THE DEVELOPMENT OF THE ITALIAN
SCHOOLS OF PAINTING



ISBN 978-94-015-1657-0 ISBN 978-94-015-2790-3 (eBook)
DOI 10.1007/978-94-015-2790-3

Softcover reprint of the hardcover st edition 1927



MADONNA AND CHILD IN THE MIDST OF ANGELS

By Pietro di Domenico da Montepulciano, Metropolitan Museum,
New York.



THE DEVELOPMENT
OF THE

[talian Schools
of Painting

BY

RAIMOND VAN MARLE

Doctor of the Faculty of Letters of the University of Paris

VOLUME VIII

With 8 collotype plates and 317 illustrations

THE HAGUE
MARTINUS NIJHOFF

1927



TABLE OF CONTENTS.

Chapter I: Gentile da Fabriano .
Chapter II: Pisanello

Chapter IlI: The Marches .
Chapter IV: Umbria . .o
Chapter V: Lazio and the Abruzzi .

Chapter VI: Southern Italy, Sicily and Sardinia .

Additions and Corrections

Indices

54

212
320
387
467
488
489



N.B. The terms “right” and “left” are used from the standpoint of the
spectator unless the contrary be stated.



CHAPTER L

GENTILE DA FABRIANO ().

This, 1 think, is the right place to discuss Gentile da Fabriano,
because it was he who gave to the cosmopolitan style, as it was
represented in Italy, a truly national character. While painting

(1) 4. Riccr, Elogio di Gentile da Fabriano pittore, Macerata, 1825; also in
Operette di Bel. Arti, Bologna, 1831, and in Mem. Stor. delle Marche di Anco-
na,[,1834; G.da F. ’Angelico e Benozzo al Vaticano e al Duomo di Orvieto,
Giornale di Erudizione Artistica, VI, 1877, p. 149; A. Longhi, L’anno della
morte di G. da F., Nozze Stelluti-Scala. 1887; R. Mariotti, Nuovi documenti di
G. daF.suiaffreschi della cappella malatestinaa Brescia, Nuova Riv. Misena,
1892, p. 3; 4. Venturi,Edition of “Le Vite” of Gentile and Pisanello by Vasari,
Florence, 1896 ; The Same, Quadri di G. da F. a Milano e a Petrograd, L’Arte,
1898, p. 495 (Madonnas in Poldi Pezzoli Gal. and in Stroganoff coll.); Les
quatre panneaux au Brera de Milan, Rassegna d’Arte, 1903, p. 99; Cagnola,
Rassegnad’Arte, 1904, p.42; L. Cust and H. Horne,The Quartaresi altar-piece
by G. da F., Burlington Magazine, 1905. p. 470; L’Altare Quartaresi da G.
da F, Rivista d’Arte, 1903, pp 55, 174; £. M. Perkins, Attribution to G.
of four panels from the life of St.Nicholas in the Vatican Gal., Rassegna
d’Arte, 1906, p. 122; A. Colasanti, Gli affreschi di G. da F. nella Basilica
Lateranense, Rivista Marchigiana illustr., 1906, p. 268; Sirén, (attrib. to G.
da F. the panels of the legend of St. Nicholas in the Vatican Gallery) L’ Arte
1906, p. 332; 4. Venturi, Un nuovo dipinto di G. da F., (attribution to G. of
the Madonna by Bicci di Lorenzo in the Gallery of Fabriano). L’Arte, 1906,
p. 222; F. M. Perkins, (contesting this attribution) Rassegna d’Arte, 1906, p.
o1 note; G, Gronau, (idem), Kunstchronik, June 1907; G. Poggi, G.daF.e
Bicci di Lorenzo, Rivista d’Arte, 1907 (on the same question); /7. Bombe,
Le opere di G. da F. alla mostra antica umbra (Idem), Perugia, 1907; A4.
Colasanti, Un quadro inedito di G.da F. (St. Francis receiving the stigmata
in the Fornari coll.), Boll. d’arte del Minist. della Pubbl. Istr., 1907, p. 19;
Teza, Per una firma di G. da F., Augusta Perusia, II, 1go7, p. 145; Carlefti.,
Per G. da F., data precisa della morta, Nuova Rivista Misena, 1907, p. 27;
Fragment of a Madonna in the Berenson coll , Rassegna d’Arte, 1907, p. 120;
A. Longhi, G. a Brescia 17 Aprile 1414—18 Sett. 1419, Nozze Benigni-
Corbelli, Fabriano, 1908, p. 51; De Nicola, Boll. d’Arte del Minist. della
Pubbl. Istr., 1908, p. 38; D' Ancona, Intorno alla iscrizione della tomba di
G. da F., L’Arte, 1908, p. 51; 4. Longhi, G. a Fabriano nel 1420, Le
v I



2 GENTILE DA FABRIANO.

of this movement in Lombardy bore particular resemblances
to French art and while the connexion between the Veronese
school and Germany was, as we saw, in no way less evident,
with Gentile we come to a style of painting which remains, it is
true, cosmopolitan and Gothic, but which at the same time is
very clearly Italian. Painters such as Pisanello and those of The
Marches and Umbria show the same characteristic, as do also
the Gothic artists of Venice, who for this reason, will be dealt
with after Gentile; all the painters who came after this master
seem to have felt his influence.

We do not know the year of Gentile’s birth; however, the
documents found and recently published by Signor R. Sassi
provide us with a certain amount of information concerning the
artist and his family. He was the son of Niccolo, whose father,
Giovanni, died after 1397; Giovanni was the son of Massio,
whose father was called Venutolo; all of them belonged to
Fabriano and this is of some importance since it proves that the
painter originated from the town itself where his family had
lived for at least four generations before his birth. From the
different data we discover that his family was comfortably off,
if not rich.

Judging from the ages ofhis father and his grand-father, Signor
R. Sassi surmises that probably Gentile was not born before

Marche, XII, p. 137; 4. Colasanti, G. da F., Bergamo, 1909; G. Pogg?, La
cappella di Onofrio Strozziin S. Trinita, Florence, 1903; L. Testi, Storia
della pittura veneziana, I, p. 362; G. Bernardini, (attribution to G. da
F. of the panels from the life of St. Nicholas in the Vatican Gal.), Rass. d’Arte,
1909, p. 17; L. Cust, Notes on the Pictures in the Royal Collection, London,
1911, p. 17(Madonna from the Quartaresi altar-piece); L. Venturi, Un quadro
di G. a Velletri, Boll. d Arte del Minist. della Pubbl. Istr., 1913; 4. Colasanti,
Idem, 1913, p. 73; M. P., Undipinto inedito di G. da F (panel in the Gallery,
Urbino), L’Arte 1915, p. 232; E. Canfalamessa, Un dipinto sconosciuto di
G. da F. (idem), Boll. d’Arte del Minist. della Pubbl. Istr. 1915; L. Venturi
(attribution to G. and his school of several paintings at Fabriano and other
places in The Marches). L’Arte, 1915, pp. 14, 232; 4. Colasanti, Un quadro
ignoto di G. da F.(Madonna in the Sartoris coll., Paris), Bolletino, X1, 1917,
p- 33; R. Sassi, La famiglia di G. da F., Rassegna Marchigiano, 1923, p. 21;
The Same, Sonetti di poeti fabrianesi in onore di G. da F.,Idem, 1924, p.
273; The Same, G. da F,, il padre di G. el'ordine di Monte Oliveto, I[dem,
1925, p. 247; P. Lungano, Gentile da Fabriano e I'ordine di Montoliveto, etc.
Rivista di storia benedettina, X VI, Dec. 1925.
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1360 or 1370, because in 1379 his grand-father was still occupied
with his own affairs and this makes it very unlikely that his birth
took place before about 1320. If Niccolo were the eldest of his
children, he could not have been born before 1340, rather after,
and his son again not before 1360 and more probably nearer 1370.

The father of Gentile, who according to tradition was a scho-
lar, a mathematician and an astrologer, became a monk of the
Monte Olivetan order which was founded in Fabriano in 1397.
His brother Ludovico followed his example. Consequently at
this moment Gentile’s father must have been a widower. The
fact in itself proves that Gentile’s family was very devout and
closely associated with the Olivetan order; moreover when the
master, at the end of his life, worked in S. Giovanni in Laterano
he lived in the monastery of Sta. Maria Nuova, which belonged
to this order. He was buried in the church of the monastery where
a picture by him apparently once existed (%).

Gentile never married ; he had a sister whose name is recorded.

In his artistic career we meet with Gentile for the first time in
Venice in 1408, executing an altar-piece for Francesco Amadi,
who paid him a sum of such a considerable amount, that we may
suppose that he was a fairly renowned painter (?).

Further, in a list of painters of Venice in the Mariegola della
Scuola di S. Cristoforo there appears the name “M. Zentile da
FabbrianoS.Sofia” inan inscription of about the year 1410(*). We
do not know the date at which Gentile painted the frescoesin the
hall of the Great Council which illustrated the arrival of Pope
Alexander III in Venice. I shall return to the question of the
date when treating Pisanello, who worked in collaboration with
Gentile at this decoration, for considering that Pisanello was
born in 1397 it is hardly likely that he was active here before
1417, so that Gentile must have lived at least about ten years in
Venice.

In 1414 Gentile worked for Pandolfo Malatesta in Brescia
where he decorated a chapel; according to documentary evi-
dence this occupied him from April 17th of that year until Sep-

() P. Lungano, op. cit,

() P. Paoletti, L’architettura e la scultura in Venezia, II, Venice, 1893,
P. 205.

(®) Cicogna, Inscrizioni veneziane, VI?% p. 271",



4 GENTILE DA FABRIANO.

tember 18th 1419(") but the work must have been intermittent.
He left Brescia in September 1419 and set out for Rome where
the pope, Martin V, requested his presence. In 1420 we find him
back in Fabriano where apparently he intended to remain, at
least on two different occasions he made a demand to be exone-
rated from paying taxes(?); but already in the following year
Gentile’s name appears in the roll of the corporation of S. Luca
in Florence and in November 21st 1422 in that of the “Medici e
Speciali” of the same town.

In 1423 he executed the altar-piece of the Adoration of the
Magi that Palla Strozzi ordered for the chapel — really the sa-
cristy — of the church of Sta. Trinita in Florence and which
shows the following inscription: “Opus Gentilis De Fabriano
MCCCCXXIII Mensis Maio™ (3).

According to the different records bearing reference to this
painting, it appears that the price agreed upon was 150 florins.
The same year a disagreeable incident befalls our painter; some
boys threw stones into a courtyard — doubtless that of Gentile’s
house — where the artist kept a collection of statuettes and
pictures; the master sent his disciple “Jacopo” who chastised
one of the offenders in such a manner that legal proceedings
were taken against him. In the documents concerning this affair
Gentile’s assistant 1s called: “ Jacobus Pieri pictor de Venetirs”,
in all probability he should be identified with Jacopo Bellini even
although the latter’s father was called Niccolo and not Pietro.

The following year, 1424, Gentile went to work in Siena
where still in 1425 he pays house rent. The chroniclers Tizio and
Fecini mention the “Madonna of the notaries” that Gentile
painted in 1424 in the public place at the corner of via del Casato
where these officials transacted their business. Besides the Vir-
gin, SS. John the Baptist, Peter, Paul, Christopher and the dead
Christ rising from His tomb between two angels were depicted.

In 1425 Gentile painted an altar-piece for the Quartaresi

(1) Several of these documents are reproduced in their entirety in 4. Vexn-
turi, Edition of “Le Vite” by Vasari of Gentile and Pisanello; for this record
v. Mariotti, op. cit., and 4. Longhi, G. a Brescia.

(%) 4. Longhi, G, a Fabriano, p. 137.

(%) G. Poszzi, La cappella di O. Strozzi, p. 19.
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family, which later hung in the church of S. Niccolo in Florence ;
it was signed: “Opus Gentilis de Fabriano MCCCCXXV Mensc
Maii” (Y, an inscription which so closely resembles that on the
Adoration of the Magi that it makes us think it possible that they
have been confounded.

Dating from the same year is the fresco of the Madonna on
the left wall of the cathedral of Orvieto(?). An erroneous reading
of the document referring to this work gave rise to the words
“Magister magistrorum”, being connected with Gentile, from
which it was thought that the master was the director of all the
pictorial decoration executed in the cathedral, but thisis evidently
a mistake.

In 1426—7 Gentile was once more in Rome, and received pay-
ment for paintings which he executed in the basilica of S. Giovanni
in Laterano (%), where in all likelihood the scenes he represented
llustrated the life of St. John the Baptist (4); the payments
continued throughout the month of July 1427 and on October
14th 1427 the uncle of Gentile received two hundred lire which
were still owing to the painter, then deceased (°). Consequently
it would be futile to discuss the legend that Roger van der
Weyden became acquainted with Gentile after 1450.

This last payment, which was made by the prior of Sta. Maria
Nuova, was probably for the fresco of the Virgin between SS.
Benedict and Joseph over the tomb of Cardinal Aldimari, which
Michel Angelo praised and of which Vasari in connexion with
this work said that the painter had a hand similar to his name.

Besides this fresco, the decoration of S. Giovanni in Siena,
the Adoration of the Magi with the artist’s own portrait, the
Quartares: altar-piece and the Madonna, formerly in the church
of S.Domenico, Perugia, now in the gallery of that town, Vasari

() Richa, Notizii delle chiese fiorentine, X, Florence. 1762, p. 270.
G. Rosini, Storia della pittura italiana, Pisa, 1840 etc., pl. XXXVII; v. Cust
and Horne, op. cit.; Rivista d'Arte, 1905, pp. 55, 174.

(*} L. Fiumi, Il Duomo di Orvieto e i suoi restauri, Rome, 1891, p. 392.

() E. Miintz, Les arts ala cour des Papes, I, Paris, 1878, p. 16; the Samne,
Mélanges etc. publiés par I’école francaise de Rome, Rome, 1884.

(*) Colasanti, G. da F., p. 78.

(*) These documents were discovered by G. de Nicola v. Colasanti, op. cit ,
p. 18; also Long/i, L’ anno della morta and Carletti, op. cit.
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mentions still some lost paintings, such for example as a crucifix
in the church of S. Agostino in Bari which seems to have been
from the hand of Francesco di Gentile (}), an infinity of pictures
in The Marches, and more particularly in Gubbio where there
does not remain a single work by Gentile — perhaps Vasari con-
founded the productions of Nelli and his school with those of
Gentile —andin the entire province of Urbino. The last statement
1s quite correct because the polyptych inthe Brera, Milan, as well
as the signed panel in Berlin, originated from Fabriano. In
the cathedral of San Severino there were some frescoes of
scenes from the life of St. Vittorino, but these have long since
disappeared.

More than of any of the other works by Gentile, Vasari speaks
of the decoration in S. Giovanni in Laterano where the paintings
that this artist left unfinished at his death, were completed by
Pisanello. Vasari praises in particular the prophets and other
figures between the windows, executed in “terretta’’, a kind
of monochrome. Also Platina in his biography of the popes
mentions, under Martin V, that Gentile painted the walls of S.
Giovanni in Laterano.

Facio in his “De virisillustribus’ (1455 — 1456) speaks atlength
of Gentile and it seems to be certain that it was from him that
Vasari got his information. Even then he forgot the painting,
probably on panel, of Pope Martin V and ten cardinals by Gentile,
which hung in the basilica of the Lateran and is mentioned by
Facio, as well as the representation of a storm with uprooted
trees, also described in detail by Facio.

Marcantonio Michiel (the anonimo Morelliano) speaks of a por-
trait of a man holding a rosary and another of a young priest,
which in 1532 were in the house of M. Antonio Pasqualino, in
Venice; both were depicted in profile against a black back-
ground and had been brought from Fabriano; Michiel further
remarks that the resemblance which might make one believe that
they represented father and son sooner arises from the manner,
always the same, that Gentile had of depicting the flesh tints.

(Y) 4. Ricci, Memorie storiche delle arti e degli artisti della Marca
di Ancona, I, Macerata, 1834, pp. 152. 168; W. Schulz, Denkmaeler der Kunst
des Mittelalters in Unteritalien. I, Dresden. 1860, p. 334, I1], p. 174.
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Fig. 1. Gentile da Fabriano, the Coronation of the Virgin.

Brera, Milan.
Photo Anderson.
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He also mentions a por-
trait of Gentile by Jacopo
Bellini in the house of Pietro
Bembo in Padua (%).

Lastly Ridolfi in his “Ma-
raviglie dell’ Arte” (1648)
tells us that in Venice there
was a picture of St. Paul,
the first hermit, by Gentile
in the church of S. Giuliano
and a panel of the holy her-
mits Paul and Antony in S.
Felice (3.

Of Gentile's dated works,
then, we possess only three,
all executed within a period
of two years towards the
end of the artist’s life: the
Adoration of the Magi of
1423, the Quartaresi altar-
piece of 1425 and the fres-
coed Madonna of the same
year in the cathedral of
Orvieto.

In examining Gentile's
works, it will be discovered
that they can be divided into
three groups, one of which
includes the three paintings
just mentioned and a few
others; these are naturally
the productions of his last

(Y} Der Amnonimo Morelliano,
ed. Th. Frimmel, Quellenschr. f.
Kunstgesch. etc., Neue Folge, I,
Vienna, 1888, pp. 78 and =20.
Fig. 2. Gentile da Fabriano, St. Mary ® C Rz'do!ﬁ, Le maravig]ie
Magdalene. Brera, Milan. dell’ Arte, ed. D. von Hadeln, I,
Photo Anderson, Berlin, 1914, P. 40.
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manner which is character-
ised by a diminution of the
calligraphic and Gothic
elements which are the
dominating features in the
works of an early stage in
his career and which are
presentbutto alesserdegree
in those of the intermediate
phase.

To Gentile’s first manner
certainly belongs the
polyptych originally in the
church of the “Minori Os-
servantl” at Valle Romita,
near Fabriano, now 1n the
Brera Gallery, Milan (No.
497). Four little figures of
saints which formed part of
the predella were owned at
one time by Count Rosei of
Fabriano and were not ac-
quired by the gallery until
1go1, while a Crucifixion
which is still missing from
the predella, was sold before
1834 to a Greek.

A. Ricci who provides us
with this piece of inform-
ation, also speaks of docu-
ments concerning this po-
lyptych which existed in the
monastery (1).

The central panel shows
the Virginon whoseinclined
head the Saviour places a
crown; above, God the

(Y) 4. Ricci, op. cit, p. 242.

Fig. 3. Gentile da Fabriano,

Brera, Milan.

St. Dominic.

Photo Anderson.
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Fig. 4. Gentile da Fabriano, the death of St Peter the Martyr.
Brera, Milan.

Photo Anderson.
Father in the midst of cherubim, seemsto send forth a blessing —
an iconographical detail particularly frequent in Venice — while
below eight angelic musicians are depicted on an arc which
encircles the firmament on which is inscribed in small letters:
“Gentilis de Fabriano pinxit” (fig. 1). On the lateral panels are
depicted figures of saints, standing in flowery fields; to the left we
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Fig. 5. Gentile da Fabriano, St. John the Baptist. Brera, Milan.

Photo Anderson.

see SS. Jerome and Francisand to the right SS. Mary Magdalene
(fig. 2) and Dominic (fig. 3). The predella shows the martyrdom
of St. Peter the Martyr (fig. 4) and St. John the Baptist in prayer
(fig. 5), St. Francis receiving the stigmata (fig. 6) and St. Thomas
Aquinas, reading in a garden witharchitecture in the background
(fig. 7). As I have already stated, the Gothicism ofline is quite
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Fig. 6. Gentile da Fabriano, St. Francis receiving the Stigmata.
Brera, Milan. Photo Anderson.

marked 1n these figures but the artist does not seem as yet to
have acquired that mastery which we observeinhislater works.
The standing figures of saints lack a little animation ; the small
figures in the predella are not very beautiful.

[ know another panel by Gentile, executed in the same
style. It is found in the collection of Cavaliere L. de Spiridon,
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Fig. 7. Gentile da Fabriano, St. Thomas Aquinas. Brera, Milan,

Photo Anderson.

Rome, and represents a female saint holding a book and a belt
(tig. 8)("). In appearance this picture corresponds perfectly with
the panels of the polyptych. The Gothic effect is the same as in

() Raimond van Maile, Quattro dipinti marchigiani del principio del
Quattrocento, Rassegna Marchigiana, IV, 1926, p. 225.
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Fig. 8. Gentile da Fabriano, a saint.
Spiridon Collection, Rome,

the figures in the picture
in Milan, as is also the
flowery field in which the
saint 1s placed; only the
ornamentation of the
nimbiandthebackground
is different but this might
not be original.

In the Fornari collect-
ion, which still existed
some years ago in Fa-
briano, there was a pre-
della panel, executed
quite in this manner (%).
It represented again St.
Francis receiving the
stigmata (fig. g). Against
a rocky landscape the
saint with one knee on
the ground, his face and
handsraised, receives the
holy wounds from the
Saviour Who appears to
him on a cross in the sky.
To theright a companion
on the ground, shielding
his eyes, looks at the
apparition; further on is
depicted a little church,
the facade of which is
adorned with a represent-
ationof the Annunciation.
In this picture the artist
has obtained very dra-
matic chiaroscuro effects.
The type of St. Francis

() Colasanti, Un quadro
inedito di G.daF.
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Fig. 9. Gentile da Fabriano, St. Francis receiving the Stigmata, Ex -Fornari
Collection, Fabriano.

Photo Minist. della Pubbl. Istr.



16 GENTILE DA FABRIANO.

Fig, 10 Gentile da Fabriano, drawing. National Gallery of Scotland,
Edinburgh,

Photo Vasari Society,
1s not quite the same as in the picture in the Brera, he is more
beautiful and the attitude is easier and more natural.

No doubt dating from the same youthful period and showing
a similar Gothic character is a penandink drawing on parchment
in the Gallery of Edinburgh (!) which represents two figures of

() Vasari Society reproduction, VII, N°, 7.
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Fig. 11 Gentile da Fabriano, Madonna, saints and adorer. Museum, Berlin.

Apostles or disciples standing, holding one another by the hand;
the symbols, however, have been omitted (fig. 10). The faces
resemble in particular those of St Paul and Judas.

An early work. although somewhat different from the others,
seems to be the panel in the gallery in Berlin (No. 1130). It was
presented to the galleryin 1837 by Emperor Frederic William III,
after having belonged to a Roman collector, having been the
property of the Leopardi Osimana family in Osimo (The Marches)
and having hung originally in the church of S. Niccolo in
VIIL 2
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Fabriano (*). The Madonna is depicted sitting on a bench, which is
placed on a platform ina flowery field between two trees in which
little angels make music. To one side is a holy martyr, who is
generally said to be St. Catherine, although her emblems are
missing; to the othersideis a holy bishop, doubtless St. Nicholas,
(considering the name of the church for which the picture was
made) who presents a kneeling donor, whom the Child, standing
on His Mother’s knee, blesses (fig. 11). The portrait of the donor
is full of individuality and it is not difficult to guess that the
resemblance must be excellent; in front of him is seen a mono-
gram. The long and rather bent fingers of the Virgin are very
curious; St. Nicholas has been given similar hands but the
adorer’s are quite different. An unusual feature 1s the complete
absence of haloes.

I think that a fragment of a charming Madonna and Child in
the Berenson collection at Settignano must be a production of
the period of transition (fig. 12) (3).

The Gothic effects are still fairly pronounced in the lines of
the Virgin’s head dress; also the type of her face bears a resem-
blance to those we found in the earlier works. The ornamental
motif of the halo is taken from Arabic letters with which the
artist no doubt became acquainted in Venice.

The picture of the second manner which most closely resembl-
es this one and which for this reason should be placed at the be-
ginning of this second phase, is a panel of the Virgin sitting on a
low bench in a flowery field, holding on her knees the Child Jesus
to Whom St. Rose offers a basket of flowers (fig. 13) }). This
panel, which only a few years ago was acquired by the gallery
of Urbino, shows, in spite of considerable restoration, some parts
of the original work which enable us to place the picture in this
stage of the master’s career

The second half of this period is represented by five, perhaps
six Madonnas of which the earliest seems to be that belonging to
Mr Henry Goldman, New York (pl.I). This panel before 1874 was
in the A. Barker collection, London; it passed into that of Madame

(1) 4. Ricci, op. cit.
(% Rassegna d’ Arte, 1907, p. 120.
(*) M.P., Un dipinto inedito; Cantalamessa, Un dipinto sconosciuto.



MADONNA AND CHILD
By Gentile da Fabriano, Goldmann Collection, New York.
Photo Murray Kendall Keyes.
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Fig 12. Gentile da Fabriano, Madonna, Berenson Collection. Settignano

Sartoris, who exhibited it in the Musée des Arts Décoratifs,
Paris (1). The Virgin, attired in a dress of rich brocade, holds the
Child half erect on her knee ; the throne is covered with a cloth
of a flowered pattern which hangs on the floor behind while a

() A. Colasanti, Un quadro ignorato; W. R. Valentiner, The Henry
Goldman Collection (privately published), New York, 1922, N° 2.
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Fig. 13. Gentile da Fabriano, the mystical marriage of St. Catherine.
Gallery, Urbino. Photo Minist. della Pubbl, Istr.

pavement of a conventional design is visible. In the gold back-
ground can be discovered some traces of decoration, such as
streamers waving in the air and a wing of either a bird or an
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Fig. 14. Gentile da Fabriano, Madonna. Gallery, Pisa.

Photo Alinari.

angel. It is a beautiful work from which emanates a profound but
somewhat sad sentiment. In the nimbus we again find the Arabic
lettering.
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We see them once more in the halo of the Madonna by Gentile
in the gallery of Pisa, as well as in the border of the little napkin
on which the Child sits on His Mother’s knee ; the Virgin sitting
on a cushion on the ground crosses her hands on her breast and
looks at her Son with an expression full of love and sorrow. A
curtain with a pattern of large flowers forms the background.
(fig. 14). This again is one of the master’s fine works.

Bearing a fairly close resemblance to this picture but perhaps
slightly older and not without reminiscences of the Madonna in
the Berenson collection, 1s the panel from the church of S. Apol-
lonia in Velletri, which after its restoration was hung in the Ca-
pitolo of the Cathedral (*). The lower part of the background is
filled by a bench adorned with mosaic woodwork, on which the
Virgin sits; to either side 1s depicted a little angel. A large part
of the picture is unfortunately gone. The forms of the Madonna
and the sentiment that she expresses recall to our minds the
fore-going works; the type of the Child on the other hand shows
more connexion with that of the later works. The Virgin is again
clothed in a robe of brocade and Arabic letters form the design.

The Madonna in the Gallery of Perugia (fig. 15), which unhap-
pilyis considerably damaged, seems to be of a slightly later date.
Several elements in this panel are as new as they are charming.
Some tiny trees grow out of the Gothic throne, and below, a row
of little angels sing from a long scroll of music. The naked Child,
Who is being given an apple, sits on His Mother’s knee ; He is the
least pleasing figure of the picture, and this, I think, is the first
of a series of paintings which all suffer from the same defect.

We find it in the Madonna once in the Herbert collection, Lon-
don, but which latter passed into the Paolini collection, Rome(?).
The Virgin’s throne is invisible but again the site is a flowery
field; to the left we see SS. Julian (?) and Francis and to the right
St. Jerome, carrying the model of a church and an open book
{tig. 16).

The attribution of a picture in the Gardner collection seems
to me rather uncertain but if it be included among his words, 1t

(1) Venturi, op cit.

(%) This collection was put up to auction in New York in December 1924.
The picture in question was N°. 107 of the catalogue. I do not know the name
of its present owner.
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Fig. 15. Gentile da Fabriano, Madonna. Gallery, Perugia.

Photo Anderson.
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approaches most closely this manner of the artist (fig. 17). The
Virgin sits on the ground with her head inclined looking at the
spectator; she holds standing on her knee the Child Christ, Who

Fig. 16. Gentile da Fabriano, Madonna and saints. Private Collection.

bestows a blessing on a miniature adorer kneeling below ; his
coat of arms is depicted in the centre of the panel below. I know
this picture only from a poor photograph and consequently can-
not pronounce an opinion with regard toits authenticity. Judging
from the face of the Virgin I should say all the same that the pic-
ture is probably from the hand of Gentile.



GENTILE DA FABRIANO, 25

Fig. 17. Gentile da Fabriano (?), Madonna. Gardner Collection. Boston.

Photo Marr.
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In all the foregoing works we have found in considerable
abundance those elements of cosmopolitan art which give Gentile
a very evident place in this group of artists. Throughout his
entire work we find calligraphic effects, a Gothicism in the forms
and a conventionality of drawing, always very obvious for ex-
ample in the length of the fingers.

Gentile’s last manner is so much less Gothic that if we pos-
sessed only the productions of this period, his place would be
with the painters of the first generation of the Renaissance,
rather than among the last of the Gothic artists.

With the disappearance of the more mediaeval forms the more
intense expression of sentiment also vanishes, so that all the
figures of the master’s last manner are calmer and more con-
tented-looking than those of his earlier works.

A fairly important though considerably restored production
of the transition between the intermediate and last manners is
the panel of the Coronation of the Virgin once in the Heugel
collection, now in the Art Academy, Vienna (fig. 18) (!). The
Virgin and Redeemer are seated together on the same bench
which is covered with material of a large-flowered pattern; the
Saviour atthe same time as He places the crown on His Mother’s
head, blesses her; a dove flies overhead. To either side are
three angels holding a scroll of music; all the figures are attired
1n rich brocades.

The Gothic element is still fairly marked in this painting but
the forms as well as the faces are rounder, while the latter are
of a much more natural appearance than we find to be the case
in the works of his previous manners.

The Madonnas in the Jarves collection, Yale University, New-
haven, U.S.A. (No. 66) (fig. 19) and in the Gallery of Bergamo
(fig. 20) are the paintings which reveal Gentile as an artist of the
Renaissance.

The first of these Madonnas (%) was 1dentified with the central
panel of the Quartaresi altar-piece until the genuine one was

() This must be the picture that Venturi, in his edition of Vasari’s Vite,
P. 24, mentions as being in the Meuthen Gallery, Corsham Court, London.

(®) Rankin, American Journal of Archaeology, 1895, II. O. Sirén, A des-
criptive Catalogue of the Pictures in the Jarves Collection belonging to
Yale University, Newhaven, London, Oxford, 1916, p. 167.
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Fig. 18. Gentile da Fabriano, the Coronation of the Virgin Art Academy.
Vienna

discovered in the collection of H. M. the King of England ; never-
theless these two paintings closely resemble one another.
The picture in Newhaven is signed below to the left in Gothic
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Fig. 19. Gentile da Fabriano, Madonna. Yale University, Newhaven, U.S A.
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Fig.20. Gentile da Fabriano, Madonna. Carrara Accademia, Bergamo.

Photo Anderson.

letters: “Gent. Fabriano”. At one time this work was repainted
but apparently the repaint has been removed without any dam-
age to the original. The composition is rather curious. It is one
of the rare Madonnas that Gentile has depicted in full face. The
Virgin is apparently standing while the Child, Who is naked and
bestows a blessing, seems to be placed on a table in front of the
Madonna, an arrangement that we meet with in Jacopo Bellini’s
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works and after him in those of Giovanni Bellini. A kind of
Gothic arch frames the two figures and branches bearing flowers
and fruit emerge from the openings.

Fig. 21, Gentile da Fabriano, the Adoration of the Magi. Uffizi,
Florence.

Photo Anderson.

The panel in Bergamo shows, against a background of con-
ventional leaves in gold on a black surface — which I imagine
may not be original — a half-length figure of the Virgin holding
the naked Child. This picture, which originates from the Tadini
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Fig. 22. Detail of fig. 21.
Photo Alinari,

Gallery, Lovere, is often attributed to Jacopo Bellini (). I think,
however, that it 1s from the hand of Gentile; the figure of the

(") Colasanti, G.daF., p. 71; Testi, Stor pit. venez.,Il, p. 261; G. Frizzoni,
Le Gallerie dell’Accademia Carrara in Bergamo, Bergamo, 1907, p. 150,
with a point of interrogation. It should not be confused with another picture
in the Tadini Gallery, Lovere, signed by Jacopo Bellini, in which the
Madonna is crowned and the Child stands on a table before her, v. reprod.
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Fig. 23. Detail of fig. 21.

Photo Anderson.

Madonna corresponds perfectly with the type that Gentile af-
fected towards the end of his career; the curious features of the
Child are found even still more exaggerated in the Quartaresi
altar-piece and in the fresco in Orvieto.

in Testi op. cit,, 1I, opp. p. 180. The information that the Madonna in
Bergamo formerly belonged to the Tadini collection is offered us by

Colasanti who reproduces the picture. Is it possible that he may have been
mistaken ?
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Fig. 24. Detail of fig. 21.

Photo Alinari,

The most important work by Gentile that has come down to
us, dates from this period; it is the Adoration of the Magi (figs.
21—25) which not long ago was transported from the Accademia
of Florence to the Uffizi (No.8364) and as we saw, came originally

from the church of Sta. Trinita in Florence.
VIII
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Ifthis is not the most charac-
teristic painting of the Gothic
movement, it is certainly the
finest and most charming pro-
duction. The principal figures
are placed in the left corner
below a little shelter, attached
to a door which seems to give
access to a park, at least
through the opening, plantsare
visible.

The Child sitting on the Vir-
gin’s knee, lays one hand on
the head of the Eastern King
who, bending before Jesus,
kisses His feet; he has placed
his superb head dress on the
ground. One of his companions
who 1s about to kneel down,
removes his turban and crown.
St. Joseph stands at the Vir-
gin’s side while behind, two
women look at and admire the
beautiful little chalice that the
first king has offered.

The background of this
portion of the picture is formed
by the grotto which serves as
stable to the ox and the ass.
Immediately behind the second
king 1s depicted the third, stan-
ding, holding his offering in his
hand(pl.II); a servantisseenin
the act of removing his spurs,
a detail which reminds us to a
certain extent of the fresco by
SimoneMartiniin Assisi, show-
ing the knighting of St. Martin. Then follows the very numerous
suite of which some are on horseback, others hold their mounts by

Photo Anderson.

Fig. 25. Detail of fig. 21.



ONE OF THE EASTERN KINGS
From Gentile da Fabriano’s Adoration of the Magi, Uffizi, Florence.
Photo Alinari.
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the bridle while others again are on foot. A beautiful greyhound
1s seen resting in the fore-ground. The artist has depicted two
leopards and two monkeys, one of which is sitting on a camel,
and thereby has succeeded in giving a little oriental touch to the
picture which otherwise would have been missing. It is true that
the second king i1s quite exotic-looking, as is also a man just
behind the third, but this is sooner because of their turbans than
on account of their types.

The Arabic inscription on the band which hangs from the
shoulder of the other king is not in Gentile’s case an attempt to
produce something oriental. Fruit-bearing trees, around which
birds fly, background this part of the picture. Deep in the back-
ground of the painting we see many beautiful miniature-like
scenes. To the left a fortified town 1s situated on the sea-shore;
on a hill the three Magi look at the Star of the East; lower down
there is a group of horsemen, half hidden by a hill, an arrange-
ment that we have already found in Stefano da Verona’s works
and shall see again in Pisanello’s fresco of St. George. It is
curious that Gentile has represented here two soldiers who
seem to be dragging away an evil-doer; perhaps it was the
same idea that led Pisanello to place two hanged criminals in
the background of his fresco.

In the centre we see still the long cavalcade which escorts the
Magi, breasting a hill at the top of which is a fortress; then more
to the right is shown the moment when the Magi enter the fort
by the draw-bridge.

In this picture we discover several features which reveal the
spirit of the master, at least at this moment of his career.

Gentile was an artist who was just as much an idealist as
Simone Martini but his conceptions were less spiritualized. The
little group, composed of the Virgin and Child and the three
Magi in their superb costumes — particulary the third so young,
so beautiful and so ethereal — is a vision of dreamland sooner
than of reality. It is too beautiful to be real. Yet from the picture
no mystic or profoundly religious feeling emanates and it is in
this that Gentile differs fundamentally from Simone. The scene
is before all profane, magnificent of course, but without any very
deep feeling and we have to grasp the subject of the picture
before realizing that it is a religious representation, because
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there is an infinity of details borrowed from every day life. The
group of horsemen to the right of the panel, with their leopards
and greyhounds would be more appropriate in a scene of the
return from the chase than as an escort to the Wise Men who
come to adore the new-born Jesus. In the miniature-like scenes
in the background this is even more evident. Two of the knights
in the central cortége openly hold a falcon on their hands, two
others have leopards on their horses behind the saddle. Near
the procession a huntsman on foot holds-in his dog eager to give
pursuit to a stag which escapes into a field. In these moments the
artist did not enter into the nature of his subject and he evidently
could not prevent himself from divagating into those genre and
profane representations, which are so characteristic of the entire
cosmopolitan artistic movement.

The altar-piece has a superb frame and an equally beantiful
predella. The upper part of the frame is adorned with three
medallions, each of which is held above by an angel and is sup-
ported below by two reclining figures of prophets. The subjects
represented in the medallions are, in the centre, the half-length
figure of the Saviour blessing and to the sides the angel and
Virgin of the Annunciation, the former flying, the latter sitting
in her room by the side of her bed. The lateral pilasters of the
frame are each composed of about a dozen panels, each one
decorated with a branch of flowers, executed in a manner so
delicate and so true to nature that the result can only be des-
cribed as midway between a miniature and a study of natural
history and it is this style, as we shall see later on, that Pisanello
followed.

The predella comprises three scenes. The first panel shows
the Virgin adoring the new-born Child, Who lies on the ground
while St. Joseph sleeps in a corner and two women watch close
by. The site is the same as that of the Adoration of the Magi. We
see the same doorand the grotto in which the ox and ass arerest-
ing. On a hill in the background is depicted the angel in a halo
of light appearing to two shepherds and announcing to them the
glad tidings The sky is studded with enormous starsand abeau-
tiful mystic light illuminates the group in the foreground and the

shepherds, forming an interesting contrast with the darkness of
the other parts of the picture.



TheFlightinto
Egypt shows the
same miniature-
like technique as
the principal pan-
el. The travel-
lers are seen pas-
sing through a
hilly country in
which beautiful
fruit trees grow;,
a fortified town
and two castles
are depicted in
the distance. An
iconographical
peculiarity of
this little sceneis
the presence of
two women fol-
lowing the ass
on which the Vir-
gin and Child
are seated.

The third pan-
el 1s preserved
in the Louvre
(No. 1278) and
reveals the fact
that Gentile must
have had a spe-
cial interest in
architecture.
Several houses
of curious con-
struction, two of
which show
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Photo Alinari.

Fig. 26. Gentile da Fabriano, the Presentation in the Temple. The Louvre, Paris.

stones cut in a point, similar to those of the Palazzo dei Dia-
manti in Ferrara, are portrayed near the little chapel in which
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Fig. 27. Gentile da Fabriano, drawing. The Louvre, Paris.
Photo Alinari,

the Presentation in the Temple takes place (fig. 26). This build-
ing, some of the walls of which have been left out so that
the interior can be seen, is placed a little in front of the other
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Fig. 28. Gentile da Fabriano, Madonna from the Quartaresi
altar-piece. H.M. the King of England’s Collection, National
Gallery, London.

39
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Fig. 29. Gentile da Fabriano, four saints from the Quartaresi altar-piece.
Uffizi, Florence.
Photo Alinari.

houses; probably Gentile has had in mind here a baptistery in
the centre of a place; the temple is hexagonalin form which would
correspond to that of a baptistery. The priest holding the Child,
the Virgin, St. Joseph and Anna the Prophetess are depicted
near the high-altar; two ladies, elegantly attired, approach from
the left; two beggars are represented to the right. These four
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figures, as well as the minute architectural details give again to
this scene the appearance of a genre picture.

In the Louvre there is a drawing which can be approximated
to the Adoration of the Magi. It is executed in crayon with white

Fig. 30. Manner of Gentile da Fabriano, scene from the life of St. Nicholas.

Vatican Gallery, Rome.
Photo Anderson,

outlines on grey-green paper and represents the bust of a man,
wearing a head dress of almost the same form as a turban (fig. 27).
Although the same person does not appear among the men to
the right of the Eastern Kings, there are several like him and it
can be surmised that similar studies as the sketch in the Louvre,
existed for the men that Gentile shows in the panel.

The different panels of the Quartaresi altar-piece are rather
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scattered (!). The Madonna belongs to H. M. the King of England
who, I think, has lent it to the National Gallery (fig.28). The four
lateral saints are in the Uffizi (No. 887) (fig. 29) while the four

Fig 31. Manner of Gentile da Fabriano, scene from the life of St. Nicholas.
Vatican Gallery, Rome.

Photo Anderson,
scenes from the legend of St. Nicholas, which are preserved
in the Vatican Gallery (Nos. 197, 198, 199, 200) (fig. 30—32),
doubtless formed part of the predella.

The Virgin as well as the Child Jesus is characteristic of
Gentile’s last manner; they are pleasing but neither very graceful
nor spiritual. These two figures are backgrounded by a curtain

(1) Cust and Horne, op. cit.; Cust, op. cit,, L Altare Quartaresi.
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Fig. 32. Manner of Gentile da Fabriano, scene from the life of
St. Nicholas. Vatican Gallery, Rome.
Photo Anderson,
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with a design of large flowers; the cover on the seat has a pat-
tern of leaves whilea carpet on the floor shows yetanother motif.
The three angels to either side are rather crushed. Above a
medallion is supported by two angels with a cherub below. In
the lateral panels similar figures are found around the medal-
lions which are adorned with the figures of the angel and Virgin
of the Annunciation, SS. Francis and Dominic (?). The principal
figures of these panels are SS. Mary Magdalene, Nicholas, John
the Baptist and George. They are beautiful images, dignified and
calm and have been executed, especially the figure of the Baptist,
with more marked plastic effects than we generally find in
Gentile’s works.

There 1s some difference of opinion regarding the predella
panels (). Some believe them to be by Gentile himself, others
attribute themonly to his manner. [ am sooner of the latter view.

The compositions are extremely simple; in the two first
panels the walls are very evident and particularly in the first the
figures occupy a place of minor importance ; this in itself would
be unusual in a work by Gentile. The scene represents the first
bath of the little Nicholas, performed by two women before a fire
while the mother, lying in bed in the next room, leans over in
order to see her son. Part of the outside wall of the house is
visible against which grow some flowering plants. The second
picture is the most pleasing; it shows the saint throwing three
golden balls into the house of the man and his three daughters
whom, on account of their dire misery, the father had destined
to a life of perdition. The family is preparing to retire for the
night; they are undressing and one of the daughters helps her
father. Outside St. Nicholas clings to the bars of the window in
a most extraordinary manner, and throws the three balls of gold
on to the bed.

The scene of the resurrection is also placed in the midst of
much architecture, the plan of which is not easy to understand.
Itis evidently an inn and the saint miraculously causes the three
children to appear safe and sound, from the barrelsin which their

() Sirén, op. cit.; Bernardini, op. cit.; Perkins, Rassegna d'Arte, 1906, p.
122; Schmarzow, Frammenti di una predella di Masaccio, L’ Arte, 1907, p.
209, ascribes them to Masaccio.
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Fig. 33. Gentile da Fabriano, Madonna. Cathedral, Orvieto.

Photo Anderson,

bodies, already cut to pieces and prepared for eating, had been
placed. The last scene represents the holy bishop plunging from
the heavens towards some sailors who had invoked him to save

45
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them from being shipwrecked ; other sailors are depicted throw-
ing the merchandise overboard but the sea in which fish and
a siren are swimming does not appear to be very rough.

As we shall see, Bicci di Lorenzo practically copied this
Madonna by Gentile as well as three of the scenes from the
legend of St. Nicholas.

The panels in the Vatican Gallery, although bearing a close
resemblance in style to Gentile’s manner, are, none the less, too
inferior in quality to ascribe them to the master himself, and the
pupil to whom he counsigned this work must have been given a
free hand regarding the manner of treating the subjects because
even the composition with its profusion of architecture, does not
correspond to Gentile’s style.

From the same year as the Quartaresi altar-piece — 1425 —
dates the fresco in the Cathedral of Orvieto where, alongside
the Virgin and Child, additions have been made in the 17th cen-
tury (fig.33) (V). It is one of the rare occasions on which Gentile
shows the figuresin fullface. The Virgin is enthroned, sitting ona
cushion of a cylindrical form; her face is rather curious; the
broad smile on that of the Child is exaggerated to a grimace;
nevertheless the type is the same as we found in some of Gen-
tile’s other late works. The Infant stands on the Virgin’s knee,
bestowing a blessing and grasping one of His Mother’s fingers.
Again we find here — particularly in the faces — those plastic
effects which are absent in the productions of his early and
intermediate phases and which seem to be an achievement of
the artist’s later years.

Of a Madonna which is sometimes attributed to Gentile and
which belonged to the collection of the late Count Stroganoft,
there will be question in the next volume when we come to dis-
cuss Arcangelo di Cola da Camerino who, as Signor Colasanti
has recently pointed out, seems to be the veritable author of this
work.

Another picture which I find ascribed to Geatile, is unknown
to me; it 1s an enthroned Madonna in the collection of Mr. Theo-
dore M. Davis of Newport, U.S. A., which Mr. Berensonincludes
in his list.

(1) In the second half of the 15th century this fresco was covered with
locked doors v. Fumi, op. cit., pp. 395, 396.
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Fig. 34. School of Gentile da Fabriano, Madonna. Massimo Collection,
Rome.
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I do not think that some fragments of frescoes — the Magdalene
and St. John the Baptist — behind the choir in the cathedral of
Fabriano, are from the hand of Gentile (%), nor is the fresco frag-
ment, representing the head of Charles the Great, which is kept
in the library of the Vatican (2).

A picture of the Madonna, seen in full face, in the Gallery of
Venice, shows the false signature: “ Gentile Fabrianensis f.”; it
1s a Venetian work of the first half of the 15th century.

Another painting of the Virgin with afalse signature of Gentile
was shown at the exhibition of antiquities that was held a good
many years ago in the Castel S. Angelo, Rome, and recently was
still for salein Rome. It seems to me awork by Arcangelo di Cola.

On account of the diffusion of the international style and cer-
tain common points of resemblance, many pictures have been
attributed to Gentile.

I need not enumerate these works here as they will be dealt
with in their proper place (?).

Although Gentile’s influence was enormous, it cannot be said
that he had many immediate disciples. A certain Nerito (4 and
Michele of Hungary or Ongaro are mentioned as his pupils, but
we do not possess any works by the former, while the signed
picture of Michele Ongaro in the Gallery of Budapest classifies
him as a member of the Ferrarese school of a later generation.

Itis true, however, that several of the painters of The Marches,
such for example as Arcangelo di Cola da Camerino and the

(*) Attributed to him by L. Venfuri, A traverso le Marche, L’ Arte, 1915,
p- 18.

(*) Mr. Berenson includes it in his list of Gentile’s works. We shall
deal with it amongst the Roman productions of this style. It is sometimes
considered to have formed part of Gentile’s frescoes in S. Giovanni in
Laterano and actually does come from this church,

(®) A picture of the Archangel Michael by Giambono in the Berenson
collection was attributed to him when it still belonged to Marquis Dondi
of Padua v. G. Fiocco, Venezia, I, Rome-Milan, 1920, p. 211, note 1.  have
already mentioned among Stefano da Verona’s school works a Madonna in
the Poldi Pezzoli Gallery, Milan, which has been attributed to Gentile by
A. Venturi, Quadri di G. da F. a Milano e a Pietroburgo.

() G. Poggi, La cappella di Onofrio Strozzi in S. Trinita, Florence, 1903,
p- 19.
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Fig 35. School of Gentile da Fabriano, Madonna, Private Collection, Rome.

VIl 4
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Salimbeni, were dominated to such an extent by Gentile, that
they might be classified as actual pupils. The painters of The
Marches who continued more than the others the manner of
Gentile, will be discussed in another chapter.

His art penetrated also into Umbria and in Lazio, too, Gentile’s
manner had its representatives in Lello da Velletr1 and some
others. In Siena it was Giovanni di Paolo more than any other
Sienese artist who felt Gentile’s influence ; as we shall see later
on, itwas in all probability he who executed a copy of the Ador-
ation of the Magi by Gentile. The master’s influence is evident
in the Florentine school in the works of Bicci di Lorenzo whose
picture in the Gallery of Fabriano was even once thought to be
a newly discovered work by Gentile (1). Of the Venetians, Giam-
bono and Jacobello del Fiore came under Gentile’s influence,
while of the following generation Jacopo Bellini — no doubt one
of Gentile’s direct pupils — and Antonio Vivarini continued his
manner in an early stage of their careers. We shall see shortly
how much Pisanello owed him.

Considering to what extent Gentile’s art was disseminated in
Venice and in Central Italy, where it was chiefly his manner that
was instrumental in introducing the cosmopolitan Gothic style,
the works of his immediate school are rare.

An artist very close to the master, however, and doubtless
working under his direct supervision, executed a picture of the
Madonna in the collection of Prince Fabrizio Massimo, Rome
(fig. 34). The Virgin, sitting on an ornate piece of stuff on the
ground, holds on herknee the Child Christ, Who is attired inrich
brocade.

Acrather poor painting of the Madonna, sitting in a flowery field
with the Child fully dressed standing on her knee, in the gallery
of Verona, should be included among the works of Gentile’s
school.

Closely resembling the master's manner is another panel of
the Virgin sitting in a field with little animals running wild, in
the collection of Count Serrestori, Florence, and another,
somewhat damaged, showing the Virgin seated on the ground,

(Y 4. Venturi, Unnuovo dipinto; Perkins, Rassegna d’Arte, 1906, p.91;
Gronau, op. cit.; Poggt, G. da F. e Bicci di Lorenzo.
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Fig. 36. School of Gentile da Fabriano, drawing. Kupferstich Kabinet,
Berlin.
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adoring the Child, Who lies on her knee, while two angels fly
overhead, belongs to Signor Cinelli, Florence.

The influence of the master’s last manner is evidentin a paint-
ing in a Roman collection, showing a half-length figure of the
Virgin, carrying the Child in her arms against a background of a
flowering hedge (fig. 35). The monogram of the Madonna is in-
scribed in Greek letters on the gold background above. The style
of painting has something in common with Jacopo Bellint’s first
manner.

A little sketch in the Print Room in Berlin representing a wo-
man sitting on a bench, also belongs to Gentile’s school (fig. 36).

Most of the works of Gentile’s tradition are comprised in the
cosmopolitan artistic movement in The Marches and will be
treated in another volume.

I do notknow the Madonnain the Hermitage, Petrograd, which
1s mentioned as a school work. A Madonna, sitting in a marble
niche, decorated with Arabic lettering, holding on her knee the
Child Christ, Who grasps a pomegranate, in the Gallery of Dres-
den, 1s the work of a Florentine imitator of Gentile’s, who must
have already been acquainted with the art of Fra Filippo Lippi(}).

Signor Colasanti mentions still two gilt glasses,both represent-
ing the Madonna. The one in the Museum of Turin, the other in
the Albites collectioninFlorence, executed after Gentile’s style(?).

An interesting manifestation of the diffusion of Gentile’s influ-
ence 1s found in a Catalan picture, belonging to Signor Miguel
Utrillo at Sitges, in which the left portion of Gentile’s Adoration
of the Magi has been copied (}). Moreover, some other Catalan
painters seem to have certainly known Gentile’s art (4).

Gentile da Fabriano was by far the ablest artist of the cosmo-
politan Gothic movement of the beginning of the 15th century in

(Y Reprod.in Colasanti, G. da I, p. 144. Crowe and Cavalcaselle mention as
school works still a Madonna kept in the Offices of the Hospital of Citta di
Castello, but this painting has disappeared.

(®) Colasanti, op. cit., p. 84. The Madonna in Turin is surely the one repro-
duced by Signor P. Toesca, L.’ Arte, 1908, p. 256.

(%) 4. Colasanti, Rassegna d' Arte, 1916, p. 227.

() L. Bertaux, in L’ Histoire de I'Art, directed by A. Michel, 1112, Paris,
1908, p. 761.
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Italy. He was also the most Italianized of those who founded this
tradition because we have seen how many French elements are
found in the works of the Lombard group and to what degree the
Veronese painters were influenced by German art. We cannot
be deceived as to the character of Gentile’s works which are
thoroughly Italian. It was he who gave a national stamp to the
[talian manifestations of the cosmopolitan art, and thisis substan-
tiated by all the productions of the Central Italian painters on
whom he exercised, as [ have already stated, a very general in-
fluence. In Venice his influence is equally evident but there we
notice that the painters felt the neighbourhood of Verona, where,
however, Gentile’s art also found a footing, being introduced
there by Pisanello.

With regard to the origin of Gentile’s art it is difficult to make
a definite statement. [ do not think that he owes anything to the
14th century painters of Fabriano, such for instance as Nuzi and
Ghissi, although from a chronological point of view there is
nothing to prevent our supposing that Gentile learned his art
from the latter, but the difference of manner contradicts a similar
hypothesis.

Gentile’s gay and brilliant colouring in a way recalls the art
of his native predecessor; however he seems to have been
more inspired by the work of Nuzi — who was in all probability
dead before Gentile’s birth — than by that of Ghissi, whose
colouring i1s more dim. Further if Gentile must be considered as
belonging to the school of The Marches it is more because of the
adherents his art had there than on account of the outset of his
career.

Gentile was a painter, the evolution of whose art led very
obviously towards the Renaissance. A certain amount of Gothic
archaism 1s manifest in the calligraphic lines of the drapery and
in some other mannerisms of his first works, in the composition
and grouping of the figures, in which depth is lacking in the
Adoration of the Magi, and in the miniature-like technique of the
background. None the less Gentile was a painter of the transition
and the forms, the proportions and the plastic effects of his last
works are sooner the achievements of a painter of the Renais-
sance.



Fig. 37. Medal of Pisanello (enlarged), by himself?

CHAPTER 1L

PISANELLO (%).

Pisanello was born in 1397. We owe our knowledge of this
date to the discoveries of Signor Biadego, because formerly it

(9) C. Cavattoni, The Carmini latini composti a mezzo il secolo XV in lode
di Vittore Pisano, Verona, 1861; Bermnasconi, 11 Pisano, grand artefice
veronese, Verona, 1862; Vasari-Milanesi, Le Vite, I1I, Florence, 1878, pp. 5,
23; Ch. Ephrussi,Vittore Pisano, Gazette des Beaux Arts, 20d periode, XXIV,
1881, p. 106; J. Friedlinder, Die Italienische Schauminzen des fiinfzehnten
Jahrhunderts, Jahrb. de K. Preus. Kunstsamml., I-III, 1880 —1882; 4. Heiss,
Les médaillons de la Renaissance, Vittore Pisano, Paris, 1881; L. Botk de
Tawszia, Vittore Pisano, L’ Arte, 1882, p. 224 ; A. Venturi, La datadella morta
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was thought that this painter was born about twenty years
earlier, that is to say about 1380.

di Vittore Pisano, Alba Nazionale Rovighi—Valcavi, Modena, 1883;
A. Armand, Les médailleurs italiens du quinziéme et seiziéme siécle,
2nd ed., Paris, 1883; Bode u. v. Tschudi, Anbetung der Konigen von Vittor
Pisano und die Madonna mit Heiligen aus dem Besitz des C. Dal Pozzo,
Jahrb. der K. Preus. Kunstsamml., VI, 1885; 4. Venturi, Jac. Bellini,
Pisanello e Mantegna in den Sonetten des Dichters Ulysse, Kunstfreund,
Berlin, 1883, No. 19; The Same, Documenti sul Pisanello, 1433, Archivio
Storico dell’ Arte, 1888, p. 424; M. Rossi, 1l Pisanello e i Gonzaga, idem, p.
453; The Same, 11 Pisanello graziato, idem. 1889, p 38; 4. Venturi, Scoperto
di un ritratto estense del P., idem, 1889, p. 165; D. Gnoli,Passaporto di P.,
Arch. Stor. dell’ Arte, 1890, p. 402; F. Ravaisson, Une oeuvre de P, Mem.
de’Ac. des Inscr, et B. Lettres, 1893 (wooden bust of woman in the Louvre);
A. Gruyer, Vittorio Pisanello, Gazette des Beaux Arts, X, 18g3, p. 353;
C. Dodgson, Ein Studiénblatt des Vittore Pisanozu dem Fresko in Senas-
tasia a Verona, Jahrb. der K. Preus. Kunstsamml,, XV, 1894, p. 259 (repro-
duction reversed); E. Miintz, A propos de la nouvelle édition de Vasari,
publiée par M. Milanesi, Revue de I'Art, 1894, pp. 98, 412; A. Venturi,
Gentile da Fabriano u. Vittore Pisano, Jahrb. der K. Kunstsamml., XVI,
1895; The Same, Le Vite (del Vasari), Gentile da Fabriano e il Pisanello,
Rome, 1896; E. Miintz, Pisanello, Revue de I'Art, 1897, p 67; A. Gruyer,
L’art ferrarais a I’époque des Princes d’Este, 2 vols., Paris, 1897; E. Miintz,
An Italian realist of the fifteenth century, Art Journal, 1898; Courajod,
Lecons du Louvre, II, Paris, 1goo; G. Zippel, Artisti alla corte degli Estensi
nel Quattrocento, L'Arte, 1902, p. 406; G. Biadego, Discorsi e profili, Milan,
1903; C. von Fabriczy, Die Medaillen der Italienische Renaissance, Leipzig,
1903; A. Alexandre, P., L’Art et les Artistes, Jany 19o4; G. F. Hill,P,,
London, 1go5; Criticisms on Hill's book, Burlington Magazine, VIII, 1905,
p. 104; L’Arte, 1907, p. 82; /. Burger, Francesco Laurana, Strasbourg, 1907,
p. 67; L. Ricci, Come debba chiamarsi il Pisanello, L’Arte, 1907, p. 376;
Biadego, Pisanus Pictor, Atti del R. Ist. di Sc. Lett. e Arti di Venezia,
LXVII?% 1908, p. 37; 1909, p. 229; 4. Ventur:, On Biadego’s discovery,
L’Arte, 1908, pp. 318 and 467; 1910, p. 74; /. de Foville,idem, Revue de
I’Art, 1908, p. 315; F. Burger, idem, Kunstchronik, 1908, p. 65; v Hadeln,
idem, idem, 1908, p. 111; G. F. [1il/,idem, Burlington Magazine, X VI, 1908,
p. 288; G. Frizzoni, 1 nostri grandi maestri in relazione al quinto fascicolo
dei disegni di Oxford, L’Arte, 1908, p.81; K. Zoege v. Manteuffel, Die Ge-
milde u. Zeichnungen der A. Pisano in Verona, Halle, 1gog; L. Testi, La
Storia della pittura veneziana, I, Bergamo, 1gog, p. 372; 7he Same, V. P. o.
Pisanus Pictor, Rassegna d’Arte, 1910, p. 131 ; Criticism on K. Zoege v. Man-
teuffel's book, L’Arte, 1910, p. 160; L. Testi, Quando nacque il P., Rassegna
d’Arte, July 1911, p. 1; Les dessins de P. et de son école, conservés au
Musée du Louvre, 4 vols., publiés par J. Guiffrey, Paris, 1911 ; G. Biscaro,
Pisanus pictor alla corte di F. M. Visconti, Milan, 1gt1; C. Cipolla, Ricerchi
intorno alla chiesa di S. Anastasia in Verona, I’Arte, 1914, p. 396 (412);
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The document which provides us with this piece of inform-
ation dates from 1433 and from it we discover also that he was
called Antonio and not Vittore as previously was thought.

The error regarding the name can be traced back to Vasari;
this biographer supplied certain facts which caused the false
signature: “Opera di Vettor Pisanello di San Vi Veronese 1406”,
to be applied to a picture of the school of Vivarini, nowin the
store room of the Museum of Berlin.

The hypothesis of the existence of a Vittore Pisano, who
should be identified with the painter, has not yet been completely
abandoned, Antonio, the medallist, being consequently another
person, but as will be seen from what follows, there 1s no reason
to admit the existence of two different artists, the medallist, the
draughtsman and the painter being one and the same individual.

From the same document we learn that at this moment, 1433,
Pisanello was thirty-six years of age and that he lived in Verona
with his mother, Isabella, and a little daughter of four. The father
of Pisanello was a Pisan of the name of Bartolommeo; he seems
to have been a cloth merchant and it was no doubt on account
of the father’s site of origin that the son was surnamed Pisanello.
We know, further, that the artist had a sister called Bona, who
became the wife of the notary, de la Levada, of Venice and that
his mother’s second husband was Filipo de Ostiglia.

We know nothing concerning Pisanello’s artistic education
or where he spent his youth. Vasari pretends that he was ap-
prenticed in Florence where he became acquainted with del
Castagno and where he executed frescoes representing the
legend of St. James saving the son of the Galician pilgrim, in the

Nocq, Les médailles d’Antonio Pisano, Paris, 1914 ; 4. Venturi, Un ritratto
del P., L’Arte, 1918, p. 277 (man’s profile in the Capitol Museum); M. Kras-
ceninnikova, Catalogo dei disegni del P., L’Arte, 1920, pp. 5, 125,226; /. de
Fouille, P. et les médailleurs italiens, Paris, no date; G. F. Hill, Gallows
Studies by P, Burlington Magazine, XXXVI, 1920, p. 305; 4. Venturi, Per il
Pisanello, Disegni inediti etc., L’Arte, 1921, p. 80; The Same, Del quadretto
attribuito a Bono da Ferrara nella Galleria Nazionale di Londra, L’Arte,
1922, p. 105; A. Venturi, Un disegno inedito del Pisanello, Miscellanea per
le Nozze Brenzoni-Giacometti, Verona, 1924; 7%e Same, Per il Pisanello,
L’Arte, 1925, p. 36 (portrait of a lady belonging to Duveen and a drawing in
the Lugt collection).
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church of the corporation of Sta. Maria della Croce al Tempio or
as Mr. Hill believes, in the hospital of this corporation, which in
1428 was left a legacy for the purpose of building a hospital, but
we have really no reason to believe the data offered by Vasari,
who always attempts to place the début of all great artists in
Florence. Judging from his style it would be much easier to
believe thathe received his first lessons in painting from Stefano
da Verona, consequently in Verona itself.

It 1s highly probably, as will be seen later on, that Pisanello
worked in Venice before we find him active in Verona; there, he
took part with Gentile da Fabriano in the execution of the decor-
ation of the large council hall of the Ducal Palace (%). A letter of
January 1432 from Leonello d’Este to his brother Meliaduse pro-
ves that Pisanello was in Verona in 1431. The letter is of interest,
not only because it is the earliest document we possess that bears
reference to the artist but also because it mentions a picture of
the Virgin that Pisanello was executing for him in Rome (3),
only the authenticity of the letter has sometimes been doubted.

What is certain is thatabout this period Pisanello was working
in the Lateran in Rome and it has been thought possible that
he finished the task undertaken by Gentile da Fabriano, who
worked there in 1426, and 1427 and died in 1428, leaving the
decoration unfinished. The subject that Gentile illustrated was
the story of the Baptist. Vasari, who speaks of Pisanello’s paint-
ings, does not mention this subject but informs us that the
decoration was carried out regardless of expense, that is to say
with a profusion of ultramarine, paid by the pope himself.

In 1431 and 1432 Pisanello received payments for paintings
made in the Lateran (®) and we know that in 1432 Pope Eugenius
IV gave him a passport which allowed him, his assistants and
friends, in all six persons, with their luggage and other belong-
ings, to leave Rome (%).

In any case, already in 1435, Pisanello was in close rapport
with the d’Este of Ferrara, because he sent to Leonello, probably

() Hill, Pisanello, p. 27.

(%) Among others Mr. Hill, op. cit., p. 51, gives the text of the letter. Most
of the documents are found in Vewn/uri’s edition of Le Vite by Vasari.

() E. Miintz, op. cit, p. 46.

(Y D. Gnoli, op. cit.
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on the occasion of his marriage, a portrait of Caesar. Caesar
was a historic figure that Leonello held in special veneration; in
his palace an entire room with its decoration was dedicated to
him while Guarino, Leonello’s professor, presented him with a
treatise demonstrating Caesar’s superiority over Scipio. Crowe
and Cavalcaselle inform us that in 1435 the artist executed a
portrait of Niccolo III d’Este but there is no confirmation of
this statement and perhaps a slight error has been made here
regarding the subject of the painting of Caesar. Three years
later Guarino wrote a sonnet on Pisanello, in which he does not
only mention his painting but seems to allude to his talent as
medallist.

From July 1438 until February 1442 Pisanello did not live in
Verona because his name appears among the adherents of the
Marquis of Mantua who did not return to the town after the
lapse of time during which those who had left Verona on account
of the siege were given permission to return. In 1442 he is
allowed to return to his native town and to take possession of
his furniture in Ferrara. However, we are well informed with
regard to his movements during these years.

At the beginning of 1438 he was very probably in Ferrara and
saw there at the time of the council the Emperor John Palaeo-
logus, whose image he cast.

In 1439 we find him in Mantua and in May he receives payment
of work which he executed for the marquis. Besides it is also
possible, as Mr. Hill remarks, that he decorated the church of
Sta. Paola in the Corpus Christi monastery, the construction of
which had been ordered by the Marquise Paola. B. Facio, in his
treatise on illustrious men, tells us, that at Mantua Pisanello
painted a chapel and some pictures.

In 1441 we know that Pisanellolived in the house of his brother-
in-law, the notary Andrea de la Levada in Venice and it was very
likely in that year that he competed with Jacopo Bellini for the
best portrait of Leonello d’Este, a competition which Bellini won
if we can believe the sonnet of a certain Ulisse, perhaps Ulisse
de’ Aleatti, who narrates the fact(?). In any case he returned the
same year from Ferrara to Mantua by boat. A debt of 180 ducats

(Y Hill, op. cit., p. 138.
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which the painter owed was deducted from his wages by order
of the Marquis of Mantua.From there he went probably to Milan
and Pavia and it is possible that while in the latter town he
executed some frescoes for the Duke of Milan and made the
medals of Piccinino, Filippo MariaVisconti and Francesco Sforza.

In October 1442 he is brought before the tribunal of Venice
on a charge of calumniating the republic of Venice while he was
at the court of Ludovico Gonzaga, who fought for the Duke of
Milan united with the Pope, Florence, and Venice, against the
“Liga”. The public advocate even asks that his tongue should
be cut but there is unanimous opposition to this form of punish-
ment. Nevertheless he is not allowed to leave Venice, nor can he
do anything without the permission of the “Council of Ten”.
Shortly after he is given leave to go for two monthsto Ferrara (%)
where he must have arrived towards the end of the year; as we
saw before, it was just this year that he was given permission to
return to his native town.

The Marquis of Mantua did everything in his power to
obtain the services of the painter and as we see from the entries
in the register of the household accounts of the court of Mantua
he succeeded in this, probably in 1443. The same year the artist
writes to Gianfrancesco Gonzaga requesting money due to him,
which, according to the reply he has every intention of paying
but at that moment has no funds at his disposal. In November
the same noble writes that he is sending a messenger to retrieve
from Pisanello a painting on canvas, representing the Saviour,
that he had taken away without permission. Perhaps the painter
during another visit to Mantua had taken possession of the
picture in security for the money which was owing to him.

In 1444 Pisanello was once more requested to come to Mantua
and after, so it appears, having received from the marquis the
payment due to him, he went there instead of to Naples where
he was also in demand, and undertook several different works;;
he decorated a chapel and the hall of the ducal palace and
executed as well several pictures on panel (%). The same year on

() G. Ludwig, Archevalische Beitrige zur Geschichte der Venezianische
Kunst (Italienische Forschungen, IV), Berlin, 1911, p. 120.
(3) M. Rossi, op. cit.
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the occasion of the second marriage of the marquis he cast
the medal with the portrait of Leonello on one side and Love
taming the lion on the other.

It 1s quite possible that Leonello employed the painter for the
decoration of his country house of Belriguardo which he built
at this moment. In any case during this year the painter received
from Leonello the sum of 50 gold ducats, while in 1447 another
payment of 25 ducats was made to him but in December 1448
we find that he owes money to the treasury of Ferrara.

The painter does not seem to have given up his domicile in
Verona, at least he figures among the rate-payers of 1445 and
1446 as inhabiting the quarter of S. Paolo.

Pisanello then went to Naples where he not only made a sketch
for a medal of Alfonso the Magnificent with the date 1448 but
received an annual salary of 400 ducats as amember of the regular
staff of the king’s household (%). In the document the artist 1s
called “Pisanellus de Pisis pictor” which has given rise to some
uncertainty as to whether it refers to the same person but the
discovery of Pisanello’s origin has entirely dissipated this doubt.
Besides casting medals, Pisanello, while in Naples, perhaps
also made sketches for jewellery and no doubt executed works
of more importance which, however, have not come down to us.
It is possible, as we shall see later on, that he painted the king’s
portrait.

A sketch of a medal for Pope Nicholas V, if from the hand of
Pisanello, would lead us to believe that the artist returned to
Rome once more before his death.

We do not know when Pisanello died. Vasari informs us that
he died in Pisa while he was working at the frescoesin the Campo
Santo but we have nothing to confirm this statement.

Biondo, in his “Italia illustrata”, written in 1450, mentions
Pisanello as still alive, while Bartolomeo Facio in his “De viris
illustribus” of 1455—1456 speaks of him as deceased, conse-
quently it is between these two dates that we must place the
death of the great artist.

As there is no mention made of his activity after 1449, it can

(1) A. Venturi, Le Vite, p. 59. Sc/ulz, Denkmiler der Kunst des Mittel-
alters in Unteritalien, 1860, IV, pp. 184, 185, gives the wrong date of 1446.
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be surmised that in all likelihood he died shortly after 1450, but
against this hypothesis the following arguments have been set
forth.

Guarino mentions Pisanello in a letter of 1452.

In a document of 1455, his brother-in-law, the Venetian notary
speaks of the considerable debts of Pisanello and of his mother
in a manner which leads us to believe that at least one of the two
was still alive and as his mother died in 1442, it can only be a
reference to the artist (}).

Lastly there exists a letter of Carlo de Medici, dated October
31 1455, saying that he bought some medals from a pupil of
Pisanello who died a few days ago (?).

As to the last of these data it is very doubtful if the person
who “died a few days ago” was Pisanello or the pupil to whom
the medals belonged.

From Guarino's letter of 1452 it is notatall clear that Pisanello
was still alive at that moment. The only argument of any value is
the notary’s letter but here we are dealing only with an impres-
sion, and it is hardly likely that the artist could have lived five
years in such obscurity, unless of course he were ill or infirm.

Pisanello enjoyed during his lifetime a celebrity that only few
artists have known. Numerous poets and other writers have sung
his praises. In 1442 Angiolo Galli glorifieshimina poem in which
he calls him greater than Cimabue, Giotto (Allegretto Nuzi ?) or
Gentile and in which he extols the technical knowledge of the
“glorioso e dolce mio Pisano”.

Prior to 1443 Tito Vespaziano Strozzi wrote a eulogy on
Pisanello, enumerating the subjects in the representation of
which the artist excelled; they included medals, figures of men
and animals, rivers, saints, God, forests, flowers, scenes of the
chase, hares, dogs and knights.

Further the poems of Leonardo Dati of 1432, of Guarino (1438),
of Basinio di Parma of 1447 and of Porcellio (1449) made special
mention of his manner of depicting animals and painting portraits.
Paolo Giovio wrote to Cosimo de Medici on the subject of Pisa-
nello’s medals but what he says does not seem to be very exact,
at least none of the medals he mentions has come down to us.

() G.if‘.iHil/, Burlington Magazine, May, XVI, 1908, p. 288.
(%) Gaye, Carteggio.



62 PISANELLO.

Lastly Giovanni Santi in his rhymed chronicle written at the
time of Federigo da Montefeltre, praises him highly (%).

Pisanello was the true painter of the courts of the princes and,
as we have seen, particularly of those in the north ofItaly where
a life of great display of wealth and luxury with all that pertained
to it, which had penetrated chiefly from France, had takena firm
hold. Before all, he worked for the d’Este of Ferrara and the
Gonzaga of Mantua but as we shall see he went also to Milan,
where he was active for the Visconti and very probably to
Rimini, where he was employed by the Malatesta. During his
visits to the various palaces he must have met a great number of
princes.

Not only does his art exhibit that elegance and mundanity with
which his relations with these princes brought him in contact
but he worked to embellish the luxury in which these seigneurs
lived. He designed their costumes and perhaps also their jewel-
lery. The pattern of the materials they wore, the harness of their
horses, the collars of their dogs were all of great importance in
the eye of the artist and this should not be forgotten in studying
Pisanello’s works in which these elementsare alwaysin evidence.

In the different courts the great painter represented the artistic
and aesthetic side of the princely life and it can easily be believed
that many of the princes were more intimately connected with
the painter than with the ordinary members of their suite. The
attention paid him and the desire to please him are clearly mani-
fest, for example, in the letter in which the Marquis of Mantua
requests him to come to his palace and even goes as far as asking
him which room he would like to occupy.

Apart from the princes themselves the artist came in touch
with the entire retinue, the military attendants, as well as the
savants and humanists who often were officially attached to the
courts.

On account of the surroundings in which he lived, the work
with which he was chiefly charged, that is to say portraits and
profane decoration, and the artistic tradition from which he de-
rived, Pisanello could only have been a worldly and thoroughly

(Y) Cavattoni, op. cit. Venturi, Le Vite, passim. Hi//, Pisanello, pp. 133,
186, 223.
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secular painter and in no way mystic or religious and this will be
realized at once in examining the fresco of St. George in the
church of Sta. Anastasia in Verona. It would be difficult to treat
a hagiographic legend in a less religious spirit. Certainly it is not
lacking in imagination. It is an almost fairy-like vision, not only
on account of the mise-en-scene but also because of the fantastic
faces of St. George mounting his horse and the other knightsand
the mysterious spirit which emanates from the whole scene.

But the fantasticism of Pisanello is rendered with a realism of
which few artists have been capable. Moreover, detailed studies
of nature seem to have been the master’s preferred occupation.

Realism and fantasticism are the elements on which Pisanello’s
art is based, but to that we must add a very pronounced taste
for the sumptuous side of contemporary life in order to grasp the
spirit of this artist, who was by far the most captivating painter
that Italy possessed in the first half of the r5thcentury.

My predecessors, with the exception of Mr. Hill, have often
been mistaken in thinking that the connexion frequently found
between Pisanello’s drawings and his pictures prove that these
sketches were executed as rough drafts of his paintings and al-
ways with the view of serving as such. It is quite the contrary.
I think that Pisanello was an extraordinary draughtsman, that he
made drawings and sketches of everything he found interesting
and that when he had an order for a picture he fell back upon his
sketch books and represented in his painting, apart from the ac-
tual subject, anything that happened to please him. Even the
principal subjects, I think, must often have taken the appearance
suggested to the artist by the sketches made at quite another
time and when the artist did not yet know to what future use he
would put them.

Besides, this was quite the usual manner for artists, especially
of the middle-ages, to use their sketch books, the contents of
which were looked to to provide ideas and rough drafts for no
matter what work.

Certainly there are some cases in which it is evident that we
are dealing with genuine studies for definite figures; further I
do not think that any considerable length of time passed before
the painter put his drawings to some use because I can hardly
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imagine the artist having recourse to a sketch he had made
many years before.

For what follows it is essential that we should glance for a
moment at Pisanello’s drawings for they give us a much more
general idea af the artist’s importance than his paintings which
are few in number and in part badly preserved.

A large number of Pisanello’s drawings or those of his school
are found in the Vallardi collection in the Louvre. This collection
takes its name from its last proprietor who bought it in 1828
from a noble family in the vicinity of Milan and the Louvre
acquired it from Vallardi in 1836 for the sum of 50.000 francs.
The sketches at that time passed for works of Leonardo da
Vinci (1), but later on it was discovered that only a few of the
pages were by Leonardo and Cesare da Sesto and that the rest
were executed by Pisanello or at least by adherents of his man-
ner (3). Professor Ventur: seems of opinion that the Recueil
Vallardi comprises only half of the original collection, the other
half of which is preserved in the Ambrosiana, Milan. Now a days
the sketchbook has been broken up and the drawings placed
the portfolios of the collection of drawings in the Louvre.

The Vallardi collection of drawings has sometimes been con-
nected with a piece of information provided by Marcantonio
Michiel, for long known as the “Anonimo Morelliano”, who
between 1515 and 1543 wrote his “Notizio d’Opere del Disegno”.
Speaking of works of art existing in Padua he mentions, in the
house of M....Da Strada, a cloth merchant, “LLa carta de cavretto
cun li molti animali coloriti fu de mano del Pisano” (*) But this

() G. Vallardi, Disegni originali di Leonardo da Vinci possedutida G. V.,
Milan, 18s55.

(%) Reiset, Gazette des Beaux Arts, Vol. XV, 1877, p. 119. Both de Tauzia,
Notice des dessins de la collection His de la Salle, Paris, 1881, p. 6o.

() Th. Frimmel, Der Anonimo Morelliano, Quellenschriften der Kunst-
geschichte und Kunsttecknik etc., Neue Folge, I, Vienna, 1888, p. 30. It may
be that Signor Da Strada had in his possession some of Pisanello’s medals
because Michiel speaks as well of many “modern” medals in bronze, an
adjective which he uses as opposed to the word “antique” which he employs
in a description a few lines before. On the other hand it seems likely that if
the medals he refers to were really by Pisanello he would have mentioned
the name of the engraver whose signature is never missing.
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description refers obviously only to some animals executed in
colour on parchment which, if belonging to the collection now
in the Louvre, could only have consisted in a very small part
of it. Vasari also had some drawings which he attributed to
Pisanello but tells us very clearly that they were no longer in
his possession when the first edition of his “Vite” was published.
However, besides the Vallardi collection there exists, as will be
seen later on, a considerable number of drawings by Pisanello.
A list of the drawings in this collection is given by M. Jean
Guiffrey in the edition that Signor A. Venturi published of
Vasari's biography of Pisanello (*); there exists as well a very
fine edition of the reproductions of these sketches with a preface
by M. Guiffrey (2).

The list that M. Guiffrey gives of these drawings, apart from
some inaccuracies, is, from the point of view of criticism, incon-
veniently lacking. The title, “Catalogo dei disegnidel Pisanello”,
indicates that according to the author all the drawings he men-
tions are by the master himself. The edition of reproductions, on
the other hand, is called “Dessins de Pisanello et de son école”.
Even for the sketches from the hand of Pisanello the question
can be raised to what extent in their actual condition they can
be considered the productions of Pisanello himself, because there
can be no doubt that many of the drawings have been strength-
ened — outlined in ink — at a much later period than that of
their original execution.

Nevertheless, the study of the Vallardi collection of drawings
should be carried out with a little more subtlety, than generally
has been the case. Here | specially refer to the writing of Herr
Zoege von Manteuffel, who certainly deserves praise for the
systematic division of the drawings which he has given us
but to whom, at the same time, [ reproach a certain rigidity
in his methods of investigation. I should say that instead of

(1) A. Venturi, Le Vite, p. 88.

(%) Paris. rg11. Unfortunately this beautiful publication has been compiled
with little care. Of some of the important pages the reproduction has been
overlooked, while of others two are given. Also it seems to me incom-
prehensible that no order with regard to the place the drawings occupy in
the Vallardi collection has been given, nor even some indication of the
correspondence between the reproduction and the pages of the collection.

VIII S
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judging solely from the sketches in the album, he took up the
question with preconceived ideas regarding the mannerin which
Pisanello worked and on this point he will notadmit any possible
variation. I think he 1s right in affirming that a number of the
drawings are tracings but the transition between sketches
outlined in ink at a later period, the work of a direct pupil treated
in the same manner, a copy and a school production is so subtle,
I do not believe that anyone exists who could tell us exactly
which is which of all these pages of drawings. There are many
which are certainly by the master; there are many which in
their actual condition cannot be considered such and if, under
the later retouching, there is a work by Pisanello, that must often
remain a mystery.

The Vallardi collection naturally contains several sketches
which show no connexion with Pisanello’s art, but on the other
hand I am quite ready to admit for an artist like Pisanello, who
treated such a variety of different forms of figurative art, the
existence of manners of painting very diverse one from the other
andalso a great diversity of standards.

To reach a definite conclusion with regard to which of the
drawings should be ascribed to Pisanello we must study his
work in its entirety and notignore, as Herr Zoege von Manteuffel
has done, the medals.

Madame Krasceninnikova, on the contrary, has, in my
opinion, been a little too free in her attribution of the drawings
to Pisanello himself.

It is highly probably that the earliest activity of Pisanello of
which we have any evidence nowadays, took place in Venice,
although the different theories about the date are all open to
discussion. It is known that Gentile da Fabriano and Pisanello
worked at the decoration in the Hall of Council in the Palace of
the Doges and this fact has been considered in conjunction with
a decree of 1415, ordering an easier means of access to the hall
in order to see the decoration which was then finished, and
another of 1422 voting an annual sum of 1oo gold ducats for the
upkeep of the frescoes (*). I see no reason to admit that the latter
document has anything whatsoever to do with the mural paint-

(1) . Wickhoff, Der Saal des grossen Rathes in altem Schmucke.
Repertor. f. Kunstw., VI, 1883, p. 20. 4. Venturi, Le Vite, p. 5.
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ings that Gentile and Pisanello executed in this hall because it
is merely a provision for the preservation of already existing
works and in no way an order for new frescoes.

From the former document it has been surmised that Gentile
and Pisanello were at work here before 1415. This is quite pos-
sible as far as Gentile is concerned and seemed also possible for
Pisanello when it was still thought that he was born about 1380
or 1390, but now that we know that he was not born until 1397 it
can hardly be admitted that already at the age of 18 he had
accomplished a work of such importance This decoration must
have been executed at the earliest in 1417 or shortly after be-
cause in 1419 Gentile went to Rome.

Since neither the decree of 1415 nor that of 1422 has anything
to do with Pisanello’s activity in the Council Hall, the date of his
work there remains problematical. However, a document of 1425
already mentions the finished frescoes in this hall representing
the journey of Pope Alexander III to Venice (!), and although
these are from the hand of Gentile, Pisanello must have colla-
borated with him in the execution of this series of paintings. His
fresco represented Othon, the son of the Emperor Frederic
Barbarossa, kneeling before his father to whom he was sent to
plead the cause of Venice. The painting is described in a passage
of Facio’s “De Viris illustribus” of 1455—1456, while F. Sanso-
vino, in his description of Venice, tells us that among the por-
traits in this fresco there was that of Andrea Vendramin, the
most beautiful young man of Venice, and that the work was
covered or repainted by Luigi Vivarini in 1474 and 1479 (?).

Facio gives us some other details; he speaks of the Teutonic
appearance of some of the figures and mentions that of a priest
who made some boys laugh by pulling faces at them.

Lastly there exist two sketches of this fresco, both of which
are attributed to Pisanello. The first is found in the Vallard:
collection (3). In a portico before a castle which Wickhoff, for no

() G. Lorenzi, Monumenti per servire alla storia del Palazzo Ducale di
Venezia etc., Venice, 1861, p. 61.

() F. Sansovino, Venetia citta nobillissima et singolare, Venice, 1591,
p. 124.

(% Pl 219 (reprod. 67) in ink on rose-coloured paper. Guiffrey did not
identify the subject but this has been done by Wickhoff and Hill.
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very obvious reason, identifies with the Palace of the Doges (%),
we can distinguish in the midst of a large gathering a person
enthroned, raising his hand while another kneels before him.
Pisanello, as we shall see later on, had many different ways of
drawing; this 1s a rough pen and ink sketch, hastily done and
with no thought of artistic perfection; on the same page are
some very minute studies of dogs, revealing the artist’s handata
more mature and very propitious stage of his career. It is impos-
sible to say why these drawings of such different manners are
found on the same page and I personally have the greatest dif-
ficulty in admitting that if on this occasion the artist really made
a rough draft for a fresco, he would have limited it to a few
hasty strokes, sketched in the corner of a page. The work was
far too important for this apparent lack of care, especially for an
artist still in his teens.

The other drawing which might possibly have served for the
same composition 1s much more eloborate; on the back of the
page there 1s another sketch which confirms the hypothesis that
here we are really dealing with a sketch which might have served
for the execution of the frescoes in the Hall of Council. The
architecture 1s more truly Venetian in appearance but it is
adorned with the imperial eagle. The emperor receives his son
who kneels before him, another figure is seen kneeling behind
Othon, while a third is depicted standing. Among the emperor’s
suite one member is represented holding a falcon and in the
foreground three dogs at play are shown. The bearded face of
the emperor and that of the prince as well as of some of the other
figures perhaps explain the remark which refers to the Teutonic
types in this work. This drawing, which is preserved in the
BritishMuseum (?), shows on the verso an important battle scene,
mainly composed of knights, led by a chief wearing a helmet of
heraldic design. One has been overthrown, the horse of another

() As Hill remarks, the event naturally did not take place in Venice but in
Apulia, but the artist perhaps did not consider this detail of much importance.

(%) Sloane 5226—57 pen and bistre on red paper. S. Colvin, Academy,
XXVI, 1884, p. 338. £E. Miintz, Revue de I'art, 1, 1894, p. 70. Hill, 0p. cit., p.
32. Miintz is of opinion that several heads in the Vallardi collection and in
that of the Duke of Devonshire at Chatswick were executed as rough drafts
for some of the figures in this fresco.
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Fig. 38. Pisanello?, drawing. British Museum.

Photo Anderson.
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1s shown from behind while a mélée is formed by a group of un-
mounted figures.

In this drawing (fig. 38) we can identify many of those studies
of horses, so dear to Pisanello, nevertheless I can understand
Mr. Hill’s hesitation in ascribing this sketch to the master himself
and [ think it more likely that we are dealing in this case with
a drawing executed after Pisanello’s painting. In the Vallardi
collection we find a sketch of two armed men, one on horseback,
fighting () which in style and composition corresponds perfectly
with the drawing in the British Museum; the latter, if a sketch
for one of the series of frescoes in the Hall of Council, represents
probably the inhabitants of Rome attacking Barbarossa outside
the Porta S. Angelo.

The technique of a little study of three horses on one page ()
will, I think, be found to be the same as that of the battle scenein
London. I do not agreewith the general opinion that these draw-
ings bear a close resemblance in style to Jacopo Bellini’s manner.

A design which shows an obvious connexion with the repre-
sentation on the recto of the page in the British Museum is found
in the Condé Museum of Chantilly ; it was formerly in the Reiset,
Lagoy and d’Aumale collections and depicts a seated monk, a
young man holding a falcon and a person wearing aroyal crown.
This, besides, provides us with a probable date for Pisanello’s
costume studies, because the sketch which I have justmentioned
1s executed on the verso of the well-known drawing ofan elegant
lady advancing towards the right, followed by a young nobleman,
not less tastefully attired(®). The same lady, who bears a marked
resemblance to the princess in the fresco in Sta. Anastasia of
Verona, forms the subject of a drawing in the Bonnat Museum of
Bayonne where she is depicted still morerichly attired while two
little female figures of equal elegance are seen in the background
(fig. 39). On the verso of this page are represented three saints,
each holding abook and one of themalso a cross,and seven studies

(') Pen drawing on pink paper, page 256 verso (reprod. 225).

(*) Page 166 (100) pen on vellum.

(*?) The position of the legs, which seems a little awkward, is found in
anotherdrawing (Vallardi, p 253 verso, reprod. 23) of the figure of a page (?),
of which the head is missing, holding a large sword ; pen on pink paper. On
the verso of this page there is a sketch of three king-fishers (reprod. 141).
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Fig. 39. Pisanello, fashion studies, Musée Bonnat, Bayonne.

Photo Braun.
of swans Subject and style once more confirm thatthese sketches
are a youthful work of the painter. Lastly the samelady is shown
in a drawing in the Ashmolean Museum, Oxford; again she is fol-
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lowed by a young noble, while between the two figures there is a
separate study of her head with a similar and equally elaborate
coiffure. Alternating with the sketches of costumes are others of
beautiful materials, resembling those of which the dresses are
made (3).

The hypothesis that the drawing at Chantilly served for the
decoration of the Hall of Council in Venice, justifies our dating
several fairly important designs from this period.

Allowing that Pisanello worked in the Hall of Council of Venice,
we must admit that he collaborated with Gentile da Fabriano.
Moreover, against this supposition there is no argument with the
exception of the somewhat contrary statements made by Facio
and Sansovino in whose information, however, we can only have
a very relative confidence (3).

In the Vallardi collection there is a drawing which confirms
once more our theory, because not only does it show Venetian
architecture but also certain figures which are reminiscent of
some in the sketch of Barbarossa and his son in the British Mu-
seum. The drawing in question (fig. 40) represents the Saviour,
followed by five young men, emerging from the portico ofa house
of Venetian style. The Redeemer approaches a kneeling pilgrim.
To the left, but not belonging to the composition, is depicted a
nobleman whose attitude, although reversed, resembles fairly
closely that of the St. George in the picture in the National Gal-
lery, London (}). Some vague traces of a draped figure, much
larger than the others, is visible to the right. I feel practically cer-
tain that the figure of the Saviour was added at a slightly later
period when the artist was looking for a little corner on an old
page for this particular study, not only because the figure has

(Y} Vallardi collection, reprod. 282. Zoege von Manteuffel, op.cit.,p 73, does
not believe that these designs of what might be called fashion figures, are
from the hand of Pisanello and is of opinion that anything that was not either
simply graceful and elegant or decorative, was foreign to Pisanello’s art. I
think his judgment is at fault and this mistake clearly shows that he has not
thoroughly understood the spirit of the master’s work.

(%) Sansovino, e.g. mentions Gentile, Luigi Vivarini and Gian Bellini as
contemporaries.

(%) Fol. 175 (reprod. 17). On the verso is depicted the Virgin of the Annun-
ciation, with which sketch we shall deal in connexion with the Madonna in
the Gallery of Verona.
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Fig. 40. Pisanello, drawing. Louvre, Paris.

Photo Giraudon,

nothing to do with the rest of the composition but also because
the style and technique are quite different; they will be found to
have more in common with a page of sketches of nine nobles and

73
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a dragon in the Ambrosiana, Milan, to which we shall return
later on.

Some other designs recall that which [ have just mentioned.
In the Vallardi collection there is a page showing three studies,
two of which are coloured, of a twisted column similar to those
on the architecture in the drawing of the Saviour and the pil-
grim; above these is depicted a panther running, also in colour (1.
The same beast, but seen from the other side, is depicted at play
on another page of this album; the style and technique are iden-
tical (3. A coloured sketch of afox and a young deer (?) is exe-
cuted after the same manner, as is also, [ think, a page showing
fragmentary studies of a stag and a goat (*) as well as two pages
of sketches representing foxes, dogs, panthersand other animals
in the British Museum (°).

We have thus before us a well defined stage in Pisanello’s art-
istic career and one, I think, which might be qualified as natural-
istic-Gothic. Naturalistic firstly, because the animals have been
represented with such realism, such acute observation and such
scientific knowledge that the sketches are worthy of a natural
scientist’s album. Nevertheless it must not be taken for granted
that we possess any proof that these aquarelles of animals are
really by Pisanello, in fact this attribution has been frequently
contested; Signor Toesca for instance thinks that they are
of Lombard origin (¥). In order to admit that these aquarelles
really are by Pisanello, we must allow that the artist, at the same
time as he worked in different manners, followed as well this
style and if this be so, it would justify the hypothesis that at the
beginning of his career Pisanello executed also miniatures.

Onthe other hand some points of resemblance between certain
of these drawings -—among which the study of the column, which
I'have just mentioned, should not be forgotten — and the master’s

() Fol. 217 (reprod. 271) pen and water-colours on vellum.

(%) Fol. 211 (178) pen and water-colours on vellum.

(%) Fol. 215 (188) pen and water-colours on vellum.

(*) Fol. 242 (194) pen and water-colours on vellum.

(*) British Mus., 1895, 12, 1494 and 95. Hil/, op. cit., p. 241, does not think
that they are by Pisanello.

(®) P. Toesca, La pittura e la miniatura nella Lombardia, Milan, 1912, p.
448. Zoege von Manteuffel, finds that they are executed in the artist’s manner.
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Fig. 41. Pisanello?, aquarelle. Louvre, Paris.

Photo Giraudon.
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pictures, as well as some features in the style seem to point to a
sufficient connexion with the artist’s other works for us to admit
that in all probability they are from his hand. In this case it must
be said that a faint Gothicism of form dominated the painter in
his attempts to execute faithful representations of his subjects.
This i1s most evident in the sketches of the panther (fig. 41) but
on close examination it will be found to exist in the majority of
his works. Besides, this propensity to accurate representation
from nature, so contrary to all forms of impressionistic art, is
also thoroughly Gothic in spirit.

The only picture in which we discover the same characteristics
1s that of St. Eustace in the National Gallery, London (fig. 42) (*)
and a large number of drawings, executed in the “naturalistic
Gothic” style, can be compared with this picture.

It would be rather venturesome to affirm that this charming
panel was executed before the Annunciation in the church of
S.Fermo, Verona, or the Madonna “della quaglia” in the Gallerv
of the same town, but there can be no doubt thatitis a production
of his very earliest activity.

In this painting, beside his marvellous drawings, we notice a
fault which moreover is found in some of his other pictures: it is
the lack of unity. When Pisanello executed them he was still
dominated by that conception of nature which all the painter-
decorators of the 14th century castles and palaces possessed; the
most famous example of this art is preserved in the Palace of the
Popes in Avignon. This tendency to fill up a picture with the
greatest possible number of elements borrowed from life in the
forest is that of a decorator of a past age.

Further, Gothic principles are still clearly visible in many of
the details, chiefly in the appearance of the two deer-hounds,
more particularly in the one giving chase, and in the scroll on
which the inscription has been effaced, but it can also be dis-
tinguished in the horse, the two deer seen in profile and in some

() N° 1436, formerly in the Ashburnham collection. The panel had pre-
viously been attributed to Direr and to Fouquet when Dr. W. v. Bode
recognized it as a work of Pisanello’s. v. Bode, op. cit, p. 16; v. Schlosser
Jahrb. der Kunstl. Samml. allerh. Kaiserhaus (Vienna), X VI, p. 209; Weis-
zacher, Jahrb. der K. Preus. Kunstsamml., VII, 1886, p. 50; Zoege von Man-
tenffel, op. cit., p. 49, is of opinion that it is by an imitator.
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Fig. 42. Pisanello, the Vision of St. Eustace. National Gallery, London.

Photo Anderson.

of the birds in the background. The moment represented on the
panel is that of the apparition to St. Eustace of the cross with
the crucified Saviour between the antlers of a stag.

It is only natural that attempts have been made to connect a
large number of drawings with this picture but asl have already
remarked, in accordance with Mr. Hill, I am not of the opinion
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that the sketches which bear a resemblance to certain pictures,
have always been made with the idea of serving as rough drafts
for the execution of those pictures, but sooner formed a collection
of studies which the artist fell back upon at need. All the same
it is obvious that the drawings which the artist repeats in his
pictures are always, or nearly always, anterior to his paintings
and from this standpoint it is evident that a group of sketches,
fairly considerable in number, can be considered as contempory
or anterior to this panel.

In part these studies are executed in the same manner as those
of the panther and the two other drawings to which I have
already referred, and this fact confirms my hypothesis that we
are dealing here with the productions of the same period, which
must have been a youthful stage in the painter’s life, not only on
account of the reasons which I have given above but also be-
cause Pisanello’s interest in animals, other than horses, and par-
ticularly in birds and plants, seems to have diminished as he
advanced in years. At least in none of the works of his more
mature manner do we find this agglomeration of zoological and
botanical specimens.

Four designs can be associated without any doubt with
St. Eustace’s horse and to a certain extent with the saint himself.
One shows the mount in its entirety and a little of the rider ().
That on this occasion the sketch was really a study for the
picture, there can be little doubt, because on the verso of the
same page we find some drawings of the Saviour on the Cross (%)
— a subject which appears in the same painting — and further,
two other studies for the horse even more closely resembling
the attitude in which Pisanello has depicted it in the panel, are
executed in exactly the same technique — hasty pen and ink
sketches (}) — with in this case some touches of water-colour.

(%) 163 (reprod. 10) in pen and ink.

(® Reprod. 8 That this drawing and the previous one are found on the
same page confirms the hypothesis that both served as rough sketches for
the picture; the second study was not executed for the medal of Novello
Malatesta as Gruyer believes.

(%) 160 (122), 145 (155) a study on red paper (190) seems to have served for
the same horse.
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Fig. 43. Pisanello, drawing. Louvre, Paris.
Photo Giraudon,

Lastly in the Haseltine collection () there was one page which
showed, among many other sketches, a study of the saint’s leg,
his foot in a stirrup.

There can be no doubt that the rough draft of the stag, which
in the picture 1s represented bearing the Crucified between its

(") Pen and ink strengthened in white on pink paper. Sold in public auction
in London, March 1920, N® 41. In the catalogue it was ascribed to Simone
Martini. The page was previously in the Lagoy and the de Fries collections.
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horns 1s that executed in sepia on vellum in the Vallardi collect-
ion (*). The drawing of a hind (fig. 43) (2) so closely resembles in
generalline and attitude the stag depicted to the left in Pisanello’s
panel that it is quite possible that the artist used this sketch for
this detail of his picture, although the position of the feet in a
sketch in the National Museum of Stockholm () shows an even
greater resemblance.

For the execution in the upper left part of the painting of the
recumbent hind, he seems to have used the study of a goatin the
same attitude (*). More to the right we see a hind depicted from
behind of which also there exist some drawings (%) as well as for
the stag, shown drinking in the background (¢).

As for the dogs, of the head of the one near the forelegs of
the horse we have a very precise drawing (7); the hound giving
chase to a hare has been sketched in a very different manner on
two pages of the Vallardi collection but neither the one nor the
other seems to be from the master’s hand (8).

Of the bear represented above to the right, there also exists a

(*) Fol. 236 (85). In the Bonnat Museum, Bayonne, there is another drawing
of a stag in a more or less similar attitude, v. 4. Venturi, L’Arte, 1921, p. 91;
but the sketch in the Vallardi collection bears a still stronger resemblance.

(*) Fol. 239 (128) pen and ink. I see no reason to believe, as Herr Zoege v.
Manteuffel does, that this drawing is of much later date.

(*) O. Sirén, Dessins et tableaux de la Renaissance italienne dans les col-
lections de Suede, Stockholm, 1902, p.34; pen on paper. On the same page
there are two other deer’s heads, hastily sketched and a fragment of a putto.
The attribution has been doubted v. Hi//, op. cit., p. 69'. I am more inclined
to think that it is the work of Pisanello.

(*) 192 (125) pen drawing. In the same page are afox looking back and a
monkey.

(°) 240 (47) pen and water-colours on red paper; three deer seen from
behind; and especially fol. 241 (83) pen and water-colours.

(°) In the Bonnat Museum, Bayonne, on the back of the drawing of a deer
which I have mentioned before. 4 Venturi, L’ Arte, 1921, p. 91 ; fol. 234 (172)
pen, deer couchant; 235 (233), id,, three deer’s heads. There exists a drawing
on fol. 237 (86} of two deer, a stag’s head and two partridges (fig. 44) — pen
on vellum — which seems later, while the two studies in silver point on
vellum 226 (108) and reprod. 263 are decidedly of more recent date

{7) 220 (176} crayon and aquarelle on paper.

(°) 229 (211) aquarelle on vellum. The other page shows two of the three
scenes and a griffon as depicted in the Londen panel 230 (184 .
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Fig. 44. Pisanello, drawing. Louvre, Paris.

Photo Giraudon,

VIII 6



82 PISANELLO.

sketch which shows the animal precisely as he is depicted in the
painting (), but it is a very mediocre drawing and might be
considered a copy after the panel.

We possess many drawings of birds resembling those that
Pisanello shows in his picture, in which, however, there are but

Fig. 45. Pisanello, aquarelle. Louvre, Paris.

Photo Giraudon

few examples which seem to have been directly executed from
the extant sketches. All the same we see a peewit below to the
right, of which a water-coloured study exists (3, as well as a red

() 207 (213) crayon on paper. The same page shows a second sketch of a
bear. Studies of a bear and a lion in the Museum of Cologne seem to belong
sooner to the Lombard school. E. Miintz, Revue de 'art ancien et moderne..
1889, p. 75.

(%) 276 (277). Another is executed in pen and ink on the same page.
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Fig. 46. Pisanello, aquarelle, Louvre, Paris.

Photo Giraudon.
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partridge (') and a crane (?) to the same side above, of which we
also find drawings.

These points and, as [ have already remarked, the absence of
similar elements in Pisanello’s later works justify our placing
in an early stage of his career those realistic studies of birds,
often executed in water-colours, which are found in considerable
number in the Vallardi collection (3). Another series has been
carefully sketched in crayon (*), while others are done in pen
and ink, several of them with great virtuosity and in the same
technique as the drawings of St. Eustace’s horse (°). As will be
pointed out shortly, the fact that many of these designs represent
peacocks, which bird, as far as we know, Pisanello depicted only
in the Annunciation in S. Fermo, Verona, once more confirms
my attribution of this set of drawings to the master’s youth.

In no other painting did Pisanello pay so much attention to
plant-life. The ground onwhich the horse of St. Eustace advances
and the background are covered with vegetation. The painter has
treated the plants with an interest worthy of a botanist and the
miniature-like technique is the same as that which he employed
for animals at this stage in his career. Studies of plants after this
manner are not lacking in the Vallardi collection (%).

(*) 272 (280) pen and water-colours on paper.

(%) 280 (61) pen and ink on paper. On the same page we find two other
cranes and two herons, one of which is done in water-colours There are
several other studies of herons, storks and cranes: 264 (136) in water-
colours, 263 (226), 281 (279). A pen drawing of seven storks and three
Apostles is preserved in the Bonnat Museum, Bayonne. Fol. 262 (249) of the
Vallardi collection seems to be of later date and by another hand.

() Water-coloured studies of birds are found on the following pages: 265
(196), 266 (143), 268 (137), 271 (140), 272 (221), 273 (239), 274 (138), 275 (63), 279
(287), 283 (286), 284 (285, 59), and reprods. 56, 277, 278 (figs. 45—47).

{*) 59(241) rather faint, 250(238), 256(149), 254(139), 260 (156) outlined in ink.

(%) 187 (150), 25T (62), 251 verso (64), 252 (60), 253 (141), 255 (65), 255 verso
(57), 261 (177, doubtful), 269 (157 with some water-colour).

(°) 8 (70) pen on paper with studies of a leg and a cuttle-fish, the latter
faintly coloured; 10 (76) two legs and two plants, pen and water-colour on
pink paper; 178 (134) drawings of plants and three heads of wild cats, silver-
point on vellum; 212 (66) plants, pen on paper ; 248 (135) plants and a falcon,
silver-point on vellum grayish in colour: 248 (254) flowers, a stork and the
head of a stork, idem. A beautiful page of drawings of plants is preserved
in the Bonnat Museum, Bayonne; on the verso there is an elaborate design
of the church of S. Antonio in Padua; 4. Venfur:, L’ Arte, 1921, p. go.
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Fig. 47. Pisanello, aquarelle. Louvre, Paris.
Photo Giraudon,

Lastly there are some sketches of figures in profile which, I
think, can be compared with that of St. Eustace.
As Mr. Hill has remarked, we should certainly not look for a
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Fig. 48. Pisanello, drawing Louvre, Paris.
Photo Giraudon,

portrait in the features of the saint but that does not exclude the
fact that certain profiles resemble the figure in the picture. This
is so, firstly on account of the spirit of the work which is life-
like but idealized and lacking the realism of the profiles which
Pisanello executed for his medals, and secondly because on closer
examination, we discover here too those faint mannerisms and
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Fig. 49. Pisanello, drawing. Louvre, Paris.

Photo Giraudon.

details which point to a domination of the Gothic style (*). On
two of these drawings, one of which is on the verso of a page
mentioned before, we find, beside the face, a study of an eye in

(!) 106 (232), two profiles together in ink on pink paper; 115(288), one
profile, idem; 104 (26), idem; 115 (288), verso (9o).
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profile (*), which provides us with another argument in favour of
the probability that these two studies bear some connexion with
the figure of the saint whose eye is depicted in the panel at
precisely the same angle.

At the present day we do not see these drawings under their
original aspect and I should be even inclined to admit that they
are copies of works of the master’s school. In the Vallardi collect-
1on there 1s a great number of studies of heads, executed in ink
on pink paper, all measuring about 28 cms. long and 20 cms.
broad. Not only have very few of these drawings the stamp of
Pisanello’s work but it must be admitted also that in spite of the
uniformity of technique and size, they show manners very differ-
ent from the master’s. Consequently I do not think that we can
be dealing here with original sketches gone over at a later
period in ink, but with a series of copies made by a pupil, from
drawings which existed in Pisanello’s sketch-book.

From the fact that some of these designs are found on the
same page as others to which reference has already been made,
it 1s highly probable that they date from about the same period,
that is to say rather early in the artist’s career. This is of con-
siderable importance with regard to the page in the Haseltine
collection on which the presence of a study for St. Eustace’s leg
justifies our dating from this stage a head of a young man near
the branch of a tree (2) and on the verso the same face seen from
another angle and a female figure in a beautiful dress which
hangs in Gothic folds. The resemblance in style between the
latter figure and the Annunciation in S. Fermo is very evident
and we have herein a definite link between the picture of St.
Eustace in London and the fresco in Verona, which works are
no doubt almost contemporary. In the Vallardi collection we
find a page with two studies of a woman seated, holding a book,

(1) 106 verso (215) and 114 (95).

(3 252 (93) there is replica of this head; that in the Haseltine collect-
ion seems to be the better of the two and it may possibly be that here
we have an example of a tracing of which Herr Zoege von Manteuffel
speaks. Nevertheless we see on the verso a sketch of some pigeons (60)
which I shall mention presently and which is certainly from Pisanello’s
own hand.
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which were very likely executed at the same time as the page of
sketches in the Haseltine collection (%).

For similar reasons or on account of resemblances in style a
considerable number of drawings must be ascribed to this period,
that is to say some years before 1430 (?). This is the stage that
I have called naturalistic-Gothic and it was during this time
that he executed the panel of St. Eustace, the Annunciation in

Fig. 50. Pisanello, aquarelle, Louvre, Paris.
Photo Giraudon.

(') 195 (18) pen on vellum. This might very well have been the rough draft
of a composition of the Annunciation or of St. Anna teaching the Virgin to
read. The other subjects on this page are: a camel, two winged devils, an
eagle perched on a lion, a bear carrying away a goose and a pelican feeding
its young with pieces of its own flesh. The last representation is depicted
in a very different manner on the medal executed for Vittorino de Feltre.
Gruyer, Gazette des Beaux Arts, XII, p. 493; Heiss, op. cit., p. 27.

(%) 9 (69) a leg; 38 (222) feet, verso (192) man’s head not by Pisanello; 173 (2)
a saint and a knight; verso (3) two seated saints; 186 (169) monkeys; 187
(150) monkeys and peacocks; verso two monkeys and two hands; 188 (174)
monkeys and a seated figure; verso peacocks; 189, monkeys and a big fish
(fig. 48); verso (193) horse and partridges; 199 (124) hind quarters of a dog;
211 (132) two heads of wild cats (fig. 49); 212 (131) head and rump of a wild
cat; verso (66) plants already mentioned; 215 (267) fox in water-colours
(fig. 50); 227 (175) hare; 232 (84) idem in water-colours (fig. 51); 235 (187)
heads of panthers; 237 (220) antelope.
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S. Fermo, the Madonna “della quaglia” and the portrait of a lady
belonging to Sir Joseph Duveen, New York.

Of the two works in Verona the Madonna “della quaglia” or
“of the quail” (fig. 52) seems to be the older, and in all probability
it is the earliest painting by Pisanello that we possess, for it is
without any doubt the production in which the influence of
Stefano da Verona, who was very likely his master, 1s most
evident. The picture which is preserved in the Gallery of Verona
(No. 9o, formerly in the Bernasconi collection and before that
perhaps in the Sambonifacio collection) has been even ascribed
to Stefano, although the first attribution was to Pisanello and
now Prof. Venturi has returned, and I think rightly, to this
idea (Y).

Mr. Hill has not grasped to what extent Pisanello’s art at the
beginning of his career resembles that of Stefano da Verona and
how, in this way, elements of a northern character penetrated
into his early manner. It is for this reason that he calls the draw-
ings which I am about to enumerate in connexion with this
picture, school works, or attributes them to German pupils or to
Stefano himself (?). This opinion, which I think mistaken, is, how-
ever, easily explainable on the part of a critic who has studied
Pisanello chiefly as a medallist.

The Madonna of Verona belongs to the iconographical type
called the Virgin of Humility; she is shown seated on a cushion
in a flowery field, a composition of which we have found numer-
ous examples in the 14th century, particularly in Bologna and
Venice.

Her mantle covers her beautiful robe of flowered brocade with
rich borders. She holds the Child, Who is wrapped in a velil,
standing on her knee. Two angels place a crown on her head
and a third is depicted at her feet while in the shrubs, which form
the background, two little birds are perched.

There are not to my knowledge any drawings which can be
closely associated with this charming picture but there are sever-
al with which we can compare it. In the Vallardi album there are
two sketches of the Virgin in which she is seated lowly as in this
picture and in both cases she holds the Child upright on her knee.

(1) 4. Venturi, Storia dell’ arte italiana, VIIL, Milan, 1911, p. 248.
(%) Hill. op. cit., p, 18.
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Fig. 51. Pisanello, aquarelle. Louvre, Paris.

91

Photo Geraudon.
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In one of them (fig. 53) (*) the Madonna is seen in profile, turned
towards the left; in this drawing the forms and proportions are
even more Gothic than in the panel and the Virgin’s head 1s
covered with a vell as is so frequently the case in Flemish and
German paintings. The other drawing (fig. 55) shows the Child
naked, bending towards His Mother’s breast; adjacent we see
two studies of the little Jesus in attitudes more like that depicted
in the panel, so that it seems quite possible that this page of
sketches (%) really served in the execution of the panel.

What increases the interest of the second drawing, is that on
the verso of the page, we find another sketch ofthe Madonna and
Child adored by an angel (fig. 56)(?). She is, it is true, depicted
standing, but on the other hand she wears a crown which is ab-
sent in all Pisanello’s representations of the Madonna but which
closely resembles that in the picture of Verona. Finally the angel
in the drawing has much in common with those flying above the
Virgin in the panel.

There are some studies of birds bearing a marked likeness to
the quail, depicted at the feet of the Madonna in the Gallery of
Veronabut these, which are preserved on a pagein the Albertina
have, I think rightly, been considered the work of a pupil (4).

Lastly the superb sculptured Gothic tabernacle which frames

(*) 177 verso (200) pen on pink paper. In the Albertina there is a page
with two very similar sketches of the Child Christ; on the same page
we see three studies of a young lady in profile with an immense coiffure,
two showing the half-length figure, the third the head alone, and a bearded
saint sitting on the ground (fig. 54) resembling similar figures on page 173
with which we shall deal presently. It may be that this is a copy made by a
pupil. 4.Stix u. L. Frohlich-Bum, Beschreibender Katalog der Handzeich-
nungen in der Albertina, I, Venezianischen Schule, Vienna, 1926, No. 10,
attribute it to Pisanello himself. On the verso two hermits are represented.

(?) 176 (15) crayon and ink on vellum. On the same page we find studies of
a nude female figure and a young stag.

(*) 177 recto (9g9) pen on pink paper.

(Y Wickhoff, Jahrb. der Kunsthist. Saml. des Allert. Kaiserh. XIII, p.
CLXXXII; Ephrussi, op. cit., p. 209. This pupil copied on the same page
several of the master’s sketches, which seem to have pleased him.We see two
ladies sitting on the ground, holding a falcon, one offering it a bird’s foot, the
other stroking a dog, two quail and a very small figure of a knight bearing
his weight on one leg, very reminiscent of a figure on page 175 of the

Vallardi sketch-book but shown inthe reversed sense Stix u. Frohlich-Bum,
op.cit., No. 12, give this drawing also to Pisanello himself.
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Fig. 52. Pisanello, Madonna della Quaglia. Museum, Verona.

Photo Anderson,
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Fig. 53. Pisanello, drawing. Louvre, Paris,
Photo Giraudon.

the panel shows a decided correspondence in style to a study of

similar motifs(*) although these bear even more resemblance to

the ornamental part of the Annunciation in S. Fermo, Verona.
Another drawing which in style can be closely associated with
(*) 46 (244) pen on paper.
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Fig. 54. Manner of Pisanello, drawing. Albertina, Vienna.

the picture in question and more particularly with the firststudy
for the Madonna, is that representing the Virgin of the Annun-
ciation sitting on the ground,a book on her knee, to whom an
angel appears from above ().

() 175 (1) pen on vellum, found on the verso of the page on which the
drawing of the pilgrim kneeling before the Saviour followed by young men,
is depicted.
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Fig. 55. Pisanello, drawing. Louvre, Paris.

Photo Giraudon.

It is interesting to note that on the same page as the drawing
of the second Madonna, there are two sketches which were
destined to serve in the execution of a profane decoration; one
is the nude figure of a woman with a ribbon in her hair, about to
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Fig. 56. Pisanello, drawing. Louvre, Paris.  Photo Giraudon.

wrap herself in a cloak, while the other, on the verso, depicts a
woman seated, holding a cornucopia. There are two other almost
effaced figures; one of them seems to have carried a balance
while the other is shown kneeling (%).

(1 176 (15) pen; verso (101) crayon and pen on vellum,
VI

971
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Some other studies of the nude on parchment are, I think,
executed after this manner and should date from about the same
period. They are found in the Print Room in Berlin and represent
the one, two men practically nude and a figure of St.Peter
(fig. 57), the other four nude studies of women. The latter which
has been declared to be a production of Pisanello’s school (*)
was executed In a bath room, the accessories of which have not
been neglected by the artist. A drawing of four nude men holding
sticks formed part of either the E. W. collection or the De Bobiano
collection which were put up for sale together in Amsterdam on
the 15th and 16th june 1926.

The fresco of the Annunciation in the church of S. Fermo,
Verona, has often been placed between the years 1424 and 1428,
since, as Mr. Hill has pointed out, the sculptor Rosso, who
executed the monument of the Brenzoni, which Pisanello framed
with his fresco, was in Florence still in 1424, while Pisanello left
for Rome probably in 1428 or shortly after, in order to continue
the frescoes in the Lateran, undertaken by Gentile da Fabriano,
who died that year. But as we shall see presently he might have
executed the fresco in 1431.

The painting hassuffered enormously; nevertheless, we obtain
an 1dea of its general composition from an engraving of 1864,
reproduced by Mr. Hill (). We see that the entire fresco was
surrounded by a rich Gothic border which finished above in
three architectural motifs, forming baldachins of which the central
one contains the statue of a prophet and those to the sides the
figures of SS. George and Michael, young and attired in coats
of mail. The former is seen in profile turned towards the right,
bearing his weight on one leg, the other, describing a curve; he
leans one hand on a stick while in the other he carries a dagger.
The dragon, once visible at his feet, has almost entirely dis-
appeared. St. Michael (fig. 58) is seen in full face, his arms folded

(Y) J. Meder, Die Handzeichnung, Vienna, 1919, p. 394. In the same col-
lection there is still another drawing showing a nude figure with a boar and
two dogs and another sketch of two female figures. In my opinicn these are
copies made after Pisanello. An ornamental design of no great importance is
also attributed to Pisanello.

(3) P. Nanin, Disegni di varie dipinture a fresco che sono in Verona,
Verona, 1864, Hill, op. cit., pl. 7.
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Fig. 57. Pisanello, drawing. Print Room, Berlin.

across his chest; fragments of his poniard and sword can still
be seen.

The engraving of 1864 shows the dragon which, nodoubt, was
depicted at his feet but commits the error of representing it as
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Fig. 58. Pisanello, detail of the Archangel Michael. S. Fermo, Verona.
Photo Anderson.

slain by the stroke of a sword which the saint holds in his left
hand and of which there is no trace in the painting.

The Annunciation which forms the lower part of the fresco,
is divided in two by the upper part of the sculptured monument.
To the left in a mountainous landscape with a few vestiges of
architecture, the angel kneels before the door ofa house (fig. 59);
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Fig. 59. Pisanello, the angel of the Annunciation. S. Fermo, Verona.
Photo Anderson,

two pigeons and some flowering plants are depicted in the fore-
ground.

The door naturally should be that of the house in which the
Virgin is represented on the other side, but here thereisanother
facade and between the two buildings Pisanello has painted, to
theleft, God the Father appearing and, to the right, the Child Jesus
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descending towards the Virgin, the dove which preceded Him
has been quite effaced. The house in which the Virgin is shown
sitting and of which we see the facade, a turret and the roof, is
markedly Venetian is style (fig. 60). The Madonna is seated near
her bed which is covered with a beautifiel piece of stuff, fine
oriental carpets are spread on the floor and on the steps leading
up to the bed, the head of which is adorned with the figures of a
man and a woman and two trees. Lower down to the same side
we see a little dog and three birds, one of which seems to be a
peacock. Lastly on a painted rectangle, imitating a stone slab,
a two-lined inscription gives the signature: “ Pisanus pinsit”.

The drawing of Gothic motifs, which [ have already mentioned,
seems to show a direct connexion with this fresco. Here we find
not only the ornamental details but also those pinnacles which
terminate above inbaldachins, containing the figuresin the upper
part of the fresco (). We possess also a sketch of some pigeons,
closely resembling those which are depicted near the kneeling
angel(?) and there exist as well several drawings of peacocks {?),
which birds are depicted only in this picture by the master ()
but which, on the other hand, are rarely absent from the works
of Stefano da Verona, whom we believe to have been Pisanello’s
master.

It seems possible that a page of studies in the Ambrosiana
Library, Milan (fig. 61) (?), on which we see a dragon and nine
sketches of men, eight of them attired in elaborate costumes, the
ninth being in a suit of armour, served for the fresco in S. Fermo
because not only does the dragon enter into the composition but
also the coat of mail recalls that of St. Michael and four of the

(") 46 (244) Two water-colour studies of a leg on the verso of the page have
nothing to do with Pisanello’s art. Guiffrey in Venturi, op. cit., p. 123, sees a
resemblance between the architectural buildings on a page in the archives of
Sta. Maria sopra S. Celso in Milan, those in this fresco and in that in the church
of Sta. Anastasia. I do notknow the drawing but the style of architecture in
the two frescoes is somewhat different. Mr. Hill makes a comparison between
this fresco and page 157 (273) of the Vallardi collection but I do not see
sufficient reason for this and shall return to the drawing in question later on.

(?) 252 (60) already mentioned among the sketches of birds.

(%) 187 (150), 251 (62) and reprod. 153 already mentioned.

(*) For it is generally agreed nowadays, that the Adoration of the Magi in
the Museum of Berlin is decidedly not by Pisanello.

(°) Reprod. by the Vasari Society, 1V, 12.
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Fig. 60. Pisanello, the Madonna of the Annunciation. S. Fermo, Verona.

Photo Anderson.

men are shown in the same attitude as St. George. The male
figure added to the drawing, which [ attribute to the Venetian
period (%), is executed in the same style.

Comparing what remains of this beautiful fresco with the

() 175 (17).
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St.Eustace in London and the Madonna della quaglia, we observe
that the artist, although he has not yet reached his maturity, has
made considerable progress. The forms in this fresco are much
more free and show a marked diminution of the Gothicinfluence ;
the figure of the angel especially has a beautiful line.

On a close examination of the Madonna, we gather the impres-
sion that the master must have at this time already known the
art of Gentile da Fabriano and was to a certain extent influenced
by it. This makes us think of the possibility that he might have
executed the fresco after having terminated the enterprise under-
taken by Gentile in Rome. If Leonello d’Este’s letter of 1432 be
authentic, it would show — as [ have already had occasion to
remark — that the artist spent some time between April and
November of 1431 in Verona, coming there from Rome and
passing 1in great haste through Ferrara. The date of 1431 would
be very suitable for the frescoes in S. Fermo and if it can be
admitted that he executed them in six or seven months’ time,
which does not seem at all impossible to me, then we would be
very tempted to believe that the journey, so inconvenient to the
painter in the middle of his work for the pope, was undertaken
only with the purpose of fulfilling a contract to decorate the
tomb of the Brenzoni. Besides we know that in all probability
Pisanello and Gentile had met previously, and perhaps even
collaborated in Venice, so that the appointment of the young
artist to terminate the decoration started by hissenior musthave
been the result of a then-existing connexion between them.
Nevertheless, in the works of his first period, only the influence
of Stefano da Verona is noticeable, that of Gentile being evident
for the first time in the Annunciation in S. Fermo.

Quiterecently a lady’s portrait which has been rightly attribut-
ed to Pisanello, has been brought to light (*). It shows a young
ladyinprofile,elegantly attired in beautiful brocade with a curious
turban-like head-dress, and belongs to the art dealer Duveen of
New York. Prof. Venturi, who was the first to publish this im-
portant painting, places it chronologically speaking after the por-
trait of the lady of the house of d’Este, which we shall come to

(Y) A. Venturi, Per il Pisanello, L'Arte, 1925, p. 36. The portrait was loaned
to the Fogg Art Museum v. Report of the President of Harvard University,
1922 —23.
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Fig. 61. Pisanello, fashion studies etc. Ambrosiana Library, Milan.

Vasari Society reproduction.

later on, but on account of the Gothic principles which are still
fairly pronounced in this figure, I am inclined to place it at an

earlier date, that is to say contemporary with, if not prior to the
Annunciation in S. Fermo.
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I shall terminate this survey of the first phase of Pisanello’s
activity with an enumeration of some other drawings which
seem to date from this period, although a marked resemblance
in style to the fresco of the Annunciation makes one think that
they must have been executed during the last years of thisstage,
that 1s to say round about the year 1430.

As such might be mentioned a page showing on one side the
figure of a bearded saint sitting near an elegant knight who,
leaning on a stick, places much weight on one leg, always the
same attitude as the St. George in S. Fermo. On the verso of
this page there is a study of an old saint seated on the ground,
which shows even more clearly the Gothic line ('). Closely
resembling the seated figure on this page is a pen drawing on
vellum in the British Museum (P. p. — 11) (fig. 62); beside it we
see a sketch of the same person standing, holding a book, the half-
length figure of a young man — Mr. Hill thinks it 1s a woman —
— with a helmet and a robe of classical antiquity, and a Roman
emperor. Mr. Hill, who is of opinion that these drawings are not
by Pisanello himself, notices the resemblance which exists
between two heraldic eagles on the verso and those on a page
in the Vallardi collection (2).

More closely approaching the date ofexecution of thefrescoin
S. Fermo is, I think, a drawing in the F. Lugt collection, Maar-
tensdijke, Holland, representing a young knight, hat in hand,
kneeling before a noble lady (fig. 63). Above, a little love ditty 1s
inscribed and the sketch seems to illustrate the moment that the
suitor recites these words to thelady of his choice. Near the verse
we see a fragment of a dog’s head (). The curious, rather ill-de-
fined shape of the hands is met with only in those drawings which
I have mentioned in connexion with the Madonna della quaglia
but here the forms are less Gothic, for which reason I think the
sketch in the Lugt collection must be of a slightly later date.

In studying certain of these productions of Pisanello’s first
manner, we are struck by the very evident influence that Stefano

() 173 (2), verso (3) pen on pink paper. Some think that this is a copy but
in all probability it is an original drawing passed over in ink.

(%) Fol. 258 pen on vellum.

(*) A. Venturi, Un disegno inedito del Pisanello; #he Same, L'Arte, 1925,
P. 36.
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Fig. 62. Pisanello ?, drawing. British Museum.

Photo Macbeth.

da Verona had on him. Particularly the drawings of the Virgin
and Child and of the Annunciation, which some writers even
believe to be from the hand of Stefano, but also the fresco in
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S. Fermo and the Madonna della quaglia, which is also some-
times attributed to Stefano, show proportions, forms and a
Gothic design so obviously reminiscent of Stefano’s rather later
manner that there can be little doubt regarding the identity of
Pisanello’s first master.

The second phase in Pisanello’s artistic career, which must be
placed between 1433 and 1438 or 1439, is characterized by a
diminution in the influence of Stefano da Verona, which is grad-
ually substituted for that of Gentile da Fabriano, although as
will be seen in the summing up, Gentile seems also to have
exercised a certain influence at the outset of Pisanello’s career.

This period counts for much in Pisanello’s life, because it was
during these years that he made his first appearance at the
courts of the sumptuous princes, that he executed his most
important painting — the fresco in Sta. Anastasia, Verona —
and that he cast his first medals. His contact with princely life
played an important part in the direction his art took.

A pronounced love of art started at the court of the d’Este in
Ferrara with the reign of the Marquis NicholasIII (1394—1441)
who spent considerable sums of money on works of art to em-
bellish his surroundings while his numerous children wandered
round the town, poorly clad and, so it is said, hungry. Nicholas
III started several important constructions, among which were
the palaces of Belfiore and Belriguardo outside Ferrara, and
many painters, almost all from other districts, flocked to the
town to take part in the decoration.

Itappears,however, thatit was chiefly Leonello, the natural son
of Nicholas (1441—1450) who employed the painters. Leonello
was a cultured humanist and collected medals and carved an-
tique stones. It seems to me quite possible that the study of the
cabinet of classical medals awoke or further increased Pisanello’s
interest in this form of art, at which we know he excelled. How-
ever, if the letter of 1432 be authentic, Pisanello already at this
time made bronze medals; besides, there are some medals of
Nicholas III which have been ascribed to him. These medals are
not very beautiful and differ in many points from those that the
master executed later. Nevertheless, the hypothesis that they
are by Pisanello has been too easily rejected; these heads, seen
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Fig. 63. Pisanello, drawing. Lugt collection, Maartensdijk (U ), Holland.

in profile, are not without a considerable resemblance to those
signed by the master and it may be that they comprise his first
essay at this branch of art. None the less, the two medals of
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Nicholas III remain something of a problem. We possess in any
case a sketch of Nicholas III by Pisanello; it 1s found in the
Vallardi collection (*) and shows us the marquis in profile,
wearing an enormous and very complicated head-dress. He has
sometimes been taken for Gianfrancesco Gonzaga.

We have two letters which, if authentic, prove that Pisanello
was already in relation with Leonello d’Este and Filippo Maria
Visconti, before leaving Rome in July 1432; and in 1435, as I
have remarked elsewhere, the painter sent a portrait of Julius
Caesar as a wedding present to Leonello. We have a document
informing us, that this picture was brought to Ferrara on behalf
of Pisanello, who evidently was not there in person, but I think
we can admit a visit of the artist to this town between his depart-
ure from Rome and 1435.

It was, no doubt, on this occasion that he executed the charm-
ing portrait of a young girl, now in the Louvre, and formerly
in the Bamberg collection (fig 64).

The picture shows a half-length figure in profile against a
background of flowers and plants, among which three butterflies
hover. The identity of the subject of this portrait has given rise
to much discussion but it is now generally agreed upon that it is
a princess of the house of d’Este (2).

I find many reasons for accepting the hypothesis of Mr. Hill that
it represents Ginevra; she even carries a little branch of juniper
(ginevra). Ginevra was born in 1419; in March 1433 was affianc-
ed to Sigismondo Malatesta and died in 1440, poisoned, it is
believed, by her husband. The portraitmight have been executed
at the time of her betrothal, for the young girl does not seem to
be more than about fourteen years old. Further, this would be
the moment best suited in Pisanello’s career for the execution of
this work, because the decoration of the background still reveals
the interest in the study of natural science, which characterizes

(1) Fol. 20 (reprod. 75). On the same side and on the verso (reprod. 166)
there are some studies of architecture showing a certain connexion with
the building in the fresco of Sta. Anastasia with which the portrait of
Nicholas III might be almost contemporary.

(%) It has also been thought that it might be a member of the house of
Gonzaga.
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Fig. 64. Pisanello, portrait of Ginevra d’Este. Louvre, Paris.

Photo Alinari.
the master’s early productions, while the Gothic elements are
decidedly less marked.

To this Ferrarese period, or at least to the years which elaps-
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ed between 1432 and the end of 1437, I think we can attribute
two other pictures; they are the panels of SS. Antony and
George, signed by Pisanello (fig. 65) and that of St. Jerome, show-
ing the signature of Bono da Ferrara, in the National Gallery,
London (Nos. 766 and 771). Both paintings originate from Fer-
rara () which confirms, to a certain extent, the date I have just
proposed for them, especially as in comparing them with the
portrait of Leonello at Bergamo, it is obvious that these two
panels could never be placed in the same period of the artist’s
career and that they must be earlier works.

The first of these panels, representing SS. Antony and George,
has been so thoroughly repainted by Molteni, a Milanese picture
restorer, that very little of the originalis now visible. The compo-
sition 1s a little clumsy. To the left, against a background of a
forest, St. Antony, at whose feet reposes his emblematic pig, rings
a bell in a very aggressive manner under the nose of the calm
and elegant St. George who runs the risk of being bitten by the
dragon, whose death was only a semblance and who, behind the
back of the holy knight, might also be preparing to attack the
pig lying opposite. The heads of the two horses appear to the
right of the picture, an element which approximates it to the
fresco of Sta. Anastasia. A half-length figure of the Virgin, ten-
derly clasping the Child, is depicted in a fairly elaborate aureole
above. Some little plants are seen growing in the foreground, in
the centre of which the signature: “Pisanus pc.” is inscribed in
such curious letters that it would be very easy to doubt the
authenticity ofthisinscription, as also that of the representation of
medals of Leonello and Pisanello himself, which adorn the frame.

The influence of Gentile is again evident in the appearance of
the Virgin, who is depicted with a mystic sweetness that Pisanello
can only have acquired through the master of Fabriano; even the
horses show more connexion with those in Gentile’s Adoration
of the Magi than with those in Stefano da Verona’s picture of the
same subject.

The Vallardi collection contains a drawing of the Virgin and
Child in an attitude very similar to that in which they are repre-

() From the Costabili Gallery and afterwards in the Eastlake col-
lection.
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Fig. 65. Pisanello, SS. Antony and George. National Gallery, London.

Photo Anderson.
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sented here (*) but the proportions and general appearance, as
well as certain details, are too different to justify our looking
upon this drawing as a rough draft for the picture. Besides the
sketch is either a copy or a work that has been entirely changed
in appearance by having been clumsily gone over in ink. In any
case it sooner reflects the characteristics of a youthful work.

I am unable to point out any drawings which bear a particular
resemblance to this picture.

The attitude of St. George seems to have been a favourite one
with Pisanello who repeats it on more than one occasion (). The
page of sketches in the Ambrosiana which might have served as
rough drafts for the figure of St. George, the dragon and the
armour of St. Michael in the fresco of S. Fermo, might also have
been used by the artist in the execution of this panel. The painter
perhaps also drew profit from the studies of large hats, which
are found on the same page but if this be so, he did not repro-
duce them very exactly.

With regard to the panel of St. Jerome (fig. 67), showing the
signature: “Bonus Ferarensis Pisani Disipulus”, 1t has always
been considered an authentic work of Bono da Ferrara until
quite recently Prof. Venturi pointed out that the signature is
false and that the painting is from the hand of Pisanello. In my
opinion there can be no doubt regarding this attribution. The
picture in question brings us more closely to the large fresco
in Sta. Anastasia in which we find rocks of a very similar
formation and even certain correspondences in the architecture
of the background. The saint is represented seated in the fore-
ground to the right, in a state of deep and sad meditation; he
fingers his rosary. The interest Pisanello had in animal life is
manifest in the detailed execution of the beautiful lion lying at
the feet of the saint and the little deer browsing on a hill-side.
The trees have been treated with the same precision as those in
the picture of SS. Antony and George, but here they are embel-
lished with touches of gold.

(Y) Fol. 130 (73) pen on paper. On the verso there are three studies of
men’s heads, one of them with spectacles, which do not reveal the charac-
teristics of a work by Pisanello; they might be ascribed rather to the
Veronese school.

(%) Vallardy, fols. 173, 175 (fig. 66).
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Fig. 66. Pisanello, drawing. Louvre, Paris.
Photo Giraudon.

As for designs showing some connexion which the panel of
St. Jerome, there is on either side of a page in the Vallardi
collection the figure of a monk; in one instance he is seen n full-
face, in the other from the back (') and although the figure in
both cases is represented from quite different angles, there are

(Y Fol. 75 recto and verso (105 and 106) pen on paper.
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elements in the attitudes which recall that of St. Jerome. The
folds of the drapery more closely resemble those in a drawing
executed in red chalk in the Louvre, showing a monk standing,
holding a glass and another figure kneeling (); the face of the
latter bears a certain likeness to that of the pilgrim in the fresco
in the Pellegrini chapel of Sta. Anastasia, Verona.

A drawing of two hermits of the school of Pisanello in the
Albertina, Vienna (fig. 68) (?) shows types of bearded old men
very similar to the figure of St. Jerome in the panel.

Several factors in this picture consequently offer points of
contact with the famous fresco of St. George and the princess,
which was executed at the best moment in Pisanello’s artistic
career. Besides, as I have already remarked, the two heads of
horses in the panel of SS. Antony and George also point to the
chronological proximity of this mural painting in which Pisanello
gave so much importance to the representation of horses.

Further it should not be overlooked that Guarino in his verses
in honour of Pisanello speaks of a picture, presented to him by
the artist, depicting St. Jerome in meditation of which the poetical
description corresponds in every way with the panel now in the
National Gallery. The date, between 1438 and 1441, proposed by
Mr. Hill for Guarino’s poem, is only a few years later than the
period to which I attribute the painting, that is to say about 1437.

Moreover, it is not certain that the verses were written in
connexion with the gift of the picture, although it is beyond
any doubt to this work that the most obvious reference is made.

To about 1438 should be dated the medal of John Palaeologus,
emperor of Byzantium, while the fresco in Sta. Anastasia was
executed probably a little earlier. With both works we can asso-
ciate a large number of drawings which, besides, can be classified
in one group on account of a common resemblance.

The representation of the horse, which does not appear very
frequentlyin the multitudinous drawings of animalsthat Pisanello
executed at the beginning of his career, becomes almost a mania
with him towards the period when he executed his first large
medal and the fresco of St. George. It seems probably that the

() Hiss de la Salle collection, R.F. 428,
(%) Stix w. Friilich, op. cit, No. 10. I have already mentioned this drawing
V. p.92note I.
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Fig. 67. Pisanello, St. Jerome. National Gallery, London.

Photo Anderson.
life of luxury into which he was gradually initiated, made him
consider this quadruped from quite a different aspect and it was
especially then that he understood its importance from an artistic
standpoint. Glancing through the sketches of horses, it seems
to me that Pisanello grasped also the pathetic side of their
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existence inwhich too often the years of glory are followed by a
wretchedand piteous old age and more than once the artist shows
us the mount of some lordly knight after it has reached this sad
stage of suffering which, for a horse, so frequently just precedesits
death. Further, as Herr Meder remarks, the study of horses,more
than that of any other animal, seems to have inspired the painter
to create a technique of drawing of unlimited excellence (?).

It is practically certain that Pisanello executed the medal for
John Palaeologus when the latter came to Ferrara for the council
which began in January 1438 (fig 69). The emperor arrived
in February of that year and stayed until the following January.
The medal is so perfect that it is hardly likely that this was
the painter’s first attempt in this branch of plastic art; as [ said
before, 1t is quite possible that the two medals of Nicholas III
d’Este are from his hand. In any case it was not Pisanello who,
after classical antiquity, revived the art of medal making. It 1s
true that those, made in the middle ages in the northern countries,
are of quite another type, but of an earlier date than Pisanello’s
medals, might be cited those that Francesco II Carrara had
coined in 1390 to celebrate the retaking of Padua, consequently
in that part of the country which Pisanello frequented, and natur-
ally he must have seen them. In type they resemble those of
Nicholas d’Este and also the inscriptions are in Gothic letters, a
detail in which some writers tried to find a proof against the
attribution to Pisanello of the medals of Nicholas d’Este.

It is very possible also that the Emperor John Palaeologus
brought with him medals with the effigies of the Emperors Con-
stantine and Heraclius, dating from the second half of the 14th
century (?) and that the one that Pisanello made was, to a certain
extent, inspired by these and the Carrara medals.

From the latter he got the idea of filling up one side with
little else than the head of the figure, while he followed the
former examples in choosing the horse as principal motif
for the decoration of the verso (fig. 70). But Pisanello was
capable of eliminating all the mediaeval elements, which are

(1) J. Meder, op. cit., p. 453

(%) Pisanello must have known at least the medal of Heraclius, which no
doubt he recalled to mind when he executed the medal for King Alfonso of
Naples, on the verso of which we see also a triumphal chariot.
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Fig. 68. Manner of Pisanello, drawing. Albertina, Vienna.

still very obvious in the medals of the two Byzantine emperors.

It may also be that the study of the antique medals, which he
found in Leonello d’Este’s collection, was of considerable aid to
him in the creation of his own type of medal (%), and I see no con-

(1) There are some sketches of antique medals in the Vallardi collection:
12 verso, crayon (reprod. 113); on the recto there is 2 pen and water-coloured
sketch of two trees (reprod. 144) and 64 pen {209). They are unimportant
drawings in which we cannot even recognize the master’s hand. Fol. 97 (39)
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vincing reason to believe that Pisanello was inspired by medals
of the Flemish-Burgandian model to which the master’s examples
show very little resemblance.

Although the ground, as we have seen, wasnot entirely unpre-

Fig. 69. Pisanello, medal of John Palaeologus.

shows alarge profile of an antique empress (Severinae Augusta) and fol. gg
(179) that of an emperor; on the verso of this page there is a study somewhat
resembling the head of the princess in the fresco of Sta, Anastasia and a
man’s hand (78). These latter sketches on pink paper were probably executed
in crayon but have lost their original appearance by having been gone over
in ink. It may also be that these drawings are not by Pisanello himself; this
is the opinion held by Mr. Hi//, Papers of the British School at Rome, III,
1906, p. 297; v. also Courajod, L’imitation etc., des objets d'art, Paris, 1889,

p. 32.
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pared, I do not think that we are far wrong in admitting that
Pisanello’s medal of John Palaeologus is the first notable mani-
festation of numismatic art of the Renaissance and consequently
also the first important production of the master in this field.

Fig. 70. Pisanello, verso of the medal of John Palaeologus.

This was an excellent start and the bronze of John Palaeologus
is one of the finest Italian medals. On one side the bust of the
Basileus, wearing an oriental head-dress, is depicted, encircled
with a Greek inscription; on the other side we see againsta
rocky background a knight on horseback, adoring a cross on a
pedestal and another horseman represented from behind with
much foreshortening. On this side the artist has signed the work
in Latin: “Opus Prsani pictoris”, which inscription he has
repeated in Greek, no doubt with theidea that the emperor, in
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bringing the medal to his own country, would make known the
master’s name on the other side of the Adriatic.

The portrait of the Basileus is excellent, full of individuality
and expression; there is even an oriental element in his features
which Benozzo Gozzoli did not succeed in catching when he
painted the monarch in 1459 in the chapel of the Riccardi Palace,
Florence. As to the verso we might reproach the artist with the
fact that the horse to the left is not well equilibrated and it is not
easy to grasp exactly how the knight is sitting his horse. Never-
theless this animal, as well as the other whose hind legs are
perhaps open to criticism, is well designed. The figure adoring
the cross naturally represents the emperor himself, who came to
the council to press an alliance between the Latin and Greek
churches and to ask for assistance against the persecution of the
Turks.

In the Vallardi collection there is a drawing of the emperor,
seen in profile but turned towards the left, and wearing the same
curious hat; this is beyond doubt from the hand of Pisanello who
must have used it for the execution of the medal(?). The repre-
sentation of the emperor on horseback appears on another page
of the same collection, on both sides of which there are several
studies of oriental figures, the head of a horse with its nostrils
slit open as Pisanello depicts the animal on several different occa-
sions, an Arabic inscription copied in all probability from a piece
of stuff(?), and a description in Venetian dialect of the manner in
which the emperor dressed, which might very well have served
in the execution of a painting (fig. 71) (3).

The belief, held by Mr. Hill and other writers, that this sketch
is not by Pisanello, can be explained by the curious appearance
of this page; nevertheless there is too great a resemblance be-
tween the horseman of the drawing and that of the medal, and
the head of the horse and others from Pisanello’s hand for us to
doubt the existence of a correlation between the one and the
other. Further I think that the writing is the same as that which

(!) Fol. 8o silver point on paper.

(*) A figure in the Adoration of the Magi by Gentile da Fabriano hasa
scarf very much in evidence embroidered with similar letters.

(*) Reprods. 71 and 72 v. H. Lavoix, Gazette des Beaux Arts, X VI, 1887,

P 24.
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Fig. 71. Pisanello, drawing. Louvre, Paris.

Photo Giraudon.
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we find on another page of the same collection (86), to which we
shallreturnlater on(*). The technique of the drawing of the horse-
man and of some of the other figures reveals the same skill and

Fig. 72. Pisanello, drawing. Louvre, Paris.

Photo Giraudon.

(") Hill, op. cit,, p. 111 note, remarks that if this be Pisanello’s calligraphy,
the letter in the Fillon collection, which the master wrote from Rome to
Filippo Maria Visconti, must be false. Of this letter, however, I only know
a facsimile of the signature (v. Venturs’s edition of Vasari’s Vite, p. XIX)
and considering that signatures are often slightly different from the ordinary
hand-writing, I find no reason for the above conclusion.
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Fig. 73. Pisanello, St. George and the Princess. Sta. Anastasia, Verona.
Photo Anderson.
rapidity of execution with which the master sketched the pea-
cocks, the monkeys, the horse of St. Eustace and others, and apart
from the drawing of the knight which seems to have suffered
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some correction, several are of excellent quality. The head of a
horse and the back view of an oriental are very much more in-
ferior and perhaps from another hand.

With the sketches which can be approximated to the horses
depicted on the medal, we enter a vast field of study and we find
that a link unites the bronze of John Palaeologus with the fresco
of St. George, many other medals and even a little with the panel
of SS. Antony and George in London.

The horse on the medal whose head is seen in profile with a
curly forelock and a slightly gaping mouth bears an undeniable
resemblance to a drawing in the Vallardi collection(?); on the
other hand this sketch forms part of a long series of studies of
horse’s heads or rather of that part including their mouth and
nose — the muzzle(?).

Then we find here a foreshortened back view of a horse, a
subject which Pisanello repeats in the fresco of St. George, the
medals of Novello Malatesta and Gianfrancesco Gonzaga and in
several other drawings, one of which fairly closely resembles the
horse on the medal(®) The horse is drawn from the front and
from the back (fig. 72).

Many painters have borrowed this idea, then new, of depicting
a horse from behind as a study of perspective.

We have no documentary evidence concerning the date of
execution of the fresco of St. George and the princess in Sta.
Anastasia, Verona (figs. 73—75 and plate III) (*). A partial
reconstruction of the church was started in 1421 but too much
importance should not be given to the information that the
pictorial decoration was begun in 1440, because the frescoes

(Y) 144 (reprod. 52) pen on paper.

(2) 146 (reprod. 154) should be compared with the London panel; 142(53) to
be compared with the Sforza medal and the panel in London. Others belong-
ing to the same series will be dealt with in connexion with the fresco in Sta.
Anastasia.

(%) Vallardi 277 (reprod. 50) pen; two other pages showing perspectives
of horses from behind are 167 (180) silver point on yellow paper and fol.
231 (7) pen.

(9) The historical facts have been published by C. Cippola, Ricerche sto-
riche intorno alla chiesa di S. Anastasia in Verona, L’Arte, 1914, pp. 91,
181, 396.



THE PRINCESS

From Pisanello’s fresco of St. George slaying the Dragon,
St. Anastasia, Verona.

Photo Anderson.
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Fig. 74. Detail of fig. 73.

Photo Anderson.

in the vault of the nave are dated 1437. It has been thought
that the fresco was executed after the medal of John Palaeologus
because on the occasion of the emperor’s visit to Ferrara, the
master might have seen those oriental types which he depicts
in the fresco. However, there is a chronological difficulty; the
emperor came to Ferrara at the end of February 1438, but as
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we saw the artist’s entry to the town was interdicted from July
1438 until February 1442. That Pisanello painted the fresco
after 1442 is not very admissable (although he obtained this
year permission to return to the town and bring his belongings),
because in October of the same year we find him in Venice
and 1n 1443 and 1444 in Mantua and Ferrara, so it 1s difficult
to see when he could have undertaken this work unless it was
between February and October of 1442, or else early in the
year 1438, just before his visit to Ferrara, and considering the
style of the painting, the latter hypothesis is, I think, the more
probable. He must have studied oriental types on some other
occasion and this is quite possible, especially as the sketches
on the same page as the figure of the emperor have nothing in
common, either in feature or in costume with the warriors that
Pisanello shows us in the fresco.

In the second edition of his “Vite”, Vasari gives us a fairly
detailed description of the decoration of the Pellegrini chapel.
On information gathered from Fra Marco Medici he speaks of a
painting inside the chapel, representing St. Eustace, a dog with
its head turned, standing at his feet. It was one of the painter’s
most beautiful productions and his signature was inscribed below
the fresco. This figure, however, has disappeared, so too that
of St. George picking up his sword after having killed the dragon,
which adorned the outside wall of the chapel, and I think this
scene might have been found to the left of the fresco where some
vague traces are still visible.

What remains of Pisanello’s work shows a dragon and two of
its young (?) in a landscape. We can also distinguish a skull and
some bones, the hind quarters of a deer crouching, a dead stag
on its back, and another (?) making its escape. The figure of
St. George sheathing his sword would have been in its place
here, at least if the dragon be dead, which can no longer be
distinguished (%). Lastly, to the right of the outside wall of the
chapel we find the superb fresco which even by writers of olden
times, was considered Pisanello’s master-piece.

The central figure is that of St. George in the act of remounting

() B. C. Dal Pozzo, Le Vite de’ Pittori Veronesi etc., Verona, 1718, p. 8,
tells us that this fresco adorned the vault of the chapel.
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Fig. 75. Detail of fig. 73. Photo Anderson.

his horse which is seen from behind and near which stands the
princess whom he has just rescued. Calmly and without any
emotion, she looks at her deliverer preparing to depart. A small
page,covered witharmour,is depicted ona horse which advances
on the right and, as in the panel of SS. Antony and George in
London, the heads of two other horses appear on the extreme

VIII 9



130 PISANELLO.

right. To the left, at a certain distance from the central figures,
there 1s a group of seven knights, rather oriental in appearance;
behind them we see a gallows with the bodies of two dead
criminals; more to the left thereis a mountain with a little Gothic
church perched on its heights and close by, a ship sailing on a
lake. The background is occupied by a Gothic town, partly
hidden by a hill. Behind the town are other mountains and to
the right a castle. Plants and shrubs grow all around, and in the
foreground, which ends in a steep rocky slope, we see to the left
a deerhound and a spaniel and to the right a he-goat in repose.
Below we read the inscription: “Sanctus Giorgius” in monu-
mental letters similar to those which Pisanello shows us on his
medals at a somewhat later stage (*).

The decorative effect of the fresco is, in spite of the somewhat
sombre colours, excellent, and the figures, taken separately,
superb. Yet it cannot be denied that the fresco lacks unity of
composition and narrative power. Here we see the feeble side of
Pisanello’s system of reproducing almost the entire contents of
his sketchbook in a picture. This we already remarked in the
painting of St. Eustace, but while there the question was to pre-
sent a mise-en-scéne of forest life, here the elements are quite
incoherent. St. George himself has an uncanny bearing and ex-
pression, in fact almost a frightful appearance. The superb figure
of the princess is obviously the portrait of a lady he has known
at one of the courts and for whom he must have had a certain
weakness because she is frequently depicted among his drawings.
Here she takes no part in the action and evidently is not even
interested in the event which all the same touches her very
nearly. Why, on the other hand, do we find a he-goat in repose
to the right, some dogs to the left, a group of knights of whom
there 1s no mention in the legend, a gallows in the background
and a sailing-ship? To these questions there is but one reply:
these details are present because Pisanello found them in his
sketchbook and wished to make use of his drawings. Even the
landscape, which forms the background, is not — as others have
already remarked — of uniform appearance, but seems to be
composed of different elements; yet what the painting has lost
in solemnity with this profusion of details, it has gained in charm.
B (1) Hifl, op. cit., p. go.
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Fig. 76. Pisanello, portrait study. Louvre, Paris.
Photo Alinari.
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Of the drawings that Pisanello used in the execution of this
fresco there is a considerable number stillin existence butamong
them I do not think there is one which could have served for the
figure of St. George ('); on the other hand the head of the prin-
cess is the subject of several studies, some of which are found in
the Vallardi collection ().

The idea of a noble lady depicted much as the princess in
the fresco of Sta. Anastasia, seems to have almost haunted
the artist’s mind from the very outset of his career, because
after all it is the same type which he shows us in his costume
studies, which date in all probability from the time of his early
activities in Venice. Only, in the fresco the figure has been given
the features of a person really existing: it is a portrait for which
Pisanello made several studies (figs. 76 and 77), whereas it can
hardly be said that the costume drawings were executed with
anidea of serving for the figure in the fresco.

There are several sketches of certain of the knights who form
the group to the right. Beginning on the left we see one of a Kal-
muck type for which a very beautiful study in silver point, show-
ing him in half-length figure with bow and arrow, exists (fig.78) (°).

() There is the study of a leg extended, as of someone mounting a horse
among the sketches probably of an advanced stage in the artist’s career.

(%) Fol. g2 (reprod s) pen, turned towards the right with a head-dress
different from that in the fresco; on the verso of the same page (81) the
same head is shown turned towards the left; itis executed in crayon but
has been completely destroyed by being passed over in ink; 93 (82) a
beautiful pen drawing perhaps also strengthened at a later period; the head
is turned towards the right but closely resembles the figure in the fresco also
with regard to the arrangement of the hair; on the verso (41) the head of a
deer-hound which the painter has represented in the fresco; 99 verso (78)
head turned towards the right spoiled by the retouches; on the same page
there is a study of a man’s hand and on the other side a head of an emperor
of classical times (179). | have already referred to this page. M. Guiffrey
approximates this drawing sooner to the portrait of a young girl in the
Louvre but this I think is a mistake; the resemblance to the princess in the
fresco, however, is rather vague.

(*) Vallardi, fol. 68; on the same page there are still four other heads.
two at least of oriental warriors, but three ofthem are only very faintly
visible. Another page of the same collection contains some drawings exe-
cuted in the same manner; they show a pilgrim’s head, resembling the figure
of St. Jerome in the Naticnal Gallery, a man with a barret, a child’s head and
a half-length figure of a nude woman.
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Fig. 77. Pisanello, portrait study. Louvre, Paris.

Photo Giraudon.

Beside him there is a bearded head, the face with an expression
of suffering, slightly raised (!); then we find a study of the third

(1) Vallardi fol. 64 verso (103) pen on pink paper, passed over and having
lost much of its original appearance.

133
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Fig. 78. Pisanello, drawing. Louvre, Paris.
Photo Alinari.

on the right but without either his cap or his ermine collar (1)
and it will be noticed that again this drawing is one of a consider-
able series of sketches of warriors (figs. 79—81), all in bust or
in half-length figure, belonging to that set of drawings — prob-

() 128 (reprod. 25) pen on pink paper.
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Fig. 79. Manner of Pisanello, drawing. Louvre, Paris.

Photo Giraudon,
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ably school productions — of which there has already been
question; all are executed in pen and ink on pink paper, each
sheet with but very little variation measuring 28 X 20 cms. (}).
These works, which are of very unequal value, are certainly
from different hands. Two of them are very much finer than the
others and although reinforced, seem to be by the master him-
self or very excellent copies (figs. 82 and 83) (2).

Apart from the Kalmuck who 1s sketched in quite a different
manner, there are only two on the back and front of the same
page who have really an oriental type(®). It may be that Pisanello
wished to, or perhaps actually did employ the original models of
these sketches, in the representation of certain martial scenes,
because not only is there a vast variety of types, from the com-
mander down to the trumpeter, flutist and tambour-player, but
also wounded soldiers, some 1n the act of being stabbed in the
face, others with ghastly expressions, dying or meditating on the
horrors of death.

One might imagine that these figures formed part of one of
Pisanello’s most famous paintings, now lost, because I know at
least two instances in which minor painters copied some of them
in their own works; one of them will be reproduced among the
productions of Pisanello’s school (v. fig. 123), the other is an
unimportant painting of the school of The Marches in the church
of S. Agostino at San Ginesi (v. fig. 191).

From the hand of Pisanello we have two studies of the gallows,
one in the British Museum (vol. 51, 1895—9—15—441) (%), the
other in the Haseltine collection (°). It is particularly in the latter
in which, besidesthe two dead bodies, we see two studies of the
legs of hanged men, that we find some elements which Pisanello

(Y Vallardi collection fol. 109 (89), 117 (163), (fig. 79) verso i201}), 118 (92),
119 (g6), 120 (12), 121 (87) (fig. 80), 122 (230), 123 (185), verso (183), 124 (91) 81),
125, 126 (276) perhaps copied with a few changes, from Pisanello’s drawing
on fol. 58 (74); 127 (162) and the Louvre number 260s. Herr Zoege vonMan-
teuffel is of opinion that these sketches are tracings.

(3 Fol. 125 verso (11), 129 (98).

(3) Fol. 125 and verso.

(*) C. Dodgson, op. cit. G F. Hill, Gallow studies.

(*) Sold in public auction in London, May 1924. The drawing (No. 14) was
attributed to Castagno who, according to Vasari, was once charged to make
a sketch of a similar public execution.
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Fig. 80 Manner of Pisanello, drawing. Louvre, Paris.

Photo Giraudon.
must have used for the figure to the right in his fresco, that to
the left seems to be identical on both sketches. The page in the
British Museum shows five other bodies in different stages of
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Fig. 81. Manner of Pisanello, drawing. Louvre, Paris.

Photo Giraudon.

decomposition which are horrible to look at, as well as the figure
of a young woman with a wreath of flowers in her hair and a
curly-headed young man seen in full-face (fig. 84) ().

There are several sketches which bear a certain resemblance

(1) The latter bears some resemblance to a figure wearing a cap shown on
the same page of the Vallardi collection as the Kalmuck.
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Fig. 82. Pisanello, drawing. Louvre, Paris,

Photo Giraudon,

to the horsesinthefresco, particularly to those depicted in profile.
As for the horse seen from the back, I have already remarked in
dealing with the medal of John Palaeologus, that there exist also
sketches of horses represented in this position but there is not
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Fig 83. Pisanello, drawing. Louvre, Paris.
Photo Giraudon.

one which shows a very marked connexion with thatin the fresco.

It will be noticed, however, that a pen and ink study ofa
horse seen from behind (fig. 85) (!) so closely resembles in
technique and draughtsmanship the mulein the group of knights
that we can almost take it for granted that they were executed
on the same occasion.

(1) Vallardi fol. 231 (reprod. 7) already mentioned.
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Fig. 84. Pisanello, drawing. British Museum.

Photo Anderson.
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There are also some drawings which can be associated with
the representation in the painting of the horse seen from the
front. The most similar of them all seems to be a study of the
head in this position, executed in silver point on vellum (*).
There is a similar sketch in ink on pink paper beside a three-
quarter view of a horse’s head(?. A study of an uplifted foot
appears on another page but this is only a copy (3). A rather
effaced crayon drawing on paper depicts the entire figure of a
horse from the same angle (%) but I think this must have served
as a rough draft for a lost picture to which I shall returnlater on.

The sketches of horses’ heads in the Vallardi collection which
offer a comparison with those in the fresco, can be divided into
two categories: those in ink on red paper and those inink on
white paper. The pages vary very little in size. In the first group
there are two which might have been used for the execution of
the upper of the two horses’ heads that we see in the right angle
ofthefresco (%). There is also a certain resemblance between one
of the drawings (%) and the head of the horse bending towards
the ground which is the second to the right near the group of
knights, but the other studies on red paper show no connexion
with the equine representations in the mural painting (7).

In the set of drawings on red paper we very clearly remark
the vicious looking head of the first horse to the right (fig. 86) (%)
while a second sketch of the same animal shows him with a less
gaping mouth (°).

A study of the muzzle of a horse can be compared with that

(1) Vallardi fol. 229 (reprod. 229) on the same page there isastudy of a dog
in repose and two very effaced sketches of dogs’ heads.

(%) Fol. 156 (2774).

(%) Ink, fol. 172 (54).

(*) Fol. 169 (168).

(%) Fol. 154 (167); 157 verso (273).

(4 Fol. 153 (171).

(I Fol. 156 (274), 156 verso, 157 recto, 158 (49). The head of the latter is
decorated with parade ornaments, bearing the coat of arms of the d’Este
family. It shows a faint resemblance to the head seen lower to the right in
the fresco. Other studies belonging to this group are found on fol. 155 and
under the number of order 2681.

(%) Fol. 151 (214).

(%) Fol. 150 (51).
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Fig 85. Pisanello, drawing. Louvre, Paris.

Photo Giraudon.
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of the animal depicted highest up to the right (); the same beast
is found sketched on another page along with two drawings of
the mouth and one of the chest of a horse (?). Rough drafts for

Fig. 86. Pisanello, drawing. Louvre, Paris.
Photo Giraudon.
the horse with slit nostrils as depicted in the second to the left
among the group of knights, also exist in this set of designs (?)
which includes still several other sketches bearing no con-

(1) Fol. 148 (119).
() Fol. 141 (154).
(?) Fol. 142 (53); 146.
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Fig. 87. Pisanello, drawing. Louvre, Paris,

145

Photo Giraudon.
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Fig. 88, Pisanello, drawing. Louvre, Paris.
Photo Alinari.

nexion with the representationsin the fresco (fig.87) (). The head
of the mule, seen in the centre of the knights’ mounts, is naturally
copied from the sketch — one of the better known of the Vallardi

(1) Fol. 143 (173); 146 (151), 152 (55) and reprods 118 and 152.



PISANELLO. 147

Fig. 89. Pisanello, drawing. Louvre, Paris.
Photo Alinari.
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collection — which shows the entire beast in profile (fig. 88) (?).

For the head of the he-goat lying to the right in the fresco, we
find a drawing on a page which shows the same animal upright ().
Of the deerhound too there exists a very beautiful sketch (fig. 89)
and another of the head alone with certain slight variations on
the other drawing which renders the resemblance to the dog
in the fresco still more close (%). It is worthy of remark that
on the verso of this last page there is a reversed study for the
head of the princess so that there can be little doubt that we have
in these sketches the rough drafts which Pisanello used in the
execution of the fresco. Ofthe spaniel we possess a very mediocre
and re-touched sketch, showing the animal lying down but only
the head and forelegs are depicted (%).

What gives a certain interest to this drawing is that on the
verso of the page there are three other studies of a spaniel, one
of another dog, two of deerhounds and a third of the head alone,
alongside the hastily executed sketch which some have wished
to identify as the project for the fresco in the Great Council Hall
of Venice (°) but which, as I said before, seems to be the product-
ion of a later stage. In any case this is certainly not a work of
his early youth. A pen and ink sketch, strengthened in white, in
the Utlizi represents a hound of a slightly different race (fig. go).

Lastly there are several drawings which show a certain resem-
blance to the architecture in the background of the fresco. This
1s noticeable in some hastily sketched architectural motifs on the
page which contains also the head of Nicholas Il d’Este to which
[ have previously referred (°).

However, the drawing preserved in the archives of Sta. Maria
sopra S. Celso in Milan (7) is still more reminiscent of the build-
ings depicted in the fresco.

(1) Fol. 174 pen.

(¥) 194 (126) pen on vellum; on the verso there are three studies of the
nude.

(%) 224 (6) pen; 93 (41) pen and crayon on pink paper.

(*) Fol. 219 verso (40) pen, crayon and white on pink paper.

®) Fol. 219 verso (67).

(%) Fol. 20 (75); 20 verso (166).

(") Guiffrey in Venturi, p. 123, remarks this resemblance. On the other
hand, H/l, op. cit., p, 47 note, compares the architectural motifs here with
thosein the Annunciation in S. Fermo.
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I should still like to mention the fine figure of a pilgrim which
is frescoed on the wall to the right of the entrance to the chapel,
against a background with a pattern of conventional flowers; he
carries a stick in one hand and a rosary in the other and wears
on his hat as emblem the scallop-shell, of St. James (fig. 91). It
is the coat of arms of the Pellegrini family who had this chapel
built and decorated. As I have said elsewhere, there is much

Fig. go. Pisanello, drawing. Uffizi, Florence.

resemblance between this figure and that of St. Jerome in the
London panel. In the collection of Christ Church, Oxford, there
1s a sketch which gives us a fairly exact reproduction of the head
of the pilgrim (!), however, this drawing is certainly not from
Pisanello’s own hand and may after all only be a copy from the
frescoed figure.

In painting the fresco in Sta. Anastasia, Pisanello was consid-
erably inspired by Gentile daFabriano’s Adoration of the Magi.

() Vasari Society, VIII, No. 1.
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Not only does the general appearance of the figures, although
less Gothic in line, closely approach those of Gentile, but the
numerous and striking correspondences are of such a character
that they cannot be accounted for by only a few accidental
meetings of the two masters.

In his fresco of St. George, Pisanello depicts a group ot
knights in the left angle; but Stefano da Verona in his Adoration
of the Magi represents in the centre of the background a group
of horsemen, partly hidden by a rock, which is not without
a certain correspondence to the manner in which Pisanello has
painted his group. Gentile also shows a similar assembly of
knights in the background to the left of his picture and what
seems a curlous coincidence 1s, that where Pisanello represents,
without any apparent reason, a gallows, Gentile depicts two
soldiers leading away a criminal whose presence 1s inexplicable
at the moment of the apparition to the Magi. Evidently both
artists felt the necessity of placing a souvenir of crime in the
background of a religious representation.

The horse most to the left in Pisanello’s fresco, seems to have
been inspired by that which Gentile shows very clearly in the
group of knights in his panel and in both works we see almost
in the same place a horse seen from the front and in the same
attitude.

The deerhound that Gentile depicts in repose is the same as
that which Pisanello shows standing. In both works the central
figure is a young knight, magnificently attired, and Pisanello
seems to have borrowed from Gentile’s panel the idea of placing
a town and a castle — Gentile shows us two — in the back-
ground of his fresco, although he has made some variations in
their appearance and size.

Further points of resemblance will be found in the style of
architecture that we see in thelittle town which backgrounds the
Flight into Egypt, depicted on the predella of Gentile’s painting.

The style of building here is purely imaginary and it would
be difficult to classify it in any definite school of architecture.

However, in comparing the two works which reveal so many
points of contact, we see very clearly that Pisanello had, all the
same, found a manner of his own. In Gentile’s superb picture
some Gothicelements and a few traditional aesthetic conventions
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Fig. 91. Pisanello, the coat of arms of the Pellegrini family. Sta. Anastasia,
Verona.

Photo Anderson.
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although of minor importance, are still evident, while an accurate
observation of the real appearance of things seems to have been
the unique guide to Pisanello’s brush. Nevertheless he retains
the methods of the painter-decorators of the middle ages in the
lack of natural composition and in the accumulation of details
which somewhat wearies the eye and prevents the spectator
from comprehending at a glance the dominating idea of the
picture; in this respect Gentile was more modern than Pisanello.

Thus in the fresco of Sta. Anastasia the influence of Gentile,
although still quite visible, is limited to the more superficial
details.

In the series of copies of heads by Pisanello, on red paper, to
which I have referred on two different occasions, there is a cer-
tain number which seems to reflect the artist’s manner of that
period dating from between about 1432 and 1439, and I think
more probably the earlier years of this stage, because we
observe the presence of those Gothic elements which charac-
terize the portraits in the Louvre and in New York and which
are completely absent in the sketches for the medals that Pi-
sanello executed fromabout 1441 onward. The study of a bishop’s
head (fig. 92) () is very beautiful and worthy of the master’s
own hand.

Of very inferior quality are the drawings of the head of a
young woman looking down, of a young man, depicted on the
different sides of one page (2) and of several others (3); but none
of these sketches, at least in their actual condition, can be
ascribed to Pisanello. Besides, some of these drawings have
completely lost the character of a work of the 15th century and
look almost modern. An exception to this is the curiously im-
pressionistic study of a man’s head with an ugly smiling face
seen In full; it 1s executed in large strokes and although it
occupies the verso of one of the pages of copies, I thinkit possible
(1) Fol. 110 (164).

(%) Fol. 108 (165); 113 (275),94 and verso (88 and 182).

(%) Fol. 109 (89) a monk, 107 (146) a three-quarter view of a man seen from
the left; verso, a hastily executed ornamental design (14); 116 (27 and 218)
a man seen from the same angle with a cap; 103 recto and verso (255 and
256) a young man removing his doublet and a youth reading. The size of this

sheet is slightly larger and corresponds sooner with those of red paper on
which we found the studies of horses’ heads.
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Fig. 92. Pisanello, portrait study. Louvre, Paris.

Photo Giraudon.
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that it is a sketch by Pisanello himself (). Another, which I am
of opinion is also a work by the master, is a drawing in crayon
on white paper of the two sides of a young man’s head slightly
raised (2). The bust of a young man bending over his reading (%)
is a study of perspective which might be said to find its source
of inspiration in the figure of a man stooping to attach one of
the Eastern King’s spurs, in Gentile’s Adoration of the Magi.

There are still some drawings of animals executed in this
manner, such for example as that of the four horses lying on
the ground, two of them dead with their bodies ripped open,
doubtless a rough draft for some battle scene (*); there 1s still
another study of a horse lying on the ground, probably dead (%).
A sketch of a dead dog is even more pitiable in appearance (%).
Some other drawings of dogs have points in common with that
which served for the fresco, although the position of the deer-
hound is somewhat different (7).

As the sketch of the goat (®) seems to have served for the
fresco in Sta. Anastasia, we can surmise that the drawings
on the verso of the page were executed probably at the same
period. They are in all likelithood studies from the reliefs of
antique sarcophagi (fig. 93).

The figure which Pisanello has interpreted as Hercules swing-
ing a club is probably copied from an image of Oreste holding a
sword, but the latter detail isincomplete. The female figure seems
to have belonged to a group and might have been Venus hasten-
ing towards Adonis, because there is also a representation of a
young man on bent knee(?). Although smaller and of somewhat

() Fol. 275 verso (94).

(%) Fol. 76 (204) and the verso.

(*) Fol. 55 (33) pen on white paper.

() Fol. 168 (115) pen; verso, crayon study of a man standing, holding a
stick (22).

(*) Fol. 165 (127). The same collection contains a copy of this drawing
(reprod. 145).

(%) Fol. 222 (268) crayon on paper.

() Fols. 221, 223, 224 and 225 (208, 79, 6) pen and water colours.

(¥ Fol. 104.

(®)Fol. 194 verso (20) (fig. 93) Hi/l, op cit., p. 20 and the Same, Papers of the
British School at Rome, 111, 1906.
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Fig. 93. Pisanello, drawing. Louvre, Paris.
Photo Giraudon.

finer technique, it 1s not difficult to admit a connexion between
this drawing and another in the British Museum ('), executed
in a somewhat different manner and of which the subject 1s also
apparently taken from mythology. A bearded man, almost naked,

(") (Pp.—11). On the verso there are two sketches in crayon of a bearded
man and a youth which apparently are the productions of a pupil.
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1s depicted holding an eagle which vomits while a nude woman
looks at herself in a little glass (fig. 94). We notice in this work
that the forms, although still slightly Gothic, show more freedom,
a greater robustness and a more advanced development than
the little nude figures that we found among Pisanello’s early
productions. To a date still a few years later, I think we can
ascribe another study of the nude executed in silver point on
vellum; it represents a man sitting but we shall return to it later
on (!). Nude figures are depicted only in those of Pisanello’s
medals that he made about the year 1444.

Adjacent to one of the studies of horses’ heads on red paper,
we find a sketch which is of some interest not on account of its
importance as a drawing but because it offers us an example
from Pisanello’s hand of the rough draft for an entire decoration
of a chapel or an oratory, to which fact, I think, no one has as
yet drawn attention (fig. 95) (%). The principal subject is a group
formed by the Madonna and Child enthroned with two bearded
holy monks, one of them perhaps St. Antony Abbot to the left
and a holy knight (St. George?)and St. Catherine with the wheel
to the right. Above to the left there is a very hasty sketch of a
vault adorned with the four figures of the Evangelists, each one
seated at a desk; more to the right a drapery might have been
anotheridea for the lower part of the Virgin’s throne; still farther
to this side we see the four symbols of the Evangelists. Just over
the head of the saintly warrior, an angel swinging a censer has
been faintly indicated and in the lower right angle we can just
manage to distinguish Christ on the Cross between the Virgin
and St. John with Mary Magdalene at the feet of the Crucified,
around whom apparently hovered at one time five angels.

This must be the project of an extensive and very important
decoration but we have no indication regarding the building for
which it was destined.

The folds of the drapery, and in particular of the isolated piece,
make us think that the drawings were executed at a stage when
the artist was still considerably dominated by the Gothic style.

() Fol. 226 (108). A page in the Print Room of Berlin (No. 487) shows two
male nudes which are attributed to Pisanello,
(*) Fol. 157 verso (273).



PISANELLO. 157

Fig. 94. Pisanello, drawing. British Museum.
Photo Macbeth.

On the other hand the skill with which the draughtsman in
so few masterly strokes presents his ideas of the decoration,

reveals the consummate artist. In this respect the emblematic
lion of St. Mark is a little chef d’oeuvre.

I think there is one other drawing which must have formed
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part of the same set of ornamental projects, or rather, I believe
we can indentify the curly head of a young man sketched in
crayon on paper (1) with the figure of the holy knight.

Of the last dozen years of Pisanello’s activities we possess
only medals and drawings, with the exception of the portrait of
Leonello d’Este in the Gallery of Bergamo, although there are
some arguments in favour of the hypothesis that the master
executed frescoes in Pavia and Ferrara during this period. His
career as medallist started, if not with the bronzes made for
Nicholas d’Este, at least with that of Emperor John Palaeologus;
however, even if the fresco in Sta. Anastasia was executed, as |
imagine, a short time prior to this medal, the two works bear too
close a connexion to one another for us to place the division be-
tween the execution of the one and the other.

On the other hand it was during this last period that he
specialized in the representation of portraits in bronze in parti-
cular, but although it is evident it was not at this moment that
he started this form of portraiture and continued as well to make
beautiful drawings of animals, the art of portrait making and
medal designing dominated the period from about 1439 until
1449

As Herr Heiss has remarked, it is possible that the medals
representing the condottiere Niccolo Piccinino, Filippo Maria
Visconti and Francesco Sforza were executed almost contem-
poraneously, that is to say in the year 1441 when the peace
treaty required the presence of all three in Milan. In any case the
portrait in bronze of Piccinino dates from after 1439 on account
of the fact that the title of “Vicecomes” is mentioned and it was
certainly executed before the artist departed in 1441 or 1442 to
serve King Alfonso of Naples. The titles on the Sforza medal
dates it with certainty after his marriage, which took place in

() Fol. 73 (104). L. Einstein, Burlington Magazine, VII, 1905, p. 142, has
attempted to demonstrate that this sketch represents Lorenzo de Medici and
was executed in 1466 by an adherent of the school of Pisanello. I fail to see
any striking resemblance between Lorenzo, with his curious ugly mouth
and sleek hair, and the regular features and curly locks of the figure in the
sketch, which is more reminiscent of the archangel Gabriel in the fresco in
S. Fermo, Verona.
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Fig. 95. Pisanello, drawing. Louvre, Paris.
Photo Giraudon.
October 1441; perhaps it was on this occasion that he had it
executed. Lastly Filippo Maria Visconti was forty years old in
1441, and this age corresponds perfectly with his effigy on the
medal.

Pisanello has depicted Piccinino in profile turned to the left;
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the griffon of Perugia suckling two naked children is engraved
on the verso. The inscriptions around the figures are very large
and the signature much in evidence.

In the Vallardi collection there are two charming sketches of
the condottiere (') which no doubt served for the execution of the
medal (fig. 96). The same person is recognizable but the figure
on the medal 1s but a mere shadow of those in the drawings
which are full of spirit and character.

The medal of Francesco Sforza resembles that of Piccinino in
size and In the position and proportions of the head as well as in
the simplicity of the verso, which is adorned with a horse’s head,
three books and a sword, and in the disproportionate size of the
letters of the inscription with the signature. It is generally ad-
mitted that the horse represented was Sforza’s favourite mount
but shown together with the sabre and the books I think it should
only be considered as an emblem of martial life, as is also the
sword, while the books probably bear some reference to his
humanistic culture. The horse, which has been thought of Span-
ish breed, recalls one of those in the picture of SS. Antony
and George in the National Gallery.

The Visconti medal (fig. 97) is somewhat different; it is larger,
the head of the marquis is higher and the inscriptions are
much less important, particularly that on the verso which
shows a much more elaborate design sooner reminiscent of that
on the reverse of the medal of John Palaeologus. A knight and
two pages clad in armour, with heraldic motifs, one of which is
that of the Visconti, on two of the helmets, are depicted on
horses shown in profile, in a three quarter view from behind and
in full face in a rocky landscape. In the background we see a
fortress, a castle, a church with a cupola and two towers and an
allegorical statue of a woman almost nude.

The portrait in profile of the duke makes us almost believe the
affirmation that on account of his physical plainess he was op-
posed to having his portrait made (?). However Pier Candido

(*) Fol. 87 (246) crayon on white paper; on the back of the page we
see a winged cupid (?) holding a little bird, executed in silver point on green
paper but the drawing has considerably faded.

(%) Nevertheless other effigies of this Visconti have existed v. Hil/, op. cit.,

p. 125.
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Fig. 96. Pisanello, study for the medal of Niccolo Piccinino, circa 1441.
Louvre, Paris.
Photo Giraudon,

VI II
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Decembrio who provides us with this piece of information, tells
us that Pisanello made an excellent likeness of him. He referred
probably to the medal for which the artist made a sketch. Of the
two drawings which exist in the Vallardi collection there is only

Fig.97. Pisanello, verso of the medal of Filippo Maria Visconti, circa 1441.
Photo Alinari,

one which can undoubtedly be considered an authentic work by
the master (fig. 98) (!); as for the other Mr. Hill is of opinion that
itis a copy (2) but it has been considerably modified by the usual
passing over in ink. In both drawings the face is much less ugly

(*) Fol. 88 (32) crayon on paper.
(%) Hill, op. cit., p. 127 note and before him Heisz, op. cit., p. 13 and Zoege
v. Manteuffel, op. cit., p. 160.
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Fig.¢8. Pisanello, study for the medal of Filippo Maria Visconti, circa 1441.
Louvre, Paris,
Photo Giraudon.
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thanin the medal; it 1s a pleasing, intelligent and shrewd physiog-
nomy with a penetrating regard. The reverse of this medal has
never excited great admiration and it is obvious that the compo-
sition 1s not very fortunate and the different parts of markedly
unequal value. The horse seen in profile is wooden while the
other, depicted from behind, possesses great qualities. The back-
ground is of such a nature that it gives a somewhat confusing
effect to the general appearance of the group.

It has been affirmed that it was at this moment that Pisanello
decorated the castle of Pavia and there is nothing impossible in
this, although Prof. Venturi believes that it was more likely in
1424 on the occasion of certain changes which the Duke Filippo
Maria Visconti caused to be made. Michiel — better known as
the “Anonimo Morelhano” — affirms, on Cesare Cesariano’s
authority that the frescoes in this palace were from the hand of
Pisanello and Cesariano praises these paintings in quite a special
manner for he says that the frescoes were so brilliant that images
were reflected as in a mirror.

Breventano in his description of Pavia gives us the subjects of
this decoration without, however, mentioning the artist’s name;
they included deer, other game, hunting and fishing scenes and
other representations with noblemen and their ladies (1. It is
true that the subjects enumerated by Breventano are just those
which Pisanello would have taken keen delight in depicting,
but on the other hand they were quite the usual subjects of
decoration for country castles. But this information, which is
furnished by Cesariano and repeated by Michiel, dates from about
a century after the execution of the frescoes and they do not
even say which part of the castle was decorated by Pisanello.
Michiel seems to think that the master made all the frescoes
while Cesariano says only that he worked there. One part of the
ornamentation seems to date from 1367, another from shortly
after 1380, so that, even if Cesariano’s statement be correct, it
still remains problematic when Pisanello worked there and what
part he took in the decoration of the castle.

Of Leonello d’Este, Pisanello made seven different medals and
of one of them there exists as well a variant. One medal dates

() 4. Venturs, in his edition of Pasari's Vite, p. 32, gives us these texts.
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from 1444 and was made on the occasion of Leonello’s second
marriage. Three of the others must date from after 1441 because
Leonello is given the titles of Lord of Ferrara, Regio and Modena
(fig. 99), which he did not obtain until he succeeded his father

Fig. gg. Pisanello, medal of Leonello d’Este, circa 1441.

Photo Anderson,

in this year but the absence of these titles in the other three medals
1s no proof that they do not belong to the same period; certainly
it is difficult to discern any difference between the various
portraits. Their similarity is such that it is easy to admit that one
sketch served for the execution of them all and that sketch must
have borne a very close resemblance to the portrait of Bergamo
(fig.100),evenalthough certain of the medals show alessflattering
likeness of the marquis but one in which the features are more
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individual. On examining for instance the portrait on the medal
with three angel faces united on one head on the verso, we seea
wrinkle at the side of the mouth which does not improve his
looks but which gives the face much more expression. This
wrinkle is missing in the picture in Bergamo or perhaps this
detail has disappeared because the painting is slightly effaced.
The chin is also less prominent in the panel and it is possible, as
will be seen later on, that this work was executed some years
earlier. As to his apparent age there does not seem to be a very
great difference; the medals show a man of between about thirty-
five and forty years of age which Leonello, born in 1407, must
have been towards 1444. In the picture he seems to be slightly
younger, although there is a marked similarity between the
doublet worn by Leonello in the medal of 1444 and that in the
picture. I think it likely that Pisanello executed these medals
after his sojourn in Mantua in 1443, because he was apparently
in Ferrara in 1444, the date we find inscribed on one of the
bronzes, then again in 1445 and 1447, in which years various
payments were made to him and it may be that Leonello employed
him for the decoration of his country palace of Belriguardo for
which the marquis expended much money during these years.
Itis even probable that the painter was still in Ferrarain August
1447 ().

Although the medal-portraits of Leonello vary so little, the de-
coration of the reverses shows a considerable diversity of design.
The three medals which mention Leonello only as the Marquis
d’Este measure 6 X g cms., as also two of the other examples.
The reverses of these three show (1) three angel’s faces united
on one head(?, (2) two nude men sitting near a mast to which
a sail is attached, and (3) two nude men, each one carrying a
basket of olive branches, while two vases are seen in the back-
ground. Of the medals with the full list of Leonello’s titles there
is one much smaller than the others, measuring only 4 X 2 cms.,

(%) Hill, op. cit., p. 142.

(%) There is a drawing by Pisanello, fol. 38 (74 showing three faces united
in this manner, but they are those of bearded men; on the same page we
see the head of a man blowing a trumpet, a man in profile and a sketch of a
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