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1999." In her experiment she was able to slow the speed
of light from 186,000 miles per second to 38 miles per
hour, Rosenquist’s representation of an enduring sym-
bol is in and out of focus, the dilemma generated by this
new concept of the speed of light. The lithograph was
printed by Maurice Sanchez at his Derriére L'Etoile
Studios in New York in an edition of 50, with an addi-
tional 38 proofs retained by the artist, printers and the
workshop. Rosenquist presented the first impression of
his print to Mrs Clinton at the White House on 2 June
2000.

At the next ceremony at the White House the newest
President, George W. Bush, and his wife will receive the

5 L. Vastergaard Hau, 5. E. Harris of al,, ‘Light Speed Reduction to
17 Metres per Second in an Uliracold Atomic Gas', Malwre, 18

completed Gift to the Nation and FAPE’s annual print.
Elizabeth Murray, the first woman to be commissioned
to create a FAPE print, has concluded her work on Degp
Biwe € (fig. 18), a shaped lithograph and screenprint
printed in an edition of 50 at Gemini G.E.L. Looking
at all the prints made for the FAPE project, it is evident
that their generous makers were dedicated to the cre-
ation of meaningful images that would represent them
and America well. Despite the fact that these prints
were meant for a specific use, they all comfortably take
their place within each artist’s guere. Future contribu-
tions to the project will add to this established founda-
tion of honest creativity in the service of diplomacy.

February 1409, cooxev, 1670, pp. 59499

Shorter Notices

Baccio Bandinelli’s Self-portrait

Erna Fiorentini and Raphael Rosenberg

The painter Thomas Lawrence' invested a large portion of
his income in his passion for prints and drawings, particular-
Iy those of the Renaissance, Lawrence acquired portions of
important contemporary collections, among them those of
Joshua Reynolds and Benjamin West, so that his holdings
developed into a treasure unrivalled in the public or private
domain, if judged on the basis of the quantity and quality of
the works on paper it contained,”

We are very much indebted for important information and help-
ful remarks to Rhoda Eitel-Porter, Dorothea and Peter Diemer,
Tilman Falk, Francoise Gestaz, Justus Moller Hofstede, Peter
Prange, Lothar Schmitt and Christiane Wiebel. The translation is by
Julia Bernard.

1. Thomas Lawrence (1760-1830) was already Roval Painter in
17g2, having succeeded Joshua Reynolds; in 1704 be became a

The terms of Lawrence's will dictated that his collection
should be offered for sale to specific individuals and institu-
tions after his death — among them King George IV, the
British Museum and London’s National Gallery — yet no one
was prepared to come up with the price being asked.
Ultimately, the will’s administrator offered the collection to
Lawrence's principal creditor, the art dealer Woodburn, who
auctioned it off in lots over a period of many years. In partic-

member of the Roval Acaderny and its President from 1820 (see
K. Garlick, Str Thomas Lawremce, Poririls of an Age 17901830,
Alexandria, VA 1993 and K. Gadick, Str Themas Lavevence: A
Complete Catrlegue of the O Painting, Oxford 168g).

2. On Thomas Lawrence as a collector, see F. Lugt, Les manques de
colfections, Amsterdam 121, reprinted Den Haag 1956, pp
45456
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ular, the engravings were offered for sale at Christie’s in
London on 1o0—14 May 1830;7 included in this lot was a print
representing  the  Italian  sculptor  Baccio  Bandinelh
(1453-1560) in his studio.' A handwritten entry in the auction
catalogue’ documents that it was sold to a purchaser named
Molteno,” but all traces of this print were subsequently lost.

This may well be the same print that is currently in a pri-
vate collection in Bonn [Ag 1g), representing Bandinelh sur-
rounded by small statues and models, and beanng the
collector’s stamp of Thomas Lawrence at the lower left.” The
engraving measures 427 X 331 mm, while the sheet’s total
dimensions are 470 ¥ 377 mm, and it carries a watermark in
the middle, in the shape of a simple crown with six-pomted
star,” The print in Bonn i incomplete: large blank arcas are
only engraved in outline, and many pentimentt can be seen in
the area of the bases of the three masculine statuettes in the
lower right. Apparently; this impression must have served as
a proof, as its careless execoution demonstrates. The plate was
only lighthy and irregularly inked, and the pigment not suffi-
ciently wiped off, so that there remains an underlying tone
from the plate throughout. Especially in the lower right area
the drawing is doubled, so that it must be assumed that the
paper slipped during the printing process. In the case of some
outlines, above all those of the female statuette at the upper
right, blurred drypoint-like shadows are visible, which were
produced by the metal furrows produced by the engraving
taol (fig, 21); this indicates that the plate had not yet received
its final polishing ar the time of this impression.

2. Bee d Colalogre of the First Part of the Very Faluable and Exviensive Col-
fection of Engravings m the Portfolio of Sir Thomas Lavewence, Deceased:
Comprising his Rare and Fine Engravings; Prints from the Works of
Rubers, Rove and Valuable Exchings by Rembrandt; also Sooks of Prinks
among whick are a Fine and Comprlete Copy of the Pitture &v. ' Ercolane,
Christie’s, Manson & Woods, 10 May 1830, lots 1276, pp
277700, London 1850, See also F. Lugt, Rapertome dex Ciraloger de
vemies fubligues tieressant I art on dn coeriogité, w, Den Haag 1953, no.
raghan,

4 Tgﬂ}.&,l' — by Unkmanen Engraver after Michefugnols, Baccss Bandinelli

in fis Sty .7 (Christie’s, sfiat., porg, lot i8o).

Copy in the Brtish Museum; information communicated by

Rhoda Eatel-Porter.

6. Most probably the same Molteno who was a founder member of
P & I Colnaghi & Ci,, art dealers of London, together with M.
M. Sala and Paul Colnaghi (see Logt, Les marguer, of cal, no.
2075).

. Bee Lugt, Lo mangues, af. i, no. 2446. The collectors stamps
found on the prints from Thomas Lawrence’s holdings were
applied by the dealer Woodburn before the auctions.

8. This watermark was employed by a Roman paper-mill, for
which documentation exists dated 1570; see E. Heawood,
Watermarks. Mainly of the Seventgenth and F.-Igiwi‘tlth
Centuries’, Moumenia carthar papyracens historiam dlustrantia, 1,
Hilversum 1950, reprinted rofio, no. 1. Since the p-.upfr:l1l|i$
retained their watermarks over decides {in fact, for the same
watermark, documentation from the year 6z also exists, see G,
Ficcard, ‘Dhe Kronen-WYWasserzeichen', Fmdbvet ¢ der Puais-
zeschenkaries Precand im Hanpbitnokarchiz Sttteert, Stottgart 1961,
Typ 11, 102), such evidence docs not preclude the attrbution of
the Bonn print to the 15408, as is discussed elsewhere (see E.
Fiorentini, fonographie arer Wondes Form und fefentton oo

(e}

=1

As would be expected in the case ol a proof, the engraving
does not yet bear a capnion. Niceold della Casa, who repro-
duced some of Bandinelli's drawings, may be considered o
have been the engraver: particulardy relevant as a compari-
son is the three-quarter-length portrait of Baccio engraved by
him (fig. 24)." Although in the Bonn print his forehead and
beard are only indicated, they nonetheless demonstrate the
same orientation as in della Casa's knce-length portrast, and
have the same outline, as well as the same number and Aow
of thick locks in his beard. Similarly identical is the rendering
of the subject’s left cheekbone, while beyond this the heads in
these two otherwise different engravings are identical in size,
thus seeming to have been aken from the same source.
Characteristic of della Casa’s style are the fine, not entirely
regular parallel strokes of constantly changing direction, as
well as the narrowly worked hatching often composed of two
different layers. Aside from the hair sections, della Casa
overtly avoids curves, and his lines are mostly straight; he
infrequently engraves short and very shallowly archimg seq-
ments. Also comparable in the two prints is the occasionally
awkward representation of perspectival space. Della Ciasa’s
wupre consists of only a few prints,” from which it 15 evadent
that the carc and refinement of his work with the burin was
variable, and that he was aware of the possibility of adapting
it ter the significance of cach assignment. Thus, for example,
in conirast to both these portraits of Bandinelli, one of
Cosimo 1 (g 22)" is delicately hatched and stippled,”™ while
the full-length pu:-rtmit of Baccio is clearly more crudely exe-

Sefbtbeldvey wmd Fortrdt der Budhauers o falien des 16, Jalmfnmderts,

Berlin 19499, FP- 47~ a8,
g. The engriving measures 28g > 217 mm, is inscribed in the

right Baccio Bandinel Flos. and in the lower right N [ L4 CAS4 E
Impressions are found in Boston (Museum of Fine Arts), Coburg
(Kunsisammiungen der Veste}, Dresden (Rupferstichkabinett),
Frankfurt am Main (Stiidel), Losdon (British Museurn), Paris
(Bibliothéque Nationale), Rome (Gabinetto delle Siamp::l
Vienna (Alberting). Bartsch regards the sheet as the portrait of
Bandinelli mentioned in Vasari as possibly engraved by Enea
Vico (see AL Bartsch, Lr Parire-CGrasour, Vienna 1805—21, god odi-
tion, Wiirzburg 1g20, reprinted Hildesheim 1g70, xv, pois7: G
Vasari, Le Vite de” piit sccellenti Pittort, Scaltort ef .-'Imhkt.!m 1568,
edited by G. Milanesa, Florence IE?E-ﬁa ¥, pp. 427-28). On this
print, see also A, P F F.-::hcrr.—ﬂtlmcsnil,lffﬁufrrfﬂmwu‘iarz{ﬂfs:
Paris 1835-71, 1, Pans 1865, pp. 18182, no, 2.1; B, Davis,
. Manrerist Prints: Tuternational Stele in the Sivteenth Century, Los
Angeles 1988, p. 77. g 20a; and most recently, Fiorenting, of of.,
& 47, f 53

1o, w‘-l-:ﬂi!-; imuﬂ}; LXizonario Mografice deglt aliami, xxxvi, Rome
18, pp. 72021, under the name of Nicold della Casa,

1, On this engraving, see K. Irde, "Herkules im Spiegel der
Herrascher', Mentuiles, Tupemaheld mnd Hermoherdeal, edited by C,
Lukatis and H. Ouomeyer, Eurasborg 1997, pp. G1-77, particu-
larly p. 65; see also E Vossilla, ‘Baccio Bandinedli € Benvemuto
Cellini tra il 1540 ¢ i 1560: disputa su Firense & su Roma’, M-
teifoigen des Kunethivorisohen fustitwtes i Florenz, xv1, 1997, pp-
254313, particularly pp. 264-74

2. Della Casas copy of Vico’s portait of Charles V' {Robert-
Dumesnil, o ., p. 182, no. 3} is also comparabie in the refine-
meTit nfth:. ENETAaVIIE,
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2. Here attributed to Nicolas Beatrizet, reversed copy of ig, 1g, 1548, engraving, 414 ¥ 306 mm (Berlin, Staathiche Musees
PreuBischer Kulturbesitz, Kupferstichkabinett),
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cuted in comparison with the three-quarter one.

The iconographic and cultural-historical significance of
the Bonn portrait — probably the most monumental engraved
representations of a sixteenth-century artist — has been con-
sidered elsewhere;” here we would like to focus to a greater
extent on s relation to a similar, virtually contemporary
engraving (fig. 20). Although this latter print, known from
numerows impressions,” 15 repeatedly mentioned i the
literature, it has ncver been fully discussed in detail.”
Comparison with the Bonn engraving offers a unique oppor-
tunity for thorough analysis and contextualization of a print
commonly cited as an example of Bandinelli’s Selr-pﬂl'r_t'ﬂ'l-
ture. This print bears the date 1548 as well as the inscription
‘4.5 exendebat’:"™ behind this lopo may well stand Antonio
Salamanca, the leading publisher of prints in mid-sixteenth-
century Rome. Although the Salamanca image is attributed
to Niccold della Casa,” the stronger and more regular char-
acter of the strokes in this print, in comparison to the Bonn

21. Detail of fig. 1g.

sheet, none the less remind one rather of Nicolas Beatrizet,
wha frequently engraved for Salamanca, "

This Salamanca print scems to be a copy of fig 19, The
whole scene is duplicated in reverse; indicating that the
image was directly transferred to the printing plate. Such
practice was common for reproducing printed portraits in
the sixteenth century.” An example s provided by the por-
trait of Bandinelli engraved by Niccolo della Casa (fig. 24)
and its reversed copy (Ag. 251 The copy of the Bonn pring,
however, does not keep exactly to its source, This must be
because the plate available to Salamanca’s engraver was
smaller and narrower {414 % 306 mm) than that of the Bonn
print {427 ¥ 351 mm). In compensating for this difference n
width, while mamtaming the same dimensions of each of the
parts of the image, the engraver redisoributed fgures and
objects, particularty on the side of Bandinelli’s outstrerched
hand. The columnar pedestal was more narrowly reshaped,
and moved closer 1o Bandinelli. Tn order to avoid overlap

15. See Fiorentni, of. ¢if., pp. 47-50.

14 Among others in Berdin  (Kupferstich-Kahinen), Dresden
(Kupferstichkabinett), Munich  (Graphische  Sammlung),
London (British Museum), Los Angeles (County Museum of
Art), Paris (Biblinthéque Nationale) and Vienna (Albertina).

15. See K. H. von Heinecken, fhctisnnatne des artistes dond nows aoins des
esteapies qoes ume motice ditaille dv beurs oarereges grands, 13, Leipeig 78,
p. g0, Hetnecken also describes a state without an inscoption.
Sec also Bartsch, sf ab, XV, p. 157 & K, Magler, D Mormgrane-
misten, 3, Munich 1860, r-e:pt'inw.d Niewwkoop 1966, no. ryzall; |
1. Passavant, Le Femmire-Graevur, Lewpaier 186004, 1, po 542, no,
rafif (here p. 757 the erroneous dating 1545, and the mistaken
interpretation as a portrait of Michelangelo, which is also adop-
ed by E. Steimmann, e Foririfdarsteliungen des Aichaangei,
Leipzig 1913, p. g6, n. #y; C. Le Blanc, Mdanue! e Camaterr o estam-
pes, i1, Paris 1887, p. 414, no. 1, no, 23 G Vasarl, Fite of Sacere
Boadinetfi, edited by 12 Helkamp, Milan 1964, p. 19, n. 1; G,
Avery,  ‘Bermardo Vecchietti and  the wax models  of
Giambolopna’, Lo Complaticn sells scienza e nellarte, At def I con-
gresso imternazionale, Firenze 37 June 1975, Flotence 177, i, g on
p 400 E. Borea, “Stampe da modelli fiorentini nel *soo’, Firmze
¢ g Tosrana dei Medici nell” Europa del Cingaecenio, Florence, 198G, 1
LI Primaty del Disegive) pp. 227-86, p. 064, no. Ggo; Davis, o i, po
=6, no. 20. y

16, The engraving measures 414 % gof mm. The inscriptions are at
the bottom, i the middle rap8, and below mght, 4.5 EXCUDE-
BAT.

t7. The attriboton 15 Waglers, ob o, 1, po5g2. o 757, and not
Bartsch’s, as Borea, oy o, po 204, supposes. Dravis, af cil., o 76,
. 20 also adopts the atmbution to della Casa,

i, One can compare it, for example, with his engraving afier
Michelangelo's Pieti | Rﬂl:-r:rt Dumesnil, of .. 1, p. 145, no. 18;
sec also G Agost mld A Farinedh, ‘Ifa-tﬂwﬁar.:ga&.' e arle rﬁ:mrm,
Florence, 15 April-15 October 1987, p. rog, no. 46

. See Giusepping Zappella, § rivtlo ool Gbro dlafrare del Civguecenin,
Milan 1988, 1, p. 20ff, particularly p. 2og. On the making of
replicas and copies of graphic works, see I) Landaw and B
Parshall, The Reasovemce Progd N it I Mew Haven and
London 1go4, pp. 191-32.

20. The sheet measures 260 % 215 mm, see Nagler, af. ot p. 756, no.
1720.1; Roben-Dumesnil, op. air., p. t8z, no. 2.1la. On compari-
son of the bwo prints, see Forentim, of b, pp. 147 -50.
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22, Niccold della Casa after Baccio Bandinelli, Fortrait of Cosimo Fde Medici, 1544, engraving, 426 292 mm (Paris, Bibliothéque
Nationale).
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24. Niccold della Casa, Self-porinait of Baccio Bandinelli, engraving, 28q x 217 mm (Paris, Bibliothéque Nationale),
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between his hand and the twe female figures, the column was
made taller, There then remained only enough room for the
club=swinging Hercules from among the triad of masculine
figures in front of the column, so that the male nude seen
from the back had to be integrated mnto the female group on
the opposite side, yet so pushed to the margin that the club in
his right hand had to be sacrificed. The torsos on the floor are
more densely packed and are moved nearer to the lion,
Through its repositioning, the column covers up a surface
alluded to by a white arca in the Bonn print, and on which
Bandinelli sits. The Salamanca copyist reduced this arca o
an clevated horizon line, which resulted in the sculptor’s
appearmg to hang in a scarcely p-i.rss':hh: i‘;tlEl’:lil]g pﬁﬁ'i'liml in
defiance of gravity.

In addition to these alterations necessitated by the dimen-
sions of the new printing plate, the perspectival relationships
and architectonic details indicate that the copyist was satis-
ficd with a merely summary imitation of his model, also that
he misunderstood the Bonn engraving’s spatial arrangement.
Accordingly, a bine 15 drawn between the wall (as well as fur-
niture) and Hoor levels in the Salamanca print, as a result of
which the column appears to protrude from a decper spatial
plane and completely distorts the perspectival structure of
the models’ storage case at the nght. Although the
Salamanca engraver attempted o distinguish between the
materials of floor, wall and seating-surface by means of dif-
ferennating strokes, the result 13 not homogenous, and the
spatial relations are not very precise, The surfaces on which
the statuettes are standing have forfeited their decoration,
heing transformed by means of simple strokes into unmodu-
lated blocks. All of the folds in the Bonn composition’s
curtain and drapery are repeated in the copy, but neverthe-
less come out as much stiffer. Cast shadows are partly
omitted here, as for example under Bandinell'’s arm holding
the statue of Hercules, and partly simplified, as in the torsos
in the foreground.

The Salamanca engraver apparently knew only an unfin-
ished state of this Bandinelli pertrait, comparable with the
Bonn impression, and thus had to supplement its incomplete
sections. In doing so, he transferred exactly the fll of folds at

21. Bandinelli's idealization of hiz own physiognomy can be estah-
hished in relation e the larger context of his self-portraits as a
whole (see Fiorenting, ap efr, Kapo Vi) This s pamiculardy
noticeable when Bandinells sell-portaat rebiefs (1. Galicka and
H. Svgictinska, % Newly Discovercd Self-porirait by Baccio
Bandinell’, The Surlington Magaome, CXXXIV, 1077, 1402, pp
fog-07) are compared with his porteait in the sabella Stewsarn
Gardner Museum of Boston (P Hendy, Evmpear and American
Peiniingy in the finbella Stavent Cavduer Musewn, Boswon 1974, p. 12,
fig. on p. 13, colour plate XX1) and with Bandinelli'’s self-porrait
a5 Moo i Florence, 35 Annupzesa (K, Weil-Garnis,
‘Bandinclli and "!rl}l:hct.mq{:lu A Problem of Artistic Idenrity”,
Arl, e Ape af Nalwre: Stadies fn Hover of H. W Janson, edited |:r'.r
Maoshe Barasch, Lucy Freeman Sam‘l]cr New York B, pp.
22551, P 238). In eonnection with Bandinelli's altempts to
resemble Michelangelo, see 8. Macchioni, 1l disegno come car-
dine della prassi artistica, Aggiunte al corpus grafico di Baccio
Bandinelli®, Studi i onore di Gilio Canls Argan, Firenze g4, pp.

the cull of Bandinelli’s coat — as at the calf — but did not con-
tinue to follow this pattern in the arcas left blank, Alling them
instcad with an awkwardly outlined fur ning, In the face of
the subject, the copyist stuck to the contour provided by his
modlel, but Bandinelli’s stereotvpical physiognormy is miss-
ing.” Muliiple inadequacies of this kind are further displayed
in the group of figures above the lion's head, in which the
reversed male nude is inserted: for instance, the exaggerated
mternal modelling but omession of s crucial anribute, the
club. The Salamanca engraver also misunderstood the rela-
tionship between the incomplete female statuette with raised
leg, which stands on a pedestal, and the female torse without
a base. In the copy, it therefore remains unclear whether
the altered figural group i85 toe be understood as
spatially located above the hon's head, or simply as a
two-dimensional drawing

This comparizon ol the two prints demonstrates the rela-
tionship between them to be one of original and transcrip-
tion. Regarding this relationship, a further insight into the
history of the Bonn print's genesis and the fate of the printing
plate s possible. Since no further completed mpressions of
the Bonn print have come 1o light, and the Salamanca copy
refers back io a similarly incomplete state, it must be assumed
that the engraving of the Bonn plate was never completed.
Ome explanation for this situation could be the care with
which Bandinelli monitored the printed reproduction of his
drawings.™ In the particular case of Bandinelli’s portraiis, this
attention is indicated by a compansen of the threc-guarter-
length print engraved by della Casa (g 24) with its prepara-
tory drawing by Bandinelli in the Ufhz (hg 235)." This
displays the generous and economical manipulation of line
typical of Bandimelli’s own hand, followi ing which the figures

— initially defined by their contours - gain their volume and
materiality through simple, coarse ver none the less unusual-
ly effective parallel hatching and cross-hatching The
cngraved version has the same dimensions, also 1in respect to
the size of the figure.” In the engraving, the shading lines are
finer and more numerous, in keeping with the nature of the
medium, and determine areas of shadow more prtti&r;'l}'. Yet
their flow accurately corresponds to the model's basic struc-

1o-66, particularly p. 150, On Bandinelli's idealization of inds-
vidual features in portraiture, sec K. Weil-Garris Brandi, "The
Self-created Bandinelli®, Fondd Art. Themes of Uity in Divevsary, edit-
ed by I Lavin, London 1980, 1w pp go7-508, parbcularly
P 4ai.

2z, The artist complamed, for example, 1o Pope Clement VIT about
the engraver Marcantonio Raimondi, who did not exactly dupli-
cate the origminal for the prnt of The Manyrdom of Saint Laoreree
and thereby falsified the composition (Vasari, of e, v, pp

id-1g).

>z, ;‘]unn?;c, Ui, Gahinewo dei Discgni e :ir]lu Siampe, 1496y F
The pen-and-ink drawing in black {2g0 % 220 mm) on ngid vel-
lowed paper (a sheet of 540 % 250 I'I'III"II is registered as Bollegs of
Haceiv Bandinelli. See Fiorentind, ap, cif., pp. 147-48.

24, Bandinelli’s figure measures some 280 mm in the drawing as well
as the print, the satuewes Jo mm, go mm and 110 mm respec-
tvely:
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ture. Particularly notable is the similarity in the treatment of
hair: the beard thus falls in carefully formed locks, executed
in a refined fashion; while the short hair is comparably dif-
ferentiated in its modelling, despite the cap’s casting a shacd-
ow on it. Bandinelli's good-natured, almost gentle expression
in the drawing is hardened by the accentuated shadowing
around the eyebrows in della Casa's engraving into a
detached and harsher gaze. Bandinelli would have imposed
4 similar demand for accuracy in the case of as prominent a
composition as the Bonn print, the only one of his full-length
sel-portraits in print form.” But apparently the engraver
could not do it justice, and the plate was left unfinished,

In light of Bandinelli's high expectations it is unlikely that
he would have given his agreement to such a crude print as
Salamanca’s, with its formal inaccuracies and distortions:
the well-known Behedere torso in the foreground is there
reversed! However, if one further reflects that the Salamanca
engraver could only have copied an incompleted trial proof,
the possibility of Bandinclli authorizing such a copy has
surcly to be excluded. Salamanca’s print must have been exe-
cuted in Rome, independently of Bandinelli, a prossibility
which fits with the situation prevalent in mid-sixteenth
century. During the first 30 years of the Cinquecento, prints
resulted from the more or less close collaboration between
independent engravers and artists providing models, who
equally participated in the creation and all subsequent pro-
duction phases of a printed work. In the 15408 and 15505,
however, publishers took over the majority of graplic pro-
duction in Italy: they sclected the subjects for prims and
assigned their execution to painters or draughtsmen, and the
results were then passed on to engravers.™ Such a publisher
was Antonio Salamanca, i his shop on the Campo de’ Fion
i Rome, who specialized in clients familiar with Greek and

. See Florentnd, of of., Kap. 1Lz

. Compare Landan and Parshall, op at., particularly pp. 26o-61,
e

27, Less than go of the 1go prints bearing Salamanca’s name as pub-
lisher were newly assigned compositions; for the remainder
Salamanca purchased already engraved prnting plates, for
example from Enea Vico, Agosting Venezino, Criulio
Bonasone, Micolas Beatrizet, or from engravers who did not
Jeswve any signature (see Landau and Parshall, of cit., p. 303).

. Spe Landaw and Parshall, o, ot pe 303,

. In his autobiographical Memoniale, Bandinelli remarked that
members of the Spanish Order of St Jacob opposed his being

accepted with the argument that, since sculpture was manial

B

& 5

Roman history and mythology. It rust have been in this con-
text that his interest in a composition such as the Bonn print,
Inaded with references to antiquity, would have developed.

Statistics indicate that Salamanca would rather purchase
an old plate, which would be freshened up or copied, than
order a new image, evidently because this was cheaper.” Asa
result of these economic considerations, the engravers whom
Salamanca cntrusted with the production of new printing
plates would not have been the best: thus almost half of his
assignments were carried out by engravers of mediocre qual-
ty, who did not sign their plates™ This 1548 print after
Bandinelli belongs to such a group, for only in this way can it
be explained why the sitter’s name 15 not featured: in the case
of Bandinelli this is incomprehensible, since he consciously
employed prints to publicize the name he had adopted fol-
lowing his elevation to the arstocracy in 153132, He must
have viewed this as a significant réle of his printed portraits,
inasmuch as it helped the ennoblement of sculpture, dis-
dained by the upper classes as so much manual labour™ The
importance of this for Bandinelli clearly emerges from his
autobiographical Memoriale, where he describes the correction
of his name in the plate of the then famous print of The
Martyrdam of St Laswnence. This was engraved by Marcantonio
Raimondi in 1525 and, logically enough, still carried his name
as Prondin. Bandinelli nevertheless admonished the engraver
for committing an error in the rendering of his name. ™

Probably neither Salamanca, nor the purchasers of the
sheet, were aware of the sitter's identity. Despite the
anonymity, which deprives the representation ol a precise
meaning, this copy’s wide distribution tangibly demonstrates
the success and apparently high market value of such com-
positions, heavy with antique reminiscences, among dealers
and collectors from the mid-Cinquecento.

labour, despite his elevation to the aristocracy he was not worthy
of knighthood. Bandinelli asserted in opposition that cvery activ-
ity engaged in by nobility was noble: .. malf prescipe e st che
pertnany Fabito di S0 Facopo 5t ofpasers ignovandemenis, dicendn fomie
scuitare now fo amevitass, mon considerands che (i wn nobile agni arle § nobile’
(Arduine Colasanti, ‘T Memorale di Baccio Bandinell
1552-58", Repertarinm fiir Kinstwtssenschaft, 28, 1905, p. 423}

g0 *... anveriendond ferd i e errove che nacque nella danipe di Ko Lorenze,
oo Pintagliatore, it cambis 41 intaglicre Band., inlaghd Brond., onde molti
e mom safweana lo inferfrefan jr Brandi, Frandine & Brandieilt, onde
i e et rstamere unaliva i i frceola e rmeifione formma, col Rome [l
Bandinelli* (Colasanti, af L, p. 433)-
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