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in a life-size bronze sculpture as a heroic ruler or champion athlete. Any pa-
tron, even the most affluent, will seek to avoid ridicule. A central lesson from
signaling, discussed in the next chapter, is that high costs, be they financial or
social, actual or potential, are necessary to obtain signaling benefits. In Renais-
sance Italy, patrons wanted value, but they were not hunting for bargains.
Benefit-cost analysis posits, quite simply, that a patron decides to commis-
sion a work when he expects—thanks to instinct or calculation, societal norms
or past experience—that benefits will exceed costs. But another significant
factor enters the calculation: constraints that operate on both the patron and
the artist. These constraints came in many forms in Renaissance Italy and,
for the most part, they were problems that could not be solved with money.
In most churches, for example, even great riches would not allow a private
patron to obtain the rights to the main altar. (If he did acquire this honor,
that is, were he not subject to this constraint, that in itself would convinc-
ingly signal unusually high status.) Scholars regularly consider the practical
limits on architectural projects, such as the physical conditions of the site or
the availability of certain materials. This approach can be extended to include
all commissions and a wide range of limitations. It provides a useful way to
begin research on a commission, to clarify the options that were available.
In'the Renaissance, the often unspoken rules of decorum imposed many of
the most important constraints. These rules were subtle and complex; hence
knowledge of them allowed viewers to differentiate between savvy patrons
and inexpert ones who clumsily followed in their footsteps. Today, it is a chal-
lenge to recomstruct these norms, but we can note the social cost that patrons
faced when they violated social conventions. Given that most patrons followed
the rules of decorum, an awareness of those constraints can help us identify
who commissioned undocumented works of art. A recent study, for example,
convincingly argues that a set of twelve marble heads depicting Roman em-
perors, made by Desiderio da Settignano for someone in Naples, must have
been intended for the king. The sculptures would have been inappropriate for
anyone except the ruler, even for the wealthy few who had the financial means
to make such a purchase.”

A different type of constraint, one we all confront when we go shopping, is
that of total financial resources. Even if a patron concludes that a given project
is worth the money, that is, the expected benefits exceed projected costs, it still
may be forgone if he considers his available funds alongside the costs of other
potential commissions that may prove more valuable. A patron with one thou-
sand florins to decorate his bedroom: or chapel will select the commissions
that give the biggest bang for his buck, subject to the limitation that he cannot
blow his overall budget. Economists refer to such a process as maximization
subject to constraint.’

Constraints, together with benefits and costs, constitute the three basic ele-
ments of our analytical framework. That framework reminds researchers to ask
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sermon was often given by scholars whose research on Thomas had been spon-
sored by Carafa himself. As the cardinals listened to these speeches, they could
have admired the stories of Thomas depicted in Carafd’s chapel. One of these, -
the Miracle of the Speaking Crucifix, is arranged to Jook best when seen from
the high altar.*’ After the mass, the cardinals visited the chapel itself.

Carafa must have hoped that Saint Thomas and the Virgin would appreci-
ate how Filippino’s paintings of them inspired good deeds. According to Paolo
Cortesi, as we observed in the previous chapter, the chapel frescoes did have
this impact on the erudite. The group naturally included the cardinals and
Jearned Dominicans. They could read the Latin inscriptions, surely provided
by the patron or one of the scholars he supported, and could recognize their
sources in Thomas’s writing. Learned Dominicans would also have appreci-
ated how Carafa revealed his support of one interpretation of Thomas through
the details in Filippinos Triumph of St. Thomas. The cardinal endeavored to
impress, influence, and inspire these erudite viewers while he promoted the
cult of Thomas. :

Carafa also entertained hopes that the College of Cardinals would elect him
as pope; he nearly achieved this goal in 1492, and again in 1503. Though the
cardinals obviously would not base their decisions primarily on art patron-
age, Carafa used his commissions to help create an image of himself as worthy
of the Seat of Peter. Thus, the decorations of his chapel recall those in the Sistine
Chapel, the recently completed chapel of Pope Sixtus IV, in a range of specific
features, from the representation of the kneeling donor in the altarpiece and
the inscriptions, to the pavement and balustrade.

In many of his commissions. the cardinal expressed “the virtue of magnifi-
cence”” to borrow the title from a 1498 treatise by Giovanni Pontano. The au-
thor, a humanist and statesman known to Carafa, succinctly identified another
fundamental benefit sought by the cardinal in his art patronage. Noble people
are particularly intent “to realize the long lasting of their name and reputa-

" tion, for which man’s desire is infinite”** As discussed in the next chapter, the

display of magnificence requires grand expenditures; for Pontano, “magnifi-
cence is the fruit of money.’*? Though Carafa paid two thousand ducats for
the Carafa Chapel, this did not represent a major sacrifice, since we can infer
that his fortune was vast. Just a few years later, he is said to have spent fifteen
thousand ducats for the construction and extensive marble decoration of a
chapel in the Cathedral of Naples.** Renaissance cardinals earned enormous
amounts, and Carafa could have spent much more on his chapel in Rome. For
example, he could have included a marble statue of himself, as he did in his
chapel in Naples (fig. 2.2). Carafa also commissioned a marble relief, includ-
ing a portrait, on a tomb for a family member in another church in Naples.
Why did he forgo this in Rome?

Carafas Roman chapel, however magnificent in some contexts, was strate-
gically restrained in others; that is because he worked within the constraint
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ing in Perugino’s frescoed altarpiece (now replaced by Michelangelo's Last Judg-
ment). Perhaps Cardinal Carafa, who aspired to the same position as Sixtus
IV, thought it would be inappropriate if he tried to “outdo” the pope. In Filip-
pino’s frescoes Carafa also appears only once, as kneeling in the altarpiece; the
patron rejected the idea, reflected in the preparatory drawing for the Triumph
over the Heretics, of including a second portrait. Most probably Carafa wanted
to cultivate a reputation for modesty and frugality, qualities praised by his
contemporaries. This might also explain why he only rented a palace in Rome,
though it would have been less costly to purchase his own.'* In these ways
Carafa avoided offending other cardinals. He presented himself as interested
only in the glory of God, and not in personal vanities, a strategy to foster his
(ultimately unsuccessful) candidacy to become pope. Nevertheless, he did this
in such a way as to impress both contemporary and future visitors to the cha-
pel with his importance and that of his family. The commission thus helped to
realize one of the primary benefits of commissions in Renaissance Italy.

Social Benefits

The benefits Carafa expected from his commission were hardly desired only by
patrons of his exalted status. This aristocratic cardinal from Naples manifestly
shared the goals expressed by Giovanni Tornabuoni, a Florentine merchant,
in his contract of 1485 with Davide and Domenico Ghirlandaio. Tornabuoni
specified that the frescoes in his chapel in Santa Maria Novella were commis-
sioned “as an act of piety and love of God, to the exaltation of his house and
family and the enhancement of the said church and chapel”** (fig. 2.3). And in
a now famous quote from a dozen years earlier, another Florentine patron and
merchant, Giovanni Rucellai, explained in a memorandum for his descendants
that his commissions brought him “the greatest contentment and the great-
est pleasure because they serve the glory of God, the honor of the city, and the
commeimoration of myself’*¢
When discussing Rucellai’s quote in Painting and Experience in Fifteenth Cen-
tury Italy (1972), one of the most influential modern studies on Renaissance
art, Michael Baxandall, argued that “it is not very profitable to speculate about
individual clients’ motives in commissioning pictures” We believe, however,
that by identifying the desired benefits we can better understand the choices
made by principals and agents (or clients and artists, in Baxandall’s terminol-
ogy). The desire to honor the city, for example, naturally resonated with civic
patrons. In 1406, the governors of Siena deliberated that frescoes by Taddeo
Bartoli in the town hall were intended “to decorate the chapel and honor our
Commune”"’ Private patrons, the primary focus of this volume, sought im-
portant benefits from their audiences in Heaven as well as those here on earth,
the group to whom we now turn our attention.

Y
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Countless treatises, letters, and wills—here we provide but one example
of each—reveal the role of art in establishing and burnishing an honorable
reputation. In his treatise On the Art of Building, the humanist Leon Battista
Alberti wrote that “we build great works so as to appeat great in the eyes of
our descendants; equally we decorate our property as much to distinguish
family and country as for any personal display”*® These words aptly apply to
the commissions made by his own ancestors in the Florentine church of Santa
Croce, as discussed in chapter 6. The Alberti family ordered, among other
works, highly visible tombs in the church. Perhaps they were motivated by the
rather surprising reasoning expressed by the merchant Filippo Strozzi, in a
private missive about plans for the tomb of a deceased relation: “the honor
gets assigned to us and not to the dead, and in making it beautiful we honor
ourselves”*® No doubt, these patrons also made their “artistic” decisions for
religious reasons. In a similar vein Giovanni Grimani, the Venetian patrician
and prelate, used his first will, of 1592, to order the sale of his antiquities. He
was concerned that he had “~ffended God by collecting . . - and having spent

on such vanities a great amount of money which could have been applied to
works of charity”*’ Nevertheless, the great collector had a change of heart six
months later, and requested that the cameos and medals be given to his nephew
“for the honor of our house of the Grimani.” Architectural monuments, mar-
ble tombs, and collections allowed patrons to obtain the high—for some the
supreme—benefits of honor and distinction.

Writing in Naples, Pontano mentioned the aesthetic pleasure derived from
«srnamental objects; such as statues, paintings, and tapestries, but hardly em-
phasized this as 2 motivation for patrons. “Their appearance delights, and they
bring prestige to the Lord [i.e., owner], because they are seen by many who fill
the house””* Pontano explained how magnificent commissions trumpet the
status of patrons, and how those notes echo: “such buildings, when made in

. this way; attract visitors from the most distant parts to admire them, and invite
poets and writers t0 praise them”*? Indeed, a vast body of poems-and, begin-
ning in the sixteenth century, published letters, travel journals, and treatises
as well—refer to specific works of art. Often, especially for portraits, tombs,
and palaces, the patrons themselves are mentioned. Their fame traveled widely,
thanks to the written word.

Already in the Renaissance we find the now familiar concept that a patron’s
name is linked to that of a famous artist. In a letter of about 1569 to Bartolo-
meo Ammanati, a fellow sculptor-architect, Guglielmo della Porta, described

his plans for a treatise:

There will be a short discussion about some of the illustrious princes who, with
their great generosity, brought many of our profession to true excellence, such
as the Magnificent Giuliano, the great Michelangelo; Duke [Ludovico il] Moro,
Leonardo da Vinci; Pope Leo [X], Raphael of Urbino; [Pope] Julius 11, Bramante;
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tury. Would the banishments have been even more frequent, or for longer
periods, if the lofty status of the Medici had not been widely proclaimed? Nic-
cold Machiavelli believed that the prudence, wealth, and lifestyle of Cosimo
the Tlder “caused him to be respected and loved by citizens in Florence, and

held in wonderful consideration by the princes not only of Italy, but of all

Europe’?®

Significantly, Cosimo constructed his massive town house just after return-
ing to Florence from a brief exile. Given his recent absence, the Medici leader
particularly needed to signal the solidity and importance of his family locally.
Writing in the early sixteenth century, Francesco Guicciardini rightly predicted
that the works Cosimo commissioned would last and keep his fame alive.”
Art and architecture even helped the banker and merchant earn the respect of
the landed gentry in northern Europe. The international status and renown of
the Medici continued to grow and spread over the next century. Tt also allowed
them to achieve success in the “marriage market? the golden ladder of social
climbing in Renaissance Europe. In 1565, Francesco I d¢ Medici married Jo-
hanna of Austria, sister of Holy Roman Emperor Charles V and a member of
the prestigious Hapsburg family. v

That grand public buildings help to ensure political stability had already been

noted by Aristotle, and Galvano Fiamma, in a text dating to the early 1330s
about the Milanese leader Azzo Visconti, elaborated this notion. “The people
seeing wonderful residences, stand rapt in fervent admiration.. .. On ac-
count of this, they are convinced that the prince is so powerful that it would
be impossible to attack him”*® A century later, Alberti expressed a closely
related idea: the special effect that beauty has on the public protects build-
ings against destruction.” And in his book written for cardinals in the early
1500s, Cortesi stated that sumptuous architecture “easily restrains the ad-
miring multitude from doing harm.” and mentioned instances when mobs
had destroyed buildings lacking architectural value. He recommended that his
reader live in a building “which will dazzle the eyes of the people by its digni-
fied splendor”? '

Another “political” benefit to patronage, as described by an ancient source,
caught the attention of Giovanni Rucellai. The Florentine architectural patron
noted in his private memorandum that Gnaeus Octavius “was made consul of
Rome, the first one of his family, on account of his building a very beautiful
palace . . . a palace imbued with great dignity and renown because it embodied
good order and measure, and he understood that it was the reason for his ac-
quiring the greatest goodwill and favor with the people”®® Rucellai believed that
magnificent commissions would also lead to a more general “goodwill” Surely
the Florentine merchant and his contemporaries took this lesson to heart as
they attempted to polish their reputations though patronage. Another Flo-
rentine author, writing a few years later in the 1460s, assessed a group of in-
fluential and anti-Medici Florentines who met at the new home of Luca Pitti:
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If the patron had had something special to offer the political leader, he might
have fared better. In 1621, for example, when Nicold Avellani was on trial
in Mantua, he obtained a pardon from Duke Ferdinando in exchange for the
“gift” of several prestigious paintings in his collection.’” The Gonzaga dukes,
in turn, like the rulers of other artistic centers, used their unique position to
commission paintings and sculptures they could give as gifts to more power-
ful leaders. These works, such as Correggio’s Loves of Jupiter, donated from
Duke Federico II Gonzaga to Emperor Charles V, or Bronzinds Allegory of
Love, given by Duke Cosimo de’ Medici to the French king Francis I, not only
communicated the sophistication of the patron but also brought him political
benefits. In a similar way, as we have seen, Lorenzo de’ Medici arranged for
Carafa to obtain the services of Filippino, and thus the cardinal remained in

debt to the Florentine leader.

Financial Benefits

Commissions did more than allow patrons to consolidate and improve their

status. They helped signal political connections, which often led to economic

benefits: a scholar might get a lucrative public appointment, a merchant a

significant tax break. In the sixteenth century, we find several patrons across

Ttaly who proclaimed their allegiance to rulers through inscriptions or sym-

bols on the facades of their homes. Both the Lanfredini and the Pandolfini did
this in Florence, for example, as did Leone Leoni in Milan.?® In paintings, the
most obvious way to curry favor was to embellish works with portraits of
political leaders, as Del Lama attempted to do in Botticelli’s Adoration of the
Magi. The principals themselves probably made decisions of such delicacy,
and certainly approved or rejected them if proposed by their agents.

Highly conspicuous commissions could yield economic benefits more di-

rectly. A letter discussed in chapter 7 demonstrates the impact of Leone Leoni’s
impressive home, servants, and horses. They convinced one of his contempo-
raries that the sculptor could be trusted with a large quantity of silver. Others
surely felt the same way about conspicuous and costly commissions. Artistic
investments conveyed success and financial stability, and sometimes were bread
cast upon the waters effectively. These messages resonated particularly well
in early modern Europe, whose economy depended on credit. Ttaly was far
from an all-cash society; not only the most important banks and businesses,
but also the small shops, employed a complex mixture of cash, barter, and
Joans. Though construction workers received regular wages, requiring patrons
to have cash on hand, the wealthy enjoyed generous credit lines from mer-
chants. “Personal appearances and household possessions were, therefore,
not only signals about social standing and prestige;” as Evelyn Welch recently
demonstrated; “they were also key indicators of credit-worthiness”* Art and

i
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to building projects, in the Renaissance as today, payments to even major
architects were but a small fraction of the total costs.

Reflecting the price of materials, Renaissance sculptures in marble and
bronze cost far more than paintings of a similar or even much larger scale;
this represents a neat reversal of current prices. For most Renaissance patrons,
however, buildings constituted the most expensive genre discussed in this
volume: a palazzo cost at least ten times more than an altarpiece but usually
much more. Though exact prices are difficult to establish, we have consider-
able information about Renaissance Florence. In 1473 Bongianni Gianfigli-
azzi estimated the value of his recently completed palazzo—purchased partly
built in 1460 for two thousand florins (83 man-years)—at five thousand flo-
rins (212 man-years).** Goldthwaite calculated that the Bardi-Busini remod-
eled their palazzo in 1487 for 155 man-years, the Da Gagliano spent 103
man-years in the 1520s for a new facade, the Bartolini paid 611 man-years
between 1520 and 1533 for a major palace, and for one of the largest Re-
naissance homes, Filippo Strozzi and his heirs paid for 1,333 man-years by
1506.* These costs in man-year equivalents exceed those of even the most
fabulous private mansions today.*®

Often the original patrons never lived to see their buildings constructed.
Such was the case of Luca Pitti, who complained of “a host of debts, hundreds
and hundreds of florins,” and of Filippo Strozzi, who in the view of one con-
temporary was “lorded over” by his own palazzo.*® Some Florentines even
went bankrupt building; Giovanni Boni, for example, had to sell off his re-
cently completed home. These events illustrate the extraordinary costs patrons
were willing to incur, that is, the risks they were willing to take, to signal their
wealth and status.

Social Costs

~ Beyond the monetary costs of commissions, patrons had to bear “social costs”

These were usually incurred when the message received from a work of art
differed from the patron’s expectation. At a minimum, an audience might miss
the intended message of a commissioned work; at worst, an artwork might
receive a negative reception. Consider four reasons why a work of art might
fail to convey what the patron wished. First, commissions left incomplete for
any reason often put patrons in a poor light. In Orvieto, the cathedral opera
or board of works declared in a meeting that the group was “held in the lowest
esteem” and suffered “disgrace” because a fresco cycle begun forty years earlier
by Fra Angelico was still unfinished.*° Though the views of their colleagues
in Siena are not documented, the board members there must have felt even

greater shame when the overly ambitious plans for the “new cathedral” were
abandoned.
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F1G. 2.5.
Michelan-
gelo, Night,
New Sacristy,
San Lorenzo,
Florence (Ar-
chivi Alinari/
Bridgeman,
Florence)
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the sources of embarrassment, sometimes because they had more receptive
tastes. Today, admirers of Renaissance art would be thrilled to own a painting
by Bellini or Valori’s palazzo. »

The allegory of Night (fig. 2.5), one of Michelangelos marble sculptures in
the New Sacristy, provides a fascinating glimpse at the shifting social benefits
and costs of art in sixteenth-century Florence. When the commission begins
we find the expected alignment between the aims of the agent and principal.
Michelangelo created a number of impressive works intended to glorify the
Medici in their funerary chapel at San Lorenzo. In his draft for the inscrip-
tion, intended to be placed on the tomb of Giuliano de’ Medici, Michelangelo
gives voice to Night and her companion Day. The sculptures themselves state
that they were rightly punished by Giuliano for having caused his early death.
The artist thus showed Night in a fitful sleep and gave her the physical signs
of breast cancer.”’

Before the sculpture was finished, however, Duke Cosimo de’ Medici took
over the city as a tyrant. Michelangelo turned against him, abandoned Florence,
and left the New Sacristy sculptures incomplete. A few years later, he penned
another poem about Night, published by Vasari in his 1550 Life of Michelan-
gelo. In these verses, he exploited the ambiguous iconography of his own sculp-
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straightforward. The most subtle constraints related to rules of decorum. The
rewards from presenting oneself as above on€’s station might be great if one
was not caught. Both ancient and Renaissance authors often stressed the im-
portance of commissioning works commensurate with the patron’s social con-
dition; they evidently thought the temptation to violate this constraint was
high. In his treatise on architecture, Filarete even included plans for houses
suitable for certain ranks of society.*> Pontano provided a useful example,
derived from ancient texts, to illustrate how a commission could lead to deri-
sion. Licinus, a barber, became so wealthy and famous that he built himself
a rich tomb, but all his contemporaries found such a noble setting inappro-
priate for someone of such low social condition. Thus the taunting epigram,
“I jcinus lies in a marble tomb, while Cato is in a small one, and Pompeius has
none at all. Can we believe in the existence of the Gods?™®
A similar fate befell the Renaissance poet Bartolomeo Aragazzi, as recounted
in an amusing letter by his contemporé.ry Leonardo Bruni. Bruni saw the now
celebrated sculptures carved by Michelozzo for Aragazzi’s tomb (fig. 2.6) being
transported with great effort by workmen. One of them cried out “May the
gods damn all poets!” Why? Because “this poet who died recently, well known
to be stupid and puffed up with conceit, ordered a marble tomb to be made for
himself” ! Bruni further argued that a man’s fame should rest on his praise-
worthy works, not a tomb, and he reserved special scorn for the lowborn pa-
tron who commissioned a grand monument: “I wonder, what actions, what
deed will you have inscribed? That your father drove asses and goods around
the fairs?” Even if such a patron could meet the production costs for such a
commission, the work would be received poorly by his contemporaries. We
can discern the motivations behind Bruni’s attack from the notes to his trans-
Jation of the Economics, then attributed to Aristotle: “Wealth will lend adorn-
ment and honor . . . if we make our outlays opportunely and gracefully”®*
Bruni evidently considered the grandeur of Aragazzi’s tomb to be excessive.
For many Renaissance viewers, the reputation, not the mere wealth, of the
deceased constituted a significant differential cost for commissioning an hon-
orable tomb. Many tombs, quite apart from money, would be too expensive in
social costs for all but the true elite.

Even elites needed to be careful. The title of a short dialogue from the mid-
1400s, “Against the Detractors of Cosimo de Medici’s Magnificence;” indicates
that some people objected to the ambitious building campaign of the Floren-
tine leader.®® The author, Timoteo Maffei, defended Cosimo’s magnificence
from attacks made against his vast architectural expenditures. Maffei, a canon
of the Augustinian order, was hardly a disinterested author. His unpublished
text supported Cosimo’s decision in 1456 to finance the rebuilding of the Badia
at Fiesole, given to Maffei’s order in 1439. Already in 1463, Pope Pius Il wrote
in praise of Cosimo’s building projects, but noted the objection to these works
from some who considered the patron a tyrant.** In 1525, Machiavelli observed
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their audiences: their social equals, their inferiors, and especially their supe-
riors. For example, when the bishop of Trent commissioned a fresco cycle from
Dossi Dosso, he rejected the artist’s suggestion to depict the sack of Rome. As
the bishop wrote in 1531, the scene would be highly inappropriate should the
pope ever decide to visit.*” Soon after the Marquis of Mantua commissioned
Mantegna’s fresco cycle in the Camera degli Sposi (fig. 2.7), complete with
portraits of his family, the emperor, and the king of Denmark, he received a
worrying letter from his ambassador in Milan. The latter relayed that the Duke
of Milan “is not a bit pleased that your lordship did not have his Excellency
himself portrayed in it””° The marquis replied that the emperor was his supe-
rior and the king his brother-in-law, and he did not change the fresco. Might
the reply have been different had the emperor himself requested that a por-
trait be added?

Church regulations often imposed constraints on principals and agents.”*
Chapel decorations, for example, had to identify and thus celebrate the holy
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Some church and social conventions were less constraining than others;
that is, they were enforced flexibly, with money frequently enhancing elastic-
ity. Flexible conventions, even those for which exceptions must be purchased,
are not constraints. A range of regulations could be lifted for a price. For ex-
ample, across Italy the severely worded sumptuary laws, which prohibited such
vanities as the ostentatious display of jewels or lace, in practice often merely
required that wealthy wearers pay a fine. When Florence revised its laws, it al-
lowed the sale of exemptions to constraints on consumption.”® Such “paying
for the pomp,” to use the Venetian phrase, transformed the civic regulation
from a constraint to a cost.*® As we shall see in the next chapter, the differ-
ing abilities to pay such costs provided a further means to distinguish among
wealthy Venetians.

Great demand for an artist often created an availability constraint; artists
could and did turn down uninteresting offers, such as one from an undistin-
guished patron. The most successful and established figures, such as Michelan-
gelo, Titian, or Raphael, worked almost exclusively for the most elite members
of society. A run-of-the-mill patron could not engage a “superstar” for even a
very well-paid commission.** Throughout history, commissions of a superstar
have provided a very effective signal of status. The commission, though ex-
pensive, was often something money alone could not buy. Naturally, the very
status of the famous artist generated interest in his works, thus providing pa-
trons with attributes skill alone could not guarantee: increased visibility and
implied status.®* In some cases, as the letter to Ammanati reminds us, the fame
of elite patrons remained bound to that of the artists they supported.

In the Renaissance, the availability of some materials also constituted a
constraint. Today a wealthy patron can purchase virtually any building mate-
rial, but in the period under discussion some stones, such as colored marbles
or porphyry, were available only from distant countries or ancient mohuments.
Access to these materials indicated that the patron had connections or power,
or both. In 1585, for example, Pope Sixtus V prohibited the excavation of
porphyry in and around Rome.*® This constraint forced most patrons to
obtain imitation porphyry, or specimens of poor quality. Those who ignored
the law not only obtained the finest product but signaled their high status by
disregarding the pope.

Regulations on commissions imposed “permissibility constraints” On the
streets of Florence, a private tower could be no higher than the town hall; at
the church of Orsanmichele, only selected guilds obtained the right to adorn
the external pillars with statues of their patron saints.®* One practical con-
straint that limited all commissions was location. Though wealthy patrons could
find a range of settings for a home, tomb, or chapel—and within a house many

b craprerTwo  walls might be available for paintings in the bedrooms and antechambers—
iF o few of these spaces were considered prestigious, and prestige was always a -
‘\“”1 prime consideration. The location constraint often did not impose on all equally;
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36. Though this dating and reasoning remain plausible, we should also consider
that Del Lama, immediately after his disgrace, would have had a good reason to ask
Botticelli to include the Medici portraits. '

37. For this and other examples of forced gifts in exchange for political favors, see
Guido Rebecchini, “Il mercato del dono. Forme dello scambio artistico a Mantova tra
Cinque e Seicento,” in Tra committenza e collezionismo: studi sul mercato dellarte
nellTtalia settentrionale durante letq moderna, ed. Enrico Maria dal Pozzolo and Leo-
nida Tedoldi (Vicenza: Terra Ferma, 200 3), 113-22, esp. 115-17.

38. For the Florentine examples, see Michael Lingohr, “Palace and Villa: Spaces of
Patrician Self-Definition,” in Renaissance Florence, 269. For Milan, with references to
other examples in northern Italy, see chapter 7.

39. Welch, Shopping, 92.

40. Lingohr, “Palace;” 253.

41. As quoted in Pierre Bourdieu, Distinction: A Social Critique of the Judgement
of Taste, trans. Richard Nice (Cambridge, MA: Harvard University Press, 1984), 287
note 21. . -

42. Welch, Shopping, 226-27.

43. Though it is possible that Francesco Castellani did not have the authority to
make this sale, the need to keep up appearances probably kept many impoverished
chapel owners from ceding their patronage rights.

44. 1. R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria Novella (Ann
Arbor and London: Garland, 1976), 104-8. We estimate a “man-year” of unskilled
labor at about 130 lire; see discussion in the introduction.

45. Charles De Tolnay, Michelangelo II: The Sistine Ceiling (Princeton: Princeton
University Press, 1949), 109-10, appendix no. 90, 248-49; John Shearman, Rapha-
ol’s Cartoons in the collection of Her Majesty the Queen, and the Tapestries for the
Sistine Chapel (London: Phaidon, 1972), 13.

46. Brenda Preyer, “Around and in the Gianfigliazzi Palace in Florence: Develop-
ments on Lungarno Corsini in the 15th and 16th Centuries,” Mitteilungen des Kunst-
historischen Institutes in Florenz 48 (2004): 55-104, esp. 66. .

47. Richard A. Goldthwaite, The Building of Renaissance Florence: An Economic
and Social History (Baltimore and London: Johns Hopkins University Press, 1980),
399—400. For these buildings he evaluated a man-year of unskilled labor as 150 lire.

48. If an unskilled construction worker earned $40,000 per year, 155 man-years
would be $6,200,000, and 1,333 would be $53,320,000.

49. For the quotes by Luca Pitti and Luca Landucd, see E. W. Kent, “Palaces, Poli-
tics and Society in Fifteenth-Century Florence” I Tatti Studies 2 (1987): 50.

50. O’Malley, Business, 107. - ‘

51. Salvatore Settis, Giorgione’s Tempest: Interpreting the Hidden Subject, trans. Ellen
Bianchini (Chicago: University of Chicago Press, 1990), 128. '

52, Robert Williams, “The Facade of the Palazzo dei ‘Visascci; » I Tatti Studies 5
(1993): 225.

53. Leonardo da Vinci, Leonardo on Painting: An Anthology of Writings, ed. Mar-
tin Kemp, trans. Martin Kemp and Margaret Walker (New Haven and London: Yale
University Press, 1989), 257 0. 617.

54. O’Malley, Business, 104.
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