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H eroes, ancestors, rela ti ves and the birth of the portra it 

(There arc stylistic problems surrou ndi ng the publi cation of a lecture. T he spoke n wo rd obeys 
d iAcrcnt conventions from th at which is written; and the two wi ll seldom be identical. I t is 
a rgu able, therefo re, th a t a ll publi shed lectu res after del ive ry should be rew ri tte n to conve rt the 
spoken to the wri tte n style. Bu t the printing of a lec ture is a lso the reco rd of a n occas ion a nd a 
rewriting will necessa ril y obli terate some pa rt of that record . O n that acco un t, I have le ft the text 
of thi s lectu re as deli vered and virtua ll y unalte red.) 

In O ctober 1414, according to his own account , Edmund de Dynter, sec retary 
to Anthon y of Burgundy, duke of Bra bant , was in Bohemia on a diplom atic 
mission. ' When he subsequen tly cam e to write his chronicl e of events, he 
recorded from thi s m iss ion a m emorable acco unt of the kin g of Bohemia, the 
ex-empero r Wenzel , son of C ha rles IV of Luxemburg. Wen zel was a 
terrifyingly erra tic ruler . Nevertheless, when sober he was, according to de 
D ynter , an excellent and courteous conversationali st, di gnified and well 
informed , a nd well able to behave like a prince before visiting emi ssaries . 

D e Dynter a nd W enzel had a common in terest in the succession to Brabant ; 
a nd Wen zel, obviously with considerable cha rm, took de Dynter by the hand 
a fter one a udi ence and led him thro ugh to another room , where, said de 
Dynter , 'we re painted the precious images of all the dukes of Braban t down to 
John Ill. T hese images,' he continued , 'had been commissioned by the 
Emperor C harles, W en zel's fa ther. T he K ing also said to me that this was his 
genealogy, and that he was descended from the progeny o f the T roj a ns, and 
more specifically from the emperor Sain t C harles the G reat and the noble 
house of Braba nt. For he said that hi s great- grandfa ther , the empe ror Henry 
of Luxemburg, was m arried to the da ughter of John I D uke of Bra ba nt from 
which union sprang his gra ndfather J ohn , king of Bohemia a nd Poland. ' (Figs . 
2-3-) 

Edmund de D yn ter then went on to describe wha t ha ppened when W enzel 
was drunk. Tha t however belongs to another lecture . In fact , the passage 
which I have just quoted had a special place in the hi sto ry of art since it a p
pears to be the first account o f somebody being taken round a famil y portrait 
gallery . The pa intings we re almost ce rta inly in the castle of K arlstein ; and 
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1 Robert of Anjou, king of Naples. Deta il of the 
alta r of St. Louis of Toulouse by Simonc 
Martini . Naples, Museo di Capodimonte. 
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although they were unfortunately destroyed in the very late sixteenth century, 
we still have, as you have seen, late sixteenth-century copies of the figures 
themselves! L ittle enou gh is known about the setting of these lively if bizarre 
people. It seems clear from one of the im ages (of N imrod) that the portraits 
were enclosed in fairly narrow niches and in fact a row of cusped frames seems 
likely 3 Of the room itself, we know that it was an apartment separate from 
but adjacent to the main audience halJ. 1 This is of passing interest since this 
relationship has some similarity to that of one of the other great concentrations 
of court portraiture, Mantegna's Camera degli Sposi. This suggests that its 
function was primarily to divert and intrigue rather than to overwhelm - and 
indeed de Dynter recollected it principally as an interesting collection of 
images of the dukes of Brabant whence he came. Wenzel certainly drew him 
as ide into the room with that interest in mind. 

2 Charlemagne, from the Luxembourg 
genealogy. Sixteenth-century copy in 
V ienna, Nationalbibliothek. 

3 Emperor Charles IV of Luxemburg (for detai ls 
see plate 2). 
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To repeat, then , thi s is the first surviving account of somebody being taken 
round the fa mily portraits and , from a modern sta ndpoint , it will certainly 
seem an odd collection of paintings . It is a genealogy - yes ; but what sort of 
a genealogy goes back to Noah by way ofPriam and Jupiter ? W enzel cla imed 
it as his family descent ; but Wenzel was a Luxemburg and this is mostl y about 
Brabant a nd Lorraine . I have called it a portrait gall ery and it is true th at the 
subjects were for the most part real hi storical fi gures reaching back to the fifth 
century AD 5 Charles IV , the pa tron , was clearly pa inted in hi s own like
ness;6 perhaps the sam e was true of hi s fi rs t wife Blanche of V alois a nd of his 
parents7 But when it com es to Charles' gra ndfather the emperor H enry VII , 
it is very unlikely . The ev idence of the sepulchral monument at Pi sa m akes it 
fa irl y certain that H enry's actual appearance was no longer alive in people's 
minds in P rague by the 136os. Since C harles himself was born in 1316, three 
years after his grandfa ther's death , thi s is not perhaps surpri sing 8 But in all , 
portraiture in terms of life-like representation was a t Karl stein thinl y spread. 

Nevertheless, the very ambiguity of the Karlstein figures makes them a 
good starting point. Faced by the Luxemburg genealogy, it m ay be asked wh y 
these im ages were needed and wha t particul ar dem and or fashion they 
satisfi ed . Faced by the apparentl y intermittent regard for life-like 
representa tion , the questi on arises why it happened a t a ll. Behind much of thi s 
there li es the theoretical question posed by m y distinguished predecessor in 
thi s series, HorstJ a nson , when , as m any of you will rem ember , he as ked 'form 
follo ws fun ction - or does it?' 9 In hi s exposition of the them e, Professor 
J anson discussed brilliantl y a wide range of m aterial ranging from the 
fourteenth to the eighteenth centuri es . I shall not a ttempt to emulate thi s. The 
result would be a failure and I should instantly be exposed for what I am - a 
m edievali st. There are indeed good and interesting historical reasons for 
concen tra tin g on the thirteenth and fourteenth centuries in this m a tter of 
portra its . To begin with , m y friend s a re well aware that I have for som e years 
been working on the a rti st Simone Martini. '" The first recorded portrait in 
our modern sense - a pa inted or drawn life-like representation of a face -
was produced by him in 1336 . The question 'why?' was for me unavoidable. 
But on the larger stage of the hi story of portra iture, the thirteenth and 
fourteenth centuries usually get ra ther m eagre treatment. The hi storian s of 
portra its tend to jump st ra ight from R om an coins to Pi sanello , from Roman 
bu sts to Antonio Rosselino. If the fourt eenth century is m entioned , it comes in 
the chapter headed 'predecessors and antecedents .' The Karlstein genealogy 
tends to become simply the forerunner o f the eighteenth-century Ahnengalerie at 
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M unich. T he two surviving portrait heads of John II of F rance and Rudolph 
of Au stri a (figs . 4-5) become the forerunners ofjan van Eyck and H a ns Mem
lin g . T he fourteenth century is like one of those wayside sta tions diml y per
ceived from the window of an express train on its way to somewhere else . But 
what if the fourteenth century is seen as a point of arri val ra ther than one of 
depa rture or rapid transit? Tha t is what I propose to do now. I shall deal with 

three principal topics. First , to revert to the Karl stein pa intin gs , I shall ask 
abou t the need for famil y images at a ll. Next , I shall ask about the gro wth of 
life-like representation. F inall y , I shall examine the em erge nce of the 'portrait' 

in our m odern sense and the evidence for it in the fourteenth century . I should 
say in ad vance that I do not think tha t the three strands of m y story weave 
neatl y together nor does one them e seem necessaril y to grow out of another. 
For instan ce, the earli est of m y antecedents to the K a rlstein sequence contains 
no images a t all ; and argu ably the earliest portrait which we possess is Vil ars 
de H onnecourt's lion of about 1220 , 'counterfeited from the life' as he says ('con
trefa is a! viP). The story is full of apparent non sequiturs which will be reassur
ing to adherents of the 'yes , but . . . ' school of hi storical writin g . I t m ay m ake for 
untid y reading but this will not su rpri se those who , like m yself, ex pect that the 
bottom line in an historical a rgument will probably be a foo tnote . 

Let m e begin , then , with the broader social and hi storical contex t of the 
Karl stein genealogy. I have said th at its first aim was almost certainly to di vert 
and interest . However , it m akes a clear hi storical point: that C harles IV was 

descended from C ha rlem agne . Beyond that , although descent from N oah 
wo uld have been judged safe, the idea tha t Noah's nam e was Luxemburg 
wo uld have been resisted ; a nd descent from P riam andJ up iter would certainl y 
have been ta ken by all sen sible peo ple, then and since, with a grain of salt. But 
the substan ce of the history was the descent from C harlem agne . C harles IV 
was creating a particular hi storical perspective and furni shing it with , for the 
m os t part, historical persons. It is oddl y reminiscent of Alberti 's la ter recom
mendation to convey sen se and scale in a pictorial history by peopling it with 
fi gures .'' Four points need to be m ade a bout this procedure . F irst , by the 
fourtee nth century it was in E uropean terms very common . Second , the early 
examples are in sculpture . Third , the idea is not by an y m eans confined to fa 
mili es . T he oldest examples a re institutional. Fourth , almost always the really 
interesting questions about these collections of figures concern the hi story 
which they evoke and , by inference, the reason s for their creation. 

At leas t for the institution s, these reasons were extremel y diverse . I shall al
lude simpl y to four examples, startin g with the best known: the effi gies of 
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4 John 11 of France. P aris, Louvre. 
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5 Rudolf IV, archduke of Austria. V ienna , 
Dam- und Diozcsanmuseum 
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Carolin gia n a nd earl y Capetian kin gs .and queens erected at the abbey of St. 
D enis near Paris." During the 126os, the remains of sixteen earl y kings a nd 
queen s were brought together and re- interred in the transept in two groups of 
eight, under new monuments. C learl y, their presence established in an ex
tremely m aterial way the antiquity of the institution; but it also reasserted the 
cla im of St. Denis to be the natural cem etery of the kings of France. In the 
mid-thirteenth century, there was residual doubt abou t this, n ot least in the 
minds of the kings themselves . It is likely that such a formidable array of mor
tal remains was instrumental in persuad ing Louis IX to be buried at St. Denis 
ra ther than a t this own C istercian found ation at Royaumont. 

The rather earlier effigies of the Sax on bishops of Wells Cathedral tell a 
different story (fig. 6). Here, it is necessary to know that after the Norman 
Conquest the see of Wells had in the late eleventh century been suppressed by 
Lanfranc and the bishop moved to Bath. '3 The story of the next 140 years is 

6 T ombs of the Saxon bishops. W ell s 
Cathed ral, south choir aisle. 
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one in which the chapter at Wells sou ght to reassert its original status. The 
complication s in this story need not d etain u s; but amongst the fin al stages of 
the stru ggle was the reinstatement of the name ofWells alongside that of Bath 
in the title of the bishopric. In 1220 , a letter from Pope Honorius Ill ordered a 
search of the register s in order to test the alleged claims of Wells to be the an
cient seat of the bishops - a search which was successful for Wells . It seem s 
likely that the reburial under new monuments of the pre-conquest bishops of 
Wells round the choir ambulatory d ates from this time .'4 It is a celebration of 
antiquity but also a reminder to visitors - especially those from Bath. 

T he third of m y examples is Winchester - and it is the example I h ave al
ready mentioned which establishes an historical perspective without recourse 
to figure sculpture at all. In the years leading to ns8 , the bishop Henry ofBlois 
gathered together into six chests the bones of all the pre-conquest kings and 
bishops who had been buried in the cathedral. '5 They still sit on the ambula
tory screen overlooking the high a ltar, thou gh the twelfth-century chests were 
subsequently enclosed in new boxes by Bishop Fox in the early sixteenth cen
tury (fig. 7). We know from John of Salisbury that Henry ofBlois had an anti
quarian turn of m ind '6 and it m ay be that this action, which demon strated 
the antiquity of the see of Wessex back to the seventh century, represented an 
aspect of this antiqu arianism. We also know that Henry, d uring h is episco
pate , h ad formulated some not very clear proposals to turn the bishopri c of 
Winchester into an archbishopri c independent of Canterbury and presumabl y 
corresponding to the an cient kingdom of Wessex . '7 The chests a t W inchester 
seem likely to have had something to do with this though it would be hard to 
say how far the presence in the melange of the bones of Archbishop Stigand of 
Canterbury would have helped the cause.'8 

My fourth and las t example of an institution asserting an historical perspec
tive takes us back into the world of figure sculpture . It is the d ecoration of the 
west choir ofNaumburg, carved probably in the 1240s (fig. 8) . In its own way, 
it is as famous as the sculpture in St. Denis. But the circumstances leading up 
to it were rather different. '9 L ike Wells, the original issue was a translated 
bishopric. In 1028, the see of Zeitz was transferred about twenty miles to 
N aumburg under the influence and patronage of the counts of Meissen. T hi s 
led to about two hundred years of intermittent legal proceedings which we re 
finally set tled in 1230 by a papal bull ofGregory IX in favour of Naumburg. It 
has been persuasively argued that the decorat ion of the west choir in the 1240s, 
with its statu es representing eleventh-century members of that family, is in 
part a monumental celebration of the end of the troubles by a reassert ion of the 



7 The bone-chests of' H enry of Blois. 
W inches ter Cathedral , north choir. The 
wooden coffers which arc visible d a te from 
the ea rl y sixteenth century . 



8 The wes t choir , Naumburg Cathedral. 
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continu ed importance of the original benefactors. 
One of the points which emerges from an examination of thi s so rt is the 

di versity of motives underlying these displays . It m ight be supposed that an 
equal diversity would be found in groups of figures celebrating private fami
lies. In practice, thi s seem s not to have been the case. Two surviving examples 
still in their original eccles iastical settings seem inspired by a much more hu
man concern - nostalgia . For reasons which I shall explain , I am taking the 
later of the two first. This is the monument to the famil y of the counts of Neu
chatel still in the collr!giale in the castle there (fig. g) ! 0 Although there is a deal 
of recent controversy about this monument21 and although it is very hard to 
say exactly how it reached its present form , the traditional view on its meaning 
still seems to me likely to be correct. T his takes the inscription to mean that 
Count Louis ofNeuchatel put together the whole tomb and structure in 1372 in 
m emory of his people or family ! 2 Louis was the last of his line, d ying in the 
following year ; and it seems to m e likely that the fi gures clustered on the 
monument are retrospective, taking the spectator back several generations 
and probably into the twelfth century. Unfortunately, the monument was 
thoroughly restored a nd repainted in the nineteenth century and the heraldry 
is not trustworthy, though the figures and stonework of the m a in monument 
were ce rta inly created on at least two different dates in the fourteenth century. 
As I have said , it is difficult to disentangle exactl y what Louis brought 
together. 

This interpretation is the easier to accept insomuch as something very simi
lar in intention , of about 1335, survives at Tewkesbury in Gloucestershire , 
England. T he completeness of its survival and perhaps also the fact that it will 
be less well known justify a slightly more extended explanation . 23 Tewkesbu
ry was a Benedictine house found ed in II02 by a Norman, Robert F itzhamon. 
The abbey becam e closely associated with the earldom of G loucester and 
Tewkesbury Castle; and passing from the Fitzhamon family to that of Robert 
Fitzroy, a n illegitimate son of H enry I, it came at the opening of the thirteenth 
century to the powerful Clare famil y. Four male C lares held the honour and 
the earldom in direct descent, all of them being buried in the choir of the abbey 
church .24 However, the male line came to an end with the death of G ilbert Ill 
in 1314 and the honour passed to an heiress Eleanor who was married to K ing 
Edward Il's favourite, Hugh Despenser. Hugh was executed in 1326, but 
Eleanor lived until 1337. During that time she married again - to William de 
la Zouche; and for part of that time, she seems to have devoted her at tention 
to beautifyin g what was not merely the fami ly church but her famil y church -



9 The m emori al to the counts of Ne uchatel. 
Ncucharcl , Coll egiale. 
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ro The ancestors of Eleanor de Clare. 
T ewkesbury Abbey, choir clerestorey , so u th. 
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she being the last su rv iving C lare . She had no need to a ttend to the sepulchral 
m emorials since a ll the Gla res had been give n m em ori als in the centre of the 
choir. However she rebuilt the clerestory of the R om anesque pres bytery with 
a fa m ously beautiful vault ; and into the seven new clerestory windows she put 
stained glass (fig . 10). F ive of the windows, containing a Last Judgem en t a nd 
fi gures of saints, are not materi al to the present discussion . But the two re
m aining west windows , nex t to the crossin g, have eigh t fi gu res of knigh ts with 
emblazoned surcoats which provide some idea who they are . T h ey are not 
saints but m embers of Eleanor's family, and although they are not named , th e 
heraldry m akes it fa irl y clear whom they represent. T he single D espenser and 
the single de la Zouche must be Eleanor's first and second husbands; the four 
Gla res must be the four principal Glares to be buried in Tewkesbury, back to 
G ilbert I , her great-grandfa ther . F itzroy takes one back to her royal ancestor 
R obert , the ill egitimate son of H enry I ; and F itzhaym o was R obert Fitzroy's 
fa ther-in-law and Eleanor's own link with the found ation of the abbey!5 

I left Tewkesbury till this point because it can claim to be the first surviving 
painted gall ery of ances tors in Europe - the emphasis being on the pa inting . 
Bu t a t thi s point it is necessary to pause and attempt to sort out som e problem s 
and confusions which have been looming behind wha t has been said so fa r . 
The T ewkesbury figures ha rdly con stitute portrait s in our sen se . Faced by the 
image ofDespenser and the question 'is this the face tha t sank Edward IP' the 
an swer is 'probably not .' T he individuality of Eleanor's stained-glass fi gu res is 
conveyed by heraldry, even though she would have known (obviously) her two 
husba nds , her brother , her fath er and probably her grandfather . This m akes 
an interesting contras t to the sculpture a t N aumburg, where the fi gures 
dominate the act iviti es in the choir ofthe church in a ra ther similar way . H ere, 
although the fi gures we re all rem ote in time, the sculptor gave them a vivid 
and individual contempora ry presence . D es pite the chronological rem oteness, 
it is difficult not to beli eve tha t the faces a re based on real people whom we 
should recogni se today if we met them in the street . Are there not interesting 
lessons to be learnt from this contras t? 

Now a babe! of voices is likely to descend on me a t thi s point ques tioning the 
u sefulnes s of the contras t. It will be asserted that sculpture is different from 
painting; the thirteenth century different from the fourteenth ; Germans differ
ent from Engli sh ; and there is u suall y a voice somewhere which says ra ther ag
gressively 'wh at about Italy? ' I m a intain th at this r emains an extrem ely in
teresting contrast notwithstanding all these iss ues . For it leads to the point of 
sem antic confusion occasioned by the word portrait . As conveyed by the ve rb 



pourtraire , it meant throughout this period little more than a drawing or 
representation. 26 So in a quite legitimate sense everything about which I have 
so far talked could be called a portrait , including both Count Eckhardt of 
Meissen at Naumburg, who died in 1046 AD , and Noah at Karlstein who died , 
according to Archbishop Ussher , around 2348 BC. But the concept of imita
tion from the life certainly existed in the thirteenth century - indeed, it might 
be said that it was discovered then. It has already been met in the drawing of 
the lion by Vilars de Honnecourt who, you will remember, had a word for it ; 
he said it was contrefais al vij(fig. n). 27 This imitation of living reality was thus 
expressed in the verb contrefaire, for which the transliteration 'counterfeit' 
produces the interesting and apposite , though probably modern, overtones of 
close imitation with intent to deceive . 

Vilars appears to have possessed the will to counterfeit rather than the 
means . His lion does not look very like a lion and it is in an y case difficult to 
believe that the face-to-face approach would have been treated sympathetical-

.r.,. ,.!=<ft>•·. 
,a,""' \mftcltto 
!'l.lm: ft ftnt 1\o'tn" 
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II Leo, by Vilars de Honnecourt. Paris , 
Bibliotheque Nationale , Ms . Fr 19093. 

12 Henry J/l 's elephant , by Matthew Paris. 
Cambridge , Corpus C hri sti Coll ege , Ms. 16. 



ly by the lion itself. Perhaps I should add to the Vilars lion Matthew Paris's 
elephant , seen by him at the Tower of London in 1255 (fig. 12). 28 He too says 
that it was made from life . He drew in the master of the beasts, as he says, so 
that one can get an idea of the size of the animal. Although Matthew was 
drawing an an imal , it was in the modern sense a portrait ; and the general ap
plication of this line of in terest had profound consequences in the thirteenth 
century. 

It is not possible in a lecture to provide a general review of the century in these 
terms; but visually there was a widespread interest in and curiosit y abo ut the 
individual and the particul ar. This included plant and insect as well as animal 
life ; and it gave rise to some of the most beautiful botanical studies ever creat
ed. It is a commonplace to label the thirteenth century the century of Aristotle, 
and indeed it is difficult to conceive of this visual analysis independently of 
Aristoteli an pragmatism. The pla nt stud ies read like ill ustrations to an induc-
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tive examination of the botanical world. 
This curiosity about the particular was also extended to the human species . 

In the thirteenth century, one gets a much clearer appreciation of different hu
man types, different emotional states, different sorts of people - and this 
momentum continues into the fourteenth century (figs . 13-14). The problem 
with general propositions of this nature is that such developments often appear 
inexplicably uneven and haphazard. To return to some of the previous objec
tions which I noted, sculpture developed at a different pace and in a way differ
ent from painting; English developments were not the same as German or 
French; and - yes indeed, what abo ut Italy? However, in the context of por
traiture in the modern sense, the 'counterfeiting' of living faces, it can be said 
that in the second half of the thirteenth century one has for the first time some 
indication of what some famous people looked like. 

Once again there is a sen se of unevenness. It is for instance very difficult to 
form an impression about the appearance of Louis IX of France. He was of 
course canonised at the end of the century and a sort of iconography emerged 

13 Sizzo, from the west choir, Naumburg 
Cathedral. 
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14 Corbel head from choir triforium , 
Westminster Abbey. 



to cover this. But it is not very distinctive; and the most that emerges is a 
general resemblance to his brother-in-law Henry Ill of England, which in turn 
may mean no more than that their barbers were trained in the same establish
ment. '9 

By contrast, his son Louis of France, who died in 1260 , received an effigy 
which has a very marked individuality .3° Again , St. Louis' younger brother 
Charles of Anjou, seen here about 1275 through the eyes of the Italian sculptor 
Arnolfo di Cambio , has absolutely individual characteristics (fig. rs) .3' Natur
ally , in drawing conclusions from these images, some care has to be exercised. 
The Italian statue was made in Charles's lifetime and presumably reflects how 
Charles wanted to be remembered in Rome, where the statue still sits. But 
many years ago Professor White warned that some of the most remarkable 
characterisations might in fact be borrowed from an existing formula - the 
case in point being the posthumous effigy of Clement IV in Viterbo of the early 
1270s (fig. 16), which, he pointed out, is curiously similar to the type of Christ 
used by Coppo di Marcovaldo .3' That is quite possible , though I would see it 

15 Charles of Anfou, king of Naples , from 
seated effigy by Arnolfo di Cambio. Rome, 
Museo Capitolino. 

16 Pope Clement IV, from tomb b y Petrus 
Odcrisi. Viterbo, S. Francesco. 



as part of Sir Ernst Gombrich's process of 'making and matching .' Anyway, it 
does not necessarily mean that Clement did not actually look like that. 
Nevertheless it certainly seems the case that it is necessary to wait till the four
teenth century for, as it were, multiple copies of the same face to survive . It is 
only at that point that it becomes possible to be reasonably certain that the per
son 'counterfeited' really looked like his image . 

The most striking early example of this new situation is that of Robert the 
Wise of Naples. We have three painted images of him from different dates , 
different artists and different places, all done in his lifetime . One is on the altar 
of St. Louis of Toulouse, painted probably at Naples about 1317 by Simone 
Martini (fig. 1) .33 A second is in the Frarciscan convent at Siena, painted 
about 1325-30 by Ambrogio Lorenzetti (fig. 17) .J4 The third , interestingly 
older in appearance, was painted by an unknown Tuscan illuminator of the 
1330s in the well-known manuscript containing a long metrical address from 
the city of Prato to King Robert.35 The first was made, so to speak, in the 
presence of Robert, but the two Tu scan examples imply the existence of like
nesses or 'counterfeits' travelling from one part of Italy to another, since 

17 Roberl of Anfou, king qf Naj;/es, from fresco 
by Ambrogio Lorenzetti. Siena, S. 
Francesco. 
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Robert himself never travelled in the northern half of Italy after about 132o .J6 

Yet it was still possible to have an agreed view there on hi s appearance . 
T hese are painted likenesses, and they are indeed Italian . An explana tion 

for this change of scene and medium would involve an excursion into the hi sto
ry of styl e, which is not really central to this discussion . It has, however, to be 
acknowledged that neither the different ar ts nor the different pa rts of E urope 
moved in unison ; and whatever may be felt abo ut the thirteenth century as the 
century of Aristotle , this affected painters very little, in general , until the end 
of the century . Moreover, in the matter of the characterisation of the human 
face, it a ffected northern painters hardl y at all until well in to the fourtee nth 
century. It would not have occurred to the glass painter at Tewkesbury to at
tempt distinctions of persons via their faces - difficult in any case when the 
faces are enclosed in chain-mail co iffes. Heraldic di stinction s did the same job 
much more succinctly . By contrast, in Italy in the neighbourhood of Rome, a 
range of expressive pictorial characterisation and observation was developed 
in the late thirteenth century which provides the background to the images of 
Robert . Thus already by about 1305 , G iotto provided a very strong characteri
sat ion for the image of Enrico Scrovegni at Padua (fig. 18) ; and by about 1315 
Simone Martini provided an equall y forceful picture of Cardinal Gentile Par
tino da Montefiore del A so, in the chapel of St. Martin at Assisi (fig. 19). In the 
case of Gentil e, there may be some doubt a bout the veracity of the image, 
since he died in 1312 and it is not absolutely certain that Simone ever m et him. 
There are however at Assisi two other portraits in stained glass of this period 
which reiterate the rather round fleshy face. In the case of Scrovegni , on the 
other hand, the sitter was of course very much ali ve in 1305 and must have 
countenanced this representat ion of himself. 

Li fe-like 'counterfeits' of real people had entered the world of both painters 
and scu lp tors by 1300, and it is unsurprising that this seems to have had an im
pact on the world of the family portrait gallery - a world to which it is now 
necessary to return. In its fully secularised form - that is, secu lar figures in a 
secular context - we have already met such a gallery at Karlstein where I be
gan. That was, however , neither the first nor the only four teenth -century dis
play of such subj ect matter in a secular setting. It was preceded by the great 
hall of the palace of the C ite in Paris, begun by Philip le Bel in 1301 (fig. 2o);3l 
and it was more or less contemporary with the Sala del Gran Consiglio in the 
ducal palace at Venice, decorated from the 1360s onwards (fig. 21) .0" Unfor
tuna tely both ensembles are, in effect , destroyed. However, we have a view by 
du Cerceau of 1576 showing the interior of the Parisian hall before the fire of 



18 Enrico Scrovegni, from fresco by G iotto. 
Padua, Arena cha pel. 



19 Gentile Partino da Montefiore del A so, fro m 
fresco by Simone Martini . Ass isi, S. Frances
co, chapel of St. Martin. 
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20 The Great Hall of the palace of the Cite , 
Pa ri s. 

2 1 The Sala del G ran Consiglio, Ducal 
Palace, Ven ice . 



1618 ;39 and the reconstructi on of the Veneti an hall after the fire of1577 seems to 

h ave preserved intact much of the icon ography of its predecessor .4" In both , 

there was a sequence of images which prov ided a panoram a of the rul ers, more 

or less from the fo undation of the institution. In the case of Venice, the fi gures 

began with Doge O belerio degli Antenori in the earl y ninth century . In Paris, 

where the acco un ts do not m ake it clear whether the fi gures began with Hu gh 

Capet or wen t back fart her, for ins tance to C ha rlemagne, the figu res were 

sculpted and stood in niches. In Venice, they were pa in ted and we re ranged 

round the room immedia tely below the ceilin g. So far , the general impact of 

both was ve ry like K arl stein . In all three cases, the room s appear to be 

celebrating the a ntiquity of the institutions concerned ; in a very d irect sen se 

they involved ancestry and tradition. More than a century ago , Fran z W ick

hoff, in dealing with the Venetian pa in tin gs,41 reminded hi s readers that the 

inspira tion for such schem es throughout the Middle Ages was likely to have 

been the extensive cycles of papal images in the R om an churches o f S. Paolo 

fuori le Mura4' and Old St. Peter's . This seem s entirely likely . Not onl y we re 

these cycles accessible to all visitors but the idea was kept alive in ecclesias ti cal 

circles . There is a cycle of about 1300 in S. P iero a G rado near Pisa43 which 

has an extensive set of papal images and seem s likely ori ginall y to h ave ended 

with Boniface VIII. Nor was the idea confined to Italy . In 1301 - that is, a t vir

tually the sam e date - the bishop of Prague decorated hi s palace ch apel with 

a series of fi gures celebra tin g all the bi shops of his see 44 

Both in Pa ris and V enice , however , the old idea was given a twi st which 

takes it quite beyond these obvious prototypes. Spaces were left vacant , so that 

the sequence became prospecti ve as well as retrospec tive . P ersonally, I find 

this am azing to the extent that the empty spaces provided a quite unwarranta

ble temptati on to Jo rtuna. I t is therefore pleasant to report that the V eneti an 

doges survived to fill spaces in the Sala del Gran Consiglio with a comfortable 

overflow into the neighbouring Sala del Scrutinio before the arrival of 

Napoleon in 17974 5 The uncertainties a bout the content of the C ite cycle 

make such calculations more difficult. However , P aris and Venice in this 

respect appear to me to be isola ted . I assume that the one depends on the 

other; and I can see why subsequent families and institutions should have 

looked sli ghtl y askance a t the idea. It is more difficult to see why it happened 

a t all; but I should suppose that whatever its basic appeal, this was enha nced 

by the rela ti vely novel a ttraction of being able to fill the empty spaces with live

ly and individuall y characteri sed representa tions of the rul ers still to com e . 

T he hall of the C ite must ultimately h ave looked like a collection of waxworks, 



a sort of ra ther dusty Madame Tussaud's . 46 Of course, all the sculpture has 
now totally vanished. The well-known standing fi gure of C harles V (dateable 
about 1370 ), now in the Louvre , is a reminder of what was possible; although 
this sculpture had in origin nothing to do with the fi gures which I have been 
discussin g . 

T hi s does of course leave unanswered th e ques tion 'why were these Pari sian 
and Venetian schemes created in the first place and what was their funct ion?' 
It was easier to suggest an answer for Venice. It seem s likely tha t it is 'Venice' 
herself that was being celebrated. The Venetian dukedom was almost patho
logicall y non-heredita ry so there was no question of celebrating the descent of 
a famil y. T he past and future history of the city herself, however , was a per
fectl y acce ptable subj ect . The Parisian decoration is slightly more of a 
problem. Phil ippe le Bel was a supreme reali st and it is most unlikely that he 
expected the Capeti an line to run on indefinitely .47 T he celebrat ion here is 
likely, therefore, to have been sli ghtly less precise - I should suppose that it 
is about the rulers ofFrancia . However, without the original figures it is hard 
to catch the nuances. 

I have spoken of famil y a nd institutional image cycles; and I h ave spoken of 
the developing thirteenth-century perception of individuality in things and 
people; a nd of the tran sition from pourtraire to contrefaire. T he one impinges on 
the other to the extent th at ultimately and everywhere it becam e unacceptable 
merely, as a t Tewkesbury, to individualise a fi gure by m eans o f the heraldry. 
But these a re separate stories requiring distinct treatment and in neither case 
are we immediately offered any clear signposts towards the third strand in m y 
discu ssion - namely, the origin of the portrait; that is, a li fe -like characterisa
tion of the face of a li ving person presented as a self-contained im age . Provided 
the late sixteenth-century canvases in the ducal palace in Venice can be trust
ed , it will h ave been noti ced that the form was already present there, since the 
images are faces with shoulders and ha nds. T he series, as I h ave said , da tes 
from a bout 1365. For the late fourteenth-century history of the form , there are 
only copies of lost portraits. T he profil e of Philip the Bold of Burgundy is one 
such. I also suspect that some of the drawings of portraits in the la te sixteenth
century collection known as the R ecueil d 'Arras must deri ve from la te four
teenth-century originals. 48 Yet if an attempt is m ade to push the history back 
befo re 1365, the painted portrait (modern sen se) will be found to sidle in in an 
unexpectedly surreptitious manner . By comparison with the public stance 
adopted by most of the examples I have given you so fa r , the genre h as at the 
start a remarkably low profile ; so that , although the invention of a new genre 



in the history of western art ought to be the occasion for at least a small fanfare, 
it is extremely difficult to know when to give the first toot. I shall do my best to 
assemble this motley army of evidence for inspection , since the evidence for 
'what?' and 'where?' also has some bearing on the more interesting question 
'why?' 

First, there are of course the two well-known survivors which have already 
been seen- respect ively of John 11 of France (died 1364 , fig. 4) and Rudolph 
of Austria (died 1365 , fig. 5). The remainder are non-survivors for which there 
are documentary or literary references but no objects. Four are connected 
with Petrarch , and four were in the collect ion of Charles V of France in 1380. 
There are thu s ten items in all 49 I shall keep the survivors on view for the mo
ment though nothing is known about the circumstances of their creation; and 
I shall begin with the Petrarchan evidence . From this , it is known that Simone 
Martini created an image of Laura for Petrarch probably in 1336 ; that by 1343 
he had created an image of Cardinal Napoleone Orsini; so and that Pandulph 
Malatesta ofRimini had two images ofPetrarch (not by Simone), one execut 
ed probably in the 1340s, the other in 1356.5' T he evidence sounds thinly 
spread but is actually quite revealing about the reasons for these objects com
ing into existence . Pandulph's first Petrarch portrait was commissioned out of 
admiration , the second out of friendship. Petrarch's image of Laura was the 
result of love; and that indeed seems to be the context which best explains 
these early images. We are in the world of the private memento - a memento 

vivere, I should hasten to add. They are a reminder of life and in the first in
stance an evidence of friendship. 

It is tempting to try to insist on the classical precedents for these images, but 
this will not really do. C lassical literature is not full of people exchanging like
nesses; and although Alberti in the next century observed that art had the 
power of making the absent present, the example he used was of the Greek 
Cassander trembling all over on seeing a likeness of the dead Alexander 5 2 It 
is true that many people would have trembled violently at seeing a likeness of 
Philippe le Bel , but this is not quite wh at we want. On the other hand, classical 
literature is full of references to images which might speak if only they had 
breath. Petrarch expressed himself in this language when he wrote his two son
nets about Simone's Laura portrait , including an almost inevitable reference to 
Pygmalion _53 This sense of a living presence being evoked also emerges in the 
small amount of information about Simone's Orsini portrait. The original des 
tination of th is image is not known; but shortly after his death in 1343 it came 
into the hands ofNapoleone's physician, who presented it to C lement VI in the 



hope of gaining preferment. H e m ade thi s point explicit by getting P etrarch to 
wri te wha t was in effect a beggin g poem , set on the picture so tha t the words 
a ppeared to be coming out ofNa poleone's mouth. 54 N a poleone, though dead , 
was thus briefl y resurrected ; a nd in life, he had indeed been a personal friend 
of C lem ent V I. For a ll I know, the portra it m ay originall y have been intended 
for C lem ent an yway . 

T here is con siderable doubt about the m aterial nat ure of these obj ects. 
Clearl y the best painters might be employed , such as Simone Martini. The 
1356 portrait of P etra rch was said by Petrarch himself to have been by a n 'out
standing arti st' - unfortunately he is not named . The surviv ing portrait of 
John II of France is also by an extremely competent a rtist. It is moreover a 
substantial object , some 6o cm. high , decora ted with burnished gold leaf and 
some fin e punchwork decoration. It looks instantly Italianate and there is 
much to commend the suggestion that it is connected with John's visit to Avig
non in 1349 . For Avignonese pa inting was at its most Italian a te during the 
1340s (thou gh it would then be necessary to accept the inscription as a la ter ad 
dition since John d id not become kin g until 1350).55 By contras t , however , 
Petrarch's own wo rds m a ke the Laura portrait sound like a drawing on 
paper. 56 Moreover , there was at an early date a drawin g of Petra rch in circu
la tion. This appea rs from a very fin e image in a copy of Petrarch 's works made 
in 1379 for Francesco Carrara in P aduaY Petrarch had died in 1374 and this is 
the earliest surviving likeness of the poet. I am inclined to wonder , from the 
age of the sitter , whether this Carrara image is not derived from the 1356 
M alatesta portrait - in which case , was not that too , perhaps, a drawing? 

The feature which all these images had in common was porta bility . Indeed , 
they only reall y made sen se away from the presence of the sitter. Petra rch, so 
he said , carri ed the image of L aura around with him everywhere he went. sB 
Granted its fragil e nature, it probably died eventuall y from exha ustion. But , 
equally, it is reasonably certain that likenesses were from an early date ex
changed. By about 1356 , a reasonable likeness of Charles V of Fra nce appeared 
on the wall s of Karl stein C astle 59 Probably by a bout the same d a te , an image 
of Emperor Charles IV was in circulation in Pari s60 The two m en had met at 
the di et of M etz in 1356 and m y ex pectation is tha t they exchanged portraits at 
that date or soon after. But this sense of mobility al so acts as a powerful 
reminder of the prehistory of the genre . It is for m e difficult to avoid the con
clusion that there existed a portra it sketch by G iotto of Enrico Scrovegni; 
moreover, we have seen how images of Robert of N a ples circulated in the 
northern h alf ofitaly 6

' The portra it as a genre is, I suppose, born when some-



body requires such a 'counterfeit' head in whatever form as an end in itself, a 

personal memento. It would be romantic to suppose that it was born of 

Petra rch's a ffection fo r L a ura and Simone's genius for facial cha racterisation. 

History is seldom so obligin g in its ex pla nations, but a t least the available evi

dence does not contradi ct thi s; and althou gh I have no great enthusiasm for 

u sin g the cosm opolitan na ture of Avignon as a sort of portmanteau explana 

tion for fourteenth-cen tury European cultu ral movements, it does appear on 

the surviving eviden ce tha t Avignon was, for the idea of the portra it , the 

centre of diffusion. 
O ne of the m ore pu zzling questions surrounding early portra its relates to 

what the owners of recipients did with them . It is commonly assumed tha t the 

correc tl y equipped household had some sort of all-purpose close t where such 

thin gs would com e to res t. The expression is carefull y chosen since it is clear 

from the eviden ce of the fifteenth century that many of these obj ects were not 

intended to han g on the wall. They came in the form of diptychs with cove rs; 

or they came with armori al bearin gs or emblems pain ted on the back 62 In 

that respect , they were ve ry like the portra it medals developed by Pisanello. 

They too are intended to be picked up , looked a t and put down again. There 

is onl y one fourteenth-century description of one of these objects in what must 

have been nearl y its ori ginal setting . Thi s was the curious cluster of four heads 

ultimately owned by C harl es V of France and listed in hi s inventory of138o 6 J 

These were four separate images joined toge ther in such a way tha t the m an 

who m ade the inventory classified them as a single entry . The portraits were 

n am ed - J ohn II of F rance, hi s brother-in-law Emperor Charles IV , his 

cou sin Edward Ill of E ngland and hi s son C harles V. Although the presence 

of Ed ward m a kes it likely that thi s curious group was pa inted after the treaty 

of Breti gny in 1360 , all suggestion s about its origin al destination mu st be 

specul a ti ve and I shall not indulge in this except to repeat that it seem s to m e 

unlikely that it was intended for any of the sitters. H owever , by 1380 it was in 

the possession of one of them , Charles V , and it was in the Hotel de St. Pol in 

Pari s. There it stood in a room called the 'petite estude .' This had only four 

item s in it. One was the group of heads in question . The second was a group 

of sm all reli gious pictures painted on parchment. The third was the claw of a 

griffin with two birds' fee t , all with silver gilt m ounts. The fourth was a pa ir of 

hunting horns, black with leather straps, the one with silver mounts, the other 

with copper 6 4 Now tha t group seem s to m e to come close to being a job lot of 

high-class curios. It reinforces m y impress ion that these paintings had little 

fun ction , once painted and delivered ; and they cam e to rest in odd places. It 
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is, in effect, the continuing problem of the presentation photogra ph. 
If tha t is co rrect, it might incidentally help to explain the fate of the portrait 

of Rudolph of Austria. It is known that by the mid-fifteenth century thi s was 
hanging over his tomb in the church of St. Stephen , Vienna. It has been ar
gued that the portrait goes with the monument6> - which was erected in Ru
dolph's own life time (he died in 1365) ; and that thi s is an interestin g exam ple of 
a memorial with the familiar double image of the subject simultaneously dead 
(on the tomb) and alive (in the picture) . For m yself, I find it diffi cult to accept 
that the pa inted effigy was executed with that end in mind. T here are too 
many d iscrepancies, beginning with that of m ed ium. I can however easily im
agine it ending up in St. Stephen's hanging over the monument simply for 
want of a better home. At some point it seemed to somebody a good place to 
put it. 

When it first appears , then, the portrait is small, portable and private; but 
this had some consequence for its future - a t least up to about 1500. To reve rt 
to J an son's adv ice, if it is asked what fun ction these images had, the answer is 
remarkably little. Their only recorded usefuln ess was in giving intended 
bridegrooms advance warning of the appearance of a possible betrothed - as 
in the case ofj an van Eyck , Isabella of Portugal and Philip the Good of Bur
gundy in 1428. Apart from that , they had very little to offer. In particular , they 
asserted no theme historical , genealogical or otherwise . This was, of course, 
advantageous for patrons who had no famil y hi story or genealogy to assert. 
The fact tha t these images were not intended for any sort of con ventional por
trait gallery was in that respect a bonus. I have not done a statisti cal study of 
surviving portraits to 1500 but m y strong impression is that the m ajority of the 
faces belong to unknown people who, in terms of either Debrett or the 
Almanach de Gotha, would not have made an impress ive showing . 

I should not be too dismissive . The function of the portrait became a littl e 
more d iverse in the fift eenth century . I t became occasionall y the focus of com
petition , as in the contest between] acopo Bellini and Pisanello for an image of 
Leonell o d 'Es te in 1441 66 It might be commemorative if that is the correct 
reading of the well-known portrait of the old m an by Ghirlandaio now in the 
Louvre 6 7 It might be the focu s for eso teri c allusion , if one accepts, as I think 
one must , the sort of explanation suggested by Panofsky for van Eyck's por
trait in London - generall y called, from its main inscript ion, Leal Souvenir 68 

It certainly wen t 'up-market' with the invent ion by P isanello of the bronze por
trait medall ion . But on the whole expectations remained limited. As in the 
m id-fo urteenth , so in the late fifteent h century, a portrait was synonomous 
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with a head and this was the case even at the level of the royal house ofBurgun
dy . Occasionally, portraits are startling - the vividness and brilliance of the 
paintings of J an van Eyck and Antonello da Messina are supremely memora
ble. But the norm appears to have remained one of bland aloofness . Between 
the fourteenth century and the sixteenth-century revolut ion created for the 
portrait by Raphael and Titian, the expectations of the genre did not fun
damentally alter. To that extent it is possible to see the fourteenth century not 

merely as a point of arrival, but a point of prolonged delay. 
The portrait was in a real sense rescued by Raphael and Titian. In the six

teenth century it acquired a public presence and became High Art, giving 
often both an extremely dramatic exposition of the appearance of the sitter and 
a virtuoso display of the professional skill of the artist. This certainly did not 
mean that all the things I have discussed were turned upside down. There re

mained an influential body of opinion which expected the painted image to 
impart information about the family or the history of the institution of the sit

ter and was not very interested in High Art. Much of the spirit evident in 
Naumburg and Karlstein had a perfectly safe survival down to the present 

day . 
But the original sense of the portrait as a personal or private document was 

largely lost - surviving perhaps only in objects such as the miniatures ofHol
bein, Hilliard and their successors. And I wish to return to that early period 
and, more specifically, I am go ing to end with the two sonnets composed by 
Petrarch on the theme of Simone Martin i's Laura . These are commonly used 
quite ruthlessly by art historians like myself simply to provide a date for and 
information concerning a lost painting. Of course they do more than that . 
T hey are a pleasu re to read; and in my present con text they say something 
abou t Petrarch's reactions to the in fant genre. I n fact, in the ir ambigu it ies, 
they reflect some of the changes about which I h ave been talking. You will 
remember that I spoke briefly about the considerable in tell ectual changes 

wh ich took place from the thirteenth century onwards; and how the move 
from pourtraire to Vilars de Honnecourt's contrefaire formed part of a world in 
which fa ith was being challenged by experience, the ideal by the real, sub

stance by accidence and, in general, the platon ic wo rl d of St. August ine by a 
new pragmatism . 

Petrarch belon ged to both worlds, and h is two sonnets interestingly produce 

two d ifferent approaches to the task of praising Laura's port rait. In one he says 
somethin g like thi s: 'Laura's beauty is such as to be beyond the reach of all the 
greatest arti sts the world has ever know n. Bu t Simone has succeeded in con-
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vey ing it ; a nd m y only explanation is that he must have seen h er in Paradise 
whence she cam e . The work is such as could on ly be imagined in heaven; for 
the imperfections of human existence ensure that no mortal eye or mortal ex
perience could capture such perfection.' Now this is almost the world of Plato, 
in which an una ttain able world of philosophical Truth is se t off against the im
perfect wo rl d of ex perience and the senses. Simone, the supreme artist , has, 
accord ing to the poet , somehow broken through that barrier , has visited Para
di se and seen the essential Laura, not through a glass darkl y but face to face. 

Per m irar Poli cleto a prova fi so 
con gli altri ch 'ebber fama d i quell'arte 
m ill'anni , non vedria n la minor parte 
de la belt a ch e m 'have il cor conqui so. 
Ma certo il m io Simon fu in paradiso , 

onde questa gentil donna si parte , 
ivi la vide, e la r it rasse in carte, 
per far fede qua giu del suo bel viso. 

L'opra fu ben d i quell e che nel cielo 
si ponno imagin ar , non qui tra noi, 
ove le membra fanno a l'alma velo. 
Cortesia fe'; ne la potea far poi 

che fu d isceso a provar caldo e gielo, 
e del mortal sentiron gli occhi suoi . 69 

But of course, this is not quite straight P latonism. Petrarch was not chasin g 
some philosophical abstract . Simone did not penetrate Paradise to recover the 
Urtext for Socrates' notion of the table . He went to get a real and qu ite specifi c 
likeness of a particular person; a nd we have moved decisively away from 
philosophic categories to the enhanced perception of a n indi vidual human 
being. 

The second sonnet to the portrait of L aura u nderlines that transit ion , since 
there is no doubt that the object of Petrarch's attention is not beauty or 
womankind , but Laura. He pra ises the portrait as an 'alto concetto' and a n 
'opera gent il e.' When he speaks to Laura in the portrait she seems to listen , 
and her expression prom ises him peace. Bu t all thi s onl y makes him mise ra ble 
because the im age cannot actuall y reply to him . 'Ah Pygmal ion ,' he says, 'how 
lu cky you were; for you enjoyed a thousand times what I yearn to have 
just on ce.' Maybe; my point is that without the reappraisal of huma n and 



individual values, neither pa in tin g nor poem would have been poss ible . 

Before I leave Petrarch to his poetic misery, I mu st allow the 'yes, but. .. ' 

hi sto rians a final word. Of course, it is difficult to kn ow how much emphasi s to 

put on evidence of this sort . T he fi gures of speech are fund am entally unorigi

nal ; and the two sonnets on Laura should be set also in the context of over three 

hundred other canzoniere by the sam e poet. Petrarch was not a lways writing 

about pa inting; moreover a sonnet to th e portrait of John II of France would 

ce rta inl y have been phrased differently . Yes, indeed, but. it is still evidence 

and very elegant evidence; and it would not have been poss ible a cen tury 

earlie r. I have a ttempted to describe th e contex t which made it poss ible -

though as ever y histori an knows, d escription a nd explan ation are by no m eans 

the same thing. 

Q uando giunse a Simon !'alto conce rto 

ch'a mio nome gli pose in m an lo stile 

s'avesse d a to a ]'opera genti le 

coll a figura voce ed in telletto, 

di sospir molti mi sgombrava il petto, 

che cio ch'altri ha piu caro a m e fan vil e. 

pero che 'n vista ella si mostra umile 

promettendomi pace ne l'aspetto. 

Ma poi ch'i' vengo a ragionar col lei , 

benignamente assai par che m'ascolte : 

se ri sponder savesse a' detti mieil 

Pigmalion , qu anta lodar ti dei 

de ]'imagine tua, se mille volte 

n'avesti que] ch'i' sol una vo rreil 7o 

(It was remarked a t the start that a prin ted lecture is in part the record of an occasion . I t should 

therefo re be recorded that the two sonnets were read to the assembled compa ny in the origin al 

Ita li a n by P rofessor H enk va n O s, who briefl y j o ined the lecturer in th e pulpit o f the aul a o f 

Groni ngen Un iversity. H e was a t th is time celebra tin g hi s 25th yea r at the Groningen I nstitu te of 

Art Histo ry). 
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Noten 

See E. de D ynter , Chronique des dues de B rabanl, ed. P. F.X. de Ram , Bru ssel s 1854-60 (reprint 

1970) , vol. 3· PP· 73-74. 
2 T he best known manuscript copy of thi s cycle is in V ienna; see the sta ndard edition by J. 

Ne uwirth , Der BilderC)Iklus des Luxemburger Stammbaumes aus Karlslein, Prague 1897. It is in the Na

tional Library wi th a shelf ma rk of Cod. 8330. lt is less well known that a contempora ry re plica of 

tha t man usc ript , known as the Codex Hcidel be rgensis, is in Prague , in the archi ves of the Na ti on

a l Galle ry. Both co pi es date from about 1570. 
3 For a n impress ion of it s general a ppeara nce , though on a small er scale, one might perha ps 

refer to the ea rli er cycle of a rchbishops and empero rs pa inted behind the choir sta ll s in Cologne 

Cathed ral. For a recent di scuss ion see R. H a usherr , 'Der C horschranken-malcreie n des Ki:ilner 

Doms,' in Vor Stefan L ochner: die Kolner Mater von I]OO -hJ]O , cd. G. Bott , Cologne 1977, pp. 28-59. 

4 There is a real diffi cult y in settling the question o r the ori ginal locat ion of the genealogy, 

bound up as it is with the accoun t of de D yntcr's audience a t Karl stein ; and the lecture was written 

before I had been to the cas tle. There , a spacious first fl oo r hall is normall y call ed the Luxemburg 

H all and identified with the site o f the genealogy . However, thi s identifi cat ion resu lts in 

topographical problems. If tha t was the chamber to which he was led by Wenzel, where had de 

D ynter a nd his di plomat ic colleagues j ust been received in audience a nd how did they get there 

without a lready pass ing through the hall of the genealogy? T hi s is a ques ti on of det ail which it does 

not seem profitabl e to pursue in a footnote. The point of substance seems to rema in. T he hall o f 

the genealogy was not the customary aud ience hall but something outside the norma l d iplomatic 

rou te through the castle and shown to rather more special visitors . In that sense the a nalogy with 

the Camera degli Sposi remai ns correct. 

5 The genealogy proceeds in reasonably good hi stori cal order back to C hilderi c I (ea. 437-81) 

but then enters the tw ilight era of M erovius, Pharamondus and M a rcomirus. 

6 The image of C harles IV (sec Neuwirth , op. cit. [note 2], plate !h) can be checked against 

other likenesses sti ll surviving on the walls of K a rl stein a nd against the kneeling fi gure on the vo

tive picture of O cko of V lasim (Prague , National Gallery) . 

7 It is much ha rder to judge the ve racit y of female 'portraits' at thi s period sin ce the y give a 

strong impression or being assimilated to some common ideal. It is partl y for this reason that the 

effigy of Philippa of H aina ult in Westminster Abbey is so memorable in its individu ality. The a p

pearance of John of Bohemia in the K a rl stein pa intings had a fairl y close resemblance to the bu st 

in the triforium of Prague Cathedral. 

8 H enry VII of Luxemburg di ed in 1313 and was buried in Pi sa Cathedral. The fragments o f 

hi s monument are di vided between the Cathedral and the Campo Santo. For a mode rn view on 

the original form of the monu ment , sec Gert Krytenburg, 'Das Grabmal vo n K a iser H cinrich V II 

in Pisa,' Milleilungen des K unslhislorischen l nslilules in Florenz , vol. 28 (1984) , pp . 33-35. 

39 



9 H . W. J anson , Formfollowsfunction- or does it? Modernist design theo>y and the history of art (The 
first Ge rson Lecture, University ofGronin gen), Maarssen 1982. 

10 Published by the Phaidon Press, Oxford 1988. 
11 De pictum , Book 1 (ed. G rayso n , p. 54) 'H aec eo specta nt ut intclligamu s in pictura quan

tu lacunque pinxe ri s co rpora, ea pro illi c picti hominis comme nsuratione grandia a ut pus ill a 
vidcri.' 

12 T he bes t recent account of the St. D eni s 'reburials' o f the 126os is in A. E rl a nde
Bra nclen bourg, Le roi est mort , Pa ri s 1975- The sou rce of the initi a ti ve for the wo rk is not absolut ely 
clea r a nd ce rta in ly by the end of the thirteenth centu ry, Gu illaume de Nan gis said that it cam e 
from St. Loui s himself. This seems altogether too simple since St. Loui s had hi s own C iste rcia n 
house of Royaumont in which hi s brother Philip and son Loui s were a lread y buried. Fa mous 
preceden ts for burial elsewhere included Phi li ppe I (di ed 1108, buried at St. Beno it-su r-Loire amid 
much acrimony from St. Deni s) and Loui s VII (d ied 1180 , buried at the C iste rcia n house at Bar
beau). St. Loui s was doubtl ess consu lted a bout the new arra ngements a t St. D e n is and must ul ti
mately ha ve ex pressed a wish to be buried there . That , ho weve r , is different from initi atin g the en 
tire exercise . 

13 See C.M. C hurch , Chapters in the early hisiOIJ> of the church of Wells, AD IIJ6-IJJJ, London 
1894. The move to Ba th look place under Bishop J ohn of T ours (1o88- 11 22). The reli gious commu
nity at W ell s ma intained a somewhat tenuous ex istence until it was reconstituted as a chapter of 
secula r canons in 1136. I n 11 76 , a forma l composition was confirmed by Alexander liT which regu 
lated the rel ationship between the monks o f Bath a nd the canons of Well s in the matter of the joint 
election of the b ishop . The whole situati on then became confused by the move by Bishop Savaric 
(1192-1205) to absorb the abbacy of G lastonbu ry into the episcopal di gnit y. Thi s union was di s
solved (1219) by Pope H onorius III in the episcopate ofJosce lin (1206-1242); but as compensa tion , 
Josce lin sought to replace the ti tl e of'Bath and G lastonbu ry' with 'Bath a nd Well s.' l t was at tha t 
poin t (1220) tha t Honorius ordered the production of ev idence of proof o f Well s' an tiquity . I t is a 
curious fact tha t J osceli n , hav ing gained the r ight to the double titl e, apparen tl y neve r used it. 

14 The eight effi gies account for seven of the ten bishops down to G iso (d ied 1088) . The monu
ments have subsequent ly been moved sli ghtl y furth er out into the ambulatory, the present ar
ran gement dating from 1848 (C hurch , op. cit., [note 13], p. 329, note 2). In Lela nd's time (earl y six
teenth century), the identity of only two of the effi gies was known ; a nd onl y one was a Sax on (Bur
noldus, ea. 1000 ; ! tinemries, ed . L. Toulmin Smith , vol. 1, pp. 292A".). By the time of Britton (Ar
chitectural history of W ells, London 1836, p . 105) every effi gy had a na me, the earli est being supposed 
ly Brighthclm (died 973). This may not have been merely the result of an tiquarian inve ntion since, 
during the reorgani za ti on of 1848, it was observed that the coffins beneath the effigies were 
labell ed ; but the sequence of the labels was not a pparentl y reco rded. Stylisticall y, the effigies have 
generall y been dated nearer to 1200 than 1220 . Neve rtheless, the issue of the antiquity of Well s as 
the seat of the bishop offe rs a good hi stori cal reason for their crea ti on. 

15 T his informat ion is provided by an 1158 charter of H enry of Blois endowing an ni ve rsari es 
for the kings and bishops buried in the cathedral (and for hi s own father a nd mother ; and , after hi s 
death , him self). T he cha rter states that he had 'raised up from a n unseemly place the bodies of 
kings a nd bi shops which were translated from the O ld Minster in to the new 
church and had bestowed them honourably about the high altar .' See A. W. Good man, Chartulmy 
of Winchester Cathedral, Winchester 1927, p. 3, cha rter nr . 4· 

16 T he famous sto ry of H enry of Blois returnin g from R ome to Winches ter wi th 've teres 
statu as' is told by John of Sali sbury, H istoria pontificalis, eel . M. Chi bnall , London 1956, p . 79· 



17 See aga in J oh n of Sali sbury, op .cit . , (no te 16), p . 78. For the general hi storical contex t , sec 

F. Barlow, The English Church, Ia66-II51 , London and New York 1979 , p. 36 . There is a problem 
of elating since the charte r reco rdin g the re- interments (1158) is some yea rs la ter than th e fin al di s

mi ssal of H enry's archiepiscopa l schemes by Eugenius Ill (ea. 1150). It seem s necessary to em 
phasise th erefore tha t the charte r elates the anni versa ry endowm ents, not the re- interments, which 

may well have taken place som e yea rs earl ier. 
18 The bones a nd names of the Winchester re- interm ents now appea r to be shroud eel in im

penetrable confusion. For the subseq uent hi story see j.C. Wall , The tombs of the kings of England, 

L ondon 1891 , p. 53fT. The ea rlies t of the surviving royal na m es is of the seven th-century K yncgils 
and the principal sequence comes to an end with Ethelwulf (di ed 857). Out-stand ing from thi s se

quence are th e nam es of Eclrecl (d ied 955) , Canute (cli ecliD35) and hi s wife Emma. Only th ree 
bishops are n am ed ; Wina (d ied ea . 66s-67o) , A lwin (cli eclw32) and Stigancl (di ed 1069). Possibly 
the remains called 'Eclmuncl' we re those of th e ninth-centu ry b ishop. 

19 See W . Sauerliincler , 'Die Naumburger Stifterfi guren: Rii ckblick unci Frage n ,' in ex hib. 
ca t. D ieZeit derStaufer, eel . R. H a usherr and C. Viiterle in , S tuttgart (Wiirt te mbergisches Lancles

muscum ) 1977 , vol 5 (S upplement) , pp. 169-245. 
20 On th e counts of Neuchatcl , see E. Bolclinger , D er M innesiinger Graf Rudo/f Fenis-Neuenbwg , 

Bern 1923. A brief account o f the m onument is give n there (pp. 22-24) and also in the transactions 

o f the Congres A rcheologique for the Sui sse R omancle in 1952 (see pp. 312-14, J. Courvoisier). I am 
not aware of a recent di scussion in prin t (see note 21) no r of any study which estab li shes its relation
ship to the ne ighbouring monument a t La Sarraz. It seem s likely to m e that thi s las t is slightl y later 
a nd represents a tidying-up of the Neuchatel idea. The nine teenth -century inscription com 

memorates Fran<;ois, lo rd of La Sarraz , who died soon aft e r 1360. But it has been cogentl y argued 
that the ela te of the monument must be nearer to 1400 (see E. Bach in th e sam e Congres Archeolo

g ique , pp . 368-74). 
21 The traditional view for the const ruction of this monument will be found in Balclinge r 

(note 20 above) . I n broad outline , it seem s to m e tha t this is co rrect, i. e. that the superimposed 
tomb-chests and the two larger vertical effigies arc from about 1340; and that the remainder of the 
m onument is slightl y late r and could co rrespond to the date 1372. This seem s to account for the 
changes in armour and costume; and th e li vely wee per fi gures have their nearest parall els in the 

tomb ofjohn ofEltham in Westminster Abbey (cli ecl1337)- It does not explain the m eaning of the 
figures; but as suggested below, on the analogy of T ewkesbury, a retrospective monument is a 
clea r poss ib ility. I n that case, the six male fi gures, representing six ge nerati o ns, wou ld reach back 
to the twelfth century. However, there is apparently a recent view which prefers to see the fi gures 
as the immediate fam il y of Loui s; and which states categoricall y that the tomb ches ts a re fifteenth 
century. I have on ly heard this on th e sound-commentary in the church of Neuchatel itself (Apri l 

1988) , preceded by th e words 'Today, schola rs are agreed that. 
22 The inscripti on says 'Luclovicus. comes.egregius. novicast iquc. domin us . hanc.tumbam . 

totamqu e. 1nachinam.ob. suorun1. mcmo riam. fabrcfcc it. anno. In. ccc. lxxi i. 
Obiit. quinto. die . mcnsis. iun ii. anno. domini. mi ll es imo ccc. lxx . tercio' 
23 For an account of the fourteenth-century moderni sation of the choir of T ewkesbury, see 

R. M o rri s, 'Ball fl ower wo rk in G louceste r and its vicinity' in Jvfedieval art and architecture at 

Gloucester and Tewkesbury, eel. T.A. H eslop and V.A. Sekules . British Archaeological Association 

Conference Transactions for the year 1981 , Norwich 1985, pp. 93-115. 
The case for the enti re enterprise being a 'Despense r' work is put by R . Morris, 'Tewkesbury 

Abbey: the D es pence r mauso leum', Transactions of the Bristol and Gloucestershire Archaeological Society, 



vol. 92 (1974) , pp. 142·55. There is no doubt that the 'm oderni sation' ofTcwkcsbury choir was be· 
gun as a single underta king and was then seri ously interrupted. It is sensible to da te this intcrrup· 
ti on to the dea th of Hugh Dcspcncc r I l (1326) a nd the subsequent harass ment of hi s widow Eleanor 
d e C lare up to the recovery of the ma nor ofTewkesbury from Edwa rd Ill in J a nuary 1331. The 
la tes t da tes (1340s) suggested for the work in the choir, taken from the supposed dare for the glass, 
a rc not entirel y convincin g. There is, for insta nce, a date of '344 sugges ted for the a rmour of the 
knights by J. K err , 'The cast window of C iouces ter C athedral ,' i\1edieval art ... Gloucester and T ewkes· 

bwy , as above (note 23), pp. n6·29 , which is presumably nego ti able some yea rs on either side . 
The re is al so the date 'posH 340' sugges ted by C. M eN . Rushforth , 'The sta ined glass of T ewkes· 
bury,' T ransactions of the Bristol and Gloucester;-/zire A rchaeological Society, vol. 46 (z924), pp . 289·324. 
Rushforth had two reasons fo r thi s , both based on the decision of Edwa rd Ill in tha t yea r to as · 
sume the a rms o f France . (1) The emblems o f Fra nce and En gla nd a re to be found in the ve rtical 
bo rders . H owever , since Edwa rd Ill was himself half· French , the mere presence of the French 
lili es is not in it self a conclu sive a rgument. (2) The arms in the base o f the centra l li ght of the east 
window , whi ch a re, indeed , Fra nce a nd Engla nd qu artered , with Engla nd in the second a nd third 
qu arter. The present glass is modern ; but Rushfonh stated tha t immedi atel y adjacent were 
medi eval fragments of a shield of the same blazo n which , he sugges ted , we re perhaps the original 
glass . Howeve r , he pointed out that la ter glass had certa inl y been intruded into the windows at thi s 
level; a nd that an eightccnth·ccntury antiqua rian source noted on ly the leopards of England at 
thi s point . Thus, thi s part of the ev idence is not es pecially stron g. 

It seems reasonable to accept the case for the sta r t of the rebuild in g after the acqui siti on ofHugh 
Dcspcncc r 11 of the manor T ewkesbury (z314) and for large sums of money hav ing been ex pended 
betwee n 1322 (battle ofB orou ghb rid ge) a nd 1326. This does not preve nt the decora ti on of the upper 
pa rts of the choir being so close ly assoc ia ble with Elcanor as to be efrecti vely her work. In particu· 
Ja r the foll owing points may be noted . (t) The la rgest naked fi gure kneelin g a t the Last judgemen t 
is indubita bl y a woman . (2) Eleanor's second husba nd William de la Zouche is included a mong the 
kn ights . (3) The shields in the lower pa r ts of the glass incl ude those of Eleanor's brothcrs·in·law, 
H ugh Audlcy and Roger Damory. Since H ugh Dcspcnccr had made considerable cflort to di spos· 
sess them of their wives' inhe ritance and they were both on the wro ng side in the cri sis lead ing to 
the battle ofBoroughbridge , the a rm s can hardl y be there as part of a 'D cs penccr' pla n. They could 
be there , however , as part of Eleanor's fami ly. (4) There is on ly one D cspcncer fi gure , so that 
neither Hugh I (the ea rl of Winchester, execu tecl1326) nor Hu gh Ill arc represen ted. By contrast , 
there are four C lare figures. 

24 The best accoun t of the prc·Rcformati on burials at Tewkesbu ry is to be found in the itincr· 
ari es of J ohn Leland (see note 14 above), vol. 4 , p. 138tr. , 15off. 

25 The arms are as follows: 
N orth side, f rom east to west 

Fitzha ymo azure a lion rampa nt or 
D cspcncer quarterl y a rgent a nd gules fretty or , a bend sable 
C la re or 3 chevrons gu lcs 
Fitzroy almost imposs ible to read - said to be gules three cl a rions o r (Rushforth , 

see note 23) 
South side, f rom east to west 

C lare (see above) 
Zouchc gules bezantee (Rushforth , sec note 23, says ten bezants) 
C lare (see above) 
C lare (see above) 



26 I am indebted for th is parti cu lar clari ficat ion to a conversat ion wit h Dr Patricia S ti rn 
Jnann . 

27 T here are two drawings of li ons by V ilars both said to have been contrefais al vif In the m a 

nuscript , they occupy fo ls. 24r and v (the verso has the frontal li on) . 
28 Sec R. Va ughan, Matthew Paris , Cambridge I958 , p. 256. 
29 T he problem of S t. Lo ui s' appearance is ra ised in cxhi b.ca l. La France de Saint Loui;- , cd. 

J P. Babelon , Paris (Palais d u Cite) I970-71. Sec especiall y nr . 26 , where the iden tity of the ston e 
King from Mainnevi ll e is discussed. Also nr. 25 , a scu lpted gable now in the Louvre. 

30 Sec W. Sauerla nder , Gothic sculpture in France, nq.o-I270, Lo ndon I970 , p. 490 . 
31 For a recent review of the oeuvre of Arnolfo, see A. M . Rom ani ni , Arnolfo di Gambia , 2nd ed. 

Florence 1980, esp. pp. 158-6o. 
32 j. W hi te, Art and architecture in Italy , 1250- I'}OO , 2nd ed . , Harmondsworth I987 , p. 98. 
33 See A. Mart indale, Simone A1artini, Oxford 1988, pp . I92-94 · 
34 See E. Borsook , The mural painters of Tuscany , 2nd ed. , Oxford 1980 , pp . 32-34 . 
35 The principa l exam ple o f thi s curious prod ucti on is the Bri ti sh L ib rary Ms. Royal 6 E I X. 

Two copies arc respec tively (I) F loren ce , Bib.Naz. Ms. B.R.38 (2) Vienna , Nationalbib liothc k 
Ms.Scr. n. 2639. T he London m s. is datcablc soon after tbc accession of Bcned ict X I! (1334) . 
Thcre is disagreemen t about their provenance and it has recen tly been suggested that the London 
ms. is Neapolita n . (For thi s view , see B . D egen ha rt and A . Schmi tt , Corpus der Italienischen Zeich

nungen IJOD-I4.JD, sect ion 1, Sud- and Mittelitalien , vol. 1, cat. , pp . 5s-56.) Again st th is , it shoul d be 
observed that F . Bologna, l pittori alia carte angioina di NajJoli, I266-1414 , Ro me I969, p . 353 , Aatly de
n ied any rese mbla nce to Neapo li tan work. Fo r m yse lf, the older compa ri son by Offner to the wo rk 
of Paci no d i Bonaguida seem s to come neare r th e mark. R . O ffne r , A critical historical cmjJui of 

Florentine painting , sect ion 3, vol. 6 , New Yo rk 1956, pp. 213-16. 
36 Robe n was presen t at the siege and relief o f Ge noa in 13t8-t9, and was based on Av ignon 

thereafte r t ill I323. His poli tical and milit a ry preoccupation s fro m tha t po in t we re mainl y w ith Sic i
ly; and it does not seem tha t he ever su bsequentl y j ourneyed north of R ome . 

3 7 Sec J .P . Ba belo n , L e Pala.·s de justice, L a Conciergerie, L a Sainte Chapelie de Paris, P ari s 1973 . 
3 8 For the documents o n th e ducal pa lace, see G. B . Lorenzi, M onurnenti per servire alia storia del 

Palazzo D ucale di Venezia, pa rt I , 1253-r6oo, Venice 1868. The narratives painted in the Sal a del Gran 
Consiglio we re li sted a nd the inscriptio ns cop ied in I425; see G. Mon ti co lo, L e vile dei doge di M arin 

Sanudo (R .I. S. 22, part 4), C itta d i Castell o 1900, vol. I, p . 34off. For a cons iderat ion o f th e pa int 
ings see F . W ickh off, 'D er Saal des grossen Rath es zu Ve ned ig in seine m alten Schm ucke,' Reperto

riumfur K unstwinensc!zaft 6 (1883), fasc. 1, pp . I-37· 
Afte r the lecture was com pleted and deli ve red , I cam e across further informati on which m ay 

necess itate revising the ch ronology of thi s section. It is recorded th a t , after th e con spiracy of 
Bajam onte Tiepolo in 1310 , th e regime undertook, amongst its nutnerous repressive tneasures, to 
erase the a rms of the Tiepolo famil y th ro ughout th e city 'e non solo in tu tt' i lu oghi pr ivati e profa ni 
fu ron o mu tate tut.te le insegne dei Tiepoli , m a nei publici e ne i sacri en nell a Sala d el G ra n C on
siglio all 'imagine di G iaco mo e Lorenzo Tiepolo dogi .. . ' The two nam ed Tiepolo we re doges 

res pect ively 1229-49 and 1268-75· Thi s quota ti on (see R . R o m anin , Storia documentata di Venezia, 

Venice 1912, vol. 3, p . 39, no te 2) com es from the ch ro nicle o f M arco Barb aro . Unfortunatel y, I 
have not been a ble to find the da te o f the chronicle no r a comple te printed editi on of the tex t. If 
however Barba ro was contempo rary, he was w ritin g fro m knowledge about the earli e r Sala del 
G ra n Consiglio, which m ani fes tl y possessed a sequence of ducal 'portra its' Its d a te is un

documented . But in 1301 a decision was taken to enlarge the Sala (Lorenzi , doe . 27) . T he outcom e 
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is not known, but a 'portrait' sequence could have formed pa rt of the new deco ra ti on . It would , o f 
course, have been precisely contemporary with the sta tues in Pari s; indeed there wou ld be no pos
sibility of telling which had priori ty. It seems, however , clea r from thi s th at , prov ided always Ba r
ba ro was writing from knowled ge, the idea for the Venetian seri es of ducal 'portra it s' is considera
bl y older than 136os. 

39 Sec Ba belon , op. cit. (note 37), p . 30. 
40 The major altera tion was the curta ilment of the story of Fredcri ck Ba rba rossa and Alex

a nder in order to include the story of the Fourth C rusade a nd the capture of Constantinople . 
41 See note 38 above, p. 20. 
42 For the evidence for the S. Paolo cycle, see C . B. Ladncr , I ritratti dei jJajJi nell'antichita e ne/ 

medievo, R ome 1941 , vol. 1, pp . 38-59: ' Le seri e di imagini papali nell c bas iliche rom a ne.' 
43 For a di scuss ion of the papa l images a t S. Piero a Grado, sec Ladner, op.cit. (note 42), vo l. 

3, R ome 1984 , pp. 171-76 : 'Die Pa pstbilderseri e vo n San Picro a Grado bei Pisa.' 
44 See 'K ronika Franti ska P razskcho,' Fontes rerum bohemicarum, vol. 4 (1884), p . 368 A·. T he 

bishop was J a n of Drazice. 
45 The portra its of the Sala del G ra n Consiglio in their sixteenth-centu ry fo rm proceed up to 

Fra nccsco Venier (1554-56) . This would suggest that when the decora ti ons we re first la id out in the 
136os, there were ove r twenty spaces left empty . 

46 This is not entirel y fantasy . The process for taking wax casts of pa rts of the human body 
was described about 1390 by C ennino Cennini in Tllibro dell 'arte, transl. D. V . Tho mpsonj r. , New 
York 1933, pp . 123-29, though he was writing principall y of li fe m as ks. It has however been pla usi
bly a rgued tha t the wooden effi gy ca rri ed at the fun eral of Ed wa rd Ill (di ed 1377) is based on a 
death mask ( the effi gy's head is still at Wes tminste r Abbey) . The process was furth er documented 
in 1422. I n tha t year Charles VI of Fra nce di ed and the painter Fra nvo is d'Orleans was paid for the 
deco rat ions in Notre Dame, Pa ri s, where the fun eral took place. Amongs t these, he created a n 
effi gy for the hea rse which had its head, ha nds a nd feet 'moslees et faictes ap res le vif' (See B. Prost 
in Gazette des Beaux-Arts, second se ri es, vol. 35, pp. 327-29 .) The pay ment also ex ists for the statue 
of C harl es V I by Pierre de Thury, made a fter C harles's death a nd set up in the palace of the Cite 
in the grea t hall . There is no me ntion in the account , however , of the use of wax cas ts. (See B. 
Prost in Gazelle des Beaux-A rts, second se ri es , vo l. 36, p. 241. ) Fran~o i s d'Orleans was, however , 
pa id for painting a n effigy of C ha rl es VI in the sa me 'grant sall c .' (See B . Prost a bove, vol. 35, p. 
329.) The sequence of operations is not entirely clear from the printed sources and it is possible 
tha t thi s was a temporary arra ngem ent pend ing the arri val of Pierre de Thury's sta tue. The rela
ti ve cos ts - 30L for the statue, carved , deli ve red and installed in its place, a nd 100L for the paint
ing- makes it m ore likely that the royal pain ter was painting a nd gilding the sta tue itself. One is 
rem inded of J ean Malouel pa inting the sta tues of C laus Slu ter at Dijon. 

47 It is, of course , an irony that the direct C a petia n male success ion ended almos t immedia te
ly a ft erwa rds with the dea th of Philip IV's third son , C ha rl es IV, in 1328 . 

48 A complete account of the hi sto ry of the co rpus known as the R eceuil d'Arras has resulted 
from the researches of Lorne Cam pbell ; see 'The a uthorship of the R cceuil d'A rras,' j ournal of the 
Warbwg and Courtauld Institutes 40 (1977), pp . 301 -13. It is clear from internal ev idence cited there 
tha t the drawings were compiled about 1570 . M a ny of the 'portra its' come from the a rea of 
H a inau lt , Flanders and Artois, but the interests of the author , the heraldJacques le Boucq , were 
by no means confined to that area . I know the co rpus only through photogra phs . M an y of the im
ages claim to record the likenesses of the fourteenth-century people; and some of the less ela borate 
(especia ll y profil e) images may indeed d eri ve from panels simi lar to the image of J ohn I! of 
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Fra nce. H oweve r , the provenance of the images is seldom clear. Occasionall y, they can be shewn 
to be derived from large panel pain tings (th e image of N icolas R olin com es from Roger va n der 
Weyden's Beaune Altar); and some of the female images of fourteenth -century persons, o n ac
count of the very elaborate headdresses , are strongly remini scent of" sepulchral effi g ies. Campbell 
n otes the likelihood tha t sta ined glass and wall paintings a lso provi ded source m a terial for le 
Bo ucq. 

49 Acco rdin g to V. D vorakova, Gothic mural jJainting in B ohemia and M01·avia , IJOO-IJ78, Lon

don 1964 , p. 85, there was a portrait of C ha rl es IV da ted '354 painted at Feltre , near Aquilei a; but 
no con temporary source appears to refe r to it and the basis fo r the assertion seem s to be inference 
rather th an fact. 

50 The ev idence fo r the Simon e portra its is to be fou nd in Martindale, o p. cit. (note 33) , pp. 
83-84. T he two Petra rch sonnets have been quoted at the end of this lecture. The ev idence for th e 
Orsini port ra it was printed by K. Burdach , A us Petrarcas alteslem deutschem Schulerkreise, Berlin 1929 , 

pp. 236•37· 
51 T he ev idence for the Malatesta port ra its is con ta ined in a letter from Petra rch to Fra ncesco 

Bruni and dating probably from the early 1360s (G. Fracasetti , Lettere senili di Francesco Petrarca, 

Florence 1892, vol. z, p. 58, su ggests 1362). The full L a tin tex t is to be fou nd in Francisci Petrarclzae 

Flomztini ... opera quae extant omnia , Bas le zs8z, p. 745ff. T he dating of the first po rtra it, sa id to be in 

label/is , has to take in to accou nt Pa ndolfo's birth date - 1326 - which m akes a date before, say, Si
ma ne's dea th in '344 poss ible but unlikel y. The second portrait co incided w ith the m eet ing ofPan
dolfo and Petra rch in M il an , probably in 1356 . It was sa id to be both do ne with a stylus and pa int
ed. 

52 
A lberti, 

53 
54 

De pittura, boo k 2, toto cu1n corpore trepicl asse . For co nlex l , see C. Grayson , Leon Battista 

On Painting and On Sculpture, London 1972, p. 6o . 

See pp. 35-36 
See Burdach , op .cit. (note so). The poem was set on the po rtrait so tha t the words 'quas i 

ex ore e iu s egrecle rentur. ' 

55 See D. Thiebaut in ex hi b.cat. Les Fastes du Gotlzique, Pa ri s (Galeri es Na tiona lcs du Grand 

P ala is) 1981, nr . 323. T he insc ripti on m ay not necessari ly have been an 'addition ' sin ce the likeness 
of J ohn could well have been take n in 1349 and th e panel del ivered after hi s access io n in A ugust 
1350-

56 Sec p. 35, espec iall y the \'\'Ords 'pose in m an lo stile' and 'la rit rasse in carte. ' 

57 The m anuscript is di sc ussed by F. Avril in exhib . ca t. Dix siixles d 'enlunzinure italiemze (Vf"

XVI ' siecles), Pa ri s (B ibliotheque Na tiona le) 1984 , nr. 73 · T he profile image (foi.A v) sh ows the 
poet in middle age , double-chinned but un wrinkled. Since Pe tra rch was bo rn in 1304, he wo uld 
have been 52 in 1356 . 

58 See the words put into th e m outh of St. A ugustine in Decontemptu mundi, that P etrarch had 
a n image o f Laura 'qu a m tecun1 ubiquc c ircun1fere ns.' 

59 Thi s is o ne of the fi gures in the so-called R elic scenes in th e cha pel of the V irg in. Since it is 
crowned, it must have been painted after C harl es V's co ron a ti on in 1364. Granted that C harl es V 
never visit ed Prague and Pari s is a long way away, the lik eness is strikin g . 

60 Seep. 32. 
61 No portra it ske tches survive before th e drawing of Ca rdin al Albergati by J an va n Eyck. 

The painting bo re in the seventeenth century the da te 1438. 
62 There a re m an y examples o f thi s from the wo rkshops of Roge r van der W eyden a nd H a ns 

Memling. T he van Eyck portraits of hi s wife, Cardin al Albergati and 'T ym otheos' have the re-
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mains of painted marbling on the back. 
63 Sec J. Labarte, l nventaire du mobi/ier de Charles V, roi de France , P aris 1879 , p. 242. 
64 The items are li sted as foll ows: 
'2217, Ungs tab leaux de boys cloans, de quatre pieces, et y a pai nt en L'un le Roy qui a presen t 

es t, L'Empercu r son onclc, le roy Jehan son perc, et Ecl oart roy ci 'Angletc tTC. 
2218. Il e m , ungs au trcs pct iz tab lca ul x de parchcmi n pa int s, c'est assavo ir cl'un crucifix et de 

plusieurs ymages. 
2219. I tem , un g onglc de grilhm it de ux picz cl 'o iscl, ga rniz cl'argent donS. 
2220. Item, deux cars noirs, dont l'un es t ga rn y cl 'a rgcn t et L'autre de cuivrc Cl sont lcs courro yes 

de cuir. ' 
T he word 'cloans' (2217) presumably indi ca tes that the panels lolclccl together. The two 'cors' 

(2220) a rc here taken to be hunting horns on account of their leat her straps ('courroyes de cuir'). 
65 Sce j. Luckharclt , 'Das Ponriit Erzhcrzog Ruclolfs IV von Osterrcich bci seinem Grabmal: 

Vcrsuchc zur Deutung ei nes clua listischen G rabbilcles,' in Die Par/er und der se/zone Stil, IJ50-Iqoo: 
Resultatband, eel. A . Legner , Cologne tg8o, pp. 75-86. 

66 See G. Paccagn ini , PiJanello, Oxforclt973, p. 157- The sonnet by Ulisse reco rding the con
test was printed in A. Venturi , Gentile da Fabriano e it Pi,-anello , Florence t8g6, p . 46. 

67 Seej. Lauts, Domenico Chirlandajo, V ienna I9<f3, p. 43· 
68 Bu t see the comments of E. Dhanens , Van EJ!ck (French eel. tg8o), pp. 182-87. Panofsky's 

hypothes is is to be fou nd in Earl)l Netherlandi.rh jJainting, Cam bridge , Mass. 1964 , pp. tg6-g7. 
69 I repri nt here the Engli sh rendering to be found in the trans lat ion of R.M. Du rl ing , 

Petrarch 's ryric j;oenu, Cambridge, Mass. and London 1976 , p. 176. 

Even though Polycl itu s should for a thousand 
years compete in look ing with all the others who 
were fa1nous in that art, they would never see the 
smallest pan of the bea ut y that has conquered 
my heart. 

But certainly my Simon was in Paradi se, 
whence comes thi s noble lady; there he saw her 
and portrayed her on pape r, to at test down here 
to her lovely face. 
T he wo rk is one of those which can be imagined 

only in H eaven, not he re among us, '"'here the 
bod y is a ve il to 1 he sou l; 

it was a g racio us ac t, nor could he have done il 
after he came clown to feel heat a nd cold and hi s 
eyes took on mortality. 

70 Agai n , Durling's Engli sh translatio n (see note 6g), p. 178. 

When Sim on rece ived the hi gh idea which , for 
my sake, pu t hi s ha nd to hi s stylus, if he had 
give n to hi s nob le wo rk vo ice a nd intell ect along 
with fo rn1 , 



he would have li ghtened m y breast of many 
sighs tha t make what others prize most vil e to 

m e. For in appearance she seem s humble, and 
her ex press ion prorni scs peace; 

th en , whe n T co m e to speak to her , she seem s to 

li sten most kindl y: if she cou ld onl y repl y to m y 
words' 

P ygmalio n, how glad yo u sho uld be or yo ur 
statue, since you rece ived a thou sand tim es what 
I yearn to have just once ! 
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che ·~IIIOiltliiJr ... : ............. --~ 
know whest m pve the fint toot. Yet the eVI'-Mie ,CJee• :patto;~-

place and time as the centre of dift'uaion: the papal <:bUrt at Avipon 
mid-fourteenth century. There, we find famous early portraits of both the 

institutional and personal variety: a court portrait of John 11 of France, and 
Simone Martini's lost drawing of Petrarch's beloved Laura. 

Martindale's sensitive probing thus tends toward a common source for the 
main forms of this most individual and most conventional of genres . By 

taking into account the personal as well as political motives of sitters, 
patrons and artists, Martindale gives food for thought on the relation of art 

to life in more areas than early portraiture alone. 
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