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SANDRO BOTTICELLI AND MICHELE MARULLO

Rumour arrived in Ferrara, but it was no rumour. Ludovico 

Ariosto did not want to believe the news. His friend Michele 

Marullo Tarcaniota was dead. He wrote their mutual friend 

Ercole Strozzi asking him to tell him it was not true.1 But he knew it was 

and declared Marullo’s death worse than the subjugation of Italy under 

a foreign ruler – currently the French king, Louis XII. By the time the 

poet had heard of Marullo’s passing, he would have also have learned that 

the French had captured Ludovico il Moro, lord of Milan, the same day. 

Ariosto was left to fantasize vainly that Marullo might still be alive: ‘it is 

better for me to hope for what I so desire: I joyfully already seem to see 

Marullo in front of me’. Ariosto’s wishful thinking for Marullo’s ‘cheerful 

face’, however, could only then be fulfilled by a portrait. As Leon Battista 

Alberti had long before noted, the genre was the best way of remembering 

absent friends.2 Marullo would have agreed as when his beloved Neaera 

was not present, a miniature portrait was all he had: 

My small, but extremely fortunate panel,

Which gives me back the face which I yearn for,

And my lady, never hard, never harsh,

Greets me with a sunny countenance,

With what joy I look upon you, recognising

The visage beautified by a thousand Loves and Graces!3

Of portraits of Marullo, there is only the one, and it is by Sandro Botticelli. 

Let’s attempt to figure out the circumstances for which it was painted by 

going back to that day when Marullo was tragically, as Ariosto wrote in his 

lament, ‘seized by turbulent whirlpools’. 

1 L. Ariosto, Opere minori, 
ed. C. segre, Milan–Naples, 
1954, pp. 40–42. 

2 r. Neu WAtkiNs, ‘L. B. 
Alberti in the Mirror: An 
Interpretation of the Vita 
with a New Translation’, 
Italian Quarterly 30 (1989), 
p. 11. 

3 Epigram, III, 31. Translation 
adapted from C. kidWeLL, 
Marullus: Soldier Poet of 
the Renaissance, London, 
1989, p. 71. Charles 
Fantazzi translates the 
Latin for panel ‘tabellam’ 
as ‘writing tablet’, but it 
seems clear that Marullus 
is referring to a miniature 
portrait. M. MAruLLus, 
Poems, translated by C. 
FANtAzzi, Cambridge, MA, 
2012, p. 125.
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Death by Drowning 

Michele Marullo drowned in the Cecina River, on his return 

from Volterra to visit Raffaele Maffei, a man of letters as well 

as of saintly ways, who tried to dissuade him from leaving, not 

only because it was a very rainy day, but also because it was 

Palm Sunday, which Marullo made fun of, and perhaps the 

Lord punished him for this as he was not very religious.4 

Palm Sunday (12 April) 1500 and pouring rain. Piovosissima in Italian. 

Michele Marullo seems anxious. He wants to get going. He is in Volterra. 

He had been visiting Raffaele Maffei, one of the great scholars of Greek 

of his era. Maffei had translated the second, third, and ninth books of 

Homer’s Iliad. Connected to the Roman curia, he was known for his austere 

ways as is clearly evident in Silvio Cosini’s posthumous bust of him (fig.1). 

Perhaps Marullo, despite the learned conversation, felt penned in. Marullo 

was a real Greek. He claimed birth in Constantinople, and although the 

exactness of this assertion has been disputed, his Hellenic origins cannot 

be disputed. Despite all his years in Italy and his abilities in not only Latin 

poetry but also in Tuscan at its most invective, he was a Byzantine. Maffei 

would have found this enough of an attraction to welcome Marullo to his 

home even if in personality the two could not have differed more. Marullo 

was a soldier poet without religion or at least very little of it. 

One would not have been surprised if the conversation at the Maffei 

home had been about Caterina Sforza, the tiger (tygre) of Forlì. Just three 

months before Marullo had been with her when Caterina capitulated 

to the French troops of Louis XII who had been sieging the fortress of 

Ravaldino outside of Forlì in aid of Cesare Borgia. She managed to give 

herself over to the French before Borgia arrived in the inner sanctum of the 

castle, known as the Paradiso, which she had built around a private garden 

and decorated with a sumptuous Della Robbia tiled floor ordered via her 

late husband, Giovanni di Pierfrancesco de’ Medici. This Medici and his 

Fig. 1: Silvio Cosini, 
Raffaele Maffei, 
c. 1529–32, terracotta, 
46.4 cm (height), New 
York, The Metropolitan 
Museum of Art.

brother Lorenzo, cousins to Lorenzo the Magnificent, were Marullo’s 

closest Florentine patrons. Although Caterina Sforza had surrendered to 

the French in a deliberate ploy to spare her life, she was handed over to 

Borgia, who raped her and conducted her to Rome in triumph. His father 

Alexander VI was pope. Since March she had been incarcerated in the 

Castel Sant’Angelo. What happened to Marullo in the months between 

that January debacle at Forlì and Marullo’s Easter-week arrival in Volterra 

is not known, but in Forlì like other high-ranking military men, Marullo 

had been able to procure ransom money, whereas many other of Caterina’s 

defenders simply had their throats cut. 

In Volterra, whatever the patter between Marullo and Maffei, Marullo 

the soldier felt he had to leave despite any protestations about the unsafe 

travel conditions. He was forced to ford the Cecina river. Although an 

experienced horseman, the swift flowing waters engulfed him and his 

4 Manuscript note of the 
literary scholar A.F. MArMi 
(1665–1736) in a copy of 
the 1582 Parisian edition of 
Poetae tres elegantissimi, 
cited by D. CoppiNi in 
‘Marullo Tarcaniota, 
Michele’, DBI  71 (2008). 
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mount, and days later the corpse was found buried in the mud. There is no 

record of what happened to the horse. Maffei took care of Marullo’s burial 

in the village church of Pomarance. 

For his humanist friends and colleagues, as we know from Pietro Candido, 

the most significant detail of his death was not so much the drowning but 

that in his bag was found his copy of Lucretius’s On the Nature of Things 

(De rerum natura). Marullo’s notes on Lucretius were a basis for Candido’s 

1512 edition of the text, and he wrote in the preface of that: 

Marullo, once our most delightful friend, whose judgment we 

have followed above all in this work, was throughout his life so 

enthusiastic for the charms of Lucretius that he went almost 

nowhere without him as a companion, never took himself to 

bed without having read through and examined some verses of 

Carus [Lucretius].5 

News of the death in the river probably reached Florence quickly. Marullo 

had a wife there: Alessandra Scala. She was the daughter of the late chancellor 

of the Florentine Republic Bartolomeo Scala. The circumstances and exact 

date of their betrothal are not known, but in a period in which marriages 

were arranged for reasons other than compatibility, the couple had an 

unusual amount of shared interests. The Victorian novelist George Eliot 

was inspired by them for the main characters of Romola (1863): Romola 

de’ Bardi, an intellectual young woman, and Tito Melma, a Greek scholar 

and adventurer. Like those two, one of Marullo and Scala’s commonalities 

was Marullo’s native tongue. The Florentine humanists were astonished at 

her mastery of Greek and interpretation of Sophocles’ Electra:

When Alessandra played Sophocles’ Electra, one virgin playing 

the part of another, we were all astounded. What ease she, of 

Etruscan descent, in pronouncing the Attic language without an 

error. What a voice came out, mimicking, but sincere. How she 

observed all the smallest details of the scene. And in appearance, 

5 p. CANdido in the preface 
to his 1512 edition of 
Lucretius, cited and 
translated by 
G. pAssANNANte, The 
Lucretian Renaissance: 
Philology and the Afterlife 
of Tradition, Chicago, 2011, 
p. 97.
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how she always maintained a straightforward character, with 

her eyes on the ground, never making a wrong move, and with a 

passage, never exaggerating the sorrowful tone. She came toward 

the audience with a tearful look. We remained dumbfounded.  

I was smit jealous when I saw the brother in her arms6.

The performance, as described above by Angelo Poliziano, the foremost 

poet at the court of Lorenzo de’ Medici and a fierce rival of her father’s, 

took place at the latter’s residence and was directed by Giano Lascaris, 

the Greek humanist of imperial descent, who taught Alessandra and 

her siblings, including her younger brother who played Orestes. One 

wonders if Bartolomeo had forced his children into this bout of playacting. 

Bartolomeo was known for his obsequious manners (the poet Luigi Pulci 

described him as always bowing [‘Messer Bartolomeo de’ bell’inchini’]) 

and others noted that his Latin was not as good as it should be for a state 

official; Poliziano was sometimes called to the chancellery to correct it.7 

Nevertheless, he came to see Alessandra in Electra, which was given in the 

courtyard of Scala home on the outreaches of the Borgo Pinti. (Scala also 

owned Villa Le Lune on the way to Fiesole.) 

The Borgo Pinti house—now the Four Seasons Hotel—was decorated 

with the stucco reliefs by Bertoldo, the Medici family sculptor who had 

run for Lorenzo the Magnificent the Garden of San Marco where artists 

like Michelangelo and Pietro Torrigiani got there first contact with the 

Florentine cultural world. The reliefs illustrate Scala’s Apologues, moral 

tales on subjects like war, strife, love and magnanimity (fig.2) that Scala 

had dedicated to Lorenzo the Magnificent. In 1490 the great Neoplatonist 

scholar Marsilio Ficino wrote to Scala thanking him for an invitation to 

his house where the splendour of Phoebus will be celebrated ‘under the 

care of Apollo, with his Muses and with Plato in their choir’.8

Alessandra’s recital took place when she was just eighteen in early 1493 

and therefore sometime within the year after Lorenzo’s death in April 

Fig. 2: Bertoldo, 
Magnanimity, c. 1490, 
stucco, Florence, Four 
Seasons Hotel (formerly 
the house of Bartolomeo 
Scala), photograph by 
Francesco Bedini. 

1492. Alessandra was a serious woman and perhaps inherited a sense of 

self-importance from her father. When just seventeen, in correspondence 

with the Venetian woman of letters Cassandra Fedele, she had inquired 

whether it was better to marry or pursue studies (‘utrum Musis an viro’). 

Cassandra’s reply was to follow one’s own nature.9 Alessandra continued 

to study; unusually for a woman of her time, she did not marry until her 

mid-twenties. Among Marullo’s poetry, there were verses dedicated to 

her (as well as—in the poetical conventions of the time—to other lovers, 

including the mysterious Neaera).

In 1500 her father had been dead three years and Poliziano since 1494. 

His epigrams dedicated to Alessandra had been ‘salted’ by an obscene 

one as well as invectives against her father, who, as a son of a miller, had 

from humble origins become rich. Marullo, clouded in the mystery of a 

Byzantine whose family escaped the Turkish takeover of Constantinople 

and lived in exile, probably appeared more noble to Italians than he may 

actually have been. This exaggerated sense of birth-right made him look 

with scorn on Poliziano, who—no differently than Marullo’s father-in-

law—was of humble origins: ‘wasn’t... your father a Sienese peasant (non 

fu tu’ padre un contadin senese)’?10 But by 1500 those class differences may 

have been forgotten. The times had changed quickly since Lorenzo the 

Magnificent’s death: his son Piero had been kicked out of Florence; the 

Republic was proclaimed; Lorenzo and Giovanni di Pierfrancesco had 

7 A. pArroNChi, ‘The 
Language of Humanism 
and the Language of 
Sculpture: Bertoldo as 
Illustrator of the Apologi 
of Bartolomeo Scala’, 
Journal of the Warburg 
and Courtauld Institutes 27 
(1964), pp. 109–11.

6 A. poLiziANo, Liber 
epigrammatum graecorum, 
ed. F. poNtANi, Rome, 2002, 
p. 129 (Epigram 28). 

8 Ibid., p. 112; cited in 
J.D. drAper, Bertoldo di 
Giovanni: Sculptor of the 
Medici Household: Critical 
Appraisal and Catalogue 
Raisonné, Columbia, 
MO–London, 1992, p. 224. 

10 Cited in i. deL LuNgo, 
Florentia: uomini e cose del 
Quattrocento. Il Poliziano 
in patria, in famiglia, nel 
parentado, nello Studio 
Fiorentino, alla storia 
aneddota dell’Umanismo, 
in teatro, “Lauri sub 
umbra”, Florence, 1897, 
p. 66. 

9 Cited in F. LuCioLi, ‘Scala, 
Alessandra’, in DBI 91 
(2018). 



12 13

returned; the Dominican preacher Savonarola had been executed in the 

Piazza della Signoria; and the French had invaded Italy twice. 

In April 1500, Sandro Filipepi, known as Botticelli, would have quickly 

come to hear that Marullo had died in the Cecina river. What effect this 

had on him is hard to say as the past decade had seen many shifts in his 

world, but no matter he kept on working. Over a long period of time and 

seemingly for himself, the artist had been occupied with the illustration of 

Dante’s Divine Comedy. Thinking about Marullo’s drowning in the Cecina 

River would have brought him to the thirteenth canto of the Inferno which 

he faithfully illustrated (fig.3) as the terrifying forest that Dante describes 

like the indomitable marshy landscape between the towns of Cecina and 

Corneto. This is where suicides are punished:

Fig. 3: Botticelli, Canto 
XIII of Dante’s Inferno, 
1490s, ink on parchment, 
32,5 × 47,5 cm, Vatican 
City, Biblioteca 
Apostolica Vaticana.

Even those savage beasts that roam between 

Cecina and Corneto, beasts that hate 

tilled lands, do not have holts so harsh and dense.

This is the nesting place of the foul Harpies, 

who chased the Trojans from the Strophades 

with sad foretelling of their future trials.

Non han sì aspri sterpi né sì folti 

quelle fiere selvagge che ’n odio hanno 

tra Cecina e Corneto i luoghi cólti.

Quivi le brutte Arpie lor nidi fanno, 

che cacciar de le Strofade i Troiani 

con tristo annunzio di futuro danno.

Inferno XIII, 7–1211

11 The Divine Comedy of 
Dante Alighieri: Paradiso, 
trans. A. MANdeLbAuM, New 
York, 1984. 
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Botticelli Paints Marullo

Botticelli portrayed Marullo in a mesmerizing portrait looking out at the 

viewer almost in defiance of the world. Let’s look at this portrait now 

and ask was it painted before or after Marullo’s tragic death and who 

commissioned Botticelli to paint it.

The identity of the sitter in Botticelli’s portrait comes from copies of the 

picture in the Museo Civico in Como (fig.15) and the Uffizi in Florence. 

The first had been property of the humanist historian Paolo Giovio, Bishop 

of Nocera, who owned it since at least August 1521. Giovio collected 

portraits of famous men and must have specifically commissioned this one, 

Fig. 4: Botticelli, 
Lorenzo Lorenzi, post 
1502, panel, 50 x 36.5 cm, 
Philadelphia Museum 
of Art, John G. Johnson 
Collection. 

because the original was unavailable. Much of Giovio’s collection consisted 

of copies, but he did possess great works of art. He owned Botticelli’s other 

identifiable male portrait, that of Lorenzo Lorenzi (fig.4), now in the 

Philadelphia Museum of Art, Signorelli’s portraits of the mercenaries of 

the Vitelli family, now divided between the Bernard and Mary Berenson 

Collection of Villa I Tatti (fig.5), Florence, and the Barber Institute of 

Fine Arts, Birmingham, and Bronzino’s Andrea Doria in the Brera, Milan. 

Giovio’s painting of Marullo is now attributed to Ridolfo del Ghirlandaio, 

the sixteenth-century painter, who was a connoisseur and collector of 

earlier Florentine art.12

In 1536 Giovio installed his collection at Borgo Vico on Lake Como. 

Fig. 5: Signorelli, 
Vitellozzo Vitelli, 
after 1503, panel, 
42.8 x 33 cm, Florence, 
Villa I Tatti, Bernard 
and Mary Berenson 
Collection. 

12 M. giANeseLLi, ‘Dans 
l’intimité de Ridolfo del 
Ghirlandaio: les collections 
d’ “un’omo da bene” ’, in 
F. pArriLLA and M. borChiA, 
eds., Le collezioni 
degli artisti in Italia: 
trasformazioni e continuità 
di un fenomeno sociale tra 
Cinquecento e Settecento, 
Rome, 2019, pp. 209–21.
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In the mid-sixteenth century Cosimo I de’ Medici sent Cristofano 

dell’Altissimo to copy the pictures for the Uffizi, where they are now hung 

in the corridors. That the portrait of Marullo was included on the list of 

subjects to copy perhaps indicates that the Medici did not already own a 

portrait of him. Giovio’s own interest in portraits was iconographical. The 

collection became the basis for his brief lives of the great personalities of 

the age. Marullo’s life was published in Elogia virorum literis illustrium 

without specific mention of the painting. It was used as the basis for the 

engraving for the 1577 illustrated edition of Giovio’s text (fig.16). 

As there is neither setting nor symbolism to identify who was portrayed in 

the Botticelli, the artist was obviously confident of his abilities to tell the 

story behind the sitter and convey who he is through a physical description 

that brings out his personality. The man in three-quarters-view dominates 

the picture surface like a pyramid. He turns slightly outward as if he is 

defying the viewer to look at him, but he is aware of another presence as 

the pupils of his eyes have turned to the extreme right. It is a technique 

found in sculpture busts of the period such as Verrocchio’s terracotta bust 

Fig. 6: Verrocchio, 
Giuliano de’ Medici, 
c. 1475–76, terracotta, 
61 cm height, 
Washington, D.C., 
National Gallery of Art.

of Giuliano de’ Medici in antique-style armour (fig.6) in the National 

Gallery of Art in Washington, D.C., in which Giuliano is caught in the 

moment, having just spun around. His long locks of hair—carefully cut, 

combed, and pomaded—animate the figure’s movement. 

Botticelli similarly specializes in using hair to create form and convey 

personality. Much has been written of the fantastic hairdos of Botticelli’s 

women, like the portrait now in Frankfurt (fig.7) of a woman wearing a 

carnelian of Apollo vanquishing Marysas that belonged to Lorenzo the 

Magnificent. It cannot be determined whether this is an actual portrait or 

Fig. 7: Botticelli, Portrait 
of a Woman with a 
Carnelian of Apollo and 
Marsysas, c. 1480, panel, 
82 × 54 cm, Frankfurt, 
Städel Museum. 
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an ideal lady in the convention of Petrarchan love poetry of which the 

Magnificent was a consummate author. He and his brother, Giuliano, 

competed in jousting tourneys in honour of their ideal loves. In 1475 

Giuliano went into the lists in Piazza Santa Croce for the Genoese 

Simonetta Cattaneo, who had married the Florentine Marco Vespucci, 

carrying a banner painted by Botticelli with an image of Palla Athena and 

the French motto Sans pareille. Piero di Cosimo’s female portrait in Chantilly 

(fig.9) is sometimes thought to be a depiction of her, because it has Vespucci 

provenance and an old inscription with that identification (although it 

seems unlikely because of the bared breasts as Simonetta was a respectable 

married lady). In any case, the portrait shows an idealized vision of female  

beauty with an elaborate coiffeur that was then at the height of fashion. 

Fig. 9: Piero di Cosimo, 
So-called Portrait of 
Simonetta Vespucci, 
c. 1480–90, panel, 
57 x 42 cm, Chantilly, 
Musée Condé.

Fig. 8 (opposite): 
Infrared reflectographic 
image of Botticelli’s 
portrait clearly showing 
changes in the hair.
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In Botticelli’s and Piero di Cosimo’s portraits, the piles of braid and 

hairpieces, alluring arranged about their heads would invite thoughts of 

how they might be undone in more intimate situations. A beauty recipe 

book associated with Caterina Sforza shows how much care was taken with 

make-up and coiffeur. It had advice on making skin shining white, growing 

hair long, and removing unwanted hair: ‘fare la faccia bianchissima et bella 

et lucente et colorita’, ‘far crescere li capelli longhi insino at terra’, and ‘a 

far cadere peli che mai più tornaranno’13. Women’s elaborate preparations 

for parties are taken to task in a satiric poem by Luigi Pulci, ‘Le galee 

a Quaracchi’, in which the poet lists the many types of cosmetics and 

hair ornaments that some young Florentines took on a boat ride to visit 

a Rucellai villa in the Florentine suburbs and that so easily trick clueless 

husbands (O poveri mariti, / ciechi, pazzi e gaglioffi!).14

While female coiffeurs might seem complicated things, the male ones 

were no simple manner—particularly in case of the helmet-like hair of 

the preening youths of Florence. One imagines much time spent in front 

of the mirror but also professional barbers to get the cut just right. Try to 

figure out the time, in the age before the blow-drier, it took for the sitter in 

Botticelli’s Portrait of a Man with a Medal of Cosimo the Elder (fig.10) in the 

Uffizi to put every lock in place. Even intellectuals like Poliziano follow 

the style as can be seen in Domenico Ghirlandaio’s portrait of him in 

Santa Trinita in which he is shown as tutor to the Magnificent’s children 

or the portrait bust in a commemorative medal (fig.11). 

Marullo keeps to fashion no less, but Botticelli makes his hair unkempt 

showing a man who might not have been bothered to comb it out every 

Fig. 10: Botticelli, 
Portrait of a Young Man 
with a Medallion of 
Cosimo the Elder, 
1474–75, panel, 
57.5 × 44 cm, Florence, 
Gallerie degli Uffizi.

Fig. 11: Niccolò di 
Forzore Spinelli, Angelo 
Poliziano, c. 1494, cast 
bronze, 5.6 cm diameter, 
Berlin, Münzkabinett, 
Staatliche Museen zu 
Berlin.

13 From Experimenti de 
la ex.ma s.ra Caterina da 
Furlj matre de lo inllux.mo 
signor Giovanni de Medici, 
Imola, 2009 (reprint). 

14 L. puLCi, Le frottole, ed. g. 
VoLpi, Florence, 1912, p. 39.
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morning, use pomade, or really care about keeping it in place. Individual 

strands fall across the forehead in a scatter-shot way. That Botticelli 

thought a lot about this head of hair is revealed by infrared reflectography 

that shows that it was originally more massive (fig.8).

Marullo has bushy eyebrows, his eyelids are heavy, and his eyes are turned 

completely to the viewer’s right as if he had suddenly become aware of 

another presence. His dress is a sombre black (only a bit of white shirt can 

be seen at the collar) and the blackness of his costume fits his hair as if the 

two together frame the face dominated by his big nose and his mouth shut 

tight. Although a poet, no words are about to come out. The movement 

of the eyes that gives a sense of action, possibly that same expression that 

Raffaele Maffei saw when Marullo suddenly decided to get up and leave. It 

is as if something is calling him into action. It could be a military call to arms 

or a poetical controversy. Ariosto gave a good idea of Marullo’s personality 

in his lament to Ercole Strozzi when he described Marullo’s double nature. 

From his mouth could come out ‘sweet eloquence’ just as much as ‘strict 

reprimands (dulci eloquio monitisque severis)’15. Get a Greek word wrong or 

misinterpret some of Lucretius, and Marullus would have told you about it. 

Botticelli’s other known male portraits are mostly of golden youth—good-

looking young men who were part of the many brigades of revellers that 

surrounded the young Lorenzo and Giuliano de’ Medici. Botticelli, a 

homosexual who was denounced for that vice in 1502, was also the artist 

who codified male beauty of the 1470s and 1480s be it in the portrait form 

or in the many angels and young saints populating his religious pictures. 

The apprentices surrounding him in the studio—and he was very content 

to take in boys of varying artistic talent—kept him happy but also caused 

him headaches. One of them who was arrested for homosexual activity in 

1473. Such accusations hit many men; the poet Angelo Poliziano endured 

at least two charges of homosexuality. 

Botticelli could also go beyond the superficiality of youth when called 

upon. When Giuliano de’ Medici was murdered at the high altar of 

Florence cathedral, the Medici propaganda industry went to work, and 

Botticelli was part of it. Bertoldo fashioned a medal commemorating the 

murder whereas Botticelli painted Giuliano’s posthumous portrait. In the 

best version in the National Gallery of Art in Washington, D.C., Giuliano 

(fig.12) is shown in front of an open window shutter with the blue sky 

beyond. His eyes are almost shut and on the ledge before him are symbols 

of death and fidelity: a dried branch and a turtledove.

Fig. 12: Botticelli, 
Portrait of Giuliano 
de’ Medici, 1478–80, 
panel, 75.6 x 52.6 cm, 
Washington, D.C., 
National Gallery of Art.

15 Ariosto op. cit., p. 42. 
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Giuliano died at twenty-five so he is immortalized as a young man.  

Only two of Botticelli’s known male portraits show older men: Marullo 

died at forty-eight and Lorenzo Lorenzi a suicide at about forty-two 

years in 1502. The extenuating circumstances of being overloaded with  

debt in the case of the latter meant that—unusually for a suicide—burial 

was accorded in the church of Santo Spirito. Botticelli’s portrait of him 

is not romantic. Lorenzi is depicted as a friendly, fleshy faced man in 

academic robes. His mouth is closed and his eyes are looking toward his 

right but not completely turned as in the 

Marullo portrait. In the 1490s Lorenzi 

had been part of the circle of Savonarola at 

the convent of San Marco where in 1495 

he—along with the preacher, Lascaris, 

and Marsilio Ficino—were asked to sort 

out the books of the library so that the 

ones belonging to the then exiled Medici 

might be identified. One of the many 

scholars working on Greek in Florence 

in the late 1400s, Lorenzi specialized in 

ancient medicine and having made a close 

study of Galen, he argued that technical 

terms could not be translated word for 

word. His suicide made a great impression 

on his contemporaries. Luca Landucci 

in his diary for 2 June 1502 noted that 

Lorenzi had been highly regarded, but 

plagued by the devil, when he threw himself in a well (‘stimato assai, stigato 

dal dimonio, si gittò in un pozzo e morì’)16. Although the Philadelphia 

portrait has been dated in the 1490s when he was teaching in Florence, I 

wonder if it makes more sense to see it as a posthumous commemoration. 

And I would ask the same question about the portrait of Michele Marullo. 

While it seems likely that Lorenzo the Magnificent commissioned the 

portrait of his assassinated brother Giuliano, who would have ordered the 

ones of Lorenzi and Marullo, two scholars and in the case of Marullo, a poet 

and a soldier? If the portraits were executed during the sitters’ lifetimes, 

the likely answer to that question is the sitters themselves. If posthumous, 

the range of possibilities is wider. For Marullo’s, his widow Alessandra 

Scala would be the first possibility and then his range of friends. And such 

is likely the case for Lorenzi. 

Botticelli would have had many opportunities to meet Marullo and 

to take down either in his mind’s eye or on paper the outlines of the 

poet’s appearance. While always living an iterant life, Marullo seems to 

have made Florence his home base in 1489 between April, when from 

Rome he wrote a letter to Pico della Mirandola, and August when he is 

recorded in Florence. Sometime in 1489–90 the first printed edition of 

his Epigrammata appear with a dedication to Lorenzo di Pierfrancesco de’ 

Medici. The text includes epigrams to various Medici personages including 

Simonetta Vespucci and also the recently deceased Clarice Orsini, wife of 

Lorenzo the Magnificent. As seen in an edition of 1561, the dedication to 

Lorenzo di Pierfrancesco remained in other printings of the text (fig.13). 

It clearly indicates that Marullo was in the centre of Florence’s humanist 

circles and in particular close to the Medici in the Pierfrancesco line.  

From that cadet branch of the family, Pierfrancesco’s sons, Lorenzo and 

Giovanni had been orphaned at an early age, and brought up under the 

care of their older cousin the Magnificent, who assured them the finest 

of humanist educations in which they were tutored by Poliziano, Ficino, 

and Giorgio Antonio Vespucci. Coming of age, however, they realized 

that their guardian had greatly reduced their inheritance and a long legal 

fight ensued. Nevertheless, he had arranged for the younger Lorenzo’s 

marriage to Semiramide Appiano in 1482, and it is generally thought that 

Botticelli’s Venus and the Centaur (Florence, Uffizi) was commissioned 

for that union. Botticelli’s two great allegories in the Uffizi—Primavera 

(fig.14) and the Birth of Venus—are usually associated with the patronage of 

Fig. 13: Frontispiece 
to the 1561 edition 
of Michele Marullo’s 
Epigrammata showing 
the original dedication 
to Lorenzo di 
Pierfrancesco de’ Medici. 
16 L. LANduCCi, Diario 
fiorentino dal 1450 al 1516, 
ed. I. deL bAdiA, Florence, 
1883, 241. 
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Lorenzo di Pierfrancesco, even though the former has been also connected 

to the Magnificent. They appear in inventories of properties of Lorenzo di 

Pierfrancesco, whereas there is no mention of a portrait of Marullo among 

his effects or other members of the Medici family. 

Marullo had to have been particularly close to Giovanni di Pierfrancesco, 

who in 1497 married Caterina Sforza, the ruler of Forlì. After his premature 

death in September 1498, Marullo served her not only as a soldier as we 

have seen at the debacle of Ravaldino, but before that happened as her 

ambassador to Louis XII when the French king was in Milan. Once the 

monarch got to Rome in June 1501, he forced Alexander VI to release 

Caterina from her imprisonment and she went to Florence where despite 

her many concerns, she would have been able to commiserate with 

Marullo’s many friends who missed him. 

Fig. 14: Botticelli, 
Primavera, c. 1477–82, 
panel, 203 x 314 cm, 
Florence, Gallerie 
degli Uffizi. 
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After Lorenzo the Magnificent’s death on 8 April 1492, his two cousins did 

not support his son Piero and were exiled from Florence until Piero was 

himself banished and the cousins could enter as popolani, or plebeians. The 

period is one of shifting alliances and for families like that of Bartolomeo 

Scala, it must have been a strain to decide how to position themselves. This 

was not only true with the various components of the Medici family and 

their opponents but also of Girolamo Savonarola to whom no Florentine 

could be indifferent. The changing perceptions on the purpose of art in 

Savonarolan Florence was not necessarily 

the best time for scholars to commission 

portraits. Botticelli was himself caught up 

in the Savonarolan fervour and probably 

also saw some of his works put to the flames 

in the bonfire that the preacher organized 

for Shrove Tuesday 1497. Savonarola was 

burned at the stake in 1498. Although that 

put an end to him, his influence continued. 

Botticelli was still affected by Savonarolan 

religiosity as can be seen by his Mystic 

Nativity in the National Gallery, London, 

painted in 1500. 

The commemorative nature of most 

Florentine Quattrocento portraits of 

mature men can be seen in Ghirlandaio’s Man with his Grandson in the 

Louvre, which is based on a drawing that the artist did of the sitter on his 

deathbed (Stockholm, Nationalmuseum). The same seems to be true also 

of Luca Signorelli’s portraits of Niccolò Vitelli and his four legitimate 

sons, Giovanni, Vitellozzo, Camillo, and Paolo. The Vitelli were lords 

of Città di Castello and men of arms for hire. The sons all met violent 

deaths. Machiavelli was present in Senigallia on the last day of 1502 

when Vitellozzo was arrested and strangled on order of Cesare Borgia. 

The most likely date for the Signorelli is after the death of the last of the 

brothers. As John Pope-Hennessy said, Signorelli’s paintings ‘masquerade 

as portraits from life’17. Paolo Giovio procured this group portrait for his 

own collection, but it is not known for whom it was painted, although it is 

likely to have been in Florence when Giovio obtained it. 

Signorelli’s portraits show a family dynasty in which each member is in 

profile, while Botticelli’s Marullo and Lenzi depict the sitters in three 

quarter view and in animation. But this 

seems deliberate. They are painted against 

a common simple bluish background, just 

like the colour of the sky beyond the open 

shutter in Botticelli’s posthumous Giuliano 

de’ Medici. But even if, as I am proposed 

to think, Botticelli portrayed Marullo and 

Lorenzi posthumously; they are not mournful 

portraits like the one of the assassinated 

Giuliano de’ Medici. They show multi-faceted 

accomplished men in full form. As Ariosto 

hoped, Marullo is brought back to life for his 

friends to hear his eloquent speech but also 

his rebukes. Lorenzi in a commentary on a 

love poem by the Florentine Neoplatonist 

Francesco Cattani da Diacceto discoursed 

on the difference between reason and the 

appetites of the senses. Men of action of 

the late Quattrocento like Michele Marullo 

Tarcaniota battled with these conflicts. In a letter to Pico della Mirandola 

he wrote that considering the times in which they lived that he has ‘resolved 

to conceal all emotions’.18 Botticelli in his portrait of the adventurer poet 

was able to embody that fight. 

17 J. pope-heNNessy, The 
Portrait in the Renaissance, 
New York, 1966, p. 40, 
cited in C.b. strehLke 
and M. brüggeN isrAëLs, 
The Bernard and Mary 
Berenson Collection of 
European Paintings at 
I Tatti, Florence, 2015, 
573–81.

Fig. 15: Ridolfo del 
Ghirlandaio, Marullus 
(after Botticelli), before 
1521, oil on panel, 
61 x 49 cm, Como, 
Musei Civici.

18 MAruLLus, Poems, op. cit. 
[note 3], p. 397.

Fig. 16: Tobias Stimmer, 
Marullus, woodcut, 
c. 1570 (from the 1577 
edition of P. Giovio, 
Elogia virorum literis 
illustrium)
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APPENDICES

 

Botticelli (1445–1510)

Alessandro Filipepi got his nickname Botticelli from the barrel-like 

physique of his younger brother although there is no way of knowing if 

the painter was similarly built. He grew up on the present day Via de’ 

Palazzuolo (then the Via Nuova) in Florence in the parish of Ognissanti 

where the Vespucci family was the most prominent. The other church in 

the neighbourhood was San Paolo where the great poet Angelo Poliziano 

served as prior. Botticelli learned his art with Filippo Lippi, but was 

soon running one of the largest workshops in Florence where he trained 

Filippo’s orphaned son Filippino and for a while collaborated with him. 

One of Botticelli’s first commissions was one of the Virtues (Uffizi) 

for the Mercanzia, the chamber of commerce, for the series begun by 

Pollaiolo brothers. Botticelli’s Adoration of the Magi (Uffizi) of 1475–76, 

commissioned by Gaspare di Zanobi del Lama, an associate of the Medici, 

for an altar in Santa Maria Novella, shows portraits of various members of 

the Medici family (both living and dead) indicating Botticelli’s closeness 

to the cultural world of the Medici. In 1475 he also painted the tourney 

banner for Giuliano de’ Medici and after the assassination of Giuliano in 

the Pazzi conspiracy, Botticelli was called upon to make a mural of the 

hanging of the conspirators. In 1480 he frescoed a Saint Jerome for the 

Vespucci for the church of the Ognissanti. 

Sixtus IV included Botticelli among the artists he summoned to Rome to 

decorate the walls of the Sistine Chapel in 1481, but despite his contribution 

of three large scenes, he only stayed there a year. The 1480s are the period of his 

great mythological allegories for the Medici Family: Pallas and the Centaur, 

the Primavera, and the Birth of Venus (Uffizi). These were all later included in 

the 1499 inventory of the property of  Lorenzo di Pierfrancesco de’ Medici, 

but there is speculation on their original locations and circumstances of 

commission. At the same time, Botticelli undertook an intense activity 

providing altarpieces for Florentine churches and pictures of the Madonna 

for both private and monastic settings. The idealized beauty of his saints 

and of the Virgin makes it seem evident that Botticelli’s pictures were the 

object of the Dominican preacher Girolamo Savonarola’s scorn in which 

he said Florentine churches were populated with altarpieces in which the 

Virgin resembled a whore. Botticelli’s religiosity was, however, deeply felt.  

It is known that despite Savonarola’s prohibitions against beautiful things 

that Botticelli was swept away by his preaching and that in the Mystic Nativity 

(London, National Gallery), he embodied the visionary quality of some of 

Savonarola’s spiritualism. In 1481 Botticelli had provided the designs for the 

illustrations of a printed edition of Dante’s Divine Comedy. The experience 

probably made him, like many Florentines of his time, an obsessive reader 

and glosser of Dante. Over the last decades of his life, he became dedicated  

to illustrating the text––probably for himself––in ninety-two drawings, 

some coloured, that are now divided between the Biblioteca Vaticana 

Apostolica and the Berlin Kupferstichkabinett. Botticelli’s last years were 

plagued by debt and from the artistic standpoint the radical changes in 

taste and style whereas Botticelli kept true to his established manner. 

There was obviously still a demand for it, as he kept a large workshop. 

Through later tales, but also from contemporary documents, we know that 

he enjoyed working with his garzoni, or workshop assistants, one of whom 

might be the boy mentioned in a 1502 accusation against Botticelli for 

homosexuality. That charge never went anywhere, but there is no reason to 

think that Botticelli ever felt motivated to supress any kind of sensuality in 

his works be it male or female beauty, the celebration of the ancient rites 

and mythology, or intense religious feeling. 

Botticelli’s reputation went into obscurity and was revived in the nineteenth 

century. Walter Pater’s chapter dedicated to him in The Renaissance: Studies 

in Art and Literature, published in 1873, cemented his reputation in the 

English language world. Pater wrote: ‘He is before all things a poetical 

painter, blending the charm of story and sentiment, the medium of the 

art of poetry, with the charm of line and colour, the medium of abstract 

painting.’ Not much later the Pre-Raphaelite poet Dante Gabriele 

Rossetti wrote verses on the Primavera, which was then displayed in the 

Galleria dell’Accademia. It was brought to the Uffizi in 1919, a sure sign of 

Botticelli’s increasing fame. Among collectors, owning a Botticelli, became 
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appears to have served in the campaign against the Turkish presence 

in Puglia and Otranto as well as for the rebels against the rule of King 

Ferrante of Naples in what is known as the Second Revolt of the Barons, 

but he was never specifically implicated despite his close association with 

one of the leaders of the plot, Antonello Sanseverino, Prince of Salerno, 

who managed to escape to France. Between June 1488 and July 1489, the 

Roman publisher Eucharis Silber issued a volume of Marullo’s epigrams, 

which was dedicated to Lorenzo di Pierfrancesco de’ Medici, who hosted 

him in Florence where Marullo is documented by mid-1489. In 1494 he 

joined Sanseverino in King Charles VIII’s invasion of Italy, with the hopes 

of liberating Naples from the Angevins. The French king’s presence in 

Italy was short lived, but during this time Marullo began a tract about the 

education of the prince intended for Charles’s young son. 

The poet appears to be in Florence around 1496, the probable period of 

his marriage to Alessandra Scala, daughter of the chancellor Bartolomeo 

Scala. On 26 November 1497 Marullo’s epigrams, now in three books, 

and together with most of hymns to nature were printed by the Stamperia 

del Drago.  The hymns were dedicated to Antonello Sanseverino whereas 

the dedication to Lorenzo di Pierfrancesco de’ Medici was kept for the 

epigrams. Lorenzo’s brother died in September 1498, after which we know 

that Marullo served his widow Caterina Sforza Riario, the mistress of 

Forlì, including on a diplomatic mission to Milan to Louis XII. However, 

it was Louis’s French troops in support of Cesare Borgia that in 1500 

successfully sieged the castle of Ravaldino to which Caterina and her forces 

had retreated. Marullo’s life was spared. Just a few months later he was in 

Volterra visiting the humanist churchman Raffaele Maffei. On leaving the 

town, he drowned in the River Cecina. His death caused an outpouring 

of grief among his intellectual friends of which Ariosto’s epigram is the 

most notable. Marullo’s widow, Alessandra, later retired to the Florentine 

convent of Le Murate where she died in 1506. 

Marullo’s reputation as a poet had a particularly important French chapter 

with Pierre de Ronsard who particularly admired his writings. Benedetto 

Croce’s biography, Michele Marullo Tarcaniota: le elegie per la patria 

a matter of primacy. Isabella Stewart Gardner was the first American to 

do so, when in 1894 Bernard Berenson helped her purchase the Stories of 

Lucretia. Herbert Horne was at work on a serious documentary study on 

Botticelli, which came out in 1908. Charles Swan, in the first 1913 volume 

of Proust’s À la recherche du temps perdu, keeps a reproduction of the head of 

the wife of Jethro (from the Sistine Chapel frescoes) as if it were a portrait 

of his beloved Odette. In 1925 Yukio Yashiro published a sumptuous 

book in which the Florentine’s art is compared to Japanese painting. Later 

monographs by Ronald Lightbown and Alessandro Cecchi and Charles 

Dempsey’s study of the Primavera as well as numerous publications and 

exhibitions (including most recently Reimagining Botticelli at the Victoria 

and Albert Museum and Botticelli: Heroines + Heroes in the Isabella Stewart 

Gardner Museum) have tried to ground Botticelli’s life and work in the 

Florence of his time. The poetry though has never gone away. 

 

Marullo (1453 – 1500)

Most information about the life of Michael Marullo Tarcaniota comes 

from his own writings much of which are epigrams to people he knew. 

Marullo appears to have been born or conceived in Constantinople in the 

last days of its fall to the Ottoman Turks in 1453. In any case, as evident 

by epitaphs in San Domenico in Ancona, for several generations the family 

had been closely connected to centres on the Adriatic coasts. The poet 

probably spent his earliest youth in present-day Dubrovnik. By his late 

teenage years, he was serving as a mercenary soldier (stratiota) seemingly in 

Sycthia and Thrace, but the exact campaigns are unknown. Indication of his 

vast learning and the network of humanists with whom he was in contact 

comes from mention of him by the Neapolitan humanists Pontano and 

Sannazaro as well as a letter from Marullo to Pico della Mirandola. Paolo 

Cortesi, author of De cardinalate, whom knew Marullo as a youth when 

Marullo was in Rome, and the introduction to Pietro Candido’s edition of 

Lucretius’s De rerum natura in which he credits Marullo for his help with 

the text. Poetry and humanistic studies––particularly of Lucretius ––had to 

contend with soldiering and the tricky political alliances of the era. Marullus 
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Que Florence même, Patrie de ce grand Restaurateur de la 

peinture, ne possède de lui qu’un portrait de jeunhomme [sic] 

dans le palais Pitti, qui selon Lanzi, y est tenuto in gran pregio; 

et les restes de ses ouvrages à fresque dans la chapelle del 

Carmine? Qu’on ne cite dans Rome que quelques fresques à 

S. Clemente, de son premier tems [sic], très mal conservées, 

ou mal restaurées? – je prie S.A.R. de lire ce qu’on écrit du 

Masaccio, et particulièrement Lanzi: Storia pittorica della 

Italia, à l’école florentine.19 

The Masaccio attribution is an indication of how little Botticelli was 

held in regard in the early nineteenth century. The picture was seen at 

the public opening in 1825, a year after Beauharnais’s premature death, of 

his collection in the Palais Leuchtenberg in Munich. The Leuchtenberg 

collection was object of much scholarly attention including a catalogue by 

Johann D. Passavant, the period’s foremost scholar on Raphael. He did not 

doubt the Masaccio attribution although he did question whether as some 

earlier authors had written whether it was a self-portrait. The 3rd Duke 

of Leuchtenberg brought the paintings to Saint Petersburg. In 1864 after 

a trip to Russia, the German connoisseur Gustav F. Waagen published 

a book about the collections that he saw there and gives an attribution 

to Filippino Lippi for which he credits Friedrich von Rumohr. It was 

the Leipzig collector and art historian Fritz von Harck, a good friend of 

Wilhelm von Bode, who in 1896 first recognized the portrait as a work of 

Botticelli. The Leuchtenberg collection was dispersed by the grandson of 

the 3rd Duke and the portrait went into the hands of the London-based 

dealer Arthur J. Sulley, who sold it to the Berlin collector Eduard Georg 

Simon. After his death in 1929, it was acquired by the Catalan Francesc 

d’Assís Cambó i Batlle. Cambó was a politician and businessman who left 

Spain in 1936 at the outbreak of the Civil War. In 1929 he had purchased 

many paintings by the Paris-based dealer Joseph Spiridon including three 

panels by Botticelli representing the Boccaccio tale of Nastagio degli 

Onesti. The acquisitions were made with a view of donating them to the 

Prado and the Museu Nacional d’Art de Catalunya. Despite his decision 

not to return to Spain, in 1941 Cambó signed the act of donation of these 

perduta ed altri suoi carmi must be seen in context of Croce’s resistance to 

the Fascist government of Italy. In the 1950s Alessandro Perosa edited 

Marullo’s writings. In English there is a full-length biography by Carol 

Kidwell dedicated in large part to Marullo’s circle of acquaintances, and 

a translation of his poetry by Charles Fantazzi in the I Tatti Renaissance 

Library series. 

Provenance

Michele Marullo died in April 1500, and his portrait was done either in the 

decade before his passing or, in my opinion, shortly afterward, probably for 

his widow Alessandra Scala, who entered the Benedictine nunnery of Le 

Murate in Florence and died in 1506. It would be interesting to know if 

she had the portrait with her. The first mention of a portrait of Marullo is 

from 1521 when there is notice that Paolo Giovio, still living in Florence, 

had as part of his collection of portraits one of Marullo. The artist’s name 

is not mentioned. Giovio’s transferred his portrait collection to Borgo Vico 

in Como and the pictures passed through his family. The one of Marullo 

is still in Como and has been attributed to the Florentine painter Ridolfo 

del Ghirlandaio. We know from other sources, that Ridolfo collected 

Florentine fourteenth- and fifteenth-century paintings, but this one is 

not documented as having belonged to him. The first confirmed record of 

Botticelli’s Michele Marullo Tarcaniota is an engraving of it made in 1820 

in Munich undoubtedly for the art dealer Serand Lassalle, who was also 

active in Vienna and Kassel, who around 1822 offered it to Eugène de 

Beauharnais via the latter’s agent Baron Antoine Darnay. Beauharnais was 

the son of the Empress Joséphine Bonaparte from her first marriage and 

after the downfall of Napoléon, his adopted father, Beauharnais held the 

title of Duke of Leuchtenberg. However, in Lassalle’s long letter to Darnay, 

he speaks of it as a work by Masaccio and makes a case for Beauharnais to 

buy a Masaccio because of the rarity of the artist who could not be found 

in Paris, Dresden, or Vienna and by whom there was then thought to be 

only one other portrait in the Pitti:

Ignorent-elles que ni le Musée de Paris, ni Dresde, ni Berlin, 

ni Vienne ne possèdent un Masaccio; et moins encore le 

Portrait de cet homme extraordinaire peint par lui-même? 

19 M. preti-hAMArd, ‘La 
collection de peintures 
italiennes d’Eugène de 
Beauharnais’, in O. boNFAit, 
P. CostAMAgNA, and 
M. preti-hAMArd, eds., 
Le goût pour la peinture 
italienne autour de 1800, 
prédécesseur, modèles et 
concurrents du cardinal 
Fesch, prédécesseur, 
modèles et concurrents 
du cardinal Fesch, 
proceedings of the 
conference, Ajaccio, Musée 
Fesch, Ajaccio, 2006, 
p. 145. 
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Lebensgross’).

J.M. sChottky, Münchens öffentliches Kunstschätze, Munich, 1833, p. 228 (as 
a self-portrait by Masaccio).

J.N. MuxeL, Gemälde-Sammlung in München seiner königl. Hoheit des Dom 
Augusto Herzogs von Leuchtenberg und Santa Cruz, Fürsten von Eichstädt 
&c. &c, Munich, 1841-1845, begun 1835, p. 3, no. 53 (as a self-portrait by 
Masaccio).

J.N. MuxeL, Verzeichniss der Bildergallerie seiner Koeniglichen Hoheit des 
Prinzen Eugen, Herzogs von Leuchtenberg, Munich, 1841, p. 32, no. 33 (as 
Masaccio, ‘Des Künstlers eigenes Bildniss in Schweizer Kleidung. Lebensgross’).

CATALOGUING NOTES

ALESSANDRO FILIPEPI DI MARIANO DI VANNI, 
called SANDRO BOTTICELLI 
(Florence 1444 – 1510)

Portrait of Michael Marullus Tarchaniota

Tempera on panel, transferred onto canvas, 49 x 35 cm

With an inscription in Cyrillic on the reverse of the lining canvas:
Переложил съ/ дерева на холстъ/ въ 1864 году Рестав/раторъ ф. Гурский. 
(The restorer F. Gurskij has transferred the panel onto canvas in 1864)

PROVENANCE
(Possibly) commissioned by the sitter’s widow, Alessandra Scala.

Serand Lassalle, Munich, by 1820.

(Probably) acquired by Eugène de Beauharnais, Viceroy of Italy, Prince of 
Venice, Hereditary Grand Duke of Frankfurt, 1st Duke of Leuchtenberg and 
1st Prince of Eichstätt ad personam (1781-1824), son of Empress Joséphine 
and adopted son of Emperor Napoléon l, c. 1820, and by descent to his 
eldest son,

Auguste de Beauharnais, Prince Consort of Portugal, 2nd Duke of 
Leuchtenberg, Duke of Santa Cruz and 2nd Prince of Eichstätt (1810-1835), no. 
27 on the north-facing wall of the ‘Zweiter Saal’ of the Palais Leuchtenberg, 
Munich, by 1825, and by inheritance to his younger brother,

Maximilian de Beauharnais, 3rd Duke of Leuchtenberg, Prince Romanovsky 
(1817-1852), from 1839 husband of Grand Duchess Maria Nikolayevna of 
Russia and son-in-law of Emperor Nicholas I of Russia, at the Leuchtenberg 
Palace in Munich, and subsequently in Saint Petersburg, and by descent to 
his morganatic grandson,

George Nikolaevitch, Prince Romanowsky (1872-1929), Saint Petersburg, until 
at least 1904. 

With Arthur J. Sulley & Co., London, by 1906, where acquired by

Dr. Eduard Georg Simon (1864-1929), 7 Viktoriastraße, Berlin.

Don Francesc d’Assís Cambó i Batlle (1876-1947), Barcelona, and by descent 
to his daughter,

Doña Helena Cambó de Guardans, and her family.
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P. WeLsCher, ‘Die Gemälde der Sammlung Eduard Simon- Berlin’, Pantheon, 
IV, 1929, pp. 444-51.

Y. yAshiro, Sandro Botticelli and the Florentine Renaissance, 2nd ed., London 
and Boston, 1929, p. 238 (dated c. 1470).

r. VAN MArLe, The Development of the Italian Schools of Painting, XII, New 
York, 1931, pp. 64-5 (linked with works of c. 1474).

B. bereNsoN, Italian Pictures of the Renaissance, Oxford, 1932, p. 101, (as 
‘Portrait of Marullus’).

Paris, Petit Palais, Exposition de l’art italien, 1935, exh. cat. (Paris, 1935), no. 
67.

C. gAMbA, Botticelli, Milan, 1936, p. 191 (as Botticelli ‘with some assistance’, 
dated c. 1498-1500).

L. VeNturi, Botticelli, Vienna, 1937, pl. 98 (dated c. l490).

B. CroCe, Michele Marullo Tarcaniota, Bari, 1938, pp. 34-35 (illustrating the 
copy in the Uffizi opposite p. 16).

J. MesNiL, Botticelli, Paris, 1938, p. 224, (dated c. 1489-1494).

S. bettiNi, Botticelli, Florence, 1942, pp. 38 and 50 (as by Botticelli ‘with 
workshop assistance’, dated c. 1490).

E. torMo y MoNzó, ‘Estudio de los “Botticellis”de España’, Boletín de la 
Sociedad Española de Excursiones, 1942, pp. 40-43.

S. bettiNi, Botticelli, Florence, 1947, pp. 38 and 50 (as by Botticelli ‘with 
workshop assistance’, dated c. 1490).

F.J. sANChez-CANtóN, La colección Cambó, Barcelona, 1955, pp. 50-51.

R. sALViNi, Tutta la pittura del Botticelli, II, Milan 1958, p. 51, pl. 62 (dated c. 
1490).

B. bereNsoN, Italian Pictures of the Renaissance, I, London, 1963, p. 33 (as 
‘called Marullo’).

R. LightboWN, Sandro Botticelli, I, London, 1978, p. 141, pl. 52, II, pp. 81-82, no. 
B72 (dated c. 1488-1494).

R. LightboWN, Sandro Botticelli: Life and Work, London and New York, 1989, 
pp. 259-60, illustrated.

N. poNs, Botticelli: Catalogo completo, Milan, 1989, p. 81, no. 99 (dated 
c. 1500-1502).

E. Förster, München: ein Handbuch für Fremde und Einheimische, mit besonderer 
Berücksichtigung der Kunstschätze dieser Residenz-Stadt; mit einem Grundrisse, 
einer Karte von der München-Augsburger-Eisenbahn und 2 Ansichten in Stahl 
gestochen, Munich, 1840, p. 100, no. 53, (as ‘Masaccio, D. Ghirlandajo?’)

E. Förster, München: ein Handbuch für Fremde und Einheimische, mit 
besonderer Berücksichtigung der Kunstschätze dieser Residenz-Stadt; mit 
einem Grundrisse, einer Karte von der München-Augsburger-Eisenbahn und 
2 Ansichten in Stahl gestochen, Munich, 1843, p. 112, no. 53, (as ‘Masaccio, 
D. Ghirlandajo?’).

J.D. pAssAVANt, Galerie Leuchtenberg: Gemälde-Sammlung seiner kaiserl. 
Hoheit des Herzogs von Leuchtenberg in München, Frankfurt am Main, 1851, 
p. 6, no. 29, pl. 29 (as Masaccio, ‘Bildniß eines jungen Mannes in schwarzer 
kleidung, in dem man das des Künstlers selbst erkannte’).

J.D. pAssAVANt, The Leuchtenberg Gallery: A collection of pictures forming 
the celebrated gallery of His Imperial Highness, the Duke of Leuchtenberg, 
at Munich, London, 1852, p. 6, no. 29, pl. 29 (as Masaccio).

G.F. WAAgeN, Die Gemäldesammlung in der Kaiserlichen Ermitage zu St. 
Petersburg… , Munich, 1864, pp. 370-1, no. 53 (as Filippino Lippi, citing the 
opinion of Friedrich von Rumohr).

G.F. WAAgeN, Die Gemäldesammlung in der Kaiserlichen Ermitage zu St. 
Petersburg… , Saint Petersburg, 1870, pp. 370-1, no. 53 (as Filippino Lippi, 
citing the opinion of Friedrich von Rumohr).

F. hArCk, ‘Notizen über italienische Bilder in Petersburger Sammlungen’, in 
Repertorium für Kunstwissenschaft, XIX, Berlin-Stuttgart, 1896, p. 428 (as 
Botticelli).

B. bereNsoN, The Study and Criticism of Italian Art, I, London, 1901, p. 63, (as 
Amico di Sandro).

A. NéoustroieFF, Les Trésors d’Art en Russie, IV, 1904, pp. 38-9, (as Filippino 
Lippi).

F. LAbAN, ‘Ein männliches Bildnis Botticellis’, Zeitschrift für Bildende Kunst, 
Leipzig, June 1906, pp. 213-215.

H.T. kröber, Die Einzel-Porträts des Sandro Botticelli, Leipzig, 1911, pp. 34-36, 
pl. 8 (dated to the 1480s).

W. VoN bode, Sandro Botticelli, Berlin, 1921, pp.107-08.

W. VoN bode, Sandro Botticelli, trans. F. reNFieLd and F.L. rudstoN broWN, 
London, 1925, pp. 107-08.

W. VoN bode, Botticelli: des Meisters Werke, Berlin, 1926, pl. 78 (dated c. 1485-90).

A. VeNturi, Botticelli, Paris, 1926, p. 107 (dated c.1482).
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S. WeppeLMANN, in k. ChristiANseN, s. WeppeLMANN (eds.), The Renaissance 
Portrait: From Donatello to Bellini, exh. cat. (Berlin, 2011, New York, 2011-
2012), New York, 2011, cat. no. 38 (dated c. 1497).

P. CostAMAgNA, in e. MœNCh (ed.), Primitifs italiens: le vrai, le faux, la fortune 
critique, exh. cat., Ajaccio, Palais Fesch-Musée des Beaux-Arts, 29 June – 1 
October 2012, Milan, 2012, pp. 176-77, under no. 19.

ENGRAVED
T. Stimmer, woodcut, c. 1570 (for the illustrated edition of P. Giovio, Elogia 
Virorum literis illustrium, Basel, 1577).

H. Hess, lithograph, actual size, 1820 (for Zeller, Lithographirte 
Nachbildungen..., op. cit.).

J.N. Muxel, line engraving, c. 1835 (for the Gemälde-Sammlung... Augusts 
Herzogs von Leuchtenberg, loc. cit.).

PRINCIPAL COPIES/VERSIONS
1. Como, Musei Civici, Pinacoteca, inv. no. P.583. Oil on panel, 61 x 49 cm. 
An early copy attributed to Ridolfo del Ghirlandaio (1483 – 1561), inscribed 
‘MARVLLVS.’, possibly the picture owned by Paolo Giovio by 1521. In 1780 
such a picture is recorded in the collection of Giovan Battista Giovio, whence 
by descent through the Mollinary collection (by 1928) to Duca Alfonso 
Gandolfi Hornyold (1879 – 1937), in the Villa Soave, Capiago, near Como, by 
1937, thence to the Acchiappati family, donated by Maria Teresa Acchiappati 
to the Musei Civici, Como, in 1972. (See P. CostAMAgNA, loc. cit.; L. roVeLLi, 
L’opera storica ed artistica di Paolo Giovio comasco, vescovo di Nocera: il 
museo dei ritratti, Como, 1928, p. 181; r. pAVoNi, ed., Paolo Giovio, 1483-1983, 
quinto centenario della nascita: collezioni Giovio, le immagini e la storia, exh. 
cat., Como, Musei Civici, 3 June – 15 December 1983, pp. 38 and 44; and  
p.L. de VeCChi, Collezioni Civiche di Como, Como, 1981.)

2. Florence, Gallerie degli Uffizi, inv. no. Ic313, 699. Oil on panel, 61 x 45 cm. 
A sixteenth-century copy by Cristofano dell’Altissimo (c. 1525-1605), inscribed 
‘MARVLLVS’ (formerly overpainted ‘MARVLVS: TARCHANIOTA’), part of the so-
called ‘Giovio Series’ of 484 portraits, commissioned in 1552 by Grand Duke 
Cosimo I de’ Medici, and painted between 1552 and 1589, as a record of the 
collection of portraits of illustrious men assembled by Paolo Giovio. (See A. 
pAoLuCCi et al., Gli Uffizi: Catalogo Generale, Florence, 1979, p. 643, no. Ic313; 
and L. de LuCA, loc. cit., 2009. Illustrated by CroCe, op. cit., opposite p. 16.)

3. Formerly Tammaro de Marinis, Villa Montalto, near Florence, acquired from 
the dealer Tolentino, Rome, by 1938. Oil on canvas. A late copy derived from 
the print by Stimmer, inscribed ‘MARVLLVS / TARCHANI/ OTA’. Illustrated by 
CroCe, op. cit., opposite p. 32. Despite the provenance transmitted by Croce, 
it is doubtful that this work comes from the Giovio collection. 
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no. 55 (dated c. 1490-91).
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piacere’: Lorenzo il Magnifico e gli spazi dell’arte, Florence, 1991, p.184.
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XLVII, Rome 1997, p. 669.

h. CAMbó i MALLoL de guArdANs, Marullus, l’uomo del ritratto di Botticelli, 
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