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Baroque Art Reconsidered: Performance and Performativity
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Power, Performativity and Family Story: A Preliminary Study on Two Paintings Entitled
The Wedding of Maria de’Medici and Henry 1V, King of France by Jacopo da Empoli
(1600, 1627)

The wedding of Maria de’Medici and Henry IV, King of France was held with pomp
celebrations and various entertainments in Florence in October, 1600. For the Medici,
this bond of kinship between them and French royal family not only served to
enhance their political influence extensively in Western Europe, but also tended to
promote their lineage in European royal genealogy. Not surprisingly, the art works
commissioned for this single event offered an opportunity to reshape their family
history. A group portrait focusing on the moment of ring-giving at the wedding,
entitled Wedding of Maria de' Medici and Henry IV, King of France, by Jacopo da
Empoli(1551-1640) can be exemplified. This painting was completed before the

wedding and then displayed in the Salone del Cinquecento, Palazzo Vecchio, where



the ceremony was held. This magnificent painting was carefully constructed
following the pictorial convention of wedding portrait, by placing Maria, Cardinal
Aldobrandini, and Ferdinando | at the centre of the painting and then two groups of
Medici family members symmetrically at each sides of the bride. This painting is
generally considered as propaganda, but little research has been done in respect of
how the painter and the patron achieved the goal by manipulating various visual
elements.

Therefore, this paper provides a detailed analysis of this painting and its
reproduction by the same painter in 1627 to uncover the ways in which the Medici
family fashioned their collective image and legend. Especially, the paper examines
the painting in terms of gesture, facial expression, dress code, back ground setting
and gaze, in the context of ritual performance and courtly culture. In doing so, the
performativity and visual power of sixteenth-century portrait can be better
understood.





