 70. Bible of Charles the Bald. Paris, Bibliothéque Nationale, ms. lat. 1,

f. 205. Abbot Vivian of Tours presents his opus to King Charles.
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Figure 71. Decretals. Pierpont Morgan Library.
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Figure 72. Eadwine. Tripartite Psalter with gloss. Cambridge, Trinity College,
ms. R. 17.1, {. 283v. Canterbury School. ¢. 1150.
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Figure 73. Cicero. Epistolae ad Atticum, Berlin, Staatsbibliothek Preussischer
Kulturbesitz, MS. Hamilton 166, f. 96r. 1408.
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Figure 74. Romanesque vinestem initial. Oxford, Bodleian Library, ms. Can.
Pat. Lat. 105, f. 3v.
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Figure 75. Cicero. Orationes XXVIII. Florence, Bibi. Laur., pl. 48.10, f. 1.
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Figure 79. St. Jerome. Epistulae. Florence, Bibl. Laur. pl. 19.12, f. 5. Francesco
d' Antonio del Chierico. Mid -1450s.
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Figure 80. St. Jerome. Epistulae. Florence, Bibi. Laur. pl. 18.12, {. 5, detail of
incipit. Francesco d' Antonio del Chierico. Mid-1450s.
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Figure 81. St. Jerome. Epistulae. Florence, Bibl. Laur. pl. 19.12, f. 5, detail of
top margin. Francesco d' Antonio del Chierico. Mid-1450s.
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MS. 101, f. 1v. Petrarch. Late 14th century.

Figure 82. Petrarch. De viris illustribus. Darmstadt, Hessische Landsbibliotek,




Figure 83. St. Jerome in his Study. The Detroit Institute of the Arts. Attributed to
Jan van Eyck. ca. 1435.




Figure 84. St. Jerome in his Study. London, National Gallery of Art. Antonello
da Messina. 1450-55.
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Figure 85. St. Jerome. Florence, Fresco in the Church of the Ognisanti.
Ghirlandaio.1480.
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Figure 86. Augustine. Civitate Dei. London, British Library, ms. add. 14783, f. 1,
detail. Maestro della Farsaglia Trivulziana. Mid-1450s.



301

Figure 87. Lactantius. Florence, Bibli. Laur. pl. 21.12, f. 1, detail. Maestro
della Farsaglia Trivulziana. ca. 1458.
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Figure 88. Jerome. Genova, Bibl. Civica Berio, ms. m.r.c.f. 2.15,f. 5. Ser
Ricciardo di Nanni. Mid-1450s.
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Figure 89. Jerome. Genova, Bibl. Civica Berio, ms. m.r.c.f. 2.15, f. 5, detail.
Ser Ricciardo di Nanni. Mid-1450s.
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Figure 90. Augustine. Vatican City, Bibl. Vaticana, urb. lat. 72, f. 2,
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Figure 91. Augustine. Epistulae. Vienna, Osterreichische Nationalbibliothek,
cod. 853, {. 1, detail of incipit. Attavante.
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Figure 92. Augustine. Vatican City, Bibl. Vaticana, urb. lat. 34, f. 2, detail of
incipit. Gherardo di Giovanni.



307

Figure 93. Jerome. Vienna, Osterreichische Nationalbibliothek, ms. 930, f. 1,
detail. Monte di Giovanni.
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Figure 94. Jerome. Didymus, New Ycrk, Pierpont Morgan Library, ms. 496
f. 2. Monte di Giovanni. 1488.
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Figure 95. Jerome. Epistulae, Florence, Bibli. Laur., fiesolano 28, 1. 1, detail.
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Figure 96. Augustine. Civitate Dei. Fiorence, Bibl. Laur. 12.19, f. 1, detail.
Ser Ricciardo di Nanni. Mid-1450s.



Figure 97. Augustine. Civitate Dei. New York, New York Public Library,
Spencer Collection, ms. 30. f. 1v, detail. Bartolomeo di Domenico di Guido. Mid-

1450s.
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Figure 98. Augustine. Civitate Dei. London, British Library, ms. add. 15248,
f. 29, detail. Mariano del Buono. Mid-1450s.
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Figure 100. Cassian. De Institutis. Florence, Bibli. Laur. pl. 16.26, f. 1, detail.
Filippo di Matteo Torelli. ca. 1450.
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Figure 101. Eusebius. De preparatione. tran. by George Trapezuntius, Florence,
Bibl. Laur., pl. 17.25, {. 1, detail. Filippo di Matteo Torelli. ca. 1450..
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Figure 102. Lactantius. Malibu, Getty Museum, Ludwig Xl 7, f. 2, detail. Ser
Ricciardo di Nanni. ca. 1450.
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Figure 103. Cassian. De Institutis. Florence, Bibl. Laur. pl. 16.286, {. 46v, detail.
Filippo di Matteo Torelli. ca. 1450.
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Figure 104. Cyprian. Opera varia. Florence, Bibl. Laur. 16.22, f. 1, detail.
Francesco d' Antonio del Chierico. ca. 1463-4.
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Figure 105. Cicero. Philippicae. Florence, Bibl. Laur., pl. 48.31, f. 1, detail of
incipit. Franceso d' Antonio del Chierico. Mid-1450s.
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Polum preclara

Figure 106. Cicero. Libri Rhetoricorum. Fiorence, Bibl. Laur., pl. 50.8, {. 1, detail
of incipit. Franceso d' Antonio del Chierico. Mid-1450s.
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Figure 107. Cicero. de Natura Deorum, etc. Florence, Bibl. Laur., pl. 83.7.1. 1,
detail of incipit. Franceso d' Antonio del Chierico. Mid-1450s.
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Figure 108. Cicero. De Oratore, Orator, Brutus, Partitiones Oratoriae, and
Topica. Florence, Bibl. Laur., pl. 50.38, f. 1, detail of incipit. Franceso d'
Antonio del Chierico. Mid-1450s.
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Figure 109. G. Duranti. Speculum Juridicae.1354.
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Figure 110. Pseudo-Cicero. Rethoricum. Venice, Bibl. Marciana, ms. lat. XI, 143
(4118), f. 1r. Florentine. First half of 14th century.
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Figure 111. Cicero. Florence, Bibl. Laur., pl. 48.17, f. 1. Florentine. 14th century.



Figure 112. Domenico di Bartolo. Pope Celestinus Ill Grants Privilege of
Independence to the Spedale, detail. Siena, Spedale di S. Maria della Scala,
Pellegrinaio. 1443.
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Figure 113. Plutarch. Vitae. Florence, Bibl. Laur. pl. 65.27, f. 1, detail of inicipit.
Guarino da Verona presenting his text to Leonello d' Este. Francesco d' Antonio
del Chierico. ca. 1463-64.
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Figure 114. Drawing of cappuccio (taken from W.Tumer).
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Figure 115. Cicero. Tuscalanarum disputationum. New York, Pierpont Morgan
Library, ms. 1002, f. 2v. Florentine. 1410.
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Figure 116. Cicero.
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Figure 117. Bernardo Rosseliino. Tabernacle. Ficrence, St. Egridio in Florence.
1450.
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Figure 118. Tombstone of Quintus Sulpicius Maximus, detail. Rome, Museo
Nuovo Capitolino.



Cathedral Museum. 1427-35.

Donatello. Florence,

Figure 119. Jeremiah
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Figure 120. Cicero. Oratore. Florence, Bibl. Laur., pl. 48.14, f. 1. Ricciardo di
Nanni. Mid-1450s.
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Figure 121. Seneca. De Ira. Paris, Bibl. Nat. ms. lat. 6376, f. 1, detail of incipit.
Ricciardo di Nanni. Mid-1450s.
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Figure 122. Cicero. Philippicae. Florence, Bibl. Laur. pl 48.30, f. 1, detail of
incipit. Fiesole Master's Workshop. Mid 1450s.
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Figure 123. Columella. de Re Rustica. Florence, Bibl. Laur., pl. 53. 32, {. 5, detail
of incipit. Fiesole Master's workshop. Mid-1450s.
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Figure 124. Horace. Opera Omnia. Florence, Bibl. Laur., pl. 34.8, f. 1, detail of
incipit. Fiesole Master's workshop. Mid-1450s.
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Figure 125. Virgil. Florence, Bibl. Laur., pl 38.8 . 1, detail of incipit. Master of the
Medici Virgil. 1453.




Figure 126. Servius. Commentary on Virgil. Milan, Bibl. Ambrosiana, ms. S.P.
10, n. 27, 1. 1v. Simone Martini.
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Figure 127. Virgil. Florence, Bib!. Laur., pl 39.8 {. 51, detail of incipit. Master of
the Medici Virgil. 1453.
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Figure 128. Carolus. Florence, Bibl. Laur., pl. 53.20, {. 2, detail of incipit. "Master
of the Naples Virgil." Mid 1450s.
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Figure 129. Silius ltalicus, de Secondo Bello Punico. Venice, Bibl. Marciana,
cod. lat. Xll, 68, f. 3. Zanobi Strozzi. ca. 1450.



Figure 130. Silius ltalicus. de Secondo Punico. Florence, Bibl. Laur., pl. 37.16,
f. 1, detail. ca. 1450.
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Figure 131. Caesar. Civil Wars. Bibl. Laurenziana, pl. 68.14, f. 1, detail of incipit.
Francesco d' Antonio del Chierico. 1460s.
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Figure 132. Caesar. Civil Wars. Holkam Hall, Viscount Coke, ms. 341, f. 1,
detail of incipit. Maestro del Lattanzio riccardiano.
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Figure 133. Petrarch. de viris illustribus. Darmstadt, Hessische Landsbibliotek,
ms. 101, f. 8v, detail of Horatius Cocles in incipit. Late 14th century.
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Figure 134. Suetonius. de Vita Cesarum. Bibl. Laurenziana, pl. 64.4, f. 1, detail
of incipit. Unidentified miniaturist. ca. 1450.
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Figure 135. Bas-relief of Julius Caesar. Paris, Louvre. Desidero da Settignano.
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Figure 136. Livy, Deca Ill, Florence, Bibl. Naz. Banco Rari, ms. 35, . 1, detail of
incipit. Francesco d' Antonio del Chierico. Mid-1450s.
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Figure 137. Livy. Deca I, Florence, Bibl. Riccardiana, ms. 484, £. 1, detail of
incipit. Mariano del Buono di Jacopo. 1464.
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Figure 138. Livy. Deca IV. Munich, Bayerische Staatsbiliothek, cod. lat. 15733,
f. 2v, detail of incipit. Mariano del Buono. 1470.
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Figure 138. Livy. Deca /. Munich, Bayerische Staatsbiliothek, cod. lat. 15731
f. 2. Mariano del Buono. 1470.
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, Bayerische Staatsbiliothek, cod. lat. 15722,

, detail. Ser Ricciardo di Nanni. ca. 1470.

Figure 140. Livy. Deca JIl. Munich
.1
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Figure 141. Petrara. Trionfi. Madrid, Biblioteca Nacional, vit. 22.4. Triumph of
Fame, t. 57. Ser Ricciardo di Nanni.
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Figure 142. Livy. Deca Ill. New York, New York Public Library, Spencer
Collection, ms. 27 1. 1, detail of incipit. Mariano del Buono. ca. 1475.
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Figure 143. Livy. Deca IV. Valencia, Biblioteca Universitaria, ms. 757, 1. 7, detail
of incipit. Mariano dei Buono. ca. 1480.
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Figure 144. Livy. Deca IV. Bibl. Vat. MS. Ferrajoli 562, f. 1, detail of incipit. 14th
century.
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Historia naturalis. Florence

Figure 145. Pliny.
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Figure 146. Pliny. Historia naturalis. Naples, Bibl. Naz. ms. V.A. 3, . 1. detail of
incipit. Francesco d' Antonio del Chierico.
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Figure 147. Pliny. Historia Naturale, trans. by Cristoforo Landini. Oxford,
Bodleian Library, Douce 310, preface folio. Gherardo di Monte. ca.
1479-82.
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Figure 148. Piiny. Historia Naturale, trans. by Cristoforo Landini, Oxford,
Bodleian Library, Douce 310, detail of preface incipit. Gherardo di Monteca.
1479-82.
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Figure 149. Valerius Maximus. Florence, Bibl. Laur. pl. 63.24, . 3, detail of
incipit. Fiesole Master's workshop. ca. mid 1450s.
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Figure 150. Cornelius Tacitus. Florence, Bibl. Laur. pl. 63.24, f. 157, detail of
incipit. Francesco d' Antonio del Chierico. ca. mid-1450s.



365

if fuerit: quern

Figure 151. Plato. Epistiuae, Florence, Bibl. Laur., pl. 76.43, f. 1, detail of incipit.
Fiesole Master's Workshop. Mid-1450s.
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Figure 152. Aristotle, Ethica Nicomachea , Economica, and Politica, Florence,
Bibi. Laur., pl. 79.6, f. 1, portrait of Leonardo Bruni in incipit, Fiesole Master's
Workshop, mid-1450s.
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Figure 153. Bernardo Rossellino, Leonardo Bruni Aretino's Tomb, Florence,
Santa Croce, marble, 1446-47.



Figure 154. Miscellanea, Florence, Bibl. Laur., pl. 76.42, f. 1, portrait of
Leonardo Bruni in incipit, Miniaturist of the Sassetti Thucydides, ca. 1470.
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Figure 155. Leonardo Bruni, Historia fiorentina, Vatican City, Bibl. Vaticana,
urb. lat. 464, f. 2, Francesco Rosselli, ca. 1470.
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Figure 156. Leonardo Bruni, Historia fiorentina, Vatican City, Bibl. Vaticana,
urb. lat. 441, f. 2, detail of incipit, Francesco Rosselli, ca. 1470.
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Figure 157. Xenophontis, vita Socratici, trans. by Poggio Bracciolini, Florence,
Bibl. Laur., Strozzi 50, {. 1, portrait of Poggio in incipit, Florentine workshop, mid-
1450s.
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Figure 158. Diodoro Siculo, translated by Poggio Bracciolini, Bibi. Vaticana,
vat. lat. 1811, {. 1, detail of incipit, Francesco d' Antonio del Chierico.
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Figure 159. Poggio Bracciolini, De varietate fortune, Vatican City, Bibl. Vaticana,
urb. lat. 224, {. 2, detail of incipit, Francesco d' Antonio del Chierico, 1455-62.
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Figure 160. Niccolo Tignosi, Commentarium super Ethica Aristotelis, Florence,
Bibl. Laur., pl. 76.49, f. 2, detail of incipit, possibly workshop of Francesco d'
Antonio del Chierico, ca. 1461.
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Figure 161. Cristoforo Landini, Disputationes camaldulenses, Bibl. Vaticana,
urb. lat. 508, {. 1, Francesco d' Antonio del Chierico.



376

L emam

N8V e 18 P

lerco.

Francesco d' Antonio del Ch

Figure 162. Cristoforo Landini and Federico da Montefeltro, urb. lat. 508.
attached folio,
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Figure 163. Ptolemy, Geographica, translated by Jacopo Angeli, London, Brit.
Lib. ms. Harl. 7182, f. 1, detail of incipit, Francesco d' Antonio del Chierico.
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Figure 164. Ptolemy, Geographica, translated by Jacopo Angeli, Paris, Bibi. Nat.
ms. lat. 4801, . 2, detail of incipit, Francesco d' Antonio del Chierico.
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Figure 165. Ptolemy, Geographica, translated by Jacopc Angeli, Milan, Bibl.
Ambrosiana, ms. B 52 inf., f. 1, detail of incipit, Francesco d' Antonio del
Chierico.
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Figure 166. Ptolemy, Geographica, translated by Jacopo Angeli, Bibl. Vatican,
urb. lat 277, 1. 2, detail of incipit, Francesco Rosselli.
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Figure 167. Ptolemy, Geographica, translated by Jacopo Angeli, Bibl. Vatican,
urb. lat 277, f. 2, detail of incipit, Francesco Rosselli.
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Figure 168. Ptolemy, Geographica, translated by Jacopo Angeli, Paris, Bibl.
Nationale, ms. lat. 4802, {. 2, detail of incipit, Francesco Rosselli.
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Figure 169. Ptolemy, Geographica, translated by Jacopo Angeli, Florence, Bibl.
Centrale, cl. XIIl. 16, {. 1, detail of incipit, Monte and Gherardo di Giovanni,
1490s.
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Figure 170. Aristotle, De Interpretatione, etc., trans. by Johannes Argyropulos,
Florence, Bibl. Laur., pl. 71.18, f. 1, portrait of Argyropolus in incipit, ca. 1460.
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Figure 171. Anonymous, Argyropclus teaching from the cathedra of the
Katholikon Mouseion at the Xenon in Constantinople.
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Figure 172. Aristotle, (cosimo's texts) translated by Johannes Argyropulos, urb.
lat. 1324.
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Figure 173. Pisanello, Medal of John Palaeologan VIII.



Figure 174. Joseph scld into slavery, Florence, Basilica of San Lrenzo, Choral
203, f. 1, detail of incipit, Francesco d' Antonio del Chiericc.
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Figure 175. Aristotle, Florence, Bibl. Laur., pl. 71.7.
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Figure 176. Aristotle, Florence, Bibl. Laur., pl. 84.1.
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Figure 177. pl. 71.7 detail of Piero.
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Figure 178. pl. 71.7 detail of Cosimo.
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Figure 17S. Piero's Medal.
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Figure 180. Cosimo's Medal.
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Figure 181. Herodotus pl. 67.1, f. 10.




396

Figure 182. Aratus, Phaenomena, London, British Library, ms. add. 11886, f. 1,
detail of incipit, Francesco Rcsselli.
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Figure 184. Theodore Gaza, Gramatica, Florence, Bibl. Laur., pl. 55.15, f. 1,
detail of incipit, Master of the Edili 116.
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Figure 185.Ptolemy, Francesco Rosselli.
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Figure 186. Pinturicchio, Aeneas Sivius appearing before King James of
Scotland, episode Il of the fresco decoration in the Piccolomini library, Siena,
1502-08.
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Figure 187. Berlingieri, Geographia, Bibl. Vaticana, urb. lat. 273.
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Figure 188. Poggio Bracciolini, Historia fiorentina, Bibl. Vatican, urb. lat. 491, f.
2v., attributed to the Maestro del Senofonte Hamilton.
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Figure 189. Missal, Bruxelles, Bibl. Foyal Albert 1€7 de Belgique, ms. 9008, f. 8v
detail of King Corvinus in border medailion, Attavante.
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Figure 190. St. Jerome's Commerntary on the Bible, Vienna, Osterreichische
Nationalbibl., ms. 930, {. 1, detail, Monte di Giovanni.




405

4L, SXECAI Yt guOacREaLE T [T 4 3-8 12 31 g4l

—ees

Figure 191. Didymus, translated by St. Jerome, New York, Pierpont Morgan
Library, ms. 496, {. 2, Monte di Gicvanni.
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Figure 193. Pliny, Historia Naturalis, translated into Florentine by Cristoforo
Landini, Oxford, Bodleian Library, Douce 310, preface frontispiece, Gherardo di

Giovanni, 1479-82.
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Figure 194. Strozzi medal.
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Figure 195. Pliny, Historia Naturalis, translated into Florentine by Cristoforo
Landini, Oxford, Bodleian Library, Douce 310, prologue frontispiece, Gherardo
di Giovanni, 1479-82.
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