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0. . Every portrait that i1 s painted with f
the sitter. The sitter is merely the accident, the occasion. It is not he who is

revealed by the painter, it is rather the painter who, on the coloured

canvas, r e v e alssar Wildem &ietdrefobDorian Gray



Facefusiona n arti st 6s usmrfeatufes tinhthd portrad af
someone else , is only one of the many ways through which poetic
painters portray external reality for the benefit of some viewers and an
inner aspect of their own self  for others . The dual concept is so at odds
with convention al understanding that its use elsewhere , from altarpieces
to still -lifes, is best left until its presence in portraitsis more fully
understood . Yet the claim, however surprising , is not new. Evenin the
Renaissance patrons and critics wondered why good portrait painters
produce d poorer likeness es than their less talented colleagues. ! Isabella
doEste, for exampl e, refused to send a p
friend on t he therparienhasdorte himwork so badly that

it does not resemb e us in the slightest way." 2 One theorist in 1586

wrote :

oemost times portraits made by excell e
be painted with better style and more perfection than those of
ot hers, but most often they are |l ess o



A review of the lat er literature concluded that eighteenth -century art
criticism 0O0is riddl ed .Watthdughtsdme criscalikee par a
Denis Diderot came to the specious conclusion  that good artists and

their sophisticated viewers  were more concerned with style an  d artistry

than resemblance , the original paradox remained . 4

Today we still have no alternative explanation though s pecialists often
make observations that suggest the answer offered here: that good artists
allow multiple viewpoints, taking liberties with a sitter® likeness in order
to portray an aspect of the ir own self. For instance, the presence ofa n

ar t i atdr ége is a fairly common observation about good portraits from
any century . Svetlana Alpers writes of Rembrandt , f or 1 nstthenc e,
image in which he casts his sitters is his own . 50Even more telli ngly,

some artists are said to have actually resemble d their sitters . Titian, for
example, was heavily bearded and painted a disproportionate nu mber of
heavily bearded sitters . Frank ZolIner, one of the few Renaissance art
historians to have studied the issue, wrote of two other artists:

dlIt was said that] Fra Filippo Lippi and Sandro
Botticelli often repeated their own physiognomies in



almost any face in their paintings because they simply
could not avoid painting themselves .é é [And]the
visual evidence seems to confirm that in fact both
Filippo Lippi and Sandro Botticelli painted

thems elves. &

Leonardo® figures have long been thought resemble himself as well

which is why the abuse hurled at Li llian Schwartz for noting that the
MonalLisad0s f aci al aresnplatot hioows was bizarre. Her
critics surely knew that an actual acquaintance of L e o nwroted:o 0 s

There is one nowadays who has  so fixed

In his conception the image of himself

That when he wishes to paint someone else

He often paints not the subject but himself. 7

Furthermore , the vast number of Renaissance portraits once thought to
be a self -portrait and now rejected  as being insuf ficiently like is yet
further evidence of just how many portraits out there somewhat resemble
the artist. 8 Why, one might well ask, would that be?



Thi s mont hob ¢he artistanddis  spouse, normally a wife, reveals
how often self -representation crosses gender as well, just as Schwartz
suggested of the Mona Lisa .° Sometimes with unmarried artists, the

painter appears with or paints an unidentified, perhaps even imaginary,
woman.



Israhel van Meckenem, The Artist and His Wife Ida , ¢.1490

Wesawinlssue#1 how Mar gar et v @ratiskhg spiktibgs p or
image of her husband, Jan. 19 Yet such resemblance is also present in
the very earliest extant portrait of an artist and his wife , a woodcut by
Israhel van Meckenem from around 1490. With their figures at a mirror -
angle to one another, everything from the ir headwraps, eyebrows and
narrow eye -openings to the ir half -smiles, protruding lower lips and

highlighted chins reflect one other.
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Raphael by Raphael

Raphael by Raphael La Fornarina by Raphael

In a more famo us example, clearly inspired by the Mona Lisa , the facial
features o f R a p hakoinarirsa (hair, eyebrows, nose and mouth)
clearly rnyme with hisown . Other examples from the sixteenth and

seventeenth centuries follow.



The Ar tifebyt Adrea Wl Sarto Del Sarto by Del Sarto



The Artist Hans Burgkmair and his wife Detail of Hans Burgkmair
by Lukas Furtenagel

In this example Lukas Furtenag el has portrayed another couple, the
painter Hans Burgkmair with his wife in such a way that once again
their facial features echo each other.
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