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LroNARDO DA ViNCI
Portrait in the Uffizi at Florence.
(After a Photograph from the original by Braun, Clément & Co. Dornach and Paris.)



LEONARDO DA VINCL

F, with the help of the memorials which have come down to us, we

wish to represent to ourselves the bodily image of the Master of the
Italian Renaissance, who ruled supreme in every domain of art, and in
whom we admire the noblest union of creative power with the science of a
thoughtful and inquiring mind, we have in reality to glance at one type, —
that of a mind looking keenly into the distance from eyes deep set under
a high bald forehead with long waving hair falling over the shoulders, and
a beard half covering the chest. In his old age Leonardo himself thus
drew his nicture (now in the Royal Library of Turin, Fig. 1), and all the
others take their origin from this self-portrait which is more than a picture;;
it is the revelation of his own self, the mirror of a life full of renunciations,
of disappointments, of unsatisfied hopes and wishes, and yet of an unbroken
desire for research which continued till he drew his last breath. Even the
ideal picture in the portrait gallery of the Uffizi, considered there as a self-
portrait of the Master, is based upon this one; but it is only an attempt
of an enthusiastic admirer of Leonardo to fill a gap .in that gallery (see
the Frontispiece). Nevertheless this portrait has a certain value. He who
painted it tried to reproduce from the drawing of the old man the picture
of one in the prime of life, and he has had the satisfaction that his portrait
of Leonardo has become a characteristic picture to later generations. Pietro
Magni took it as his model for his statue of Leonardo on the Piazza della
Scala at Milan, and indeed, no other portrait is so well adapted to show
us the image of the Italian “Doctor I'(aust"’, as we may well call this
magician of the physical, mathematical and mechanical sciences. Thus we
picture to ourselves the man who af !h% outset did not find favour with a
Lorenzo de’ Medici, on account of his unproductive, restless, many-sided
nature, who later on became indispensable to Lodovico Sforza on account
of those self-same qualities, and who, after many wanderings, always groping
with Faust-like impulses after the unattainable, found his last resting place

in a foreign land.
ll
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Fig. 1. PORTRAIT OF LEONARDO BY HIMSELF. In the Royal Library of Turin.
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The unrest within him entered into all who attempted to follow his
arts and sciences practised openly or in secret. And in our days when
research in art with its hairsplitting criticism enters into the minutest details,
the contention about what has remained to us of the works of Leonardo

Fig. 2. PROFILE PORTRAIT OF LEONARDO IN HIS OLD AGE. Drawing in the Ambrosian
Library at Milan.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)

is as violent as ever. In spite of this we still stand before the portrait of
Lconardo as before a stone sphinx of the old Egyptians, whose rigid
features have no answer for anyone asking a question. In the face of the
sphinx, bearing the name of Leonardo, every inquirer must rely on his
own discernment, never forgetting that to this Master whom not only his
contemporaries and the sad remains of his works, but above all the writings
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which he left, proclaim as a man who had by far outgrown the average
measure of the men of his time, nothing unworthy must be attributed. We
must therefore on the very threshold of this attempt to draw a new
characteristic sketch of the Master, decline to consider as authentic the
profile portrait in the Ambrosiana at Milan (Fig. 2). It is a well meant
production of a pupil or imitator with untrained eyes who believed he saw
in the first, often copied self-portrait in Turin, with that demonic look o1
a prophet, the féatures of a worthy citizen who is quietly enjoying his old
age. In the course of this study we shall at every step come upon the
works of pupils, imitators, and falsifiers who heaped rubbish and dirt on
the name of the great man. Only by dint of taking pains, and sometimes
not even then, shall we succeed in finding the traces of the true hand-
writing of the Master, as an expert in deciphering old palimpsests comes
in the end upon a blank or upon a hopelessly obliterated passage. At all
events it is instructive to show by drastic instances how great was the
power of Leonardo in inspiring his pupils to follow him, how many imitators
were tempted to exercise their feeble talent, and forgers induced to practise
their dark trade by trying to replace by their own handiwork lost works
of Leonardo of which the world still knew through literary tradition, and
who were most successful in perpetrating such deceit. The often diametrically
opposed judgment of the cleverest and most discerning art students of our
days, and the strife of opinions constitute perhaps the most difficult task

Fig. 3. Vinct NEaR EmpoLi, LEONARDO'S BIRTHPLACE.
From Miiller-Walde.
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of the biographers of Leonardo, the task of gammg at least a sufficiently
secure basxs on which they may build.

* *
*

Leonardo was born in the year 1452 in the little mountain village
Vinci near Empoli, rising with its fortified castle and white houses from
dark woods on a hill west of Monte Albano (Fig. 3). He was, as one

Fig. 4. Two ANGELs FROM THE “BaPTisM or CHRIST” BY ANDREA DEL VERROCCHIO.
In the Academy at Florence.
(After a Photograph from the original by G. Brogi, Florence.)

would say to-day, ‘‘a child of free love”, and the spirit of the time, of
the second half of the fifteenth century, was so akin to the present, thaf
no one seems to have taken umbrage that the notary of the Signoria of
Florence, Ser Piero da Vinci, a man of twenty-five, who, in the stormy
passion of youth had for a while made love to Caterina, a peasant girl of
the village, had intrusted the fruit of that love, young Leonardo, to the
care of his parents who enjoyed their restful old age at a country seat in



(
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Vinci. He married the same year a girl belonging by birth and education
to his own class, and Caterina in her turn married a peasant whose name,
Accatabriga di Piero del Vacca, the Archives have preserved with super-
fluous care, whilst we know nothing more of Caterina and her further destiny.
Hence Leonardo is not an instance of the modern theory of heredity, the
less so, because his father of whom we know much, but very little in
which we can rejoice, was only a man of ordinary intellect. He married
three times, but had only children of the second or third marriage — (the
Archives do not state this quite clearly) —whose number grew to eleven.
When the first was born, Leonardo was already over twenty years old. As

Fig.s. Heap or Mepusa. In the Uffizi at Florence.
(After a Photograph from the original by Braug, Clément & Co., Dornach and Paris.)

his grandparents had educated him with loving pride, notwithstanding his
illegitimate birth, and as his father had moreover placed him in a position
which allowed him to lead the free life of a wealthy nobleman, it was a
sore trial to him when, after the death of his father, the legitimate children
waged bitter war against the illegitimate son claiming his share in the in-
heritance.

The study of the Archives is a scientific necessity; but unfortunately it
often makes revelations to us which exceed the beautiful words of the poet:
*No man is perfect; thus we may rcjoice

That we in sages and great heroes dare

To find some shadows on their shield of light,
Revealing the immortal's mortal share?),

1) Translated from the German by Olga von Gerstfeldt.
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We learn to our sorrow that the great Masters of the Italian Renaissance
whose creations call forth the most ardent devotion and’ kindle intense
enthusiasm within us, were during their human existence anything but great.
They were often mean, and their hearts so much bent upon gaining money,
that they forgot what the modern man calls his personal dignity. If one
does not want to give up all one’s illusions, one must gradually get

Fig. 6. FemaLe PorTraIT. In the Pitti Palace at Florence.
(After a Photograph from the original by G. Brogi, Florence.)

accustomed to this ignoble meanness in their mode of life, and this is
rendered easy to the traveller who visits modern Italy, because their
descendants, as far as.the great majority is concerned and not the small
community of the educated class, seem only to have inherited the belittling
qualities of greed and selfishness, the longing to make money as fast as
possible, though of course under the cloak of perfect civility and compliance.

Perhaps this verdict may seem hard to many admirers of sunny Italy
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and its inhabitants who appear to be so amiable; but let them read the
‘/correspondence of Michelangelo with his friends and relatives, let them
investigate his everlasting' contentions with those who gave him commissions,
with his competitors and his greedy relatives,— let them follow the intrigues
to which Titian stooped, when he wished to obtain a remunerative sinecure
from the Council of Venice or any other advantage,—let them glance at
the autobiography of the passionate Cellini, who, ‘if one believed his own

Fig. 7. PorTRAIT oF A YourH. In the Uffizi at Florence.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)

words, often dictated by immoderate love of boasting, would seem to be
much less an artist than one of the greatest bandits of his time. Such
was the temperament of these men who on the one hand lavished on their
contemporaries the highest gifts of their noble minds, and showed on the
other hand the same energy in the tenacious defence of material advantages.
Leonardo was no exception. We believe however we may say in his favour
that in the lawsuit with his two stepbrothers which lasted for two years,
he was only guided by his wounded cense of justice. This seems however
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Fig. 9. ANNUNCIATION. AN EARLY WORK BY LEoNARDO. In the Louvre at Paris.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)

[

to have been satisfied after the long strife carried on by either side with
equal bitterness, for in his Will Leonardo bequeathed “to his own brothers
living in Florence” an investment of 400 Scudi with the compound interest
dating - from the year 1513, and some landed property in Fiesole. From
the wording of this Will it has been rightly inferred that Leonardo had
been adopted by his father as a legitimate son, because otherwise Leonardo
would not have dared to speak of ‘“his own brothers”, and above all he
would” not have been compelled to assign to them a portion by his Will.
There. is also documentary evidence that he lived in his father’s house in
1470, and probably till 1480.

Having got an insight into the life of Florence, such as it was in those
days, he entered with all the impetuosity of youth into those circles where
the pulsations of that life were strongest and produced its best results,

Fig. 10. STUDY OF DRAPERY FOR A KNEELING FIGURE.
In the Louvre at Paris.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)
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Fig. 11. STUDY OF DRAPERY FOR A KNEELING FIGURE.
In Windsor Castle.
(Atter a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)

into the haunts of artists towards whom he felt drawn by his restless desire
for knowledge. Already in his early youth he felt the impulse to commit
to paper in drawing or writing the innermost feelings of his soul, and in
doing so, he developed all his rich gifts in harmonious proportion. The
artist always kept an even pace with the scientific investigator, and for this
very “eason later research will never succeed in proving positively which
was the greater in Leonardo, the artist or the man of science. One thing
is however an undeniable fact: The man of science whose ingenious dis-
coveries, confirmed, praised, and admired, though surpassed in later times,
wronged the artist to such a degree, that we must acknowledge we should
gladly have done without the man of science, if the artist had allowed
himself more leisure to finish the creations which in spite of their damaged
condition, will yet have a great influence during many centuries.

Even as a young man Leonardo must have been a restless spirit. There
is no domain of creative art in which he did not try his hand, but he"
never produced finished works, although after the first manifestations of
his genius he was overwhelmed with commissions by dignitaries of churches
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and convents, by governments, princes, and noble families, with the result
that, after waiting for years, they received nothing. When Leonardo be-
gan his career in Florence, after he had been thoroughly educated in all
branches of science, art was flourishing in that cultured city. Under the
patronage of the Medici it lived through a period of magnificence, of glory,
and of uninterrupted homage, which might seem like a fairy tale to us, if

Fig. 12. STUDY OF DRAPERY FOR A SITTING FIGURE.
In the Louvre at Paris.
(After a Photograph from the original by Braun, Clément & Co, Dornach and Paris.)

the songs and the effusions in prose, written by enthusiastic contemporaries,
and especially the monuments of art themselves did not reflect the splendour
of this life, which, in spite of all, was like a paradise in which a snake
is lurking in the grass. What aims Leonardo had as an artist was perhaps
not quite clear to him when he entered the workshop of Andrea del
Verrocchio. When Leonardo joined him,—it may have been in 1468, —
Master Andrea was constantly in demand. Being a pupil of Donatello, he
probably began his career as a sculptor, which means that he worked in



Fig. 13. STUDY OF DRAPERY FOR A WOMAN SEATED,
In the Albertina at Vienna.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)
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Fig. 14. PORTRAIT OoF A YOUNG WOMAN. In the Gallery of Prince Liechtenstein, Vienna.
(After a Photograph from the original by Franz Hanfstaengl, Munich.)

clay, in bronze, and in marble; but he also was a goldsmith, skilled in
executing the finest works in gold and silver, in making cast and chiselled
reliefs. It is moreover stated that he was a painter. Only a few of his
pictures are still existing, but these are so well authenticated, that there is
no room for doubt. It is true that modern research has discovered a series
of pictures which, by comparing them with Verrocchio’s sculptures and
drawings, are believed to be works of his hand or at least of his school,
and we endorse the opinion that Verrocchio must have enjoyed a certain
reputation as a painter. If it were not so, Leonardo would not have gone
to him. Though, like all Florentines of his time, Leonardo saw and drew
everything from the standpoint of plastic art, he never worked seriously
nor for any length of time as a sculptor; it was only at a much later
period that he drew with the painter’s eye. The single instance of his skill in
the plastic art is the equestrian statue which he began to model later on
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in Milan. He had offered to do so in.a letter to the ruler of that city,
Lodovico il Moro, in which he makes the most of all his artistic and
technical powers. This remains a fact, although Vasari, his oldest biographer,,
who was more nearly his contemporary than any of his other biographers,
relates that already: in the days  of his youth, before he became an ap-
prentice of Verrocchio, he not only drew, but also made reliefs. According
to Vasari, Leonardo did not go to Verrocchio’s studio from his own choice,
but owing to the circumstance that his father, Ser Piero, was an intimate
friend of Verrocchio. When Ser Piero felt at last convinced that the
artistic talent of his son deserved to be encouraged, he went one day to
Verrocchio with a few of his drawings, and entreated him to say whether
he thought it worth while that his son’s talent for drawing should be further
cultivated. Master Andrea was astonished at the drawings, and advised Ser
Piero to have him taught. 7Thus it came to pass that Leonardo entered
the workshop of Verrocchio/ Vasari relates further how he modelled in
clay the heads of women smiling, and “the heads of children which seem
to be the handiwork of a

Master”. Another biographer

of Leonardo, belonging to |

the sixteenth .century, the.

painter Giovanni 'Paolo Lo-

mazzo (1538 —1588) -who

collected the traditions . of

the Milanese artists about

Leonardo in his “Treatise

on Painting”, just as Va-

sari collected those current

amongst the Florentine ar-

tists, gives an account of the

works of the young man

in sculpture. He praises

amongst others the small

head of an infant Christ for

its truly childlike and yet

clever and majestic expres-

sion, and also mentions the

relief of a horse. Like the

equestrian statue, to which

we shall refer again later on,

all these works have dis-

appeared, and the attempt

made by modern critics to

fill in a measure this gap in Fig. 15. STUDY OF HANDS. ABOVE ON THE LEFT A CARICATURE.
our knowledge of Leonardo, In the Uffizi at Florence.

. vy . . . (After a Photograph from the original by Braun, Clément & Co.,
by ascribing to him a relief Dornach and Paris.)

RosENBERG, Leonardo da Vinci. 2
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Fig. 16. Baccio BanpiN. AFTER Rxs-
cutioN. In possession of the Painter
Bonnat in Paris.

(After a Photograph from the original
by Braun, Clément & Co., Dornach
and Paris.)

)

v

in stucco, now in the Kensington Museum, the
numerous figures of which are an allegoric
representation of discord, seems to us so ill
founded, that we can devote no more time
and space to this small mutilated work. Be-
sides this, Vasari himself says in summing up
Leonardo’s many artistic accomplishments, in
which he seems however to confuse his
later works with his earlier ones, that his
real vocation was painting, and that his
plastic works were only means towards an
end, preparatory studies for his drawings and
his pictures.

Whilst modern research has tried to com-
pensate us for the loss of Leonardo’s plastic
works, it has on the other hand robbed us of
an illusion. Vasari relates that during his boy-
hood, before he was apprenticed to Verrocchio,
he used to busy himself with many pursuits,
but soon abandoned them again. In this way
he also took up music, and decided in the
nd to cultivate the lute,—‘and nature having
bestowed on him a lofty and graceful mind,
he improvised charming songs for the lute”.
Lomazzo fancied he possessed one of these
songs, and he quotes it in his Treatise. The
thoughts contained in this Sonnet are not un-
worthy of a mind like Leonardo's, given to
deep and searching investigations, and there-
fore we give it here:

- “He who can do not what he wills, should try

To will what he can do; for since ’tis vain
To will what can't be compassed, to abstain
From idle wishing is philosophy.

Lo, all our happiness and grief imply
Knowledge or not of will’s ability:
They therefore can, who will what ought to be,
Nor wrest true reason from her seat awry.

Nor what a man can, should he always will:
Oft seemeth sweet what after is not so;
And what I wished, when had, hath cost a tear,

Then, reader of these lines, if thou wouldst still
Be helpful to thyself, to others dear,
Will to can alway what thou ought to do™?).

1) Quoted from * The Renaissance in Italy” by J. A, Symonds (Vol. III page 229) who translated

this Sonnet into English **with such closeness to the original words as he found possible".
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This ingenious play with thoughts and words had, as modern research has
proved from Manuscripts dating from the fifteenth century, existed aleady
before Leonardo was born, and in most Manuscripts a certain Antonio di
Matteo di Meglio, who died in Florence in 1446 as herald of the Signoria,
is named as its author.
// With respect to art, we must therefore limit ourselves to reliable dis-
*“coveries of Leonardo’s works as a designer and painter, and indeed, in
the first definite account Vasari gives us of Leonardo, it is mentioned that
he helped to paint a great picture. Vasari speaks so positively about this,
that hitherto no one has doubted his story. When Verrocchio received the
commission to paint a Baptism of Christ for the Convent of San Salvi, he
asked his pupil Leonardo to work with him. This picture, now in the
Academy of Florence, consists of four figures: In the foreground of a landscape,
showing a river winding
through strange rocky
formations, we see on
the right St. John the
Baptist, who, over-
shadowed by the Holy
Ghost descending un-
der the image ofa dove,
pours water from a
basin on the head of
Him who is to be bap-
tised, and who stands
in the centre in the
shallow water of the
river, praying with up-
lifted hands. On the
left, kneeling on the
bank before a palm-
tree, are two angels,
one of whom looks out
of the picture into space
with indifferent eyes,
whilst the other, hold-
ing the garment of
Christ over his right
arm, watches the sacred
rite with heartfelt de-
votion, yea, with a rapt
expression (Fig. 4 with
both angels and part

of the ﬁgure of Christ). Fig. 17. YouTH ON HORsEBAck. Drawing in the Library of Windsor Castle.
«“ . . " (After a Photograph
Forxhis picture, Va- from the original by Braun, Clément & Co., Dornach and Paris.)

2%



20

sari relates, ‘“Leonardo painted an angel carrying a few garments, and
although he was still very young, he did his work so perfectly, that the
angel of Leonardo looked much better than the figures of Andrea. This
was the reason why the latter no longer wished to touch colours, for he
was vexed, because a child understood more than he.”

This story sounds however so much like an artists’ anecdote invented
at a later period, that we cannot attach faith to it. Leonardo was the
pupil and companion of Verrocchio, as such it was his duty to help his

Fig. 18. PORTRAIT OF SAVONAROLA.
In the Albertina at Vienna.

(After a Photograph from the original by Braun, Clément & Co.,
. Dornach and Paris.)

master in all his works, and the better he painted, the more pleased his
master must have been with the fact that the work of his apprentice was
acceptéd as his own. Probably the difference between the two angels only
struck a later generation, when Leonardo had become the prototype of all
artistic perfection. Most likely no one noticed the difference between the
two angels when the picture came into the possession of the monks of
San Salvi. Perhaps there may even have been an intentional contrast.in
the circumstance that, like the choristers in church, one of the angels plays
his part with indifferent dullness, whilst the other does so with the greatest
devotion to his pious office.

The grain of truth, which appears nevertheless to be in Vasari’s story,
we can no longer discover in the picture, because,—we wish to judge
mildly,—it is in a doubtful condition. We use a guarded expression, for




Fig. 19. MADONNA AND Chip. In the Old Pinakothek, Munich.
(After a Photograph from the original by Franz Hanfstingel, Munich.)
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this condition of the picture has not only given rise to bitter contention
amongst those who believe themselves to be in the right, but also to the
most ingenious and clever examinations and theories. The picture was
originally painted in tempera, that is in colours mixed with glue, a process
which was universal in Florence in (1176, and it seems to belong to that
time. Now the picture distinctly shows that it was painted over with colours
mixed with oil or a similar substance. This retouching is ascribed to
Leonardo by the advocates of Vasari's story, and one of them goes so far
as to maintain that the palm-tree on the left, the last touches in the land-
scape, and other details are the handiwork of Leonardo who in later years
finished the works left incomplete by his master. The late Senator Morelli,
one of the most distinguished judges of old Italian pictures, maintained on
the contrary that the story of Vasari was a mere legend, and the retouching
the work of a modern restorer who covered the picture, which had already
suffered very much when it was taken to the Academy, “with a yellowish
oily mixture” which was afterwards removed again from the right side of
the picture. '

The ground on which we are treading is therefore so insecure, that it
will be better for us to search for more accredited records. In the first
place Vasari -tells us of some early works of Leonardo which he had seen
himself. Leonardo received the commission to draw a cartoon representing
the Fall in Paradise, after which a tapestry was to be woven in Flanders
for the King of Portugal. According to the description of Vasari who saw
the cartoon in the palace of Ottaviano de’ Medici, the cartoon was painted
in grisaille, and the lights put in in white. The landscape had been done
throughout with infinite pains,— the meadow with luxuriant herbage, a few
animals, and some trees amongst which he specially describes a figtree and
a palm, their branches and foliage. *“Only the patience and the genius of
Leonardo could produce such a work.” Indeed, one of the most characteristic
peculiarities of Leonardo, which he had however in common with the other
Florentine Mastcrs of the second half of the fifteenth century, was the great
care he bestowed on all the details of the landscape. In his case this
thorough knowledge of nature was due to his scientific studies; this is
proved by many drawings found in his manuscripts, and by many detached
designs existing in collections. Vasari relates a marvellous story of another
early work of Leonardo. During a stay his father made at his country-
seat a peasant he employed brought him one day a circular piece of wood
cut from a fig-tree, and requested him to have something painted on it in
Florence. Ser Piero gave the piece of wood to his son, and having had
it smoothed by a turner, Leonardo had the idea to paint something on it
which should have the same effect on the beholder as a shield with the
head of the Medusa. To reach this end as nearly as possible, he caught
tiny lizards, great and small crickets, snakes, locusts, bats, and other strange
creatures, and shut them up in a room which no one but himself entered.
After having studied these animals he painted a frightful monster issuing



Fig. 20. STupy FOR THE ADORATION OF THE THreER KinGs.
In the Galichon Collection at Paris.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)

forth from a dark den, exhaling poison from its open jaws, its eyes aglow
with fire, and its nostrils steaming. When the father, inquiring what had
become of the shield, happened to see the work of his son, he was at first
terrified, but soon recognised how excellent the work was, and kept it for
himself. The peasant was indemnified by another work, and later on Ser
Piero secretly sold the picture for a hundred ducats to some Florentine
merchants who in their turn handed it over to the Duke of Milan for
300 ducats.

Leonardo painted however a real head of the Medusa in oil, which
Vasari saw in the palace of Duke Cosimo in Florence, together with the
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head of an angel; he calls it “the strangest and most weird contrivance
one can -imagine”’. Leonardo was however in no hurry to work at the
picture, and hence it remained unfinished like nearly all his things. These
juvenile works of the Master, mentioned by Vasari, having disappeared,
a forger attempted to make up for this loss by painting a picture of the
Madonna according to the description of Vasari. It was later on taken to
the Gallery of the Uffizi where it was considered as a work of the Master
till modern criticism discovered the fraud (Fig. 5). The picture is in so
far interesting as it shows what bold attempts have been made to explore
a great name at the cost of credulous hero-worshippers. In this case we
have not even a copy, but a product of imagination manufactured during
the second half of the sixteenth century.

" The Florentine Galleries have had the ill luck of several spurious
Leonardo pictures being introduced into them. Neither the so-called “Nun”
by Leonardo in the Palazzo Pitti (Fig. 6), nor the “Goldsmith”, nor the

Fig. a1. ADORATION OF THE KINGS. In the Uffizi at Florence.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)
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Fig. 23. STUDY FOR THE ADORATION OF THE KINGS. In the Uffizi at Florence.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)

“Youth” in the Uffizi with long wavy hair, looking straight before him
(Fig. 7) are worthy of his name. Of these pictures the ‘“Goldsmith” alone
is a work of art; the two others are by ‘“mediocre sons of this world”
who during the fifteenth and sixteenth centuries occupied the position of
the photographers of our days. Notice that the painter of the so-called
“Nun” who, to judge from her dress, was wrongly named, knew how to
shape the landscape in the back-ground so richly and pleasantly, that one
recognises how deeply this manner of bringing nature and man into a living
mutual relation, had entered into the views on art of the Florentine Painters
of the fifteenth century, and hence it must not be considered as the
characteristic peculiarity of one master.

What forgers and copyists had attempted by dishonest means, honest
art-critics wished on the other hand to supply by dint of scientific sifting
of the existing treasures of art. According to tradition, Leonardo must
already have painted a great deal in the workshop of Verrocchio. What
has become of it all? An ingenious friend of art, Baron Liphart, a collector
who lived for a long time in Florence, made one day the discovery that
a picture at the Uffizi, an “Annunciation of the Virgin Mary”, which had
recently been taken into that Gallery from the convent church of Monte
Oliveto near Florence under the name of Ghirlandajo, might prove to be
one of the early works of Leonardo. This rebaptism was. generally accepted,
for such a discovery is always an event in the world of artists and friends
of art, especially in Florence where the great galleries are a mighty factor
in the prosperity of the town, now deprived of its political importance.
A clever critical examination of the picture has however proved that in this
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instance a flattering illusion must be done away with. In his Treatise on
Painting in which Leonardo has transmitted the bulk of his own experiences
to his pupils and to posterity, he emphatically warns young painters never
to imitate the manner of another master,— “because, it he does so, the
imitator will, as far as art is concerned, only be called a grandson, not a
son of nature . ..” Such a “grandson of nature” we behold in every
feature of the picture in the Uffizi (Fig.8). The painter of this Annunciation
did not study from life neither the landscape in the background, nor the
three cypresses with the firs and the deciduous trees which, in helpless
perplexity, he placed between them, but on the contrary, he copied mechan-
ically from the pictures of other artists without possessing himself a deeper
understanding of the forms of nature. The angel of this Annunciation and
the Virgin Mary who rises with a startled gesture, though her face be perfectly
serene, are figures not drawn from life, but borrowed. Animated by the
impulse of the scientific inquirer, Leonardo had already in his earlier years
drawn trees, shrubs, and leaves from nature, and he had done so with a
discernment, which penetrated into the structure of every leaf, and this he
drew with a pen or a pointed red pencil, rendering all its intricate net-
work, as if he had already known the microscope. Indeed, magnifying
glasses did exist long before the days of Leonardo, and it is most probable
that the artist who thoroughly understood the laws of optics, had made a
magnifying glass for his own use which almost served him as a microscope
in the modern acceptation of the word. Without such an instrument his
analysis of leaves and flowers is incomprehensible to us; it enters into the
minutest details, and has caused modern naturalists to recognise in him the
founder of the anatomy and physiology of plants. If these and many other
discoveries in all branches of knowledge now known under the universal
name of ‘“natural science’” and ‘“technic” remained a dead letter for
posterity, the cause lay in the personality of the author. Leonardo was,
as it were, possessed by a demon, which never permitted him to say to
the present moment: ‘“Remain, for thou art so beautiful!” If he made a
discovery which appeared to all men of an ordinary understanding as
something extraordinary and superhuman, the spirit moved him to aim at
a greater perfection, and this explains why he never made up his mind to
have one of his extensive treatises on painting, mechanics, optics, engineering,
and natural sciences printed, to make them thereby the universal property
of the men of his time, and to spur them on to further research. It is
nevertheless possible that, especially during his two sojourns in Milan, some
of his verbal teaching penetrated into wider circles. There are however
very few proofs of this, and they are mostly limited to fantastic trifles.
By the study of the extant manuscripts of Leonardo which his indistinct
and often abbreviated writing renders one of the hardest tasks of modern
research, chiefly because the Master generally wrote obliquely from right
to left, our time gets at last a deeper insight into the extent of his far
reaching and manifold scientific work. These studies are not yet terminated,
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Fig. 23. STuDY OF FIGURES FOR THE ADORATION OF THE KINGs.
In the Louvre at Paris.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)

and therefore we can only refer briefly to this side of Leonardo’s activity.
It is however certain that his artistic creations lost by his devoting so much
time to his scientific pursuits. We must hence dwell longer on those works
hallowed by the inspiration of his genius.

We feel sure that to these works the ‘“Annunciation” in the Uffizi at
Florence does not belong, for other reasons than those mentioned already.
It is known from the writings of Vasari and others that, in studying drapery,
L.eonardo dipped linen and other materials into liquid stucco, and then
arranged the folds of these stuffs in greater and smaller masses. He used
nails, wooden pegs, and other supports for this purpose; but he would
never have transferred such a make-shift to his pictures, and hence we
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recognise in the author of the picture in Florence who threw part of the
garment of the Madonna over the back of the seat, because he did not
know how to master the arrangement of the folds, only a “grandson of
nature’’, an imitator of Leonardo. It was probably Ridolfo Ghirlandajo,
who always lived by the imitation of others. A verdict of the Master

Fig. 24. STUDIES OF FIGURES FOR THE ADORATION OF THE KiNgGs.
In the possession of Mr. Malcolm.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)

himself condemns this picture. In his “Treatise on Painting’’ he blames the
manner of certain masters who represent the Madonna as so much frightened
by the appearance of the Angel of the Annunciation, that she looks as if
fear might induce her to jump out of-the window. It is true, the Madonna
in the Uffizi is not in a state of such violent agitation, but her gesture
cannot be reconciled with the criticism of Leonardo.

The latter did however paint an Annunciation; but instead of looking
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for it in Florence, we must go to the Gallery of the Louvre in Paris, where
it was for a long time considered as a work by Lorenzo di Credi, till all
art critics agreed as to its being an early work of Leonardo, dating from
about 1470 (Fig. 9). In this picture we see already the germs of all those
characteristic traits of Leonardo, which, a few years after, produced magni-
ficent .results: the humble posture, the lovely gracefulness of his female
heads unconscious of their charms; the small delicate hands; the drapery
carried to perfection by unwearied studies and observation, its careful
arrangement which betrays the sculptor who has learned to study every-

Fig. 25. StupIEs or FiGUrREs FOR THE ADORATION oF THE KiNGs. In the possession of Monsieur Armand in Paris.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)

thing corporeal; the landscape which, notwithstanding all the care bestowed
on its details, is treated as a secondary thing only, as a foil for the figures;
the use of certain local colours which predominate again in his later
pictures, &. One need only look at the many studies of drapery, which
are to be found on detached sheets in public galleries or in books of
manuscripts by Leonardo, in order to understand why the Master left so
few finished pictures,—in his own opinion perhaps not one. The German
master, Albrecht Diirer, alone has come up to him as regards the endless
patience with which he studied the picturesque disorder of the drapery,
the folds of different material, the lustre on the back of the folds, the
reflex on the broader surfaces, and the chiaroscuro in the depths. In this
work he was always guided by a greatness of perception which caused
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him to avoid the littleness of

his immediate predecessors

and prototypes in Florence,

the creases and crumples of

their drapery. One must not

lose sight of these character-

istics, if one wants to distin-

guish the genuine studies of

drapery by Leonardo from

those which wrongfully bear

his name. Although these

studies were to him means

towards an end, and furthered

his own improvement, he may

now and then have con-

templated making use of them

later on, as for instance of

his magnificent studies of

draperies in the Louvre and

in the Collection at Windsor

(Fig. 10 and 11). Those be-

longing to the kneeling women

might very well serve for a

Fig. 26. STupY OF A HEAD. At Windsor Castle. Madonna Iistening to the mes-

(After a Photograph from the original by Braun, Clément & Co., sage of the angel or for the

Dornach and Paris.) angel himself. The drapery

in the Louvre (Fig. 12), spread

out in majestic folds over the knees of a sitting person, makes us think

of a Madonna with the holy infant in her arms. As a contrast to this, one

has only to glance at the toilsome attempt of a beginner in the Albertina

at Vienna, dignified by the name of Leonardo; he has thrown a damp

drapery over a clay figure, and arranged it in little folds which he has
rendered in the same paltry way by an excess of white lights (Fig. 13).

Further inquiries after the early works of Leonardo have led to the

discovery of a female head in the Gallery of Prince Liechtenstein in Vienna,

supposed to have been painted at the time the Master stayed in Florence,

from 1470 to 1480 (Fig. 14). It certainly bears the stamp of this time

and also that of a Florentine Master; but we fail to discover in this portrait

of a woman, devoid of all outward charm, any of the features which, as

we know from his designs, marked already at this early period the handi-

work of the young Leonardo. He had even then a way of his own in

brightening the most unsympathetic countenance by a touch of grace-

fulness; if it had not been in his power to bestow it on this dull face, he

would surely not have neglected to make up, by a refined delineation of

the hands, for what he could not read in the face. What progress he had
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already at that time made in studying hands is proved by a drawing in
the Louvre representing the two hands of a woman; the peculiar arrange-
ment of these reminds us of certain female busts by Verrocchio, and it
may be that this study was made under the direct influence of that master
(Fig. 15). There is moreover no really authentic picture by Leonardo in
which the hands are wanting, and in one of his instructive treatises he
himself gives the precept that in portraits the arms must be so placed,
that the one rests on the other. He was of course the first to act on
this precept.

The undisputed works of Leonardo’s youth are few, and so are the
documentary records of himself. We only learn that in 1472 at the age
of twenty, his name was entered in the red-letter book of the Florentine
Guild of Painters. Thanks to the prosperous circumstances of his father,

) Fig.27. ST. JrrRoMe. In the Gallery of the Vatican, Rome.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)
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Fig. 28. EXPLOSION OF A BOMB. SOLDIERS ATTACKING AND DEFENDING THEMSELVES.
After a drawing in private possession,’ Paris.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)

he did not depend upon the money he earned, and therefore he seems to
have yielded to his half scientific, half artistic inclinations. Perhaps he con-
tinued for a while to work under Verrocchio and to help the master in
executing his numerous commissions. This is proved from documents about
an accusation made against Leonardo in the year 1476, which may pro-
bably be ascribed to the denunciation of an envious fellow-artist. Leonardo
had been accused of immoral conduct subject to severe penalties; but he
was able to justify himself so completely, that he was acquitted. We know
hence that at this period he was still in the workshop of Verrocchio; but
he seems soon after to have established himself on his own account. We
moreover learn that on the 10% of January 1478 he received his first great
commission, and this was what we should call a -government commission.
The Signoria of Florence made a compact with him, according to which
he undertook to paint a picture for the Chapel of St. Bernard in the
Palace of the Signoria. But the only thing he accomplished with respect
to this transaction was that on the 16 of March of the same year he
asked for an advance of twenty-five gold ducats. Most likely, as was so
often the case in his life, he pondered so much over the composition, that
he never got beyond the first sketch and the preliminary studies, because
he drew with more care and rapidity than he painted.

Unfortunately two drawings only may with certainty be traced to
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Leonardo’s first stay in Florence. On the one which is in the Uffizi he
himself wrote.the date: “On the day of St. Mary in the Snow, the st of
August 1473"”. It is a landscape which may have attracted him so much
by its characteristic beauty during one of his journeys through Tuscany,
that he made a drawing of it in his sketch book, indicating all its details
with the utmost care. From an eminence one looks down upon a lovely
valley, surrounded towards the horizon by mountain ranges; in the fore-
ground on the right is a rock from which flows a rushing streamlet; on
the left a mountain stretching far into the valley, and on its summit a strong
castle with walls and turrets. A learned Italian, a student of Leonardo,
believes he recognises in this Sketch part of the Val d’Arno near Monte-.
lupo with the mountains of Pisa in the background.

The second of these drawings refers to a political event which in April
1478 threatened to upset the Government of Florence, and the sad con-
sequences of which
were felt for many
years after. With
the tacit consent
of Pope Sixtus IV,
his ambitious and
greedy relative, Gi-
rolamo Riario, jeal-
ous of the grow-
ing popularity and
power of the Medici
in Florence, had set
on foot a conspiracy
amongst the Floren-
tine families who felt
injured by the rise
of the former banker
and his sons. The
aim of this con-
spiracy was the re-
movalofthebrothers
Lorenzo and Giulia-
no de’ Medici by
assassination. At the
head of the con-
spiracy were Fran-
cesco de’ Pazzi and
some members of
his family together

Fig. 39. COURT YARD OF A CANNON-FOUNDRY.

with others, WhO, From a drawing( Au; the ;.‘ilbnry o):'I Windsor Castle.
. . ter & Photograp!
like the Pazzn, had from the original by Braun, Clément und Co., Dornach and Paris.)

RosenBerG, Leonardo da Vinci. 3
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yielded to an illusion regarding the frame of mind of the Florentine people.
This criminal attempt was to be made on Sunday the 26% of April during
a mass in the Duomo at which the Medici were to be present. Giuliano
who was a general favourite, was the only victim of the conspirators who
were all seized by the angry people, and hanged from the windows of the
Palazzo Vecchio, after having endured frightful tortures. Only one of them
escaped, a certain Bernardo Bandini, the very man who had dealt Giuliano
the death blow. He fled to Turkey, to Constantinople; but already in
those days the arm of the Medici reached very far. Lorenzo knew how to
induce the Sultan Mahomed II. through an ambassador to give up the
assassin who was taken back to Florence and hanged on the 29t of December
1479. Leonardo was present at the execution on the Piazza della Signoria,
and the proceedings interested him so vividly, that he not only made a
pen and ink sketch of the hanged man (Fig. 16); but also noted down with
all the care of a public recorder, the material and the colour of his clothes.
At -the foot of the sheet of paper he once more drew the head of the
executed man in larger size. Did he do so from the mere impulse of the
student? Or did Leonardo count on a commission from Lorenzo who, as
an expression of gratitude for having been saved from great danger, had
resolved to present several works of art to the city of Florence? Amongst
others the hanged conspirators were to be painted, with their heads down-
ward, on the walls of the tower of the Bargello, the strong hold of the
police. It may be that Leonardo wished to prepare himself for this com-
mission which was afterwards given to Sandro Botticelli.

Further proofs of Leonardo’s relation to the political and local history
of Florence do not exist. A younger Leonardo student, Paul Miiller -Walde,
has tried to connect a few drawings, amongst others that of a young cavalier
on a prancing steed (Fig. 17), with a brilliant tournament, which Giuliano
de’ Medici gave in 1475 on the Piazza Santa Croce. The young man looks
however more like a sportsman than like a knight riding into the lists, and
bent upon challenging armed adversaries to break a lance with him. These
drawings show anyhow the touch of Leonardo, whilst a picture of Savona-
rola in Vienna is rendered very doubtful by its frame alone (Fig. 18). Itis
true this picture agrees in all its features with the authentic portraits of the
fanatic reformer, and though Leonardo lived in Milan at the time Savonarola
struggled in Florence, conquering first aud perishing in the end, he visited
Florence repeatedly. There is not the least doubt that he got to know the
fearless preacher who exhorted men to virtue, and in whom he recognised
a kindred spirit. For this very reason we cannot admit that this profile
drawing, which only renders well known pictures with exaggerated details,
can be by Leonardo. He who was intellectually his equal would have given
us a different portrait of this remarkable man.

Besides the picture which the Council of Florence had commissioned
him to paint, but which he never seems to have begun in good earnest,
two others occupied him in 1478. We learn this from a study of two male
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heads now in the Uffizi
at Florence, which be-
longed perhaps to a
sketch-book into which
Leonardo also entered
diary notes. There we
read that during one of
the last three months
(we have only the last
three letters of the names
of the months) of the
year 1478 he began ‘“‘the
two pictures of the Vir-
gin Mary”. According
to this, he must again
have had commissions
in view. We do not
know what has become
of these pictures of the
Madonna, if he really
did paint them; they
were presumably repre-
sentations of the Ma-
donna in the stricter
sense of the word, which
after the older Floren-
tine manner only con- Fig. 30. STUDY FOR THE EQUESTRIAN STATUE o¢ FRANCEsCO Srorza.

tained the Vlrgm with (A'fter a Pbotog::p;hefrf;: r:l:: ::ix:ld:;rlf::rl: Clément & Co.,
the Chlld It has been Dornach and Paris.)
attempted to fill this
gap by more than one ingenious hypothesis. Most of the Madonna pictures,
great or small, which have at all times been known in public and private
Galleries under the name of Leonardo, bear however so decidedly the stamp
of the Milanese School, that it is impossible to connect them with that note
on the study of 1478. Only very recently a picture of a Madonna bought
for the Gallery at Munich under the name of Albrecht Diirer (Fig. 19) has
been claimed as an early work of Leonardo, dating from his first stay in
Florence. In this picture, as in the Annunciation in the Uffizi, we do not
however recognise the artist who had at a very early period gained a great
mastery in the treatment of drapery. Leonardo would never have arranged
his folds so artificially as we see them in the cloak of the Madonna, and
to him, the great anatomist, who knew the structure of the human form
so well, we cannot attribute a malformation like the one we see in the body
of the naked child. Even if we do not go so far as Senator Morelli who
believes he recognises in the picture the hand of one of the Dutch imitators
3‘



36

Fig. 31. STUDY FOR AN EQUESTRIAN STATUE. In the Library of Windsor Castle.

(After a Photograph from the original
by Braun, Clément & Co., Dornach and Paris.)

of Verrocchio, we are inclined to maintain that the work is altogether un-
worthy of a great artist, and that hence it is not worth while to search
for a name.
In spite of the procrastination Leonardo showed in executing com-
~;-missions, he received another in the year 1481. The monks of the Convent
of San Donato in. Scopeto outside the Porta Romana in Florence, made a
contract with him in July 1481 in which it was stipulated that for the sum
of three hundred gold ducats he should within thirty months at the latest,
paint a picture for their high altar. The document says as little about the
subject of the picture as does the contract between Leonardo and the
Signoria. From the fact that sixteen years later Filippino Lippi painted
an “Adoration of the Kings" for the monks who had so long been waiting
in vain for the work of Leonardo, it has been concluded that the latter
also had undertaken to represent the same subject. There is at the Uffizi
in Florence an “Adoration of the Kings” left -unfinished after the first brown
paint had been put on, and this is verified, not only as an authentic work
from his hand, but also by a number of preliminary studies, drawings, and
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Fig. 32. Stupies oF HoRrses. In the Library of Windsor Castle.
(After a Photograph from the original by Braun, Clément & Co., Dornach and Paris.)

plans for composition. Whether this picture is identical with the one ordered
by the monks of Scopeto or, as others think, with that destined for the
Chapel of St. Bernard in the Palazzo della Signoria, is indifferent. It is of
far greater importance that by means of this picture which, in its very un-
finished state, has but little attraction for those not versed in art, and by
means of the studies belonging to it, we get an insight into the working of
Leonardo, which, though slow, is based upon the highest artistic contemplation.

The primary thought underlying this composition we get to know from
a drawing in the possession of Monsieur Louis Galichon of Paris, who,
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between 1870 and 1880, paid 12900 Francs for the insignificant looking
sheet of paper (Fig. 20). In every part of it we still discover the hand that
is feeling its way; but even at that time the artist was so sure of himself,
as to some cardinal points, that he carried them out in the undertone of
the colouring which was the first and, alas, the last step towards its definite
execution (Fig. 21). There are in the first place the architectural surround-
ings,— not the modest inn at Bethlehem, but the ruins of a magnificent palace
under the dilapidated roof of which the Madonna with the Child is seated
on a raised platform to which several outer steps are leading. On the right
there is an imposing structure the meaning of which is not quite clear, but
evidently destined to render the architectural background still grander. On
the ground floor the structure opens out through several arches towards the
ruined palace and the court-yard at the back of it; two open flights of
stairs lead to the upper storey. These open flights of stairs remained un-
altered, however much his original plan was modified during the years which
passed away, whilst he worked at this picture. In some of the sketches made
according to the drawing in the possession of Monsieur Galichon, he has
gone so far as to transform even the architectural background. The fantastic
halls were placed further to the

left into the foreground, and the

ruined palace into the background

(Fig. 22). The two open flights of

stairs were however kept, and on

these the busy crowd forming the

retinue of the three Kings from the

East was to be represented. This

would perhaps have rendered too

insignificant the chief group in the

foreground, for which but little

room had remained amongst the

new architectural features, owing

to the many figures in the back-

ground, and to a camel resting on

the left which was meant to indi- .

cate the far off land whence the

caravan had come. In like manner

Paul Veronese painted it two gene-

rations later in pictures represent-

ing festive meals mentionedin Holy

Scripture and graced by the pre-

sence of Christ. Leonardo rejected

the thought again, and decided

Fig. 33. BATTLES BETWEEN HORSEMEN AND MONSTERS. at last to tl’aﬂspose the scene of
Drawing in the Ambrosian Library at Milan. the adoration into the open air,

(After a Photograph from the
original by Braun, Clément & Co., Dornach and Paris.) and Oﬂly to break the natural back-
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ground by a ruin of which one can
still trace the lower structure with
the arches. In this plan the two
open flights of stairs leading to the
upper structure that has disappear-
ed, remain.

Is this only an architectural
fancy of Leonardo’s or the free
artistic use of old Roman ruins the
Master had seen somewhere? At
any rate Leonardo could not study
such ruins in Florence and its sur-
roundings, and for this reason the
supposition of one of the younger
art critics that Leonardo had already
gone for the first time to Rome in
1480 does not appear improbable.

Two-storeyed arcades, like those in

the background of the picture of

the “Adoration of the Kings”, were

at that time only seen in Rome and

in the Campagna. They remind Fig. 3¢. Hors’s HEAD.

one of the ruined arches of the Drawing in the Ambrosian Library at Milan.
aqueducts stretching far out into the original by B(::t:,r élf::::g;g:.,ﬁ;:-r::h and Paris.)
Campagna, of certain parts of the

Colosseum, and especially of the Palaces of the Caesars on the Palatine,
which were only in the course of the sixteenth century transformed into
the sad ruins we see to-day, by the building mania of the Popes,” who took
their material from thence.

In the study in possession of Monsieur Galichon the action and posture
of the oldest of the three Kings who presents the precious vase with myrrh
to the infant Christ, has been adhered to in its general features. One sees
in it how he mounts the steps, supporting himself with his left arm, and
raising the vase with the right. Afterwards Leonardo altered the left arm,
and raised it so much that it acts together with the right one in presenting
the vessel. A sketch at the Uffizi in Florence and two others in private
English and French collections (Fig. 23 —25) show how carefully he studied
the action of the worshipping King and of his companions after the nude
or lightly dressed model, and how he tried again and again to render it
perfect till he felt satisfied as to his ultimate plan. We may assume that
Leonardo, the first anatomist in plastic art, introduced the practice in Florence
of studying every figure naked before representing it clothed. ' Convinced
of the excellency of this method, Raphael became his follower. He also
studied the figures of his Madonnas first from naked models, before he
adapted the drapery to the lines of the figures.
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In the unfinished picture in brown colour the King also draws near to
the Madonna on his knees, supporting himself with his left hand resting on
the ground; with the right he offers the vessel to the child, to whom he
looks up with timid reverence and devotion. The astonishment at the
divine miracle is vividly shown by his own followers and those of the other
Kings kneeling on the left. They have approached in crowded groups on
foot and on horseback, and it seems as if they could not gaze enough at
the lovely child. The eye of the beholder is however most captivated by
the figure and the look of the Madonna. She shows already so strongly
the mature genius of Leonardo, the classical type of his women with the
peculiar inclination of the head towards one side, and the beatific smile
playing round the nobly formed lips, that one feels inclined to believe
Leonardo worked again at this picture which had remained in Florence,
when he returned there after his first stay in Milan. There is a drawing in
the library at Windsor (Fig. 26) bearing such a striking resemblance to the
head of the Madonna in the unfinished picture, that one might consider it
as a preliminary study which was used with slight modifications for the veil
covering the head, and the carriage of the head itself.

A second unfinished picture in the Gallery of the Vatican (Fig. 27) has

p to now been universally ascribed to the first Florentine period of Leonardo.
This picture is less attractive than the “Adoration of the Kings”, nay, actually
repelling, and in all its details much more characteristic of the work of a
man of mature age than of a youth. It represents St. Jerome in his cave
mortifying the flesh in the presence of his lion; but it is in reality an ana-
tomic study of an emaciated old man, terribly true to nature, for which the
name of the Saint is only a pious pretext. We know from Vasari's account,
confirmed by what Leonardo relates in his own writings, that he only under-
. took deeper anatomical studies during his stay in Milan with the help of
Marcantonio della Torre, a doctor who had become his friend, and hence it
is more correct to consider the strange picture in the Vatican as a result
of those occupations, combined with zealous studies on light and shade
in painting.

In the year 1482 Leonardo went for the first time to Milan, charged
with a commission by Lorenzo de’ Medici whose attention seems to have
been drawn to the young artist at an early period. It is however doubtful
whether, strictly speaking, Leonardo did not owe this distinction to his social
talents rather than to his artistic genius. We know at least that the object
of the mission intrusted to Leonardo was not a work of art, but a precious
lute believed to have been constructed either by himself or under his
directions, and which he and the musician, Atalante Migliorotti, the best
lute player of his time, were to deliver to the “Governor” or rather to the
Tyrant of Milan, Lodovico il Moro, as a present from Lorenzo. Thanks to
the acute intuition which had always distinguished the Medici, Lorenzo had
recognised that he ought not to lose time in making a friend of the un-
scrupulous tyrant who did not shrink from any deed in order to
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reach the aims of his insati-

able ambition. Though less

cruel than Lodovico, Lorenzo

felt the necessity common to

all upstarts to cling to those

in the same position in order

to maintain the usurped power

in a case of need. In those

days Lodovico had already

achieved his first political

stratagem. Having suddenly

entered the strong Castle of

Milan, shortly after the death

of his brother Galeazzo Maria

Sforza, he soon learned to in-

sinuate himself by cunning and

-hypocrisy into the confidence

of his sister-in-law Bona, who

was regent for her son Gian

Galeazzo. He carried this so

far, that he succeeded in se-

parating from her and in put-

ting out of the way her faith-

ful minister Cecco Simonetta,

and soon after, in the year

1481, he forced her to confer

upon him the guardianShip of Fig. 35. KNIGHT ON HORSEBACK.
her son. It is true, he on]y Drawing in the Ambrosian Library at Milan.
took the title “Governor of (After a Photograph fr;x:r;:Zho:i:;n;ln:Z‘)Bmun, Clément & Co.,,
Milan” in the name of his

nephew; but in reality he ruled supreme, and even in later years he did
not allow any one to deprive him of his power.

Like all tyrants great and small of that remarkable time, in which the
highest culture and the noblest artistic taste were coupled with cold-blooded
cruelty and insatiable thirst for revenge and for blood, Lodovico also
endeavoured to stifle the remembrance of his crimes by magnanimity, love
of splendour and the culture of all arts on a large scale. He satisfied the
love of pleasure of the pcople by brilliant entertainments, and surrounded
himself by artists who only saw in him the liberal M=cenas, not the in-
famous despot. Leonardo also was dazzled by the splendour of the Milanese
court, and it is possible that even at that time he tried to draw profit from
his extensive knowledge and abilities by offering his services to the ruler
who knew beforehand that he would have a hard fight in defending the
dukedom he had gained so easily. Conversing with Lodovico, Lconardo
most likely o