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ABSTRACT 

 

 
This study examines the formal and ideological origins of the earliest Renaissance cast 

portrait medals, created by the artist Pisanello (Antonio di Puccio, c. 1394-1455). It focuses on 

three courts and objects produced at each that are central to understanding the emergent 

sculptural form. Chapters are devoted to the Constantine and Heraclius medallions created for 

the Valois prince Jean, Duc de Berry (r. 1360-1416); Pisanello‘s first medal, dedicated to the 

Byzantine Emperor John VIII Palaeologus, produced c. 1438 at the Este court in Ferrara; and the 

series of four medals that Pisanello produced for Ludovico Gonzaga of Mantua (r. 1444-1478). 

Frequently marginalized in art-historical analyses, studies of the earliest cast medals traditionally 

approach the objects individually, celebrating their form and iconography as manifesting 

humanist interest in the individual and the revival of ancient modes of personal commemoration. 

Through references to the wider historical context and the contemporary visual culture of the 

courts, this analysis demonstrates that the origins of the new sculptural form lay in synthesizing a 

series of visual models previously overlooked. These included a class of Byzantine sacred 

objects, enkolpia, identifiable with successful military endeavors in the East; prophetic literature; 

French chivalric romances; and genealogical imagery.  

An equally important contribution of this analysis resides in demonstrating that, from its 

inception, the cast portrait medal was aligned with one of the most pressing political and 

religious concerns of the period, the protection of Eastern Christendom from Ottoman incursion. 

The small, portable, and reproducible objects studied responded to the shared religious and 

political aspirations of their French and Italian court patrons, each of whom was, to a greater or 

lesser extent, identified with the call for crusade. Each patron utilized the emergent form of the 

medal to promote his personal or dynastic rule, employing a form identified with a distinguished 

tradition of Christian military triumph, traced to ancient Rome, but including as well Byzantine 

imperial and French royal models. The combination was especially appealing to Pisanello‘s 

signorial patrons, professional military leaders eager to legitimize their authority. This study 

redefines understanding of the form and hence the political and religious function of the objects 

considered and offers a model for expanded analysis of Pisanello‘s wider medallic oeuvre. It also 

demonstrates that the ideological origins of Pisanello‘s medals and their antecedents resided in 
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the same concerns that motivated production of monumental works of art commissioned by the 

same patrons, including altarpieces, frescoes, and architecture, thereby situating analysis of the 

earliest medals centrally within the study of visual culture in the early modern courts.  
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CHAPTER ONE 

 

INTRODUCTION 

 

 
This study provides a critical reevaluation of the formal and ideological origins of the 

earliest Renaissance cast portrait medals, created by the artist Pisanello (Antonio di Puccio, c. 

1394-1455), and the political value and religious significance the objects held for a series of the 

court patrons who commissioned them. Cast portrait medals depicting contemporary individuals 

represent one of the earliest classes of independent portraiture and, as such, were among the 

signal creations of the fifteenth-century Italian courts. Pisanello designed what was likely the 

first such medal, depicting the Byzantine Emperor John VIII Palaeologus (r. 1425-1448), during 

the Ecumenical Council of Ferrara and Florence in 1438-39 where the emperor sought aid for the 

protection of Constantinople from Ottoman aggression (fig. 1). Pisanello was subsequently 

responsible for approximately 25 additional portrait medals during the late 1430s and 1440s, 

commissioned by signorial and royal patrons including Leonello d‘Este of Ferrara (r. 1441-

1450), Ludovico Gonzaga of Mantua (r. 1444-1478), Sigismondo Malatesta of Rimini (r. 1442-

1468), and King Alfonso I of Naples (r. 1443-1458). The small objects range between 58 and 

110 mm in diameter and follow the form established in the Palaeologus medal: combining text 

and image, each features a bust portrait on the obverse and an allegorical reverse that exemplifies 

the subject‘s moral, physical, or intellectual qualities.  

Past studies of the Palaeologus medal and Pisanello‘s subsequent medallic oeuvre have 

approached the objects individually, celebrating their form and iconography as manifesting the 

humanist interest in the individual and the revival of ancient modes of personal commemoration. 

As a result, the full range of Pisanello‘s formal and iconographic sources, including the artist‘s 

reliance upon a series of nearly contemporary visual models adopted from the French courts, is 

largely overlooked in assessments of the meaning that the medals held for the artist‘s peninsular 

patrons. Equally important, and rarely considered in existing studies, is the identification of 

Pisanello‘s medals with one of the most pressing Christian concerns of the period, the protection 

of Constantinople and the remnants of the Byzantine Empire from Ottoman incursion. This study 

demonstrates that, from its introduction in the Palaeologus medal, the new sculptural type of the 
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cast portrait medal bore an identification with the prestigious courts of France and the imperial 

tradition of pious military activity inaugurated by Constantine. That combination was especially 

appealing to Pisanello‘s signorial patrons, many of whom were professional military leaders, or 

condottieri, eager to legitimize their authority to rule.  

My study focuses on objects produced at three courts, that of the Valois prince Jean de 

Berry, the Este court in Ferrara, and the Gonzaga court in Mantua, that I see as central to 

understanding the formal and ideological significance of the emergent cast portrait medal. First, I 

provide a revised reading of Pisanello‘s primary formal and ideological models, the pair of 

medallions depicting the Roman emperor Constantine and the Byzantine emperor Heraclius, 

produced at the court of Jean, Duc de Berry (r. 1360-1416) during the visit of the Byzantine 

Emperor Manuel II to Paris (1400-2). I demonstrate that the Berry medallions were based upon a 

class of Byzantine sacred objects, enkolpia, that bore a traditional association with pious warfare. 

Recognizing the medallions as purposeful recreations of a Christian object type that, I 

demonstrate, was familiar at the French royal court, reveals their function for identifying Jean de 

Berry as continuing the French royal tradition of righteous martial activity in the East. Second, I 

consider the creation of the Palaeologus medal at the Este court in Ferrara during the visit of 

Manuel‘s son, John Palaeologus. The medal‘s iconography is revealed as a purposeful update of 

the French prototypes that identified Pisanello‘s Este patrons, who were hosts of the Church 

Council, condottieri, and claimed descent from the French royal line, as continuing the 

prestigious tradition of both imperial and French responses to threats against Christianity. 

Finally, I consider the four portrait medals that Pisanello created for Ludovico Gonzaga of 

Mantua. The medals, which were created c. 1447, include one dedicated to the marchese and one 

each of his father, Gianfrancesco (r. 1433-1444); his sister, Cecilia (1426-1451); and the court 

humanist, Vittorino da Feltre (1378-1446). I identify the objects as the first thematically 

interrelated series of portrait medals produced for a single patron in the Renaissance, 

demonstrating their shared iconographic references to the marchese‘s imperial lineage, personal 

piety, and military prowess. Much as Jean de Berry‘s medallion series and the Palaeologus medal 

had done for their patrons, Pisanello‘s Gonzaga medals functioned as part of a larger 

iconographic campaign to secure and promote Ludovico Gonzaga‘s rule by identifying him as a 

Christian warrior.  
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My analysis contextualizes study of some of the earliest Renaissance medals in the 

shared religious concerns and political aspirations of a series of French and Italian court patrons. 

The patrons I consider utilized the emergent sculptural form of the medal to claim legitimacy to 

rule. In doing so each adopted and adapted a form and iconographic types identified with the 

distinguished tradition of Christian military triumphs, Roman and Byzantine imperial as well as 

French royal. Recognizing the Christian sources for Pisanello‘s medallic form and the political 

function of the objects expands understanding of the origins and meaning of the earliest medals 

beyond antiquarian revivalism, suggesting the important role that the small, portable, and 

reproducible medals played in their patrons‘ efforts to shape personal and dynastic identity.  

The Objects 

As cast objects, medals are a reproducible form characterized by the existence of multiple 

originals. The Palaeologus medal and all of the other medals in Pisanello‘s medallic oeuvre exist 

in numerous casts, created from the fifteenth century forward. Since documents defining the 

terms of Pisanello‘s medallic commissions are lacking, we do not know how many casts of a 

given medal the artist produced. Neither do we know with certainty in which material the first 

examples of the Palaeologus medal were cast, but it has always been assumed that it was 

bronze.1 No complete inventory of extant casts of the Palaeologus medal or Pisanello‘s other 

medals is available and to attempt such a task in the present study would be not be feasible. The 

proliferation of aftercasts, copies cast from molds created from pre-existing medals, means that 

literally hundreds of casts of any single medal are extant, although in varying materials and 

degrees of fineness. To differentiate between period copies, ―old aftercasts,‖ and later 

reproductions is a specialized and still inexact area of medal connoisseurship.2  

The analyses of Pisanello‘s medals that follow focus on a single, especially fine bronze 

cast of each of the primary objects of study. The Victoria and Albert Museum in London holds 

the casts of the Palaeologus medal (Inv. A. 169.1910) and Ludovico Gonzaga medal (Inv. 

A.66.1910) considered here. The cast of the Cecilia Gonzaga medal is in the collections of the 

Bibliothèque nationale de France (Bibliothèque nationale) in Paris (Inv. Ital. 572.15). The cast of 

the medal dedicated to Gianfrancesco Gonzaga is at the Museo Civico in Brescia (Collezione 

medaglie, Rizzini 1992, 8) and that of the Vittorino da Feltre medal is in the Münzkabinett of the 

Staatliche Museen in Berlin (Inv. 18200141). Each of these examples was selected for the 

fineness of the imagery and inscriptions it bears. The measurements given for medals in the text 
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and in captions are those of the specific example cited. Average measurements given for 

examples of a particular medal, for instance the Palaeologus medal, are based upon the average 

diameter of a sample of casts which are cited in the corresponding notes. Substantive variations 

between casts of a particular medal that vary from the primary example cited are noted 

accordingly.  

Study of Jean de Berry‘s Constantine and Heraclius medallions presents unique 

challenges. The history of the medallions is a complex one. As with Pisanello‘s medals, 

numerous later casts of the Constantine and Heraclius medallions are extant, and those vary in 

material facture, size, and quality. Because previous studies of the objects by Roberto Weiss and 

Stephen Scher catalogue many of the surviving copies of the medallions, and the variances that 

exist between them, I do not provide a separate listing here.3 The original objects, as I discuss in 

Chapter Two, were not cast medals at all; they were unique pieces of jewelry that were lost in the 

fifteenth century. My discussion of the medallions focuses on the two finest extant copies of the 

lost originals, both silver repoussé, today in the collections of the Bibliothèque nationale in Paris.  

Existing Scholarship and Methodology 

This study of the Constantine and Heraclius medallions, Pisanello‘s Palaeologus medal, 

and the Gonzaga medal series is informed by the idea that the objects are, above all, works of art, 

and thus require the same detailed examination and analysis dedicated to any work of painting, 

sculpture, or architecture. Existing analyses of Pisanello‘s medals focus attention on evidence 

drawn from biography and social history and less often consider historical context. My approach 

to study of the objects and their function is an iconological one, relying upon resources from 

across several disciplines: art; cultural, religious, and political history; genealogy; and literature. 

I reference a wide range of visual sources including medieval sigillographic and numismatic 

material, manuscripts, small-scale luxury objects from both western Europe and Byzantium, and 

the monumental visual arts. This range of inquiry provides a new historical and art-historical 

context for understanding Pisanello‘s innovations. Patronage of the objects is identified here with 

the same concerns regarding the tribulations and ultimate triumph of the Christian nation that 

motivated commissions for altarpieces, fresco cycles, and decorative ensembles during the 

fifteenth century. 

Study of Pisanello‘s medals cannot be isolated from the artist‘s larger body of work. 

Pisanello was one of the most sought-after artists of the mid-quattrocento and was active in the 
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courts at Mantua, Ferrara, Rimini, Rome, and Naples from the 1420s into the late 1440s. 

Although documents surrounding the early years of Pisanello‘s life are scarce, as his name 

suggests, the artist was likely born in Pisa, probably in 1394. He was raised in Verona, his 

mother‘s native city, but by 1424 the young man was already advanced in his career as an 

itinerant court artist, referred to in a deed from that year as ―pictor egregius.‖4 Contemporaries 

exhorted Pisanello‘s skill as both a painter and a sculptor, and it was as a painter that the artist 

signed his medals, ―PISANI PICTORIS.‖5 While early sources record Pisanello‘s completion of 

major fresco cycles in Pavia Castle in the 1420s; at the Ducal Palace in Venice, possibly in 

collaboration with Gentile da Fabriano; and, after Gentile‘s death, at the Lateran in Rome (c. 

1431-32), extant painted works attributed to the artist are few. They include four small panel 

paintings, only one of which, a portrait of Leonello d‘Este (Accademia Carrara, Bergamo, c. 

1441) is documented during the artist‘s life. The others are a portrait of Leonello‘s first wife, 

Margherita Gonzaga (Musée du Louvre, Paris, c. 1438-40) and a depiction of the Vision of St. 

Eustache (National Gallery, London, c. 1438-42), both of which figure in this study of 

Pisanello‘s medals, and a painting of the Vision of Saints Anthony and George (National 

Gallery, London, c. 1435-41). The latter is the only signed panel painting. Three frescoes, two of 

which are in Verona, survive: a signed image of the Annunciation with Archangels surrounding 

the sculpted Brenzoni funerary monument (c. 1426) in San Fermo Maggiore and images of St. 

George and the Princess from the Pellegrini Chapel (c. 1434-38) at Sant‘Anastasia.  

Numerous scholarly analyses of Pisanello‘s career have contributed to my study. Bernard 

Degenhardt‘s monograph on the artist (1945), while not the earliest such effort, provides the 

foundational study of Pisanello‘s oeuvre.6 In 1966, Maria Fossi Todorow produced a catalogue 

dedicated to the nearly four hundred drawings attributed to Pisanello and his circle, some of 

which represent medal designs and many of which are now held at the Musée du Louvre.7 The 

third extant fresco cycle, an incomplete depiction of an Arthurian tournament rediscovered in the 

Corte of the Palazzo Ducale in Mantua in the late 1960s, has been the subject of numerous books 

and articles. Most applicable to the present study are the monographs by Giovanni Paccagnini 

(1972) and Joanna Woods-Marsden (1988), both of which assign the frescoes a date in the later 

1440s, near to that of the medals Pisanello produced for Ludovico Gonzaga.8 Both authors 

consider the Mantuan medals only tangentially, but Woods-Marsden‘s study of Ludovico 

Gonzaga‘s political aspirations and the literary ambient of the court is especially helpful for 
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establishing the background to the contextual analysis of the medals offered here. In 1995, 

multiple exhibitions and publications were devoted to the artist in celebration of the six-

hundredth anniversary of his birth. The present study is especially indebted to the exhibition 

catalogue, Pisanello: Le peintre aux sept vertus (1996) from the Musée du Louvre; Dominique 

Cordellier‘s publication of the early documents relating to the artist in an edition of Verona 

illustrata, ―Documenti e fonti su Pisanello (1395-1581 circa)‖ (1995) dedicated entirely to that 

effort; and the papers from a colloquium at the Musée du Louvre, edited and published in two 

volumes by Cordellier and Bernadette Py (1996 and 1998).9  

A monograph written by Luke Syson and Dillian Gordon to accompany a later exhibition 

of Pisanello‘s work at the National Gallery of Art in London (2001), is exceptional for offering 

an integrated approach to the artist‘s paintings, drawings, and medals, that considers the works in 

tandem and arranges their study in a series of thematically organized chapters.10 One chapter 

contextualizes study of Pisanello‘s works amid the rich ambient of cultural exchange between 

the Franco-Burgundian and northern Italian courts, emphasizing signorial interest in chivalric 

romance literature, tournaments, dress, and visual culture. Syson and Gordon outline the social 

background to Pisanello‘s adoption of French models, including that of the Constantine and 

Heraclius medallions, to satisfy a group of patrons eager to emulate the image of magnificence, 

stability, and legitimacy projected by the Valois courts. Following an article published by Otto 

Pächt (1963) demonstrating Pisanello‘s familiarity with compositions designed by the Limbourg 

brothers, scholars have frequently acknowledged Pisanello‘s iconographic debt to French models 

in both painting and drawing.11 But the extent to which the origins, iconography, and 

significance of the artist‘s medals are tied to the timely political and religious concerns shared by 

courts north and south of the Alps has not been addressed.  

The restricted approach to the earliest medals, including their isolated study and the 

emphasis on biographical material rather than broader historical and political concerns, is partly 

due to the liminal space that medallic studies traditionally occupy between art history and 

numismatics. In fact, much of the literature devoted to medals is found in catalogues and treats 

the objects in the same manner as coins, recording their size and weight, allotting brief texts to 

describing the images and inscriptions they bear, and providing limited iconographic analysis. 

Pisanello‘s medals figure prominently in all major catalogues of Italian Renaissance medals 

published in the late nineteenth and early twentieth centuries, including the standard reference 
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compendium by George Francis Hill (1930).12 Subsequent catalogues of specific collections are 

valuable aids to the study of individual medals, most recently the two-volume catalogue of 

Renaissance medals in the collection of the National Gallery of Art in Washington, D.C. (2007) 

produced by Graham Pollard with the assistance of Eleanora Luciano and Maria Pollard.13 

Perhaps the most serious limitation of examinations arranged around catalogue entries is that 

medals are seldom discussed in tandem with one another, and almost never in the context of 

other works of art.  

To be sure, study of the earliest Renaissance medals poses distinct challenges. None of 

the details for Pisanello‘s medal commissions are documented. Fifteenth-century sources also 

offer scant references to the circulation of and meaning attached to the objects by 

contemporaries. But, in recent years, the adoption of an expanded range of inquiry in study of the 

objects has yielded new insights into the production and function of Renaissance medals. 

Questions of gender, including the importance of female patrons and subjects, are addressed in 

an article by Luke Syson (1997) and the dissetation of Eleanora Luciano (1997).14 Additional 

studies by Syson and Arne Flaten consider the display of medals,15 and an article by Minou 

Schraven (2009) examines the use of some quattrocento medals in building foundations.16 

Approaches to the medal that engage the idea of patron legitimation and self-promotion are 

particularly relevant to the present study, especially a series of articles by Joanna Woods-

Marsden regarding the function of Pisanello‘s medals as court propaganda (1989, 1990, 2000).17 

Even that literature, which broadens medal study to include social issues, rarely addresses the 

wider historical context. Analysis of the political value that fifteenth-century patrons and viewers 

assigned to the objects is complicated by the paucity of contemporary documentation regarding 

the medals‘ reception and function in the courts. When quattrocento documents do reference the 

earliest medals, it is most commonly to ensure the commemoration or personal fame of their 

subjects.18  

Situating study of the Berry medallions and a series of Pisanello‘s medals in references to 

the shared religious and political concerns of their patrons provides an expanded context for 

understanding the significance that the emergent sculptural form of the cast portrait medal held 

for fifteenth-century viewers. My approach to the objects is indebted to a brief study by Irving 

Lavin dedicated to Pisanello and the origins of the medal (1993).19 Lavin drew attention to the 

parallels between creation of the Palaeologus medal at or immediately after the emperor‘s 
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attendance at the Council of Ferrara and Florence and the emergence of the Constantine and 

Heraclius medallions at the Berry court during the diplomatic embassy of John Palaeologus‘s 

father, the Emperor Manuel II Palaeologus to Paris nearly forty years earlier. Copies of the 

Constantine and Heraclius medallions circulated widely among the Italian courts and were 

certainly known to both Pisanello and his patrons. Lavin recognized that both the Berry 

medallions and the Palaeologus medal honored an imperial visit and were inspired by Byzantine 

appeals for military protection from the West. Lavin‘s identification of the shared Christian 

meaning of the objects and consideration of the importance of French models for Pisanello 

provides the point of departure for the present study. Expanding upon Lavin‘s insights, I 

establish the origins of the Berry medallions in a class of Christian objects never before 

considered, Byzantine enkolpia, breast pendants and reliquary medallions worn about the neck. I 

then demonstrate the manner in which Pisanello and his patrons elaborated upon the form and 

iconography of the new object type to suit their own political and dynastic goals, including 

alignment with the call for military effort in the East. 

Political and Religious Context 

All of Pisanello‘s medals were produced in the years during or immediately after the 

Council of Ferrara and Florence and before the fall of Constantinople to the Ottomans in 1453. 

The period was one of intense concern with the fate of eastern Christendom. The protection of 

Constantinople and the tattered remnants of the Byzantine Empire from Muslim conquest was a 

dominant political and religious concern of the first half of the fifteenth century. Examinations of 

quattrocento calls for crusade, and the largely unsuccessful nature of those efforts, by Robert 

Schwoebel, Kenneth M. Setton, and Norman Housley provide the historical and political context 

for the reexamination of the medals offered here.20  

From the first crusades in the eleventh century, the role of Christian soldier, ultimately 

modeled upon the example of the Roman emperor Constantine, was one eagerly sought by 

European lords. Fifteenth-century Italian condottieri were no exception. Although successful 

condottieri paired martial and diplomatic skills to navigate the treacherous waters of peninsular 

politics, they participated in an often grisly profession. Because they were paid for their services 

and might switch allegiances accordingly, condottieri were always open to charges of greed and 

mercenary behavior. In an effort to lend an air of nobility and legitimacy to their profession and 

position, condottieri frequently identified themselves with models of stable rulership and 
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crusader glory, such as those offered by the French courts, and presented themselves as militis 

christiani, Christian soldiers. That combination was especially appealing to Pisanello‘s patrons 

including Leonello d‘Este, Ludovico Gonzaga, and Sigismondo Malatesta who ruled territories 

of their own but faced challenges to the legitimacy of their authority or succession that might 

endanger the security of their states. Many of Pisanello‘s patrons could also claim personal and 

dynastic identification with calls to protect Byzantine territories via a history of marriages 

between members of the signori and the Palaeologi, the ruling family of Byzantium from the 

mid-thirteenth century.  

The papacy took the lead in fifteenth-century calls for military action against the 

Ottomans, especially on the Italian peninsula, and several of Pisanello‘s patrons demonstrated 

their support for the cause. The Este in Ferrara hosted the prestigious Ecumenical Council, 

organized by Pope Eugenius IV (r. 1431-1447), at which the Byzantine emperor John VIII 

Palaeologus agreed to the reconciliation of the Greek Church with Rome in return for military 

protection of his domains. The reunification of the Greek and Latin churches was an important 

goal for the papacy and, during the first half of the fifteenth century papal willingness to 

organize western aid for the defense of Constantinople was made contingent upon its 

achievement. Ludovico Gonzaga financially supported papal calls for a crusade throughout his 

life and hosted the Church Council in Mantua (1459-60), called by Pope Pius II (r. 1458-1464) to 

organize a united western effort to reclaim Constantine‘s city. King Alfonso of Naples, for whom 

Pisanello designed numerous medals, commissioned humanist tracts in the mid-1450s exhorting 

Pope Calixtus III (r. 1455-1458) to appoint him leader of the papal troops in a proposed crusade.  

No major military effort to protect or reclaim portions of the depleted Byzantine Empire 

materialized. The expeditions that were mounted met with limited success at best or abject 

failure at worst. Even for those among Pisanello‘s patrons who were truly devoted to the cause, 

the commitment to participate in or lead such a military expedition required what was a 

prohibitive allocation of resources. Without the sponsorship of a larger state or a specific 

commission, rulers such as Ludovico Gonzaga, who relied to a great extent upon his wages as a 

condottiere, could only have participated with great difficulty. The single one of Pisanello‘s 

patrons to actually engage in such a military expedition, Sigismondo Malatesta, did so in 1464-

66 at the head of Venetian troops. The instability of peninsular politics during the 1440s and 

1450s, prior to the Peace of Lodi in 1454, served as a further deterrent to realized military action 
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on the part of Pisanello‘s patrons; it would have meant leaving their own states vulnerable to 

attack from neighboring powers.  

Pisanello‘s medals served the politically potent function of identifying their patrons with 

calls for crusade against the Ottomans even in the absence of realized martial action. Recent 

studies by James Hankins, Margaret Meserve, and Nancy Bisaha that consider the hundreds of 

epistles penned by humanists in the thirteenth and fourteenth centuries in support of crusade 

provide an ideological and literary backdrop to my study of the medal imagery.21 Although 

produced by humanist luminaries including Petrarch, Filelfo, Flavio Biondo, the vast majority of 

humanist crusader tracts remain unpublished. But the sheer volume of humanist crusade 

propaganda aimed at or even commissioned by the Italian principate confirms its value in the 

political and religious climate that pervaded the years following the Council of Ferrara and 

Florence. As Hankins suggests, it was in the best interests of the wise, quattrocento ruler, 

whatever his actual intentions, to at least offer the appearance of supporting the defeat of 

Ottoman aggression; to do otherwise would have appeared impious. Pisanello‘s medals, I 

suggest, served a similar rhetorical function. Bisaha demonstrates that quattrocento humanists 

presented the Ottoman Turks as both ―enemies of the faith‖ and as enemies of civilization, the 

antithesis of learned, Western leaders.22 That same crusade-promoting literature was based upon 

on a blend of medieval (theological and chivalric) and classical literary models that, I 

demonstrate here, parallels the range of visual sources Pisanello mined for his medallic 

compositions. Recognizing the ideological links between Pisanello‘s medallic imagery and the 

content and function of humanist crusader tracts aimed at the principate expands understanding 

of the function the emergent sculptural form of the cast portrait medal served for court patrons.  

Organization of Chapters 

The next two chapters of this dissertation address the origins of the cast portrait medal. 

Chapter Two defines the Christian significance of Pisanello‘s primary formal and ideological 

sources, the medallions depicting the Roman Emperor Constantine and the Byzantine Emperor 

Heraclius produced at the court of Jean, Duke of Berry during the visit to Paris of the emperor 

Manuel II. I demonstrate that the Berry medallions were based upon Byzantine enkolpia, a 

Christian object type traditionally identified with pious military action. My study of the 

medallions, including their origins in a Christian form and imperial iconography, is 

contextualized with reference to the political and dynastic challenges faced by Jean de Berry in 
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the years surrounding their production. Between 1392 and his death in 1416, Jean de Berry 

intermittently served as regent for his nephew, King Charles VI, a position that brought 

dangerous challenges both from within the French royal family and without. The medallions 

emerge as part of a larger, thematically interrelated series of commissions that promoted the 

stability of Valois authority by identifying the duke as continuing the traditions established by 

his sanctified ancestor King Louis IX (r. 1226-1270), including participating in the crusades and 

the protection of Christian relics.  

Chapter Three addresses the creation of the Palaeologus medal at the Este court during or 

immediately after the Council of Ferrara and Florence. I demonstrate that Pisanello‘s medal 

represented a purposeful update of the form and iconography of the Constantine and Heraclius 

medallions, copies of which are documented at Ferrara in the early 1430s. The creation of the 

Palaeologus medal appears as part of a larger effort by the Este, who had a history of illegitimate 

succession, to support and elevate their status by imitating the visual, material, literary, and 

social culture of the French courts. To align themselves with Valois models of stability and 

prestige, the Este created genealogies that identified them as descendants of the French royal 

line. In 1431, the Este received permission to add the fleurs-des-lis to their family‘s heraldic 

arms. In addition to pointed references to the Berry medallions, the iconography and inscriptions 

of the Palaeologus medal drew from a range of medieval and nearly contemporary sources 

familiar to Pisanello‘s signorial patrons as products of the Valois courts. Those included the text 

and images of the Queste del Saint-Graal, a thirteenth-century chivalric romance popularly 

identified in the Italian courts with calls for Christian military effort in the East. While scholars 

have previously noted the importance of Arthurian imagery and French chivalric romances in 

Pisanello‘s painted oeuvre, it has not been recognized that the inauguration of the Renaissance 

medal depended upon the same textual and visual traditions.  

Chapters Four and Five provide an extended analysis of Pisanello‘s four medals for 

Ludovico Gonzaga of Mantua. Study of the medals within the historical and political context of 

the court demonstrates the manner in which the artist elaborated upon the model established in 

the Palaeologus medal, personalizing the imagery to honor a contemporary condottieri ruler. 

This analysis of the Gonzaga medals provides new insights regarding the individual objects, 

including the positions of primacy the works hold in the evolving history of the Renaissance 

medal: the Cecilia image as the first portrait medal of a female; the Vittorino medal as the first 
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dedicated to a scholar; and the medals of Gianfrancesco and Vittorino as the first posthumous 

portrait medals. While each of the Gonzaga medals functions as an individual work of art, this 

analysis reveals their function as a series united by iconographic references to the political, 

dynastic, and religious ambitions of the patron. When the medals are viewed in conjunction, their 

interrelated iconography and inscriptions identify Ludovico Gonzaga as an exemplary Christian 

ruler, pious and educated, a defender of holy places and relics, in other words, the ideal candidate 

to lead a crusader effort in the East.  

Ludovico Gonzaga was uniquely positioned among Pisanello‘s patrons to exploit the 

imperial significance, political value, and Christian associations of the new object type. Although 

the Gonzaga were relatively new to rule, having held Mantua only since the fourteenth century, 

Ludovico was distinguished from his signorial contemporaries by close ties of kinship with the 

Byzantine imperial family, possession of a noble title conferred by the Holy Roman Emperor, 

and his self-identification as protector of one of the most prestigious relics in Christendom, the 

Mantuan relic of the Precious Blood of Christ. Each of those distinctions is exploited in the 

medal series. Chapter Four focuses on the medals of Ludovico and his father Gianfrancesco, 

demonstrating their iconographic and compositional dependence upon the earlier Berry 

medallions and Pisanello‘s Palaeologus medal. The Gonzaga were related to the Este by 

marriage, and like his kinsmen Ludovico was probably familiar with both the material and 

ideological origins of the type in the French courts. Through purposeful references to those 

earlier objects, the Gonzaga medal imagery presents Ludovico as an imperial warrior in the 

mode of Constantine, with ties to both the western and eastern empires.  

Chapter Five focuses on Pisanello‘s medals of Ludovico‘s younger sister, Cecilia 

Gonzaga, and tutor, Vittorino da Feltre, demonstrating the interrelationship between their 

imagery and that of the Ludovico medal. The imagery of the Cecilia and Vittorino medal 

reverses, depicting the capture of a unicorn and a pelican reviving its young respectively, is 

traditionally read as a testament to the virtues of the titular subjects. My analysis demonstrates 

the Eucharistic significance that the images held for fifteenth-century viewers and associates the 

medals with Ludovico Gonzaga‘s efforts to identify himself as protector of the Mantuan relic of 

the Precious Blood of Christ. The Christian significance of the medallic imagery is confirmed by 

reference to a range of visual sources never before considered, including illustrations found in 

French chivalric manuscripts. The function of the medals is thus redefined and the objects 
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emerge as seminal works of art within a life-long program of artistic commissions that identified 

Ludovico Gonzaga as protector of the Passion relic and an ideal Christian warrior. Those efforts 

included numismatic issues, Pisanello‘s Arthurian frescoes in the Gonzaga Corte, and, after 

1472, the reconstruction of the basilica of Sant‘Andrea after designs by Leon Battista Alberti. 

Ludovico‘s success was demonstrated by Pope Pius II‘s decision to hold a Church Congress, 

called in 1459 with the expressed intention of checking Ottoman aggression in the East, in 

Mantua with Ludovico Gonzaga serving as host. 

In the concluding chapter, I briefly consider the dissemination of the medallic form and 

message amongst Pisanello‘s other patrons, including Domenico Malatesta, ruler of Cesena and 

Cervia (r. 1429-1465) and King Alfonso I of Naples. Medals commissioned by those rulers, to a 

greater or lesser extent, identified their patrons with the tradition of imperial, Christian military 

effort established with the Palaeologus medal. Finally, I outline the implications of the present 

study for future analyses of Pisanello‘s oeuvre, early medals, and the cultural exchange between 

the courts of northern Italy and France. 
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CHAPTER TWO 

 

THE CONSTANTINE AND HERACLIUS MEDALLIONS:  

PENDANTS BETWEEN EAST AND WEST 

 

 
This chapter provides a revised reading of the appearance and political meaning of the 

medallions depicting the Roman Emperor Constantine and the Byzantine Emperor Heraclius 

produced c. 1402 at the court of Jean, Duc de Berry (r. 1360-1416 ), the objects that provided the 

primary formal and ideological models for Pisanello‘s creation of the cast portrait medal.1 A 

member of the Valois family, Jean de Berry was the son of Jean II (r. 1350-1364), brother of 

Charles V (r. 1364-1380), and uncle of Charles VI (r. 1380-1422), successive kings of France. 

The Duc de Berry is perhaps best known today for his magnificent collections of joyaux, or 

precious objects, and illuminated manuscripts. The Constantine and Heraclius medallions, which 

were catalogued in inventories dedicated to the duke‘s joyaux, have been the subject of scholarly 

discussion since the sixteenth century.2 Despite the volume of literature devoted to the objects, 

the form of the medallions and the political circumstances surrounding their creation have never 

before been addressed in tandem.3 The analysis of the Constantine and Heraclius medallions 

offered here is informed by careful reading of the ducal inventories and consideration of the 

political and religious circumstances surrounding the creation of the medallions at the court. 

Between 1392 and his death in 1416, Jean de Berry served intermittently as regent for his 

nephew, Charles VI. During that turbulent period, the duke often served as a conciliatory figure 

who worked to maintain the continuity of Valois authority, even as factions within the royal 

family fought to control the crown. This study demonstrates that the form and iconography of the 

medallions supported the duke‘s position at the court, providing a message regarding the stability 

and continuity of Valois authority by identifying Jean de Berry with the French royal tradition of 

military action in the East and, more particularly, with contemporary calls for a crusade to 

protect the threatened city of Constantinople.  

The first portion of this chapter addresses the distinctive appearance of the Constantine 

and Heraclius medallions, demonstrating that the objects were modeled upon enkolpia, 

Byzantine breast pendants and reliquary medallions, a Christian object type traditionally 
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identified with pious military action. The imperial subject matter, inscriptions, and iconography 

of the medallions have previously been linked to the embassy of the Byzantine Emperor Manuel 

II Palaeologus to Paris (1400-2) and his appeals for Western military support in the protection of 

Constantinople from Ottoman invasion. Recognizing the objects as recreating a Byzantine sacred 

form familiar to the royal court in Paris identifies the medallions as part of a larger, coordinated 

program of commissions by Jean de Berry that identified the duke as continuing a tradition of 

French royal prerogatives. The objects particularly recalled the pious traditions established by 

Jean de Berry‘s sanctified ancestor King Louis IX (r. 1226-1270), including participation in the 

crusades and the protection of Christian relics. 

The second half of the chapter addresses the medallions‘ function as part of a larger 

series of joyaux described in the ducal inventories. In addition to the Constantine and Heraclius 

medallions, the inventories describe five additional joyaux, all of which are now lost. This study 

demonstrates that the objects, including the Constantine and Heraclius medallions, formed a 

chronologically organized series dedicated to imperial subjects, united by Christian themes, that 

culminated with a portrait of Jean de Berry. The objects functioned in concert to identify the 

patron and his elevated position at the court during the minority and later incapacitation of 

Charles VI as within the Valois tradition of pious rulership, part of an unfolding history of 

Christian, imperial leadership in which the French monarchy was destined to play a vital role. 

This redefinition of the form and function of the Berry medallions provides a context for the 

revised reading of the religious and political meaning assigned to Pisanello‘s creation of the cast 

portrait medal and the dissemination of that type in the Italian courts.  

The Constantine and Heraclius Medallions: The Objects and Literature 

Study of the Constantine and Heraclius medallions is complicated by the loss of the 

original objects, which disappeared soon after the death of Jean de Berry in 1416.4 A 

combination of visual and textual evidence does, however, allow us to reconstruct their 

appearance. In 1890, Jules Guiffrey identified the Constantine and Heraclius medallions as 

copies after two lost pieces of jewelry described in the inventories of Jean de Berry‘s joyaux, 

taken in 1413 and 1416.5 Guiffrey subsequently published all three of the surviving ducal 

inventories, including the first, made in 1401. The 1413 inventory, the most complete of the 

three and the only one that Guiffrey published in its entirety, is the one referenced here.6 The 

entries record that the medallions were round, bore relief imagery and inscriptions on each side, 
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were crafted in gold, adorned with precious and semi-precious stones around the perimeter, and 

were suspended from chains. Given the importance of the inventory entries to the discussion that 

follows, they are reproduced here in translation. 

 

199. Item, another round joyau of gold, in high relief, upon which is imitated on one of 

the sides Constantine on horseback and inscribed in the surround: Constantinus in 

Christo deo fidelis imperator et moderator Romanorum et semper Augustus; and on the 

other side are two women, and in between them a fountain with a tree, and from inside 

the tree a cross, and inscribed in the surround: Michi absit gloriari nisi in cruce domini 

nostri Jhesu Christi; and the said joyau is surrounded with two rubies, two sapphires and 

twenty large pearls all the way around; and hangs on a gold chain made of round gold 

buttons in the manner of paternosters; the said joyau Monseigneur bought in his city of 

Bourges from Antoine Manchin merchant of Florence living in Paris, the 2nd day of 

November 1402, for the sum of 1100 francs.7 

 

200. Item, another round joyau of gold, in high relief, where on one of the sides there is 

the figure of an emperor called Heraclius and a crescent, and his title written in Greek, 

explained in French in this manner: Eracle en Jhesu Crist Dieu féal empereur et 

moderateur des Romains, victeur et triumphateur tousjours Auguste; and on that same 

side is written in Latin: Illumina vultum tuum Deus; super tenebras nostras militabor in 

gentibus; and on the other [side] is the figure of said emperor holding a cross, seated in a 

chariot with three horses, and above his head are several lamps, and in the middle of the 

circle where the said lamps are is a Greek inscription, explained in French as follows: 

Gloire soit es cieulx à Jhesu Crist Dieu qui a rompu les portes d‟enfer et rachatée la 

croix saincte, imperant Eracle. And the said joyau is surrounded with four sapphires and 

four large pearls, and hangs from a gold chain joined by two serpent heads.8  

 

The relationship between the original jeweled Constantine and Heraclius medallions 

described in the inventories and the copies that survive today is a complex one. The inventories 

attest that the duke commissioned a gold replica of both the Constantine and the Heraclius 

medallion, but unlike the originals, they were not set with jewels or suspended from chains.9 
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Although no gold copies survive, they seem to have inspired multiples of the objects that soon 

appeared in other materials, including silver, which are documented by the early 1430s at the 

Este court in Ferrara.10 The finest extant ones are in fact silver, comprised of two thin repoussé 

shells soldered together. This jeweler‘s technique offers the appearance of a solid object.11 The 

Bibliothèque nationale in Paris holds two of these: one example each of the Constantine (88 mm) 

and the Heraclius medallion (97 mm) (fig. 2, 3).12 The repoussé medallions repeat the 

compositions and inscriptions of the originals as described in the inventory; it has always been 

assumed that their size follows that of the lost originals as well.13 It has proven difficult to date 

the manufacture of these repoussé copies. On the basis of epigraphic evidence, it has been 

suggested that examples of the Constantine medallion that include Arabic numerals in the field 

([Z] 234, obverse and [Z] 235, reverse, as with the Bibliothèque nationale examples cited here) 

must not date before the late fifteenth century.14 But the method of the Bibliothèque nationale 

medallions‘ production, the execution of the objects in precious metal, and the high quality of 

detail on each suggest that they derived from the same tradition as did the lost originals. They are 

likely the closest extant reflections of the jeweled medallions described in the inventory entries. 

Examples of this type may have served as models for the much more widely circulated and less 

finely articulated bronze and lead casts represented in multiple collections today.15  

As a result of the medallions‘ complex history of loss and replication, modern studies of 

the objects concentrate on iconographic analysis and questions of attribution. Examinations of 

the medallions‘ imagery and inscriptions, the most exhaustive of which have been produced by 

Stephen Scher, reveal that the objects are united by their imperial subject matter and 

iconographic and textual references to the True Cross.16 

 Corresponding to the inventory description of the lost original, the obverse of the 

Bibliothèque nationale Constantine medallion features an image of the emperor mounted on 

horseback. The raised inscription in the surround, initiated by a Latin cross directly over the head 

of the emperor, identifies him as ―Constantine, faithful in Christ our God, emperor and ruler of 

the Romans and forever exalted.‖17 The horse‘s head, hooves, and flowing tail interrupt the 

surrounding inscription at multiple points. The emperor‘s body twists sharply to the right at the 

waist to offer a frontal view of his torso while his head turns to the left to create a profile view. 

The emperor wears layered robes, articulated through a series of intricately detailed folds, and a 

cross rests upon his chest. Constantine‘s elaborate crown is a peaked, imperial type inspired by 
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those worn by medieval German emperors crowned at Aachen.18 The crown is secured with 

streamers that trail behind, flowing in the breeze created by the forward motion of the horse.  

The Latin inscription in the reverse surround is also initiated by a Latin cross and 

translates, ―God forbid that I should glory in anything save in the Cross of our Lord Jesus 

Christ.‖ The text is adopted from Galatians (6:14), the same text paraphrased in the introits for 

the liturgy of the feasts of the Invention (May 3) and Exaltation (September 14) of the Cross.19 

As the inventory description indicates, the medallion reverse is dominated by a fountain from 

which grows a leafy bush that, in turn, supports a large cross. The image of the living Cross 

closely recalls mosaics in the apse of the basilica of San Clemente in Rome (c. 1130?) as well as 

the late thirteenth-century mosaics in the apse of the Lateran (fig. 4, 5). Comparison of the 

medallion reverse with the mosaics identifies the Christian meaning of the image: the 

Constantine medallion depicts the Fountain of Life, the bush that grows from it is the Tree of 

Life, and the living wood which issues forth is the True Cross upon which Christ was crucified.20 

Several details included on the Bibliothèque nationale medallion reverse, apparently omitted 

from the inventory description of the original object, are essential to understanding the Christian 

significance of the imagery. Those include the four bird heads that surmount the cross and stream 

water into the large basin below. The streams represent the Rivers of Paradise that flow from the 

Fountain of Life.21 An arched opening at the base of the fountain, surmounted by what appears to 

be a lion, reveals the roots of the tree and a snake wrapped around them. Comparison of the 

image with the San Clemente mosaics, in which a serpent twines around the base of the foliate 

cross, suggests that the snake depicted on the medallion is symbolic of sin, vanquished by the 

lion.22  

The reverse of the Constantine medallion is much more complex than the inventory entry 

suggests. The two women seated on either side of the fountain are differentiated from one 

another in age and dress, and a bird of prey, possibly an eagle, is perched beside each. The 

identity of the women and the meaning of their disposition and attributes are the subject of 

scholarly debate. The older woman at the left wears a long tunic and both her neck and head are 

covered. The figure provides a sharp contrast with the younger woman on the right, who is nude 

save for a drape that falls across her lap, partially covering her legs. The older figure faces the 

cross, her left hand reaching out to touch the leaves that surround it. The younger woman turns 

her head away from the cross, but her right hand points up towards it. The women have variously 
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been identified as Faith and Hope, Vice and Virtue, Church and Synagogue, Sarah and Hagar, 

Helena and Venus, and, most recently, as the Hellespontic and Persian Sibyls.23 The most 

plausible of those identifications is that of the older figure on the left as St. Helena, Constantine‘s 

mother. According to an early Christian tradition that began with St. Ambrose and was 

disseminated in Jacobus de Voragine‘s Golden Legend (1261-66), Helena recovered the True 

Cross in Jerusalem.24 It was that feat that the feast of the Invention, and in part, the feast of the 

Exaltation of the Cross celebrated.25 The text in the medal surround supports identification of the 

figure as St. Helena: it is the first line of the introit for her feast day (August 18).26  

Attempts to identify the second, younger figure on the Constantine medallion reverse 

have proved less successful. Her relative youth and nudity have most troubled previous scholars. 

One reading of the imagery which has, to my knowledge, not been considered offers an 

explanation for both issues. The Adoratio Crucis, part of the afternoon liturgy of both Good 

Friday and the feast of St. Helena, emphasizes that those who partake of the fruits of the Tree of 

Life, the living cross, will obtain everlasting life, i.e. salvation.27 The older figure on the left 

appears prepared to partake, not only does her left hand reach towards the foliage but her right 

holds a round object, the details of which are obscured. Perhaps she has already plucked the fruit 

of the tree? The image of the living cross issuing the Rivers of Paradise was a well-established 

emblem of Baptism, the sacramental vehicle for eternal salvation.28 The alignment is made 

explicit in the Lateran mosaic where the four rivers that flow from the living cross water another 

river below, labeled as the Jordan. The baptismal significance of the central element of the 

Constantine medallion reverse suggests that the two female figures on either side of the Fountain 

of Life may be one in the same. In other words, it is possible that the two women represent a 

single individual, on the left before salvation (old age, before partaking of the fruit) and on the 

right after salvation (youthful and nude, renewed by bathing in the redemptive waters).29 That the 

figure on the right tramples a small animal, perhaps a fox, beneath her foot suggests her 

redemption and triumph over sin.30  

A short poem, De ligno crucis, variously attributed to Tertullian or Cyprian, which 

emphasizes the renewing benefits of the fruit of the Tree of the Cross and the salvific effects of 

the waters that flow from it, provides a textual counterpart to a pre- and post-redemptive reading 

of the female figures on the medallion reverse: 
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There is a place, we believe, at the centre of the world, 

Called Golgotha by the Jews in their native tongue. 

Here was planted a tree cut from a barren stump: 

This tree, I remember hearing, produced wholesome fruits, . . .  

. . .  From its very top the tree caused a draught of divine nectar  

To flow into its branches, a breeze of the heavenly spirit. 

All over the tree the leaves were dripping with sweet dew. 

And look! Beneath the branches‘ shady cover 

There was a spring, with waters bright and clear 

For there was nothing there to disturb the calm. Around it in  

the grass 

A variety of flowers shone forth in bright colours. 

Around this spring countless races and peoples gathered, 

Of different stock, sex, age and rank, 

Married and unmarried, widows, young married women, 

Babies, children and men, both young and old. 

When they saw the branches here bending down, under the 

weight 

Of many sorts of fruit, they gleefully reached out with greedy  

hands 

To touch the fruits dripping with heavenly nectar. 

But they could not pick them with their eager hands 

Until they had wiped off the dirt and filthy traces 

Of their former life, washing their bodies in the holy spring.31 

 

The figure to the right of the Fountain of Life on the medallion reverse appears as one of the 

individuals described in the poem who has washed her body in the redemptive spring. While a 

definitive determination of the meaning for each of the elements in the highly complex 

iconography of the Constantine medallion reverse remains elusive, the image is most accurately 

read as an allegory of salvation informed by visual and textual references to the origins and 

redemptive powers of the Cross.  
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The inscriptions and imagery on the Heraclius medallion also relate to the True Cross, 

focusing upon that emperor‘s reclamation of the relic from the Persian King Chosroes II (r. 590-

628), who stole it from Jerusalem in 615.32 As the ducal inventory stipulates, the medallion 

obverse is dominated by a bust portrait of Heraclius that rests upon a crescent moon. The Greek 

inscription in the surround, punctuated with Greek crosses, identifies the subject as ―Heraclius 

faithful in Lord Jesus Christ, emperor and ruler of the Romans, victorious and triumphant forever 

exalted.‖ The aged emperor wears an elaborate imperial crown of western, not Byzantine facture, 

similar to that worn by Constantine on the other medallion; it is studded with jewels and secured 

by ties at the back of the head.33 Heraclius tilts his head back, his eyes raised towards rays of 

light that shine from above. The emperor twines the fingers of his right hand in his prodigious 

beard and pulls upon the beard with his left. The Latin inscription in the right field, quoted from 

Psalm 66:2 and paraphrased from the Introits of the September 14 liturgy of the Exaltation, 

translates ―Cause thy face to shine, O Lord.‖34 The inscription continues on the crescent moon 

below, ―upon our darkness; I will make war upon the heathen.‖ The medallion obverse depicts 

Heraclius before his recovery of the Cross, when, it was said, the emperor had a vision in which 

God instructed him to fight. Heraclius‘s vision was introduced in a French version of the 

narrative written by Gautier d‘Arras (1175-1200).35 The lines incised upon the surface of the 

medal, which appear to be the focus of the emperor‘s gaze, suggest that Heraclius is beholding 

that vision, the answer to his inscribed entreaty for illumination. Indeed, the ―beard-combing‖ 

gesture of the figure was a medieval signifier of Christian inspiration.36  

The most widely disseminated account of Heraclius‘s recovery of the True Cross in the 

fourteenth century was that included in the Golden Legend. The Heraclius narrative there was 

compiled from numerous earlier sources; in fact, literary accounts of Heraclius‘s recovery of the 

True Cross had existed in the West since the ninth century. The Heraclius narrative formed a 

portion of the Golden Legend text dedicated to the Exaltation of the Cross. That feast was 

identified in the West since the ninth century with Heraclius‘s recovery of the True Cross after 

the defeat of Chosroes in 627 and return of the Cross to Jerusalem in 630.37 The medallion 

reverse closely follows the account of Heraclius‘s actions provided in the Golden Legend. The 

imagery and inscriptions extend the pious, relic-focused message of the medallion obverse. The 

Greek inscription in the central field, transcribed in the inventory description, is a celebratory 

acclamation of the return of the Cross which translates: ―Glory be in the Heavens to Christ Our 
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Lord who broke the iron gates and redeemed the Holy Cross, Heraclius commanding.‖38 The 

Greek inscription in the surround, which identifies Heraclius as victorious over an enemy of 

Christ, was omitted from the inventory description. The text is punctuated with Greek crosses 

and is a variation upon Psalm 90:13 that translates, ―He has trodden upon the asp and the basilisk 

and tramples upon the lion.‖ The remainder of the inscriptions and imagery on the medallion 

reverse correspond with the inventory account of the lost original. The emperor, identifiable by 

his crown and long beard, appears seated atop an elaborately draped chariot, holding a 

processional cross. The chariot is drawn by three prancing horses and guided by a servant who, 

along with the lead horse, appears to halt, looking back at the emperor for guidance. Four lamps 

hanging from a wire above light the way for the imperial progress. The arrested action of the 

chariot is explicated when the medallion reverse is compared with the image depicting 

Heraclius‘ return of the Cross to Jerusalem from the cycle of miniatures dedicated to Heraclius 

and the Exaltation of the Cross in the Belles Heures (fol. 156v). This luxury book of hours was 

produced for Jean de Berry by the Limbourg Brothers (c. 1405-08/09) (fig. 6).39 The miniature 

repeats the medallion imagery but includes the barred city gates of Jerusalem that bring the 

horses to a halt. According to the Golden Legend, as Heraclius approached the gates of 

Jerusalem on horseback, dressed in imperial splendor, an angel barred his entry requiring that he 

approach on foot, in humility, as Christ himself had entered the city. 40  The next image in the 

Belles Heures continues the narrative, depicting Heraclius entering Jerusalem on foot.  

The ducal inventory states that Jean de Berry purchased the Constantine medallion from 

an Italian merchant at Bourges in 1402. Although it does not stipulate the origins of the 

Heraclius medallion, the interrelated nature of the two medallions‘ inscriptions and imagery, as 

well as their pairing in the ducal inventories, suggests that they were created and purchased 

simultaneously.41 The purchase of the jeweled medallions from a merchant has fueled a history 

of scholarly debate regarding their origins, including the suggestion that the objects were 

produced independently and later acquired by Jean de Berry. It seems most likely, however, that 

the original medallions were ducal commissions, brokered through the merchant.42 I am aware of 

no other examples of such costly objects, made of precious metals and decorated with jewels, 

being created for the speculative market.43 The uniqueness of the works and, as I will 

demonstrate, the applicability of their subject matter to the political circumstances of Jean de 

Berry c. 1402, further support identification of the objects as ducal commissions.  
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Based upon the Franco-Burgundian style seen in extant copies of the medallions, various 

court artists have been suggested as creators of the originals, including Hermann and Jean 

Limbourg.44 We have seen that the medallions‘ imagery corresponds with miniatures from the 

Limbourgs‘ Belles Heures, and imagery from the medallions was also repeated in the Très 

Riches Heures (c. 1411-16), another lavish book of hours commissioned by Jean de Berry and 

executed by the Limbourgs.45 The equestrian portrait from the Constantine medallion was 

adapted to depict the middle Magus in the miniature of the Meeting of the Magi from the Très 

Riches Heures (fol. 51v) (fig. 7).46 That both Hermann and Jean Limbourg were trained as 

goldsmiths indicates that they possessed the skills required to execute both the original 

medallions and the gold copies described in the inventory.47 In the absence of the originals, their 

attribution to the brothers assumes that the style of the extant copies faithfully replicates that of 

the objects in the ducal collections.48 We cannot be certain that this is the case, but the fact that 

the extant copies repeat both the inscriptions and imagery of the jeweled objects suggests that 

they recall the style of the lost originals as well.  

The appearance of the original Constantine and Heraclius medallions and the models 

employed in their creation raise additional questions. Equestrian imagery on Roman imperial 

coins, such as a solidus of Constantine struck c. 324-25 (fig. 8), may have generally inspired the 

portrait of Constantine on the Berry medallion obverse.49 The posture of the horse on the Berry 

medallion, with its two left legs raised, an impossibility in nature, was a type commonly 

employed on ancient coins.50 Ancient coins may have served to inspire the profile portrait of 

Heraclius on the Berry medallion as well, but only in the most general sense. Numismatic 

depictions of Heraclius in profile did exist, as evidenced by a gold example now at the British 

Museum (fig. 9), but they were exceedingly rare and lacked the detail devoted to the image on 

the medallion.51 In fact, the vast majority of the Byzantine emperor‘s numismatic issue depicted 

him in a frontal pose.52
 Late medieval seals have also been suggested as the models for the Berry 

medallions.53 The scale and format of the large seals (95 mm) produced for Jean de Berry, which 

feature finely detailed heraldic imagery surrounded by text, offer a closer model for the 

appearance of the medallions than ancient coins (fig. 10).54 But seals also offer only a partial 

source. They provide no precedent for the double-sided form of the Berry medallions, the 

complex Christian iconography, or the execution of the medallions in precious materials.  
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Existing studies of the medallions largely overlook the fact that the objects were intended 

to be worn, an element of their appearance and meaning not fully explained by reference to 

antique coins or seals. The medallions‘ function as objects of personal adornment is suggested by 

their inclusion in a section of the Berry inventories dedicated to joyaux ―for the body [of the 

Duke],‖ where they are listed among items including collars, hats, buckles, clasps, and small 

reliquaries.55 The inventories also document that both the original Constantine and Heraclius 

medallions were suspended from chains. The description of the Constantine medallion as 

―hang[ing] on . . . [a] gold chain made of round gold buttons in the manner of paternosters,‖ 

referring to rosary beads, further refines our understanding of the original objects and the 

Christian associations that their form evoked for period viewers. There does exist a class of 

sacred objects never before considered in studies of the Berry medallions that, I suggest, 

provided a model for the distinctive form, production method, Christian iconography, and worn 

function of the joyaux: Byzantine enkolpia, breast pendants and reliquary medallions. Literally 

meaning ―on the bosom,‖ the Greek term ―enkolpion‖ is identified with a wide variety of small 

objects suspended from chains and worn about the neck. Enkolpia were endowed with spiritual 

efficacy, either through the imagery they bore or the relics they contained.56 

The Berry medallions have previously been linked to Byzantium on the grounds that Jean 

de Berry‘s acquisition of the objects in November, 1402 coincided with the embassy of the 

Emperor Manuel II Palaeologus to Paris.57 The emperor and the duke were well acquainted. 

When Manuel II arrived in Paris on 3 June 1400, he was greeted by a royal entourage that 

included Jean de Berry. Apart from a brief trip to London, the emperor remained in Paris for 

more than two years. Manuel II occupied apartments at the Louvre palace, located just across the 

Seine from Jean de Berry‘s abode in the city.58 The arrival of the emperor may have inspired the 

image of the oldest Magus in the miniature depicting the Meeting of the Magi in the Très Riches 

Heures, which has been identified as a portrait of Manuel II (fig. 7).59
  

The Byzantine emperor‘s embassy to the West was intended to organize support for a 

crusader effort to repel the Ottoman forces that threatened Constantinople. The emperor had 

good reason to expect that the French monarchy would aid in protection of the city. Indeed, it 

had already done so. In 1399 troops under the French commander Marshal Boucicaut broke an 

Ottoman blockade of Constantinople, which had seemed in imminent danger of occupation. 

Boucicaut then brought the emperor to Paris, leaving troops behind to protect the still-threatened 
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city.60 The situation remained dire until July, 1402, when the Ottomans suffered an unexpected 

defeat by the Timurids that devastated their forces and saved Constantinople. With his city 

temporarily secured, Manuel II left Paris on 21 November, 1402. The emperor was guaranteed 

an annual annuity from the French royal treasury.61 

Roberto Weiss recognized that the inscriptions on the Constantine and Heraclius 

medallions‘ obverses replicate Byzantine imperial chancery formulas and, citing the contact 

between Jean de Berry and the imperial entourage, suggested that the inscriptions were 

developed by scholars in the emperor‘s retinue.62 The political and religious motivations 

surrounding the imperial embassy have inspired additional insights regarding the medallions. 

Irving Lavin suggested that the medallions‘ Christian iconography and pairing of an eastern and 

western emperor represented a response to the emperor‘s request, depicting the most revered 

Christian warriors of East and West united by the ―emblem of Christian hegemony,‖ the Cross.63 

Recognizing the medallions as indebted to Byzantine objects that fulfilled a devotional purpose 

extends those important observations concerning historical context, now focusing on the form 

and hence meaning, of the French medallions. 

The Medallions and Enkolpia 

One of the earliest documented examples of Byzantine enkolpia in the West dates to 811, 

when Nicephorus, Patriarch of Constantinople, sent Pope Leo III (r. 795-813) a gold enkolpion 

containing particles of the True Cross.64 Although Leo III‘s enkolpion can no longer be 

identified, the object was likely similar to the Beresford Hope Cross, a ninth-century cloisonné 

enameled enkolpion now at the Victoria and Albert Museum (87 mm high, closed) (fig. 11).65 

Extant examples of Byzantine enkolpia generally recall that type, being hinged, pectoral crosses 

worn upon the chest that might be opened to reveal relics within, such as an eleventh-century 

example now at the British Museum (61.2 mm high, closed) (fig. 12).  

The descriptions of the original Berry medallions are more closely aligned with circular 

or medallion enkolpia.66 This form is exemplified by a fourteenth-century pendant at the 

Monastery of Vatopaidi on Mt. Athos, which features images of Christ Pantocrator and St. 

Demetrius (36 mm.) (fig. 13).67 Numerous examples of medallion enkolpia correspond with the 

descriptions of the original French objects: they are round, crafted in gold or precious materials, 

have a suspension loop consistent with their being worn, and feature either historiated religious 

imagery or portraits on two sides.68 Surviving enkolpia also feature inscriptions around the 
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perimeter or in the field in a manner similar to the Berry medallions.69 Byzantine medallion 

enkolpia, including the Vatopaidi example, are frequently composed from two thin gold sheets or 

separately cast shells. The central cavity is filled with a supporting material of wax, resin and, in 

some cases, relic particles.70 The gold beading or stones that surround such enkolpia serve either 

as clasps, holding the two shells together, or to disguise the join. An additional point of contact 

with the Berry medallions is suggested by the fact that they too were encircled with gems. It is 

possible that the original French objects were similarly composed from joined repoussé shells; 

indeed, we have seen that this is precisely the technique employed in creation of the extant silver 

copies in Paris. 

Reliquaries obtained from Constantinople, particularly those containing relics of Christ‘s 

Passion, were prized in the courts of Europe. Byzantine relics and reliquaries were distinguished 

as objects of heightened sanctity through their provenance in the eastern empire, which was 

revered as a repository of sacred objects and gateway to the Holy Land.71 The reverence for and 

the desirability of the objects is signaled by the Grande Châsse at Sainte-Chapelle, the palatine 

chapel of the French monarchs in Paris, which contained more than twenty relics that Louis IX 

received between 1239 and 1242 from the Latin emperor of Constantinople, Baldwin II.72 Most 

famous among Saint Louis‘s relic treasure were fragments of the Crown of Thorns and the True 

Cross. Numerous images of the treasury including one from the so-called Petit Psalter (ms. 67, c. 

1460, The Morgan Library & Museum, New York) (fig. 14) also document the presence of at 

least one cruciform enkolpion, known as the ―Cross of Victory,‖ that was suspended from a 

chain and embellished with semi-precious stones.73  

As a Valois prince, Jean de Berry would have been familiar with the treasures of Sainte-

Chapelle.74 In fact, in 1372 Jean received a fragment of Saint Louis‘s True Cross relic as a gift 

from his brother, King Charles V. The document certifying the relic transmission features the 

standing figure of Charles V handing the Cross to the kneeling duke (fig. 15). The act is attended 

by an angel whose body bridges the two figures. The figural grouping forms the initial letter ‗K‘ 

in ―Karolus.‖75 The cross that joins Jean to his brother also links both of them to their sanctified 

ancestor. The message of dynastic continuity and royal legitimacy signaled by the transmission 

of the True Cross relic was an important one for the Valois, who had assumed the royal title only 

in 1328 with the contested accession of Jean de Berry‘s grandfather Philippe VI (r. 1328-1350), a 

great-grandson of the Capetian Saint Louis. Philippe VI‘s claim to the throne was based upon 
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direct descent from Saint Louis and the Valois carefully cultivated an image of continuity 

between Capetian and Valois rule. Emulating the model of Saint Louis provided an ideal avenue 

to support Valois claims to royal legitimacy.76  

The death of Charles V in 1380 initiated a tumultuous period in which Jean de Berry 

enjoyed an elevated position at the court that made the duke‘s identification with models of piety 

and righteous rule, particularly that of Saint Louis, especially important. Jean and his brother, 

Philippe (le Hardi), duc de Bourgogne, served as regents for the young Charles VI, positions they 

maintained until 1388. Beginning in that year Charles VI, surrounded by a group of close 

advisors (frequently referred to as the marmousets), governed outside the regency. When the 

young king became mentally incapacitated in 1392, manifesting the first evidence of a condition 

that recurred throughout the remainder of his life, Charles‘s uncles seized control of the realm. A 

period followed marked by political turmoil, factionalism, and shifting alliances as members of 

the royal family vied with one another for power. When Philippe de Bourgogne died in 1404, his 

son, Jean ―sans Peur‖ assumed the ducal title. The new Duc de Bourgogne‘s goal was to control 

the French crown. To further his objective, in 1407 Jean sans Peur ordered the brutal 

assassination in the streets of Paris of Louis d‘Orléans, the brother and closest advisor of Charles 

VI. In 1410-12, Jean de Berry, whose position also threatened the growing power of Jean sans 

Peur, became a target. The Duc de Berry was besieged by Jean sans Peur‘s supporters in both 

Paris and at Bourges.77  

Jean de Berry‘s work as a patron has rarely been considered in relation to the turbulent 

events in the years between 1392 and his death in 1416. But a series of the duke‘s artistic 

commissions appear as a coordinated response to the political challenges of the time. The works 

declare Jean de Berry‘s royal heritage, piety, and supported his position as regent in part by 

recalling the royal prerogatives embodied by Saint Louis. The monumental expression of that 

effort was the construction of a Sainte-Chapelle at Jean de Berry‘s castle in Bourges. The chapel 

was founded in 1392, the year in which the patron and the Duc de Bourgogne seized control of 

the government from Charles VI, and the foundation charter indicates that the building was 

intended to emulate the famed chapel constructed by Louis IX in Paris.78 The building was 

designed to serve as the duke‘s burial place and to hold the fragment of Saint Louis‘s True Cross 

relic that Jean de Berry had received from Charles V in 1372. Jean de Berry‘s later contact with 

the Byzantine emperor Manuel II facilitated the duke‘s repetition of another of Saint Louis‘s 
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pious actions, the acquisition of relics from Constantinople. Jean acquired numerous relics from 

the emperor, including another piece of the True Cross.79 The duke‘s receipt of the Byzantine 

relics in the months immediately preceding the creation of the Constantine and Heraclius 

medallions suggests the interrelated nature of the acquisitions. When the medallions, formed in 

imitation of Byzantine enkolpia, are considered against the backdrop of Jean de Berry‘s political 

concerns and the duke‘s creation of the Saint Chapelle at Bourges and acquisition of Byzantine 

relics, the objects appear as part of a larger visual program designed to support Jean de Berry‘s 

position as extending the traditions of Valois rulership. 

Relics, Warriors, and Crusade 

Relics served as important tools in the diplomatic arsenal of Byzantine emperors. 

Accounts of Manuel‘s embassy to the French court contain multiple descriptions of what has 

been called ―reliquary diplomacy,‖ gifts of sacred objects designed to insure support for the 

protection of the eastern Empire.80 Jean de Berry‘s receipt of a True Cross relic from the emperor 

carried, at least ideologically, an obligation to aid in that effort. The role of crusader was one 

avidly sought by Valois princes, an ideal means of identifying themselves with the model of 

Saint Louis, who was lauded as the ideal French crusader-king based upon his participation in 

both the seventh (1248) and eighth (1270) crusades.81 Prior to the onset of his illness in 1392, 

Charles VI and his counselors planned a series of crusader efforts that included the defeat of the 

Ottomans, protection of Constantinople, and eventual reclamation of Jerusalem for 

Christianity.82 Even after Charles VI‘s illness eliminated the possibility of the monarch taking up 

arms, the royal government, under the control of the king‘s uncles Philippe de Bourgogne and 

Jean de Berry, continued to support that policy. This was evidenced by the sponsorship of 

Boucicaut‘s expedition to Constantinople in 1399 and the arrival of Manuel II in Paris.83  

Valois claims to pre-eminence in efforts to protect Constantinople and ultimately reclaim 

the Holy Land were based on three concepts central to French royal ideology.84 First was the 

distinction of the French king as the ―Most Christian‖ ruler. The title ―Most Christian‖ was, from 

at least the ninth century, utilized by the papal chancery to flatter numerous rulers, including the 

French monarchs. By the end of the thirteenth century, however, the French monarchy 

appropriated the title as a hereditary right.85 Propaganda produced under Philippe IV declared 

that the grandson of Saint Louis was ―Most Christian‖ partially because of his descent from 

Charlemagne, which made him heir to a glorious tradition as a ―shield for the faith and a 
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defender of the Church.‖86 Valois claims to pre-eminence in crusader efforts were also supported 

by their descent from Charlemagne, who had made a legendary crusade to Jerusalem, and 

through whom the French kings laid claim to a translatio imperii from Rome to France.87 The 

Trojan origins of the Franks and the French royal dynasty provided additional support for claims 

of French royal leadership in the protection of Constantinople.88 The Grandes chroniques, the 

history of the French kings initiated under Saint Louis, traced the origins of the French monarchy 

to ancient Troy.89 That lineage was used to justify the French presence in Greece as the 

reclamation of territories lost by their ancestors.90 An ideology of Franco-Trojan reclamation of 

lost lands was enlisted to justify the capture of Constantinople during the Fourth Crusade of 

1204.91  

As princes of the blood, Charles VI‘s uncles were well aware of the benefits that support 

of crusader efforts to protect threatened Christian holdings, including Constantinople, might 

offer as signals of royal authority. Philippe de Bourgogne personally pursued a policy of crusade, 

although not aimed directly at Constantinople, when he organized and financed the unsuccessful 

Crusade of Nicopolis (1396).92 It was at Nicopolis that Jean sans Peur, the Duc de Berry‘s 

nephew and future rival, earned his moniker, a result of the young man‘s distinguished military 

actions against the Ottomans. There is little indication that Jean de Berry was prepared to follow 

the lead of his brother and nephew by either financially supporting or actually participating in a 

crusade. In the absence of military action, the Constantine and Heraclius medallions may have 

served as the duke‘s response to Manuel II‘s gift of the True Cross relic. Analysis of the form 

and iconography of the medallions suggests that they promoted the duke as a relic-protector and 

Christian warrior in the mode of Saint Louis.  

The sacred particles that enkolpia contained (or evoked through their imagery), held an 

association with righteous military triumph that ultimately recalled Constantine‘s victory in the 

sign of the Cross.93 Enkolpia, especially those containing relics of the True Cross, were 

frequently carried into battle. A military treatise of the eleventh-century Byzantine emperor 

Constantine VII (r. 913-59) testifies that a fragment of the True Cross was carried by soldiers, 

and that imperial officers marched under a jeweled processional cross.94 Inscriptions on the 

reliquary of the True Cross contained in the Limburg Staurotek, a Byzantine gold and jeweled 

box reliquary made in the tenth century that was taken by a crusading knight to Germany in 
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1207, identify the seven slivers of the True Cross that it contained with victorious military 

endeavors: 

 

God stretched out his hands upon the wood, 

Gushing forth through it the energies of life; 

And Constantine and Romanos the emperors 

Have with the addition of radiant stones and pearls 

Made this same [a thing] full of wonder. 

Upon it Christ formerly smashed the gates of Hell, 

Giving new life to the dead; 

And the crowned ones who have now adorned it 

Crush with it the territories of the barbarians.95 

 

The function of enkolpia as phylacteries, or protective amulets, and as symbols of martial 

victory was well known in the French courts. When Saint Louis‘s ―Cross of Victory‖ arrived in 

Paris, it was described as an object that ―the ancients called triumphal . . . [which] emperors . . . 

carried into combat in the spirit of victory.‖96 The military nature of enkolpia was expressed by 

the frequent inclusion of images of warrior saints such as Demetrius and George that adorned the 

holy objects during the thirteenth and fourteenth centuries.97 The fact that the Berry medallions 

depicted warrior-emperors, a usage unknown in authentic enkolpia, extends that same idea, 

identifying the emperor himself as the model for the Christian solider.98 

The meticulously detailed imagery of the Berry medallions referenced familiar 

iconographic models and combined them in a manner that recalls the traditional alignment of 

enkolpia with righteous military efforts: the emperors are presented as victorious Christian 

warriors and the imagery is patently relic-focused. By recognizing the Constantine and Heraclius 

medallions as imaginative recreations of Byzantine enkolpia it becomes possible to explain a 

feature of the Constantine medallion that has escaped notice. The medallion obverse shows the 

emperor wearing a cross upon his chest that recalls the famed example from the treasury of 

Sainte-Chapelle in Paris. True to the function assigned to the ―Cross of Victory,‖ the equestrian 

image of Constantine recalls ancient adventus imagery. The iconography, which depicted the 

entry of the emperor into a city, held distinctly victorious connotations.99 The visual reference to 
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the ―Cross of Victory‖ suggests an analogy between the Berry medallion and the Byzantine 

enkolpion held in the treasury of Sainte-Chapelle, both were worn objects that invoked the power 

of the True Cross.  

The Heraclius medallion continues the relic-focused and particularly martial nature of the 

imagery. The carefully constructed arrangement of images and inscriptions on the medallion 

obverse announce the goal of the military effort, past and present. Irving Lavin identified the 

―pulling‖ action of the emperor‘s right hand as both a signifier of divine inspiration and the 

bellicose nature of the imagery, citing medieval examples of the type.100 He further observed that 

the portrait on the medallion obverse recalled numismatic portraits of Heraclius minted after the 

defeat of Chosroes, which show Heraclius with a voluminous beard. Lavin suggested that, since 

the beard was a familiar signifier of Persian kingship and virility, the emperor‘s hirsute 

appearance represented a victorious appropriation, a signal of his dominance. As we have seen, 

the inscription on the crescent moon beneath Heraclius‘ bust announces the emperor‘s intent to 

―make war upon the heathen.‖101 The relative disposition of the imperial portrait bust, the 

inscription, and the crescent serves as a further indicator of the triumphal meaning of the 

image.102 The crescent moon was familiar to fifteenth-century viewers as symbolizing Islam. The 

placement of the imperial portrait bust over the crescent, referencing the Ottomans from whom 

Manuel II sought relief, recalls the ancient numismatic tradition for depicting the victorious 

emperor trampling personifications of conquered peoples.103 The inscription in the left field of 

the Heraclius medallion obverse, •A OΛINIC•, which was not included in the inventory 

description, likely represents a misspelling of the Greek A OΛEI EIC meaning, ―thou art 

waning.‖ 104 The inscription appears to reference the Islamic crescent, recalling the victories of 

Heraclius while simultaneously predicting those of his fifteenth-century successors. The 

medallion thus identified responses to Manuel II‘s call for aid in the protection of Constantinople 

as continuing the ancient imperial tradition of the protection of relics and holy places as 

demonstrated by Heraclius. 

A further element of the Heraclius medallion iconography provides support for reading 

both medallions as imitations of Byzantine reliquaries. It has escaped attention that the image on 

the Heraclius medallion reverse, as well as the related miniature in the Belles Heures of Jean de 

Berry (fol. 156v, fig. 6), share a feature not previously included in depictions of Heraclius‘s 

return of the True Cross to Jerusalem. The emperor was traditionally shown on horseback or on 
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foot, never seated upon a cart or wagon.105 The inclusion of the wagon seems a purposeful 

recollection of early medieval accounts of relic translations. While late-medieval cognoscenti 

may have been familiar with earlier visual traditions for depicting imperial personages in a 

variety of wheeled conveyences, the covered wagon shown in Jean de Berry‘s Heraclius imagery 

might most accurately be compared with a tensa, an ancient Roman type reserved for the 

transport of sacred objects in circus processions. Such ceremonial wagons were adapted for 

Christian purposes, particularly relic translations, when the imperial ceremonies of adventus 

were modified in the early medieval period to provide a triumphal welcome for relics.106 Indeed, 

the Heraclius medallion reverse is remarkable for recalling textual accounts of early medieval 

relic translations, including the arrival of the relic at the city gates, the use of a wagon, and the 

presence of honorific lamps.107 The solemn procession depicted on the sixth-century Trier ivory 

(fig. 16) depicting the Byzantine empress Pulcheria‘s receipt of the relics of St. Stephen in 421 

provides visual testament to the usage of wagons in relic translations.108 This important addition 

to the Heraclius narrative reinforced the relic-focused message of the medallion imagery. 

When the formal and iconographic correspondences noted here between the Constantine 

and Heraclius medallions and Byzantine enkolpia are considered in the context of Jean de 

Berry‘s political position and activities as a patron, they appear as elements within a larger effort 

intended to convey a message regarding the duke‘s elevated status at the French court. To be 

clear, I do not suggest that the original Constantine and Heraclius medallions were Byzantine 

objects or that they contained relics. The ducal inventories would have noted such prestigious 

origins and contents.109 Rather, I propose that the medallions combined references to the True 

Cross with a form that evoked a type of Christian object familiar among the Valois courts. The 

attraction of enkolpia as models was owed to their eastern origins, military associations, and 

power to recall the sacred objects acquired by Saint Louis in the thirteenth century. The Berry 

medallions thus assume a recognizable place in the history of art as hybrid objects, imaginative 

recreations of a sacred Byzantine type that adapted elements from diverse sources including 

ancient numismatics, medieval seals, chancery inscriptions, and liturgical texts to create a 

specifically Christian type that bore identification with triumphant military endeavors.  

An Imperial Christian Series 

The full meaning and function of the Constantine and Heraclius medallions as elements 

within the duke‘s campaign of self-promotion becomes clear when we recognize the objects‘ 
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relationship to five additional joyaux also described in the ducal collections, all of which are now 

lost. These included three gold joyaux, decorated with jewels, also dedicated to imperial subjects, 

one each depicting Augustus (r. 27 B.C. – 14 A.D.), Tiberius (r. 14 – 37), and Philip the Arab (r. 

244 – 49).110 In 1897, Julius von Schlosser first suggested that those lost joyaux dedicated to 

imperial subjects formed, along with the Constantine and Heraclius medallions, an imperial 

history of Christianity.111 The inventory entries dedicated to the objects describe them as follows: 

 

197. Item, a small round joyau of gold, where is on one side the face of Thibere in 

high relief, and is inscribed: Thiberius, Cesar Augustus imperii nostri anno XVI, 

surrounded with three rubies, three sapphires in open work and six pearls, and on 

the other side of the said joyau is an image of a woman in high relief, also, where 

it is inscribed: Phaustina anno ab Urbe condita DCCLXXXII; [these sides are] 

surrounded with garnets and emeralds, and hang together; and a clasp on the edge 

garnished with one ruby, one sapphire, six emeralds and seven pearls; the 

Monseigneur bought this joyau in Paris, in the month of March in 1401 from 

Michiel de Paxi, merchant living in Paris.112 

 

198. Item, another round joyau of gold, where is on one side the face of Octavian, 

in high relief, and is inscribed in the surround: Octovianus Cesar Augustus 

imperii nostri anno xl; garnished around with four rubies, three emeralds, and 

sixteen pearls; and above is a tablet on which is inscribed: Manus [sic] ab integro 

seculorum nascitur ordo; decorated with one ruby and one pearl; and over the 

said tablet is a clasp with thirteen pearls, six emeralds, and five garnets; and on 

the other side of the said joyau is a woman in high relief, holding in one of her 

hands a star, and in the other a whip, and inscribed on the surround of this part: 

Lilia anno ab urbe condita DCCL; garnished around with garnets and emeralds; 

the said joyau my said Seigneur bought from the said Michiel de Paxi with the 

other joyau here said [Tiberius].113 

 

55. Item, a plaquette of gold where there is on one of the sides the emperor Philip in high 

relief, kneeling, clasping his hands and looking toward the sky at the face of God which 
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appears over his head, on which is a halo trimmed with little garnets and emeralds; on 

this tableau is inscribed before the emperor: Oro nature sator, quaibus a emim caelos ac 

trenara temperas frenis, urbem ipsam Romanumque populum et fluctuantem gentem ad 

salutis semitam perpete dirigas; and on this same part, behind the emperor, is inscribed: 

Dominum ut tergo feda abjecta caligine cuncti ad te orbe perfecto reddeant liberi pro 

quaibus in tenebris jubar advenisti celitus Philipus Cesar Augustus sisto acuto 

nazoreisque felicibus; and over the head of the emperor Philip is written in latin anime 

parens; garnished around with rubies, saphires, emeralds, and pearls of little value. And 

on the other side of this tableau a little image of Our Lady is raised up, holding her child; 

their halos garnished with little rubies and emeralds of little value, and above the image 

of Our Lady is a stone of green color, in that an image of God the Father is raised up. The 

tableau is garnished around this part with nine rubies, four sapphires, and eight large 

enough rough pearls; and the tableau hangs from a gold handle in which is a long ruby.114  

 

According to von Schlosser‘s theory, the joyau of Augustus depicted the emperor under 

whom Christ was born; that of Tiberius featured the emperor under whom Christ lived and was 

crucified; and the joyau of Philip the Arab depicted the first Christian emperor, identified as such 

by numerous early writers, including Eusebius in the Ecclesiastical History.115  The medallion of 

Constantine depicted the triumph of the Church under the emperor who first legalized 

Christianity and the Heraclius medallion focused upon that emperor‘s recovery of the True 

Cross. Others have argued against von Schlosser‘s reading of the objects as forming a series, 

protesting that the joyaux were acquired from multiple sources and not simultaneously, that they 

varied in size (and therefore value), that their inscriptions did not correspond, and that the joyau 

of Philip the Arab was described as a ―tableau” rather than as a round medallion.116 Despite 

those distinctions, a close reading of the ducal inventories suggests that the five joyaux were 

indeed identified as a related group. Two additional joyaux, one medallion depicting Julius 

Caesar (d. 44 B.C.) and another featuring a portrait of Jean de Berry, were also part of the series. 

The Julius Caesar and Berry portrait medallions have been largely overlooked in studies of the 

Christian significance of the group, but the inventories indicate that the objects served as the first 

and last elements in what was a chronologically organized series.  
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Leaving aside consideration of the Julius Caesar and Jean de Berry portrait medallions 

for the moment, a review of the inventory entries dedicated to the five joyaux depicting emperors 

will confirm their relationship. The table in the Appendix provides an overview of the 

relationship between the entries (identified by their by numbers) dedicated to each joyau in the 

three inventories. The table demonstrates that the joyaux of Constantine, Heraclius, Augustus, 

and Tiberius, were catalogued together in multiple inventories.117 In the 1413 inventory, 

compiled under Robert d‘Estampes, keeper of joyaux, the original Constantine and Heraclius 

medallions and the gold copies after each were grouped with the joyaux of Augustus and 

Tiberius (entries nos. 197-202). A note made by the inventory taker referred to the four 

medallions depicting Augustus, Tiberius, Constantine and Heraclius as a group.118 The inventory 

made after the duke‘s death in 1416 by Jean Lebourne, the duke‘s controller, also grouped the 

joyaux depicting Augustus, Constantine (original and gold copy), Heraclius (gold copy) together, 

listing them in chronological order. The Tiberius medallion and the original, jeweled Heraclius 

medallion were paired in a separate section of the final inventory, along with a series of other 

joyaux intended for the heirs of Jean de Montaigu (1363-1409), master of the king‘s household, 

who was executed in 1409 after being accused of treason by Jean sans Peur.119  

The inventories also attest to formal similarities between the five joyaux that, when 

considered alongside their imperial subjects and groupings, leave little doubt of the conceptual 

relationship between the objects. The descriptions of the Augustus and Tiberius joyaux confirm 

the formal similarities between those objects and the Constantine and Heraclius medallions: like 

them the Augustus and Tiberius medallions were round, gold, surrounded by jewels, and featured 

elaborated imagery and inscriptions on both sides. The Augustus and Tiberius medallions were 

also listed among the duke‘s personal jewelry. Finally, the inventories suggest that the Augustus 

and Tiberius medallions were also formed from two separately cast shells joined together. The 

Tiberius medallion is described as having two sides which ―hang together‖ that were ―clasped‖ 

or closed ―on the edge.‖ The Augustus medallion was ―closed‖ with a series of precious and 

semi-precious stones. The date of March 1401 given for the acquisition of the Augustus and 

Tiberius medallions confirms that the objects, like the original Constantine and Heraclius 

medallions, entered the ducal collections during the visit of the Byzantine emperor Manuel II 

Palaeologus. The fact that the Augustus and Tiberius medallions were worn, along with their 

probable composite form suggests that they, too, were meant to recall Byzantine enkolpia. 
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Although the joyau depicting Philip the Arab appears only in the 1413 inventory, where it was 

listed in a section dedicated to ―joyaux for the chapel,‖ the jeweled form of the object, its 

imperial subject matter, and donation by the duke to his chapel at Bourges in May, 1415 suggests 

that it, too, was endowed with a heightened sanctity.120 

In the absence of the originals or extant copies, analysis of the joyaux dedicated to 

Augustus, Tiberius and Philip the Arab proves challenging, especially because the inventories 

possibly omitted aspects of their imagery and inscriptions. Comparison of the extant copies of 

the Heraclius and Constantine medallions with the inventory descriptions of the original jeweled 

objects demonstrates that while the copies repeat the inscriptions and imagery of the lost 

originals, they also include additional inscriptions and visual details. Those were presumably 

present in the lost originals but were not described by the inventory takers. Some of those 

elements, such as the cross worn by Constantine on the medallion obverse, are essential to 

understanding the rich visual complexity of and programmatic interrelationship among the 

objects. It is possible that the inventory descriptions dedicated to the Augustus, Tiberius, and 

Philip the Arab joyaux were similarly truncated. In the absence of corresponding visual material 

(as we have with the Constantine and Heraclius medallions via the copies and manuscript 

images) several puzzling elements of the description of the additional joyaux will likely remain 

unresolved.  

The inscriptions on the Augustus and Tiberius medallions, as recorded in the inventories, 

support a reading of the objects as commemorating events in the life of Christ even as the 

discrepancies they contain vividly demonstrate the challenges of interpretation posed by the 

entries. The notation that both medallions were acquired from a merchant identified as ―Michael 

de Paxi,‖ suggests that they were intended as a pair, a reading supported by the relationship of 

the inscriptions found on each. The Augustus medallion obverse paired a portrait of the emperor 

with the inscription, ―Octavianus Cesar Augustus imperii nostri anno xl,‖ designating the fortieth 

year of Augustus‘s rule or 4 B.C., if calculated from the death of Julius Caesar in 44 B.C.121 The 

Tiberius medallion featured a similar inscription that designated the sixteenth year of that 

emperor‘s rule: ―Thiberius, Cesar Augustus imperii nostri anno XVI,‖ or 30 A.D.122 The 

inscriptions correspond closely, but not exactly, with notations in the fourth-century Chronicon 

of Eusebius, expanded by Jerome, that Christ was born in the forty-second year of Augustus‘s 

reign and died in the eighteenth year of Tiberius‘s rule.123 The Christian significance of the 
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Augustus medallion is further indicated by the inventory notice that the object was surmounted 

by a gold plaque inscribed: ―The great order of the ages is born afresh.‖ The famous text was a 

quote from the fifth verse of Virgil‘s Fourth Ecologue, an utterance of the Cumaean Sibyl that 

was understood throughout the medieval period as a prophecy of the coming of Christ and the 

Golden Age of Christianity.124 

The inscriptions on the Augustus and Tiberius medallion reverses extended this Christian 

significance. The inventory states that the Augustus medallion reverse was inscribed ―anno ab 

urbe condita DCCL;‖ and the Tiberius medal reverse featured a similar formula, ―anno ab urbe 

condita DCCLXXXII.‖ The inscriptions refer respectively to the 750th and 782nd year from the 

legendary foundation of the city (of Rome) in 753 B.C., in other words the years 4 B.C. and 30 

A.D.125 The dates correspond with those on the medallion obverses, coming close to those 

identified by Eusebius as marking the years of the birth and death of Christ. While we cannot 

know definitively, the slight variation of the dates signified by the medallions‘ inscriptions from 

the years identified with the birth and death of Christ suggests an error somewhere, either in the 

inscriptions themselves or in the inventory taker‘s transcription of them. The ―anno ab Urbe 

condita‖ form of dating, literally ―year from the founding of the city,‖ was not a usage found on 

imperial coins, an additional indication that the objects, like the Constantine and Heraclius 

medallions, were of later facture.126 The medallions‘ pairing of the ―ab urbe condita‖ form of 

dating with regnal years of the emperors recalls the tabular calculation of dates and the 

coordination of biblical and historical events by medieval writers of universal chronicles, such as 

Ekkehard of Aura (d. 1126), who identified the forty-second year of Augustus‘s rule as ―ab urbe 

condita 750,‖ a year in which the Gates of the Temple of Janus, god of war, were closed. The 

closed doors signified peace throughout the Roman world, a condition identified by the early 

fourth-century writer Orosius as a portent of the coming of Christianity.127  

The female figures recorded on the Augustus and Tiberius medallion reverses are less 

easily understood. The inventory identifies the figure on the Augustus medallion reverse as 

―Lilia.‖ While it has frequently been suggested that the text was a medieval corruption of Livia, 

the name of Augustus‘s wife, the inventory also describes the figure as holding a star in one hand 

and a whip in the other, attributes that lack an immediate source in ancient Roman imagery.128 

The reverse of the Tiberius medallion presents additional problems of interpretation. The dates 

indicated correspond with the rule of Augustus‘s successor, but the inclusion of a female on the 
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medallion reverse identified as ―Phaustina‖ is difficult to explain. Two second-century Roman 

empresses possessed that name, Faustina the Elder, wife of Antoninus Pius, and her daughter, 

also Faustina, the wife of Marcus Aurelius. Both empresses lived well after the inscribed date.129  

Consideration of the Julius Caesar and Berry portrait medallions, two of the ducal joyaux 

overlooked in previous examinations of the Christian significance of the group, offers additional 

insights regarding the religious and political function of the series as a whole.130 

The 1413 inventory describes the Julius Caesar joyau as follows:  

 

195. Item, a large, very heavy gold denier, upon which is imitated from life the face of 

Julius Caesar, garnished around with four sapphires and eight pearls, hanging from a 

flexible chain, where there are two pearls, and above a closure where there are a large 

sapphire and four pearls, six little sapphires and pearls of little worth.131 

 

The entry does not stipulate the acquisition date of the object, but the description indicates that 

the now-lost Julius Caesar joyau was, like the five imperial-themed joyaux, of recent rather than 

ancient facture.132 The designation of the joyau as a gold ―denier‖ indicates that it bore a 

resemblance to French coins: the denier, based upon the Roman denarias, was first minted under 

Charlemagne. Although it has sometimes been suggested that the description of the image as 

―taken from life‖ indicated that the joyau incorporated an ancient coin, that seems unlikely. 

Recent research addressing conceptions of verisimilitude in the thirteenth and fourteenth-century 

French courts suggests that the phrase ―contrefait au vif,‖ a common indicator of life-like or 

naturalistic appearance, was not necessarily suggestive of direct observation or, in this case, 

antiquity.133 The form of the object, which the inventory states is ―very heavy,‖ was remarkably 

similar to that of the duke‘s other medallions: it is described as gold, surrounded with precious 

stones, and suspended from a chain. As the Appendix demonstrates, the medallion was the only 

one of the joyaux under discussion that appeared in all three ducal inventories.134 The 1413 

inventory classed the Caesar joyau, along with those of Augustus, Tiberius, Constantine, and 

Heraclius, as among the personal jewelry of the duke. The Caesar medallion was also listed first 

in the chronologically organized entries dedicated to the imperial joyaux in the 1416 

inventory.135  
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Several elements of the medieval perception of Julius Caesar likely combined to inspire 

Jean de Berry‘s initiation of a chronologically organized series of Christian, imperial medallions 

with the Roman Republican leader.136 Julius Caesar was identified during the Middle Ages as a 

figure marking both the origins of the empire and the coming of Christianity. The perception of 

Julius Caesar as the first Roman emperor was widespread, a presumption based upon the fact that 

subsequent emperors bore his name.137 Jean de Berry also owned a copy of Suetonius‘s De vita 

XII caesarum, which initiated the series of biographies of the first eleven emperors with the life 

of Julius Caesar.138 Medieval chronicle writers including Otto of Freising (Chronica sive historia 

de duabus civitatibus, c. 1143-46) identified Caesar‘s death with the passing from the pagan to 

the Christian world, initiated with the birth of Christ under Augustus.139 Placement of the Julius 

Caesar medallion at the beginning of Jean de Berry‘s series of joyaux may have also been 

informed by admiration for Julius Caesar‘s military prowess. That aspect of the Roman‘s identity 

is especially resonant in the present context for confirming the martial significance attached to 

the medallions‘ hybrid form and their identification with victorious military endeavors. Chivalric 

literature lauded Caesar as one of the Nine Worthies, models of chivalric virtue representing 

three historical periods: ancient (Hector, Julius Caesar, Augustus), Old Testament (Joshua, 

David, Judas Maccabeus), and Christian (Arthur, Charlemagne, and Godfrey of Bouillon).140 

Jean de Berry possessed a series of tapestries depicting the Worthies and fragments of that group 

survive today at the Cloisters Museum & Gardens, including one depicting Julius Caesar (fig. 

17).  

Jean de Berry was also likely aware of a late medieval accretion to Caesar‘s legend that 

identified the ruler as a model for Christian warriors. Beginning in the 1330s, Francesco Petrarch 

(1304-74) penned numerous letters and poems exhorting contemporary princes to mount a 

crusader effort to reclaim the Holy Land, lauding Julius Caesar as a model for their efforts. 

Petrarch‘s theories regarding Caesar were expressed most fully in the text of De vita solitaria 

(written 1346, revised 1370). The author maintained that, had Julius Caesar been given the 

opportunity, he would have been a Christian and undertaken an expedition to the East.141 It was 

in the 1330s that Petrarch first visited Paris, during the rule of Jean de Berry‘s grandfather 

Philippe VI who took a crusade oath and was a hero of the poet‘s crusade propaganda. Petrarch 

hailed the first Valois king as a ―New Charlemagne.‖142 In 1360, the humanist again visited 

Paris, on a diplomatic mission to the court of Jean de Berry‘s father, Jean II. These numerous 
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points of contact between Petrarch and Valois rulers combine with the poet‘s address of crusade 

propaganda to the French monarchs to suggest that Jean de Berry was aware of the identification 

of Caesar as a model for would-be crusaders.143 

 Jean de Berry‘s assemblage of a series of medallions depicting historical figures recalls 

the late medieval interest in historical chronicles and biographies of famous individuals. A 

genealogy of literary and visual portraits formed the basis of the Grandes Chroniques.144 The 

duke owned several copies of the Grandes Chroniques, as well as copies of ancient and 

contemporary biographical compendia of lives, among them Suetonius‘s De vita XII caesarum 

and Boccaccio‘s De claris mulieribus.145 The duke was also likely familiar with the collecting 

activities and patronage of Francesco II Carrara, Lord of Padua, and possessed one of the small, 

bronze portrait medals struck for that ruler, c. 1390.146 The Palazzo Carrara in Padua, which Jean 

de Berry may have known through reputation, included a series of portraits painted in the Hall of 

Famous Men (Sala Virorum Illustrium) (c. 1367-79).147 The historical figures represented there 

corresponded with the literary ―portraits‖ in Petrarch‘s De viris illustribus.148 According to the 

anonymous chronicler of St. Denis, Jean de Berry‘s own château at Bicêtre featured a series of 

painted portraits depicting the deceased French anti-pope Clement VII (1378-94) with cardinals, 

Charles VI and the princes, presumably including Jean de Berry, as well as emperors of Rome 

and Greece.149 The château was burned in 1411 as a result of the factionalism that pitted Jean de 

Berry against Jean sans Peur. Although no list survives identifying which emperors were 

included in the series, the fact that the portraits apparently placed Jean de Berry in the company 

of imperial figures suggests a parallel with the subjects depicted in the duke‘s collection of 

jeweled medallions.150  

A portrait of Jean de Berry was also included among his series of imperial joyaux. The 

1416 inventory describes a medallion that paired a portrait of the duke on one side with a 

representation of the Virgin and Child on the other:  

 

#234. A round gold joyau, not garnished, on which there is, on one side, an image of Our 

Lady holding her child and four small angels bearing a canopy, and on the other side a 

half-length image with the features of Monseigneur, holding a golden tablet in his hand; . 

. . the said jewel Monseigneur purchased from Michelet Saulmon, his painter, . . . .151
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Like the originals of the other medallions under discussion, the Berry portrait medallion was lost 

in the fifteenth century. It is often suggested, however, that a single-sided bronze medallion at 

the Staatliche Museen, Berlin (96 mm) (fig. 18) reflects the reverse image of the Virgin and 

Child beneath a canopy from the lost joyau.152 The inventory notice that the duke purchased the 

original object from the court artist Michelet Saulmon has led to additional speculation regarding 

the facture of the joyau and the role Saulmon may have played in its creation.153 Whatever the 

exact origins and appearance of the lost Berry portrait medallion, it too was considered part of 

the larger group. The medallion appears only in the 1416 inventory and is listed last among the 

chronologically organized imperial-themed joyaux catalogued there (see the Appendix).154 The 

inclusion of the ducal portrait medallion only in the final inventory suggests that it may have 

been among the last of the objects acquired, a final addition to complete the series. 

Jean de Berry‘s commission of a portrait of himself in the same form as a series of 

imperial figures seems, within the context of the contemporary interest in the construction of 

visual genealogies such as the Grandes Chroniques, to be a pointed effort designed to identify 

himself with the same ideological lineage. Valois aspirations to the imperial title, expressed in a 

genre of prophetic literature predicting a Golden Age of Christianity under the guidance of the 

French monarchy, offer a context for an expanded consideration of the medallion series as 

promoting Jean de Berry‘s elevated position at the court.  

Prophecies of a Golden Age, Crusade, and Jean de Berry 

The loss of the majority of Jean de Berry‘s series of Christian-themed joyaux offers 

distinct challenges to interpreting the meaning and function of the series. Nevertheless, numerous 

elements of the inventory descriptions of the objects suggest that the series engaged popular 

fourteenth-century prophecies that a French king would be crowned emperor, unite the world in 

peace and lead a glorious crusade to the Holy Land, ushering in a Golden Age of Christianity. 

While existing studies of the imagery in Jean de Berry‘s Très Riches Heures have demonstrated 

the duke‘s interest in a restoration of empire or renovatio, that idea has not been extended to the 

series of seven joyaux in the ducal collections under discussion here.155 

The topos of a ―Golden Age‖ was an ancient one, developed by Greek and Roman writers 

including Hesiod, Ovid, and Horace as an idyllic period of peace, abundance, and prosperity.156 

The concept was, as we have seen, alluded to by Virgil in the Fourth Ecologue. The prophetic 

statement there was quoted on the Augustus medallion, an utterance of the Cumaean Sibyl that 
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was interpreted in the Middle Ages as a prediction of the birth of Christ and triumph of 

Christianity.157 Virgil also utilized the Golden Age topos to flatter Augustus, identified in the 

sixth book of the Aeneid as the ideal ruler under whose rule the era of peace would be restored. 

By the fourteenth century, panegyrists frequently flattered rulers by identifying them as the ideal 

prince who would achieve a universal Christian peace that heralded the Golden Age.158 Texts 

circulating among the Valois courts during the reigns of Charles V and Charles VI partook of 

that same ideology. Jean de Roquetaillade‘s Liber Ostensor (completed 1356) and Vade mecum 

in tribulatione (also 1356), Eustache Deschamps‘s Prophetie en l‟honneur de Charles VI (c. 

1380?), and the writings of Telesphorus of Cosenza, particularly the Libellus (c. 1380), drew 

upon the Golden Age topos, blending it with a tradition of prophetic Christian texts heralding the 

final victory of Christianity to predict a glorious future for the French monarchy.159 While the 

contents varied slightly, the authors generally predicted the emergence of the ideal ruler, a 

Second Charlemagne (Carolus redivivus), who would be named emperor by an Angelic Pope 

and unite Christian nations in peace, before moving eastward, defeating the enemies of Christ 

and recapturing Jerusalem. The rule of that French monarch was identified with the reign of the 

Last World Emperor, whose rule would bring a millennium of peace, a Golden Age, ended by 

the coming of the Antichrist, when the emperor would lay down his crown before the Cross at 

Golgotha, or, in Telesphorus‘ prophecy, upon the Mount of Olives, leaving the final battle to 

Christ.160  

Following Charles VI‘s accession in 1380, expectations were high that the king would 

take the cross and fulfill the prophesied restoration of empire under the French. Telesphorus‘s 

text identified the prophesied ruler as, ―Charles, son of Charles from the nation of the most 

illustrious Lily.‖161 The young king‘s tutor, Philippe de Mézières, was a well-known crusade 

enthusiast who composed a didactic text for the monarch titled Le Songe du Vieil Pelerin (1389) 

with the express intention of preparing the monarch to lead the prophesied military expedition.162 

Le Songe du Vieil Pelerin, which outlined to a great extent the policies that Charles and his 

councilors followed during the king‘s brief period of rule, offered a guide for fulfilling the 

Second Charlemagne prophecy.163 An important element of that effort was resolution of the 

Western or Papal Schism (1378-1417) in favor of the antipope Clement VII (r. 1378-1394), who 

was elected by the French cardinals in 1378 in opposition to Pope Urban VI (1378-1389). It was 

hoped that Clement VII would name the French king emperor. That event was to be followed by 
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a large scale crusade effort, involving a unified European force, led by the French emperor.164 It 

is in the context of such prophecies that the lost series of portraits at Jean de Berry‘s château at 

Bicêtre, which included emperors of East and West, Charles VI, Jean de Berry, and Clement VII, 

assumes full significance. 

The Second Charlemagne prophecies, calls for crusade, and predictions of a coming 

Golden Age that swirled through the Valois courts may well have inspired Jean de Berry‘s 

acquisition of a chronologically organized series of joyaux based on sacred forms united by 

imperial Christian themes. The culmination of that series with a portrait of Jean de Berry appears 

as an effort to present the duke, himself a descendant of Charlemagne and Saint Louis, as 

continuing a line of distinguished warriors and rulers within the unfolding history of Christianity. 

Numerous elements of the medallion series suggest that the prophecies of a renewal of imperial 

glory under a Valois ruler served, at least in part, to guide their creation. 

The initiation of the duke‘s series of imperial, Christian-themed joyaux with a portrait of 

Julius Caesar recalls the idea of unification and restoration of empire that was a central element 

in prophecies of the peace that would be achieved by the Last World Emperor. We have seen that 

Petrarch‘s identification of Julius Caesar as a model for would-be crusaders likely inspired Jean 

de Berry‘s initiation of the medallion series with that ruler. Nancy Bisaha‘s study of Petrarch‘s 

adoption of Julius Caesar to crusader ideology reveals that the attraction of Caesar as model was 

motivated by the poet‘s desire to symbolically unite the two Romes, ancient and Christian. 

Petrarch‘s argument provided an ideological platform for an expanded vision of the crusades as 

an effort to reconstitute the far-reaching empire that existed under Caesar.165 Similar concepts of 

unification and re-constitution were central to visions of the return of a Golden Age under the 

prophesied French emperor. Owing to that, both Philippe de Mézières and Eustache Deschamps 

symbolically identified Charles VI with Julius Caesar, predicting the victories of the 

monarch/emperor in the Holy Land.166  

Further consideration of the description of the Augustus medallion suggests that it, too, 

engaged contemporary predictions of a coming of a Golden Age of Christianity under the 

guidance of the Valois monarchy. The pairing of the Sibylline inscription on the obverse with a 

reverse image of a female figure bears particular scrutiny. It is quite possible that the inscription 

of ―Lilia‖ on the reverse was not an erroneous reference to Augustus‘s wife, Livia, as has 

previously been suggested, but instead identified the figure as an allegorical one, referring to the 
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Lily, symbol of the French monarchy.167 If so, the figure of ―Lilia‖ on the reverse may have 

responded to the prophesy of the coming of a Christian Golden Age announced by the quote 

from Virgil on the obverse. Within the context of the Valois courts and Second Charlemagne 

prophecies, the pairing of the figure representing France with the prophetic inscription may have 

been read as an affirmation that the prophecy would be realized under the monarch whom 

Telesphorus had identified as ―from the nation of the most illustrious Lily.‖168  

Additional elements of the series‘ iconography and inscriptions suggest alignment with 

the prophecies. The dates inscribed on both the Augustus and Tiberius medallions, recalling the 

tradition of Christian chronicles marking the sequence of history through references to the birth 

and death of Christ, offer a point of contact with eschatological predictions surrounding the 

coming of the Second Charlemagne and calls for the last crusade, a final chapter in the sequence 

of time.169 The pairing of an eastern and western emperor and combination of Latin and Greek 

inscriptions represented by the Constantine and Heraclius medallions suggests an allusion to the 

union of western and eastern empires that would be achieved under the Last World Emperor. In 

Le Songe du Vieil Pelerin Philippe de Mézières offered Constantine and Heraclius as models for 

Charles VI‘s education and preparation for the crusade.170 The textual identification of 

Constantine and Heraclius as exemplars for the would-be royal crusader offers an explanation for 

another iconographic innovation represented by the Berry medallions: they represent the first 

pairing of the two emperors in western imagery.171  

Other than their classification as objects of personal adornment, the ducal inventories 

provide little information regarding how Jean de Berry‘s series of imperial, Christian joyaux may 

have functioned. Perhaps the duke did wear the objects individually, but their display, storage, 

and reception as a group remains little considered, a consequence of the lack of documentary 

evidence.172 Even a brief consideration of how the medallions may have functioned in tandem, if 

displayed as a group, offers a tantalizing glimpse into the possibilities of layered meaning 

inherent in their form.  

Comparison of the obverses of the Augustus medallion and the Berry portrait medallion 

would have placed the portrait of the duke alongside that of the emperor, which was, in turn, 

surmounted by the plaque inscribed with the Virgilian prediction of the Golden Age. Simply 

flipping the Berry medallion over would have paired the portrait of Augustus and the prophetic 

text with the image of the Virgin and Child. The imagery would have evoked the Ara Coeli, the 
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vision of the Virgin and Christ Child granted to Augustus by the Tiburtine Sibyl, which was one 

of the central legendary events in the conversion of the pagan world to the Christian faith.173 

According to early medieval accounts of the event, the emperor inquired of the Sibyl whether a 

ruler greater than he would be born. The Sibyl answered with a vision of the Virgin and Child 

surrounded by a golden orb and a voice said to the emperor, ―This is the altar of Heaven.‖174 Jean 

de Berry had a particular affinity for depictions of Augustus‘ vision, which was otherwise an 

exceedingly rare image type in the late fourteenth and early fifteenth centuries. The Ara Coeli 

was included in both the Très Riches Heures and the Belles Heures; it was also the subject of a 

gold relief plaque at the Sainte Chapelle in Bourges.175 Considered within the context of 

contemporary prophecies that identified the coming of the Christian Golden Age with crusade, it 

seems likely that viewers of the pair, which placed the medallic portrait of Jean de Berry 

alongside the image of Augustus and the prophetic text, would have recognized the imagery as a 

proclamation of the duke‘s support of crusader efforts to protect Constantinople and reclaim the 

Holy Land during the regency. That message was implicit in the reliquary-based form of the 

objects, reads as part of the patron‘s duties as a prince of the blood, and is consonant with Jean 

de Berry‘s wider efforts to secure the continuity of Valois leadership during the period.  

The illustration of the feast of the Exaltation of the Cross from the Très Riches Heures 

vividly evokes the heightened meaning likely attached to the medallion series at the Berry court 

(fig. 19). Milliard Meiss identified the structure depicted in the miniature as the Chapel at 

Calvary; the figures at left as King Solomon, the Queen of Sheba and her attendant; the figures to 

the right as the Ethiopian officiates at the Chapel; and the figures at the altar as Melchisedek and 

Abraham.176 While much of Meiss‘s reading can be sustained, the identification of the kneeling 

figure at right as King Solomon is questionable. The figure is more likely Heraclius. Not only 

does the image commemorate the feast initiated in honor of the emperor‘s return of the True 

Cross to Jerusalem, but the figure wears a peaked, imperial crown as well as epaulets that recall 

Heraclius‘s military activity.177  

The image of Heraclius in the miniature holds specific interest within the context of the 

eschatological prophecies regarding the Second Charlemagne outlined above. The mythology of 

Charlemagne as developed between the tenth and fourteenth centuries closely identified the 

French emperor and supposed crusader with Heraclius: like Heraclius, Charlemagne supposedly 

journeyed to Jerusalem.178 For the select group of privileged viewers who would have seen the 
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miniatures in Jean de Berry‘s book of hours, the miniature of the emperor kneeling before the 

Cross would have called to mind the alignment of Heraclius and Charlemagne. The analogy 

between the two emperors, French and Byzantine, enacted the same synchronistic approach to 

history that allowed Charles VI to be identified as a Second Charlemagne. Within the royal 

courts, permeated with the prophetic sense that history was moving towards an ultimate goal, the 

image would have recalled past imperial victories in Jerusalem while simultaneously alluding to 

future ones. The image of the emperor kneeling before the cross referred as well to the 

prophecies that, as a final act, the Last World Emperor, the Second Charlemagne, would lay his 

crown before the cross at Golgotha. 

The decoration of the elaborate cross upon the altar in the miniature of the Exaltation of 

the Cross holds particular interest in this discussion. Meiss recognized that its double-transverse 

form recalled the reliquary of the True Cross at Sainte-Chapelle in Paris.179 The reliquary held 

Saint Louis‘s True Cross relic from Constantinople. It was a portion of the same prestigious relic 

that Jean de Berry possessed and that was enshrined in the duke‘s own Saint-Chapelle in 

Bourges.180 Even more remarkable is the inclusion of a series of medallions or coins strung 

together and affixed to either end of the cross. Meiss identified the others upon the altar as 

ecclesiastical tithes.181 While it is impossible to identify the objects suspended from the cross 

with any precision, we might wonder if they were meant to recall the medallions in the ducal 

collections. The image is particularly instructive for aligning numismatic and medallic material 

with cross relics of the greatest sanctity in a vision of the ultimate Christian victory, realized 

through the efforts of the Valois monarchy. 

Conclusion 

This chapter demonstrates the political function that the Constantine and Heraclius 

medallions played for Jean de Berry. They served as part of a larger series of commissions and 

acquisitions that identified the patron with a series of royal and particularly Christian 

prerogatives surrounding the protection of Constantinople and ultimate reclamation of the Holy 

Land, concepts central to the prestige of the Valois monarchy. Considered against the backdrop 

of Jean de Berry‘s precarious political position in the opening years of the fifteenth century, the 

duke‘s acquisition of the Constantine and Heraclius medallions and a series of five other 

imperial, Christian joyaux, all of which were based upon a Byzantine sacred object type that bore 

a specific identification with victorious military endeavors in the East, appears as part of a 
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coordinated effort to support the duke‘s elevated position at the royal court. Recognizing the 

joyaux as united by references to the unfolding history of imperial Christianity in which the 

French monarchy was destined to play a glorious role provides a broader social and political 

context for evaluating the meaning and function of the objects.  

The fact that Jean de Berry commissioned copies of the Constantine and Heraclius 

medallions during his lifetime and that multiples of the objects circulated in the Italian courts by 

the 1430s, within two decades of the patron‘s death, suggests the value that the objects held for 

disseminating political and religious messages. This reading of the Christian and political 

significance of the Berry medallions, specifically their identification with the goal of a military 

effort to protect Constantinople, supports the revised consideration of the origins and meaning of 

the earliest Renaissance cast portrait medals that follows. 
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Item, un autre joyau d‟or roont, de haulte taille, ouquel est contrefait d‟un des costez 
Constantin à cheval et a escript à l‟environ: Constantinus in Christo deo fidelis 
imperator et moderator Romanorum et semper Augustus, et de l‟autre costé a deux 
femmes, et ou milieu d‟icelles un fontainne où il a un arbre, et dedens ledit arbre une 
croix, et a escript à l‟environ: Michi absit gloriari nisi in cruce domini nostri Jhesu 
Christi; et est ledit joyau garni entour de deux balaiz, deux saphirs et de vint grosses 

http://www.pbm.com/~lindahl/cotgrave/
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perles tout à jour; et pend à une chaiennete d‟or faicte de boutons d‟or roons en manière 
de paternostres; lequel joyau Monseigneur achata en sa ville de Bourges de Antoine 
Manchin, marchant de Florence demourant à Paris, le IIe jour de novembre l‟an mil 
CCCC et deux, la somme de XIe frans. 

 
8 Guiffrey, Inventaires, 1:72-73, no. 200. 

 
Item, un autre joyau d‟or roont, de haulte taille, où il a d‟un des costez la figure d‟un 
empereur appellé Eracle en un croissant, et son tiltre escript en grec, exposé en françois 
en ceste manière: Eracle en Jhesu Crist Dieu, féal empereur et moderateur des Romains, 
victeur et triumphateur tousjours Auguste; et de ce mesmes costé a escript en latin: 
Illumina vultum tuum Deus; super tenebras nostras militabor in gentibus; et de l‟autre 
est la figure dudit empereur tenant une croix, assis en un char à trois chevaux, et dessus 
sa teste a pluseurs lampes, et ou milieu du cercle où sont lesdictes lampes a escript en 
grec exposé en françois ce qui s‟ensuit: Gloire soit es cieulx à Jhesu Crist Dieu qui a 
rompu les portes d‟enfer et rachatée la croix saincte, imperant Eracle. Et est ledit joyau 
garni entour de quatre saphirs et quatre grosses perles, et pend à une chaiennete d‟or 
engoulée de deux testes de serpent. 

 
9 Guiffrey, Inventaires, 1:73, nos. 201-2. 
 
10 For copies of the Heraclius medallion in Ferrara, see Syson and Gordon, Pisanello, 114, 146, 
no. 126. 
 
11 Scher, ed., Currency of Fame, 32.  
 
12 I thank Inès Villela-Petit at the Bibliothèque nationale for facilitating my study of these works. 
I am aware of one other example of the Constantine medallion in repoussé: British Museum (Inv. 
M0269). There is also a solid silver cast of the Constantine medallion at the Museum of Fine 
Arts, Boston (87.5 mm, Inv. 57.170); see Michele D. Marincola, Anne L. Poulet, and Stephen K. 
Scher, ―Gothic, Renaissance and Baroque Medals from the Museum of Fine Arts, Boston,‖ The 
Medal 9 (1986): 79-105, no. 1. 
 
13 Weiss, ―Medieval Medallions,‖ 134-35. 
 
14 See G. F. Hill, ―Note on the Mediaeval Medals of Constantine and Heraclius,‖ The 
Numismatic Chronicle (1910): 110-16.  
 
15 As was noted in Chapter One, no comprehensive list of extant casts exists. For a thorough 
review of some of the finest examples and variations in their inscriptions and imagery, see the 
studies by Weiss and Scher as in Chapter One, n. 3. 
 
16 See Chapter One, n. 3; also n. 2 in this chapter. 
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17 The inscriptions found on the Constantine and Heraclius medallions have been frequently 
published. The transcriptions, translations, and reference to their sources here are, unless 
otherwise noted, from Scher, ed., Currency of Fame, 32-37.  
 
18 The form accords not with Byzantine crowns but rather with the traditional medieval depiction 
of imperial crowns in the West as a peaked, closed type, frequently surmounted by a cross. For 
the type and its adoption in the late medieval French visual tradition, see the discussion in Robert 
W. Scheller, ―Ensigns of Authority: French Royal Symbolism in the Age of Louis XII,‖ Simiolus 
13 (1983): 9-10. 
 
19 For the translation and introits, see Scher, ed., Currency of Fame, 33; and Lavin, ―Pisanello,‖ 
69; for the feasts and their history, see Joseph Hallit, ―La croix dans le rite Byzantin histoire et 
théologie,‖ Parole de l‟Orient 3, no. 1 (1972): 286-302. A comprehensive study of the legend of 
the True Cross in texts and images, including the feasts of the Invention and Exaltation is 
provided byBarbara Baert, A Heritage of Holy Wood: The Legend of the True Cross in Text and 
Image, trans. Lee Preedy (Leiden and Boston: Brill, 2001). 
 
20 For the texts of hymns sung for the Adoratio Crucis of the Good Friday liturgy, which identify 
the living cross as the fruit of the Tree of Life, as well as the comparison with the Roman 
mosaics, see Scher, ―Medals,‖ 145-59. For the textual sources for the numerous legends 
surrounding the wood of the Cross, including its origins and history, see Baert, Heritage, 319-26. 
 
21 For this concept, Baert, Heritage, 324. 
 
22 For the comparison with San Clemente and identification of the lion as the lion of Juda, see 
Scher, ―Medals,‖ 157.  
 
23 For a summary of figure identifications, see Scher, ―Medals,‖ 160-69; and Mark Jones, ―The 
First Cast Medals and the Limbourgs: The Iconography and Attribution of the Constantine and 
Heraclius Medals,‖ Art History 2 (1979): 36-38, 40-41. For the identification of the figures with 
the Sibyls, see Herman T. Colenbrander, "The Limbourg Brothers: The Joyaux of Constantine 
and Heraclius, the Très Riches Heures, and the Visit of the Byzantine Emperor Manuel II 
Palaeologus to Paris in 1400-1402," in Flanders in a European Perspective: Manuscript 
Illumination around 1400 in Flanders and Abroad, ed. Maurits Smeyers and Bert Cardon, 
Proceedings of the International Colloquium, Leuven 1993 (Louvain: Peeters, 1995), 171-84. 
 
24 The figure was first identified as Helena by Marquardus Freher in the eighteenth century; see 
Scher, ―Medals,‖ 164. St. Ambrose‘s funeral oration for the Emperor Theodosius (De obitu 
Theodosii, 40-56) delivered in February, 395 provides the first identification of Constantine‘s 
mother with the finding of the Cross. For a study of the earliest textual accounts of Helena‘s 
recovery of the Cross and the widespread dissemination of the story during the later Middle Ages 
through the texts of the Jacobus de Voragine‘s Legenda sanctorum (Golden Legend, 1261-66), 
see Baert, Heritage, 24-53, 194-216. For the narrative of the Finding of the True Cross in the 
Golden Legend, see Jacobus de Voragine, The Golden Legend: Readings on the Saints, trans. 
William Caxton, 7 vols. (1483; Reprint, ed. F. S. Ellis, London: J. M. Dent & Co., Alden House, 
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1900), 3:78-82. http://www.fordham.edu/halsall/basis/goldenlegend/. Jean de Berry‘s ownership 
of a manuscript of the Golden Legend is documented in all three inventories; for the description 
of the book in the 1413 inventory, see Guiffrey, Inventaires, 1:230, no. 876. 
 
25 For the links between the two Feasts and the identification of each with Helena‘s discovery of 
the Cross, see Scher, ―Medals,‖ 144; and Baert, Heritage, 2, 5-7. 
 
26 Scher, ―Medals,‖ 165. Identifying the figure as Constantine‘s mother also explains the 
similarities between her tunic and that of the emperor, both of which feature a distinctive v-neck 
design. 
 
27 On the liturgy and for a transcription of the prayers, see Scher, ―Medals,‖ 129, 146-49. 
 
28 The Baptismal significance of the image on the medallion reverse has been noted by Scher, 
―Medals,‖ 154-57. The four rivers in the Lateran mosaic are labelled as OION, PISON, TIGRIS, 
and EUFRATES, recalling the four Rivers of Paradise (Genesis 2:10-14). On the baptismal 
significance of legends of the wood of the Cross and the Lateran mosaic, see Baert, Heritage, 
309, 324. 
 
29 The composition of the medallion reverse also recalls late medieval depictions of the Fountain 
of Youth in romance literature and imagery, where the old and infirm typically approach the 
fountain, disrobe, and are either shown youthful and nude in the fountain or emerging from it. 
Although slightly later than the medallions, an excellent comparison is found in the image of the 
Fountain of Youth from the monumental fresco cycle in the Sala Baronale of the Castello in 
Manta, c. 1420-30. For the type, see Anna Rapp, Der Jungbrunnen in Literatur und bildender 
Kunst des Mittelalters (Zurich: Juris-Verlag, 1976). 
 
30 The image of the female figure trampling the beast recalls medieval illustrations of virtue over 
vice, such as those found in manuscripts of Prudentius‘ Psychomachia; for the type, see Adolf 
Katzenellenbogen, Allegories of the Virtues and Vices in Medieval Art: From Early Christian 
Times to the Thirteenth Century (London, 1939: reprint, Nendeln, Liechtenstein: Kraus, 1968), 
14-21. 
 
31 Published in Carolinne White, trans., Early Christian Latin Poets (London and New York: 
Routeledge, 2000), 136-39. 
 
32 The earliest western account of Heraclius‘ reclamation of the Cross from Chosroes is a homily 
by Hrabanus Maurus (780-856), Abbot of Fulda (822-42) but the most widely distributed 
account was that included in the Golden Legend. See Baert, Heritage, 139-41, 194-216. For the 
text, see de Voragine, Golden Legend, 5:60-64. 
 
33 Among the notable departures from representations of Middle and Late Byzantine crowns 
represented by the portrait on the Berry medallion is the absence of prependoulia, or pendant 
strings of pearls; for Byzantine imperial crowns, see Maria G. Parani, Reconstructing the Reality 
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of Images: Byzantine Material Culture and Religious Iconography (11th-15th Centuries) (Leiden 
and Boston: Brill, 2003), 27-30. 
 
34 For the textual source, see Scher, ed., Currency of Fame, 35-36; Lavin, ―Pisanello,‖ 69. 
 
35 The visionary directive was not recounted in the Golden Legend, but was found in some 
twelfth-century elaborations of the Heraclius narrative, including that of Gautier d‘Arras (1175-
1200); for that, see Scher, ―Medals,‖ 135-36, 173, n. 26; Gautier d‘Arras‘s text is quoted by 
Marilyn Aronberg Lavin, The Place of Narrative: Mural Decoration in Italian Churches, 431-
1600 (Chicago: University of Chicago Press, 1990), 324, n. 69. Heraclius‘s vision, an unusual 
element in the emperor‘s iconography, was included in Agnolo Gaddi‘s frescoes dedicated to the 
Legend of the True Cross in Santa Croce in Florence (1388-92). For the point that Heraclius‘s 
vision paralleled that of Constantine, creating a parallel between the two emperors that identified 
Heraclius as the ―new Constantine,‖ an analogy made in Gautier d‘Arras‘s text, see also Baert, 
Heritage, 368-69.  
 
36 The classic study of the ―beard-combing‖ gesture is H. W. Janson, ―The Right Arm of 
Michelangelo's Moses,‖ in Festschrift Ulrich Middeldorf, ed. Antje Kosegarten and Peter Tigler 
(Berlin: Walter de Gruyter, 1968), 241-47.  
 
37 See n. 32 in this chapter. For the identification of Heraclius‘s reclamation of the True Cross 
with the pre-existing liturgy for September 14, dedicated to the Veneration of the Cross, which 
from the ninth century became the feast of the Exaltation of the Cross in the West, see Scher, 
―Medals,‖ 129-32. For the text of the Golden Legend, see de Voragine, Golden Legend, 5:60-64. 
 
38 The sources for the inscription are unclear. For a discussion of the Greek, which is a garbled 
usage, see Scher, ―Medals,‖ 139-42. 
 
The inscription in the field is: ΔO϶A • EN • VΨICTIC • XΨ • TOΘΨ • OTI • ΔIEPPIZE • 
CIΔIPAC • IΛAC • KAI • EΛEVΘE  PΨCE + AΓIAN • BACI • HPAKΛE •  
 
39 For Jean de Berry‘s patronage of the Belles Heures and the correspondence between the 
miniature and the medallion imagery, see Millard Meiss, French Painting in the Time of Jean de 
Berry: The Limbourgs and their Contemporaries, 2 vols. (New York: George Braziller, 1974), 
1:102-05, 130-33. 
 
40 The text beneath the miniature quotes that of the Golden Legend with, as we shall see, one 
significant variation; see Meiss, French Painting, 1974, 1:131-32. 
 
41 Scher, ed., Currency of Fame, 32. 
 
42 For a brief summary of the origins assigned to the medallions, see Weiss, ―Medieval 
Medallions,‖ 129-31. For the suggestion that the merchant may have served to broker the ducal 
commission, see Jones, ―First Cast Medals,‖ 38-40.  
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43 There was a tradition for merchants commissioning works of art in the hopes of appealing to a 
particular courtly patron; for that, see Martin Warnke, The Court Artist: On the Ancestry of the 
Modern Artist (Köln: DuMont Buchverlag,1985; trans. David McLintock, Cambridge: 
Cambridge University Press, 1993), 81-83. Nevertheless, it is hard to imagine objects as costly as 
the Constantine and Heraclius medallions being produced without specific commission.  
 
44 For the attribution to the Limbourgs, see Jones, ―First Cast Medals,‖ 38-40. The works have 
also been attributed to the court painter Michelet Saulmon on the basis of stylistic comparison 
with an extant medallion (now in Berlin, n. 151 in this chapter) that appears to replicate another 
joyaux listed in the inventories depicting the Virgin and Child on one side and the Duc de Berry 
on the other; see W. von Bode, ―Die Medaille von Johann Duc de Berry und ihr mutmasslicher 
Künstler Michelet Saulmon,‖ Archiv für Medaillen und Plaketten-kunde 3 (1921): 1-11. The gold 
copies after the jewelled originals, upon which existing copier are presumably based, were 
attributed to Saulmon by Scher, ―Medals,‖ 106-11; and idem, ed., Currency of Fame, 32. 
 
45 For the miniature and the comparison see Meiss, French Painting, 1974, 1:156-7. 
 
46 The exact relationship between the medallions and miniatures has been the subject of much 
debate, but there can be little doubt, based on the inventory dates documenting the medallions‘ 
acquisition, that the medallions preceeded the manuscripts. The expanded, later imagery 
dedicated to Heraclius‘s entry into Jerusalem in the Belles Heures, for instance, does not appear 
to elaborate upon the medallions per se, but rather to illustrate more fully a composition 
truncated on the medallion, suggesting that perhaps both shared a common source. For that idea, 
see Lavin, ―Pisanello,‖ 72.  
 
47 For this suggestion, see Jones, ―First Cast Medals,‖ 39. On the Limbourgs‘ training, see Meiss, 
French Painting, 1974, 1:67, 130.  
 
48 For questions of variation in style between the extant copies and the originals, see Scher, 
―Medals,‖ 35-37. 
 
49 For Constantine coins, see the catalogue of the British Museum collection: Patrick M. Bruun, 
Constantine and Licinius, vol. 7, The Roman Imperial Coinage (London: Spink and Son, Ltd., 
1966). The example illustrated here is an adventus type, see ibid., 97 and pl. 1, no.1. 
 
50 The type was also popular on medieval seals; for these observations, see Lavin, ―Pisanello,‖ 
72, 76 n. 33.  
 
51 On the decreasing employment of profile portraits in Byzantine coinage after the sixth century 
and the general dominance of frontal poses, see Philip Grierson, Byzantine Coins (Los Angeles: 
University of California Press, 1982), 29-30. 
 
52 For examples of Heraclius‘s coins, see Philip Grierson, Catalogue of the Byzantine Coins in 
the Dumbarton Oaks Collection and in the Whittemore Collection, vol. 2, Phocas to Theodosius 
III, 602-717 (Washington, D. C.: Dumbarton Oaks Research Library and Collection, 1968). 
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53 Scher, ―Medals,‖ 99-103.  
 
54 For the Duc de Berry‘s seals, see René Gandhilhon, Inventaire des sceaux du Berry: 
antérieurs a 1515 (Bourges: A. Tardy, 1933), 1-5, pls. ix, xi-xv. Although it has sometimes been 
suggested that the double-sided form of some seals (created by the seal and counter seal 
combination) offered a precedent for the double-sided form of the Berry medallions, the 
seal/counter seal join does not create a two-sided object per se. One important difference is that 
counter seals are often much smaller than the seal itself. For example, the counter seals for the 
Berry seal illustrated here (which is 95 mm), measure between 25-36 mm in diameter. 
 
55 Guiffrey, Inventaires, 1: vii-viii, civ-cv, 57-98, 344. 
 
56 Sheila D. Campbell and Anthony Cutler, ―Enkolpion,‖ in The Oxford Dictionary of Byzantium, 
ed. Alexander P. Kazhdan (Oxford: Oxford University Press, 1991); E-Reference edition, 2005, 
http://www.oxford-byzantium.com.proxy.lib.fsu.edu/entry?entry=t174.e1673. Recent studies 
include Yota Ikonomaki-Papadopoulos, Brigitte Pitarakis, and Katia Loverdou-Tsigarida, 
Enkolpia: The Holy and Great Monastery of Vatopaidi (Mt. Athos: The Holy and Great 
Monastery of Vatopaidi, 2001), 13-18; and Anna Kartsonis, ―Protection Against All Evil: 
Function, Use and Operation of Byzantine Historiated Phylacteries,‖ Byzantinische Forschungen 
20 (1994): 73-102. 
 
57 For Manuel II‘s embassy to Europe, see Constantin Marinesco, ―Deux empereurs byzantins en 
occident: Maneul II et Jean VIII Paléologue,‖ Compte-rendus des séances de l‟Académie des 
inscriptions et belles-lettres 101, no. 1 (1957): 23-35; John W. Barker, Manuel II Palaeologus 
(1391-1425): A Study in Late Byzantine Statesmanship (New Brunswick: Rutgers University 
Press, 1969), 165-99; and Setton, Papacy and the Levant, 1:370-76.  
 
58 The emperor also attended the wedding of Jean de Berry‘s daughter three weeks after his 
arrival in Paris; for the contact between the two, see Setton, Papacy and the Levant, 1:375. 
 
59 The identification was made by Meiss, French Painting, 1974, 1:156. 
 
60 Setton, Papacy and the Levant, 1:370-72. 
 
61 Ibid., 1:375-76. 
 
62 Weiss, ―Medieval Medallions,‖ 138-41.  
 
63 Lavin, ―Pisanello,‖ 70. 
 
64 The letter from Nicephorus described the object as a ―gold enkolpion…and this has inside 
another enkolpion in which particles of the True Cross have been inserted,‖ the outer enkolpion 
was painted (encaustic) and ―entirely enclosed in crystal,‖ quoted in Kartsonis, ―Protection,‖ 79-
80. For notation of the gift, also see Ikonomaki-Papadopoulos, et al., Enkolpia, 13.  
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65 It is tempting to suggest that the Byzantine enkolpion sent from Nicephorus was among the 
reliquaries Leo III conserved in a cypress chest that was, by the thirteenth century, incorporated 
into the altar of the Sancta Sanctorum, the palace chapel at the Lateran. The reliquaries there, at 
least two of which held relics of the True Cross, were marked by their position and contents as 
among the most sacred objects in Christendom. Surviving portions of both reliquaries are now 
held at the Vatican Museums. One is an enamel cross that fits inside a silver box (too large to 
have been worn, measuring 27 cm x 18 cm) (Biblioteca Apostolica Vaticana, Museo Sacro, Inv. 
no. 985) and the other of which was an earlier gold, cruciform reliquary set with gems (c. 
seventh century?) (lost in World War II) that sat inside the silver gilt, cruciform box (Biblioteca 
Apostolica Vaticana, Museo Sacro, Inv. no. 1888). The form of each recalls Nicephorus‘s 
description, but the first object and the container for the now-lost second object bear inscriptions 
dating them to the papacy of Paschal I (r. 817-824). The appearance of the now-lost jewelled, 
cruciform reliquary (recorded in extant photos) did not accord with Nicephorus‘s description of 
the object as painted and closed in crystal. For an introduction to the reliquaries in the Sancta 
Sanctorum, see Herbert L. Kessler and Johanna Zacharias, Rome 1300: On the Path of the 
Pilgrim (New Haven and London: Yale University Press, 2000), 50-61 and Erik Thunϕ, Image 
and Relic: Mediating the Sacred in Early Medieval Rome (Rome: Erma di Bretschneider, 2002).  
 
66 This typology is based on that offered for the group of 64 enkolpia held at the Monastery of 
Vatopaidi by Ikonomaki-Papadopoulos, et al., Enkolpia, 14-18. 
 
67 Ibid., 132-33, no. 46. 
 
68 Other examples include, ibid., 128-31, no. 45 (51 mm); 134-35, no. 47 (oval, h. 45mm, w. 48 
mm). While the average diameter of these particular enkolpia is considerably smaller than the 
copies of the Berry medallions, larger enkolpia do exist. Of course, we cannot be certain of the 
size of the original French medallions. I have chosen these examples for their conformity with 
the descriptions of the Berry medallions on multiple points, but especially their sealed form (as 
in n. 70 in this chapter). 
 
69 Ibid., 70-71, no. 20 (oval, h. 43 mm, w. 33 mm). 
 
70 I would like to thank Dr. Stephen Zwirn for bringing this form to my attention. On the type, 
see Marvin Ross, ―A Byzantine Gold Medallion at Dumbarton Oaks,‖ Dumbarton Oaks Papers 
11 (1957): 256, 259-61; and Brigitte Pitarakis, ―Objects of Devotion and Protection,‖ in 
Byzantine Christianity, ed. Derek Krueger (Minneapolis: Fortress Press, 2006), 176-77. For 
examples with visible fill, see Ikonomaki-Papadopoulos, et al., Enkolpia, 102-3, no. 34 
(rectangular, h. 37 mm, w. 46 mm); 106-7, no. 36 (rectangular, h. 52 mm, w. 62 mm); 161-62, 
no. 62 (rectangular, h. 35, w. 39 mm); and Luciano Bellosi, ed. L‟oro di Siena: il tesoro di Santa 
Maria della Scala (Milan: Skira, 2001), 105-6, no. 3 (30 mm). 
 
71 Holger A. Klein, ―Eastern Objects and Western Desires: Relics and Reliquaries Between 
Byzantium and the West,‖ Dumbarton Oaks Papers 58 (2004): 283-314. 
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72 Jannic Durand and Marie-Pierre Lafitte, eds., Le trésor de la Sainte-Chapelle (Paris: Réunion 
des musées nationaux, 2001), 52-89. 
 
73 Durand and Lafitte, eds., Trésor, 53, 85, 113-37.  
 
74 For the biography, see Françoise Lehoux, Jean de France, duc de Berri, sa vie, son action 
politique (1340-1416), 4 vols. (Paris: A. and J. Picard, 1966-68). 
 
75 The document is Paris, Archives nationales, AE II 393. See Millard Meiss, French Painting in 
the Time of Jean de Berry: The Late Fourteenth Century and the Patronage of the Duke, 2 vols. 
(New York: Phaidon, 1967), 2:38 and fig. 475. 
 
76 For the prevalence and political value of such messages of dynastic continuity, see Colette 
Beaune, The Birth of an Ideology: Myths and Symbols of Nation in Late-Medieval France, trans. 
Susan Ross Huston, ed. Fredric L. Cheyette (Berkeley and Los Angeles: University of California 
Press, 1991), 181-93; and M. Cecilia Gaposchkin, The Making of Saint Louis: Kingship, 
Sanctity, and Crusade in the Later Middle Ages (Ithaca and London: Cornell University Press, 
2008), 230-39.  
 
77 For the political situation as summarized in the preceeding paragraph, see Lehoux, Jean de 
France, 2:261-527; and the summary in J. B. Bury, et. al., The Cambridge Medieval History, 8 
vols. (Cambridge and New York: Cambridge University Press and MacMillan, 1911-36), 7:368-
79.  
 
78 The actual date that construction began on the chapel is not certain, but the papal bull 
authorizing the foundation is dated August 1492. For the chapel and its political significance, see 
Béatrice de Chancel-Bardelot and Clémence Raynaud, eds. La Sainte-Chapelle de Bourges: Une 
fondation disparue de Jean de France, duc de Berry (Bourges: Musée du Berry, 2004), 25-36. 
 
79 For the relics, see Guiffrey, Inventaires, 2:35-36, no. 214; 40-41, no. 274. Acquisition dates 
are not specified, but the items were inventoried on 18 December 1401 and 2 Janurary 1402, 
dates falling within the period of the imperial embassy to Paris.  
 
80 See Barker, Manuel II Palaeologus, 130-31, 176-77, 183, 408; Klein, ―Eastern  
Objects,‖ 310-12; and Sophia Mergiali-Sahas, ―Byzantine Emperors and Holy Relics: Use, and 
Misuse, of Sanctity and Authority,‖ Jahrbuch der österreichischen Byzantinistik 51 (2001): 41-
60. 
 
81 On the Valois emphasis upon their descent from Saint Louis as a marker of legitimacy, with 
special attention given to his participation in the crusade see Gaposchkin, Making of Saint Louis, 
230-39. 
 
82 My discussion of Charles VI‘s policy of crusade during the years of his majority is indebted to 
James Magee, ―Crusading at the Court of Charles VI, 1388-1396,‖ French History 12 (1998): 
367-83. 
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83 Most sources cite Charles VI as sponsoring that effort, as does Setton, Papacy and the Levant, 
1:370-72, 374, 376. But given the frequency of Charles VI‘s attacks, sometimes as many as six a 
year, it has been suggested that the monarch was not practically involved in French policy in the 
last years of his reign. Nevertheless, there is evidence that he remained committed to the idea of 
crusade. For this, see Magee, ―Crusading,‖ 380. 
 
84 Much of what follows is also discussed, although in relation to the later rule of Charles VIII, 
by Robert Scheller, ―Imperial themes in Art and Literature of the Early French Renaissance: The 
Period of Charles VIII,‖ Simiolus 12 (1981-82): 19-21. 
 
85 For the ―Most Christian King‖ and for papal acknowledgement of the claim in the early 
fourteenth century, see Beaune, Birth of an Ideology, 172-93. In the fifteenth century, under 
Pope Paul II (r. 1464-1471) the title was made standard in papal letters to the French king as that 
ruler‘s hereditary right. 
 
86 Beaune, Birth of an Ideology, 175.  
 
87 The story of Charlemagne‘s journey to the Holy Land does not appear in the earliest accounts 
of the emperor‘s life, but it was widespread by the thirteenth century. For the literary sources, see 
Nancy Bisaha, Creating East and West: Renaissance Humanists and the Ottoman Turks 
(Philadelphia: University of Pennsylvania Press, 2004), 34-36. 
 
88 On the seventh-century origins of the Trojan myth of Frankish origins, see Gaposchkin, 
Making of Saint Louis, 232. For a discussion of the myth, especially as criticized in the sixteenth 
century, see G. Huppert, ―The Trojan Franks and their Critics,‖ Studies in the Renaissance 12 
(1965): 227-41. 
 
89 On the function of genealogies in late medieval France as a means of envisioning history, see 
Gabrielle M. Spiegel, ―Genealogy: Form and Function in Medieval Historical Narrative,‖ 
History and Theory 22, no. 1 (1983): 43-53. On the Grandes Chroniques, see Anne D. Hedeman, 
The Royal Image: Illustrations of the Grandes Chroniqes de France, 1274-1422 (Berkeley: 
University of California Press, 1991). 
 
90 French crusaders were identified with Trojans or the areas they conquered with Troy in 
numerous eleventh and twelfth-century descriptions of the crusades, including texts by Fulcher 
of Chartres (1059-1127). In a text written for Charles VI‘s brother Louis d‘Orleans, Christine de 
Pisan engaged the tradition and the concept that French royal reclamation of the lost Troy would 
represent a justifiable action when she said of the duke, ―His high lineage makes him worthy of 
any royalty and any empire,‖ in Le Chemin de longue étude, ed. R. Puschel (1887; Geneva: 
Slatine Reprints, 1974), quoted in Beaune, Birth of an Ideology, 240. 
 
91 Robert de Clari, a participant in the Fourth Crusade, wrote of the siege of Constantinople, 
―Troy belonged to our ancestor, and those who escaped from it came to live in the country which 
we have come from. It is to regain what once belonged to our ancestors that we have come here 
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to conquer the land‖; Robert de Clari, La Conquête de Constantinople, ed. P. Lauer (Paris: Les 
classiques françaises du moyen âge, 1924), 40; quoted in Beaune, Birth of an Ideology, 237.  
 
92 For Philppe de Bourgnone‘s organization of the crusade to Nicopolis as a means of promoting 
Burgundy as an international leader in the effort, see Magee, ―Crusading,‖ 378-79. For the 
duke‘s role in planning the effort, see Setton, Papacy and the Levant, 1: 344-46; and Aziz S. 
Atiya, The Crusade in the Later Middle Ages (1938; Reprint, New York: Kraus, 1965), 435-62. 
 
93 There exists an extensive bibliography regarding carrying relics of the True Cross into battle. 
See A. Frolow, La relique de la Vraie Croix (Paris: Institut français d'études byzantines, 1961); 
and idem, Les reliquaires de la Vraie Croix (Paris: Institut français d'études byzantines, 1965). 
On the protective function of worn medallions without relics, see Pitarakis, ―Objects,‖ 176-77.  
 
94 Cited by John A. Cotsonis, Byzantine Figural Processional Crosses (Washington, D. C.: 
Dumbarton Oaks Research Library and Collections, Trustees of Harvard University, 1994), 11.  
 
95 Quoted by Nancy P. Ševčenko, ―The Limburg Staurothek and its Relics,‖ in Thymiama stē 
mnē tēs Laskarinas Boura, ed. Maria Basiliake (Athens: Museum Benake, 1996), 1:289. 
 
96 The document is Paris, Archives nationales, L 620 N°2. It is published in Durand and Lafitte, 
eds., Trésor, 49-50, no. 11. 
 
97 For the popularity of the type during the period, see Pitarakis, ―Objects,‖ 166-67, 177; and 
Ikonomaki-Papadopoulos, et al., Enkolpia, 17.  
 
98 Imperial portraits are featured in other types of Byzantine jewelery, especially those 
incorporating numismatic material, but they fall outside the limits of the present study. For 
examples of jewlery with imperial portraits, see Marvin C. Ross, Jewelry, Enamels, and Art of 
the Migration Period, vol. 2, Catalogue of the Byzantine and Early Mediaeval Antiquities in the 
Dumbarton Oaks Collection, (1965; reprint, with an addendum by Susan A. Boyd and Stephen 
R. Zwirn, Washington, D. C.: Dumbarton Oaks Research Library and Collection, 2005), 135, no. 
179a, pls. xcii-xciii; add. 144-59, nos. 180-81, pls. c-cviii. 
 
99 On textual descriptions and images of adventus, and especially for the early Christian 
―assimilation‖ of the victorious, Triumphal arrival of the emperor into adventus ceremonial, see 
Sabine G. MacCormack, ―Change and Continuity in Late Antiquity: The Ceremony of 
Adventus,‖ Zeitschrift für alte Geschichte 21 (1972): 721-52, esp. 725-26; and idem, Art and 
Ceremony in Late Antiquity (Berkeley: University of California Press, 1981). 
 
100 For the argument outlined here, see Irving Lavin, ―Michelangelo, Mosè e il ‗papa guerriero‘,‖ 
in Il ritratto nell‟Europa del cinquecento: atti del convegno (Firenze, 7-8 novembre 2002), ed. 
Aldo Galli (Florence: Olschki, 2007), 207. For examples of the Heraclius coins, see Philip 
Grierson, Catalogue of the Byzantine Coins, 2.1: 90-91, 218.  
 
101 Lavin, ―Michelangelo,‖ 207-8. 
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102 It has sometimes been suggested that the crescent on the Heraclius medallion obverse is 
alluded to Constantinople because it was an ancient symbol of the city. For that suggestion, see 
Scher, ―Medals,‖ 136-37; as well as my own recent publication, Jones ―Constantine and 
Heraclius Medallions,‖ 9-10. The story that Byzantium, the ancient city of Constantinople prior 
to its renaming under Constantine, was identified by the crescent moon relies upon the tradition 
that the city was saved from attack by the troops of Philip of Macedon c. 340 B.C. when the 
goddess Hecate caused the moon to shine brightly, revealing the invaders to the citizens. 
Although the story is often repeated in nineteenth-century sources, to date I have found no 
ancient or medieval support for the claim that the crescent was a pre-Islamic symbol of the city. 
This suggests that the claim may be apocryphal. In either case, the placement of the emblem 
beneath the bust of Heraclius is appropriate to the emperor‘s triumph over Islam not 
Constantinople, which Heraclius already possessed.  
 
103 See, for example, the reverse of a coin of Constantine minted in Rome illustrated by Bruun, 
Constantine and Licinius, 340, pl. 9 no. 360.  
 
104 This was first suggested by Hill, ―Note,‖ 111-13. 
 
105 This was noted but not elaborated upon by Meiss, French Painting, 1974, 1:131-32. Meiss 
also notes that the text beneath the miniature, which otherwise quotes the Golden Legend, 
replaces de Voragine‘s designation of the emperor as ―riding upon his royal charger‖ with the 
phrase ―arrayed in regal attire.‖ On Heraclius iconography, see Barbara Baert, ―New 
Observations on the Genesis of Girona (1050-1100): The Iconography of the Legend of the True 
Cross,‖ Gesta 38, no. 2 (1999): 123. 
 
106 For the adaptation of ancient ceremonial to the translation of relics, see MacCormack, 
―Change and Continuity,‖ 747-48; Nikolaus Gussone, ―Adventus-Zeremoniell und Translation 
von Reliquien Victricius von Rouen, De laude sanctorum,‖ Frühmittelalterliche Studien 10 
(1976): 125-33. For tensae, see Thesaurus cultus et rituum antiquorum, 5 vols. (Los Angeles: J. 
Paul Getty Museum, 2004), 1:42. The medallion image corresponds closely with a third-century 
Roman relief from a sarcophagus lid in the British Museum (Inv. 1805,0703.145), which 
includes a tensa. The comparison is instructive, but the fact that the sarcophagus lid is heavily 
restored, especially portions of the horses which correspond perhaps too closely to the medallion 
reverse, suggest that the Heraclius medallion may have influenced the current appearance of the 
object.  
 
107 Early medieval textual descriptions of relic translations that note the use of wagons are 
gathered by Kenneth Holum and Gary Vikan, ―The Trier Ivory, Adventus Ceremonial, and the 
Relics of St. Stephen,‖ Dumbarton Oaks Papers 33 (1979): 117-19, 121, nn. 29, 39.  
 
108 Ibid. 
 
109 On notations of Byzantine origins for objects described in the inventories, see Lavin, 
―Pisanello,‖ 71, 76, n. 23. 
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110 The objects are Guiffrey, Inventaires, 1:28-29, no. 55 (Philip the Arab), 70-72, nos. 197 
(Tiberius), 198 (Augustus). The 1416 inventories state that the Augustus medallion was to be 
given to the duke‘s son-in-law, the Conte d‘Armagnac; see Guiffrey, Inventaires, 2:227. The 
Philip the Arab plaquette was placed in Jean de Berry‘s chapel at Bourges in 1415 (see n. 120 in 
this chapter). The Tiberius medallion was sold at auction in November, 1417 along with the 
original Heraclius medallion. The last known documentation of the Constantine medallions 
(original and copy), the copy of the Heraclius, and the Berry portrait medallion are the 1416 
inventory entries. For this and the attendant documentation, see Scher, ―Medals,‖ 31-35. 
 
111 Julius von Schlosser, ―Die ältesten Medaillen und die Antike,‖ Jahrbuch der 
Kunsthistorischen Sammlungen des allerhochsten Kaiserhauses 18 (1897): 75-82.  
 
112 Guiffrey, Inventaires, 1:70-71, no. 197. 
 

Item, un petit joau d‟or roont, où est d‟un costé le visaige de Thibere de haulte taille, et y 
a escript:  Thiberius Cesar Augustus imperii nostril anno XVI, garni entour de III balaiz, 
III saphirs à jour et de VI perles, et de l‟autre costé dudit joyau a un ymaige de femme de 
haulte taille, assise où il a escript:  Phaustina anno ab Urbe condita DCCLXXXII; garni 
entour de grenaz et d‟esmeraudes, et pend à couplez; et un fermaillet au bout garni d‟un 
blay, I saphir, VI esmeraudes, et VII perles; lequel joyau Monseigneur achata à Paris, ou 
moys de mars l‟an mil CCCC et I de Michiel de paxi, merchant demourant à paris. 

 
113 Ibid., 71-72, no. 198. 
 

Item, un autre joyau d‟or roont, où est d‟un costé le visaige d‟Octovian, de haulte taille, 
et a escript à l‟environ:  Octovianus Cesar Augustus imperii nostril anno xl; garni entour 
de IIII balaiz, IIII esmeraudes et XVI perles; et au dessus a un tableau ouquel a escript: 
Manus ab integro seculorum nascitur ordo; garni d‟un blay et une perle; et par dessus 
ledit tableau a un fermaillet ouquel a XIII perles, VI esmerandes et V genaz; et de l‟autre 
costé dudit joyau a une femme de haulte taille, tenant en une de ses mains une estoille, et 
en l‟autre un fouet, et a escript à l‟environ d‟icelle part:  Lilia anno ab urbe condita 
DCCL; garni entour de grenaz et d‟esmeraudes; lequel joyau mondit Seigneur achata 
dudit Michiel de Paxi avec l‟autre joyau dessusdit. 
 

114 Ibid., 28-29, no. 55. The translation of ance d‟or as ―gold handle‖ is based on my opinion that 
the inventorist‘s ―ance‖ might best correspond with ―anse,‖ the term for handle. For the latter 
term, see Cotgrave, Dictionarie, http://www.pbm.com/~lindahl/cotgrave/. 

 
Item, un tableau d‟or où il a d‟un des costez l‟empereur Philippe en manière de haulte 
taille, à genoulz, joignant les mains et regardent vers le ciel la face de Dieu qui appert 
par dessus sa teste, en laquelle a un dyademe garni de petis grenaz et esmerades; ouquel 
tableau a escript par devant ledit empereur: Oro, nature sator, quaibus a emim caelos ac 
trenara temperas frenis, urbem ipsam Romanumque populum et fluctuantem gentem ad 
salutis semitam perpete dirigas; et de celle mesmes part, darrière ledit empereur, a 

http://www.pbm.com/~lindahl/cotgrave/
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escript; Dominum ut tergo feda abjecta caligine cuncti ad te orbe perfecto reddeant 
liberi pro quaibus in tenebris jubar advenisti celitus Philipus Cesar Augustus sisto  acuto 
nazoreisque felicibus; et dessus la teste dudit empereur Philippe a escript en latin anime 
parens; garni entour de balaiz, saphirs, esmeraudes et perles de petite valeur. Et de 
l‟autre costé dudit tableau a un demy ymaige de Nostre Dame enlevé, tenant son enfant; 
leaurs dyademes garniz de petis grenaz et esmeraudes de petite valeur, et audessus dudit 
ymaige de Nostre Dame a une pierre sur coleur vert, en laquelle a un demy ymaige de 
Dieu le Per enlevé. Et est garni entour ledit tableau de ceste part de IX balaiz, IIIIsaphirs 
et XIII assez grosses perles brutes; et pend ledit tableau à une ance d‟or en laquelle a un 
balay longuet. 

 
115 For the inclusion of Philip the Arab, see von Schlosser, ―Die ältesten,‖ 82. On the historical 
sources for the Christianity of Emperor Philip, see John M. York, Jr., ―The Image of Philip the 
Arab,‖ Historia 21 (1972): 320-32; and the response by Henri Crouzel, ―Le christianisme de 
l‘empereur Philippe l‘Arabe,‖ Gregorianum 55 (1975): 545-50.  
 
116 The inventory entries assigned varying values to the medallions that likely reflected 
disparities in scale. See Weiss, ―Medieval Medallions,‖ 143-44; Scher, ―Medals,‖ 125-29; and 
idem, ―The Mysterious Medals of Jean de France, duc de Berry: Probing the Mind of a Great 
Patron,‖ in Federation internationale de la medaille, 27th Congress, (Weimar, 2000), ed. W. 
Steguweit and M. Heidemann (Berlin: Deutsche Gesellschaft für Medaillenkunst, 2001), 31.  
 
117 None of these objects appears in the 1401-3 inventory, which is published in Guiffrey, 
Inventaires, vol. 2.  
 
118 ―Ces IIII parties acolées [197-200] sont ainsi declairées ou CLI et CLII fueillez dudit livre.‖ 
For the note, see Guiffrey, Inventaires, 1:73. This language and grouping of objects appears 
throughout the inventories. Despite his objections to reading the objects as a series, Scher, too, 
noted this; see Scher, ―Medals,‖ 129. This reading interprets the term acolées as designating a 
parenthetical grouping; interestingly, the term might also refer to objects worn about the neck. 
For the latter definition, see Cotgrave, Dictionarie, http://www.pbm.com/~lindahl/cotgrave/. 
 
119 For identifications of the inventorists, see Guiffrey, Inventaires, 1:x-xiv. For the grouping of 
the objects in the 1416 inventory, see ibid., 2:227, nos. 230-33. For the Tiberius medallion and 
the original, jewelled Heraclius medallion, see ibid., 2:342, nos. 1190-91. Scher notes that those 
two objects were listed separately because they were included amongst the eight items 
designated for the heirs of Jean de Montaigu. See Scher, ―Medals,‖ 5-6, 31-35. Other items in 
that group included ―gold reliquaries to be worn around the neck.‖  
 
120 Robert d‘Estampes noted the donation of the joyaux to ―capelle sue Bitturicensi‖ in May 
1415. See Guiffrey, Inventaires, 1:29, no. 55. Elsewhere in the inventories, ―Bitturicensi‖ and 
―Bitturicis‖ appear as the Latin for Bourges, a designation that supports a reading of the joyaux 
as donated to the Sainte-Chapelle at Bourges.  
 

http://www.pbm.com/~lindahl/cotgrave/
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121 The death of Julius Caesar rather than Augustus‘s first consulship (27 B.C.) was used for 
calculating the date indicated on the medallion obverse by both von Schlosser, ―Die ältesten,‖ 80 
and Scher, ―Medals,‖ 124.  
 
122 Scher‘s exhaustive analysis of the date inscriptions on the obverse of each medallion reveals 
that they are without direct precedent in the coinage of the emperors. See Scher, ―Medals,‖ 120-
21, 123-24. 
 
123 On the forms of dating employed by writers of universal chronicles, and the influence of 
Eusebius upon them, see Monique Paulmier-Foucart and Mireille Schmidt-Chazan, ―La datation 
dans les chroniques universelles françaises, du XIIe au XIV e siècle,‖ Académie des inscriptions 
et belles-lettres 126, no. 4 (1982): 778-819. 
 
124 Scher, ―Medals,‖ 124; see also, Philippe Verdier, ―A Medallion of the ‗Ara Coeli‘ and the 
Netherlandish Enamels of the Fifteenth Century,‖ Journal of the Walters Art Gallery 24 (1961): 
21-22; and idem, ―La naissance à Rome de la vision de l‘ara coeli,‖ Mélanges d‟ecole française 
de Rome. Moyen-Age, temps modernes 94 (1982): 85-86. 
 
125 This is based on the calculation of 753 as ab urbe condita 1. The same calculations were 
arrived at by von Schlosser, ―Die ältesten,‖ 80; and Scher, ―Medals,‖ 124. 
 
126 Scher, ―Medals,‖ 121. The form was rarely used on coins, see Meiss, French Painting, 1967, 
1:56. 
 
127 In the seventh book of Adversus paganos historiae (c. 417), Orosius identified the birth of 
Christ as occurring in the 752nd year after the foundation of Rome, when the doors of the Temple 
of Janus were closed for the third time; see Verdier, ―La Naissance,‖ 88-91. 
 
128 Guiffrey signalled that the inscription ―Lilia‖ represented an error by the designation ―(sic);‖ 
Guiffrey, Inventaires, 1:72, no. 198. For the suggestion that the female figure represented Livias 
see von Schlosser, ―Die ältesten,‖ 80; and Scher, ―Medals,‖ 124. Those authors have also 
suggested that the description of the figure‘s attributes as a star and whip represented a 
misstatement by the inventory taker in identifying attributes held by Livia on some ancient coins, 
such as the scepter, laurel, or orb.  
 
129 For the suggestion that ancient coins featuring the portrait of Faustina the Younger may have 
inspired the medallion‘s ―imaginative‖ pairing, see Scher, ―Medals,‖ 121. The Belles Heures of 
Jean de Berry includes, in the Story of Saint Catherine, two images dedicated to the conversion 
and martyrdom of the ―Empress Faustina‖ (the wife of Maxentius) – these are fol. 17v and fol. 
18. See Timothy B. Husband, The Art of Illumination: The Limbourg Brothers and the Belles 
Heures of Jean de France, Duc de Berry (New Haven and London: Yale University Press, 2008), 
100-1. While interesting, this does not explain the pairing found on the Tiberius medallion. Jean 
de Berry likely knew that the pairing of Tiberius and Faustina on his medallion was without 
historical basis. Boccaccio‘s De Claris Mulieribus, which the duke owned, clearly identifies the 
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husbands of both Faustina the Elder and Faustina the Younger. See Guiffrey, Inventaires, 1:246, 
no. 940, and 265, no. 993. 
 
130 While von Schlosser includes the inventory entry for the Julius Caesar medallion in his initial 
discussion, it is then dropped, presumably because it did not align with his suggestion that the 
joyaux formed a history of Christianity during the Empire. See von Schlosser, ―Die ältesten,‖ 78-
82. The object was also eliminated from consideration of the joyaux as a group by Guiffrey, 
―Médailles,‖ 95-96. 
 
131 Guiffrey, Inventaires, 1:70, no. 195. 
 

Item, un grant denier d‟or bien pesant, ouquel est contrefait au vif le visaige de Julius 
Cesar, garni entour de IIII saphirs et VIIII perles, pendant à une chaienne ployant, où il 
a un gros sphir et quatre perles, VI petis saphirs et perles de petite valeur.  Ainsi declairé 
en la IIe partie du XXIXe fueillet dudit livre. 

 
132 The 1416 inventories state that the Julius Caesar medallion was to be given, along with the 
Augustus medallion, to the duke‘s son-in-law, the Conte d‘Armagnac. See Guiffrey, Inventaires, 
2:227; and Scher, ―Medals,‖ 31-35. 
 
133 Schlosser, ―Die ältesten,‖ 81; Scher, ―Mysterious Medals,‖ 27. For the negative implications 
of the term contrefaire in late medieval discourse, see Stephen Perkinson, The Likeness of the 
King: A Prehistory of Portraiture in Late Medieval France (Chicago and London: The 
University of Chicago Press, 2009), 54-61.  
 
134 For the object in the 1401-3 inventory, see Guiffrey, Inventaires, 2:32, no. 178; for the 1413 
inventory see n. 131 in this chapter; for the 1416 inventory, see ibid., 227, no. 229. Although the 
1413 entry provides no source or acquisition date for the Julius Caesar medallion, the fact that 
the object was also included in the earliest of the ducal inventories suggests that it may have 
been the first of the medallion-joyaux to enter the ducal collections. 
 
135 In the 1416 inventory, the Julius Caesar medallion is no. 229; it is grouped with the Augustus 
medallion (no. 230), original Constantine medallion (no. 231), gold copy of the Constantine (no. 
232), gold copy of the Heraclius medallion (no. 233); see Guiffrey, Inventaires, 2:227. On the 
separation of the original Heraclius and the Tiberius medallions from the group in this inventory, 
see n. 119 in this chapter. 
 
136 For the medieval perception of the ruler, see Francesco Lo Monaco, ―Per la fortuna medievale 
di Cesare,‖ in Giulio Cesare: l‟uomo, le imprese, il mito, ed. Dario Cimorelli (Milan: Silvana 
Editriale, 2008), 89-91. See also Almut Suerbaum, ―The Middle Ages,‖ in A Companion to 
Julius Caesar, ed. Miriam Griffin (Malden, MA; Blackwell, 2009), 317-34; Jeanette Beer, 
―Julius Caesar, Philip Augustus and the Anonymous Translator of Li Fet des Romains,‖ in The 
Medieval Translator, ed. Roger Ellis, vol. 2 (London: Centre for Medieval Studies, 1991), 89-97. 
An anonymous thirteenth-century French text, titled Fet des Romains, demonstrates the Capetian 
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admiration for Caesar. The Fet des Romains, ostensibly a biography of Julius Caesar, was, in 
essence, thinly veiled propoganda of the policies of Philip Augustus (r. 1180-1223). 
 
137 For the medieval perception of Julius Caesar as first emperor, see John Osborne, ―St. Peter‘s 
Needle and the Ashes of Julius Caesar,‖ in Julius Caesar in Western Cultlture, ed. Maria Wyke 
(Malden, MA: Blackwell, 2006), 99; and Suerbaum, ―Middle Ages,‖ 321. 
 
138 For Jean de Berry‘s copy of Suetonius, see Guiffrey, Inventaires, 1:227, no. 861. 
 
139 Suerbaum, ―Middle Ages,‖ 320-21. 
 
140 For the Nine Worthies, see Horst Schroeder, Der Topos der „Nine Worthies‟ in Literatur und 
Bildender Kunst (Göttingen: Vandenhoeck and Ruprecht, 1971). 
 
141 On Petrarch‘s evocation of Caesar as a model for crusaders, see Nancy Bisaha, ―Petrarch's 
Vision of the Muslim and the Byzantine East,‖ Speculum 76 (2001): 295-99; also idem, Creating 
East and West, 50-54. 
 
142 Petrarch identified Philip as a ―new Charles‖ in Poems 27 and 28 of the Canzoniere; see 
Bisaha, Creating East and West, 19-20, 35-36. 
 
143 For reference to Petrarch‘s diplomatic mission to the French court, see Meiss, French 
Painting, 1967, 1:31; and Claire Richter Sherman, The Portraits of Charles V of France, 1338-
80 (New York: New York University Press for the College Art Association, 1969), 10. Jean de 
Berry‘s familiarity with Petrarch‘s works is confirmed by the duke‘s ownership of a manuscript 
of De remediis utriusque fortunae; see Guiffrey, Inventaires, 1:229, no. 872. 
 
144 On the Grandes Chroniques, see n. 89 in this chapter. 
 
145 For Jean de Berry‘s copies of the Grandes Chroniques, see Guiffrey, Inventaires, 1:227, no. 
863, 257-58, no. 970, 335-36, no. 1249. For the Seutonius, see ibid., 1:227, no. 861. 
 
146 The Carrara Medals are Hill, Corpus, nos. 2-9. On the objects, see Jules Guiffrey, ―Les 
medailles des Carrare seigneurs de padoue executees vers 1390,‖ Revue numismatique (1891): 
17-25. Also see Hill, ―Classical Influence,‖ 259; Weiss, Pisanello‟s Medallion, 10-12; Mark 
Jones, The Art of the Medal (London: Trustees of the British Museum, 1979), 7-9; and Scher, 
Immortalitas in Nummis, 14-15. 
 
147 The Carrara medal is listed in all three ducal inventories. The Carrara medal was never 
grouped with the duke‘s series of imperial-themed medallions. For the listings, see Guiffrey, 
Inventaires, 1:153, 1413 inventory, no. 560; ibid., 2:41, 1401 inventory, no. 287; and ibid., 
2:285, 1416 inventory, no. 1251. 
 
148 On the Sala Virorum Illustrium, see Theodor E. Mommsen, ―Petrarch and the Decoration of 
the Sala Virorum Illustrium in Padua,‖ The Art Bulletin 34 (1952): 95-116.  
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149 The anonymous chronicler of St. Denis reported that the images included: ―Facies eciam et 
effigies corporales Clementis pape defuncti, cardinalium sibi assistencium, dum vivebat, regum 
eciam Francorum et principum, nec non et emperatorum Romanorum et Grecie proprie 
representabant‖, M. L. Belleguet, ed., Chronique du Religieux de Saint-Denys, 3 vols. (1839-52; 
Reprint, Paris: Editions du Comité des travaux historiques et scientifiques, 1994), 2:522; quoted 
in Meiss, French Painting, 1967, 1:74. Also see Perkinson, Likeness, 258.  
 
150 For earlier suggestions that the duke‘s series of medallions and the paintings at Bicêtre likely 
corresponded, see Meiss, French Painting, 1967, 1:34, 37, 74, 305; idem, French Painting, 
1974, 1:130; Verdier, ―Medallion,‖ 21; and Weiss, ―Medieval Medallions,‖ 141-2 n. 7. None of 
those scholars included the medallions depicting Julius Caesar or Jean de Berry in their readings 
or articulated the relationship that will be suggested here between the images and the 
contemporary political context. 
 
151 Guiffrey, Inventaires, 2:227, no. 234: 
 

234. D‟un joyau d‟or rond, non garny, ouquel a en l‟un des costez un ymige de Nostre 
Dame tenant son enfant et quatre angelos portans un paveillon sur ledit ymage, et de 
l‟autre coste a un demi ymage, fait à la semblance de Monseigneur, tenant en sa main un 
tableau d‟or; pesant I marc XV onces; lequel joyau Monseigneur acheta de Michelet 
Saulmon, son painter; prisé le marx LXIIII frans, valent LXX liv. 1 

 
152 This was first suggested by von Bode, ―Die Medaille,‖ 1-8.  
 
153 While the Berry portrait medallion has frequently been discussed, consideration of the object 
has largely been limited to stylistic comparison with the Constantine and Heraclius medalllions. 
The inventory attribution of the Berry portrait medallion to Michelet Saulmon has led some to 
attribute the Constantine and Heraclius medallions, or the gold copies after the lost originals, to 
the same artist. See n. 44 in this chapter; and for a summary of that literature, see Scher, 
―Medals,‖ 104-11.  
 
154 Guiffrey, Inventaires, 2:227, nos. 229-34. 
 
155 Michael Bath, ―Imperial renovatio Symbolism in the Très riches heures,‖ Simiolus 17 (1987): 
5-22, suggests that interest in the theme of restoration of French imperial authority likely 
inspired the subjects of the Berry medallions, but the medallions were not his primary focus. 
Bath notes, ―The possible connections between these legends [of imperial renovatio] and the 
series of imperial medals remains to be adequately explored.‖ The author did not consider the 
possibility that the Julius Caesar and Berry portrait medallions formed part of the series, nor did 
he recognize Jean de Berry‘s interest in themes of imperial renewal and crusade as a response to 
the precarious political position the duke faced in the final years of his life.  
 
156 Hesiod‘s Works and Days provides the earliest, full description of the Golden Age; for an 
excellent introduction to this issue, see Amy Johnson Wright, ―The Bible of Borso d‘Este: 
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Christian Piety and Political Rhetoric in Quattrocento Ferrara‖ (Ph.D. diss., Florida State 
University, 2003), 166 nn. 152-53. Ovid described the Golden Age as a time of peace and plenty 
in the Metamorphoses (1:89-112); see Ovid, Metamorphoses, Loeb Classical Library (1999), 8-
11.  
 
157 That Christian interpretation, tradition held, was provided by Constantine in the Oratorio ad 
Sanctorum Coetum; for the theme, see Harold Mattingly, ―Virgil‘s Fourth Ecologue,‖ Journal of 
the Warburg and Courtauld Insitutes 10 (1947): 14-19. 
 
158 For Golden Age rhetoric as applied to the Medici in quattrocento Florence, see E. H. 
Gombrich, ―Renaissance and Golden Age,‖ Journal of the Warburg and Courtauld Insitutes 24, 
no. 3/4 (1969): 306-9. For the theme more broadly adopted in the quattrocento, see Cecil H. 
Clough, ―Chivalry and Magnificence in the Golden Age of the Italian Renaissance,‖ in Chivalry 
in the Renaissance, ed. Sydney Angolo (Woodbridge and Rochester: Boydell Press, 1990), 25-
48. 
 
159 For summaries of those texts and prophecies, see Marjorie M. Reeves, The Influence of 
Prophecy in the Later Middle Ages (London, Oxford University Press, 1969), 320-31; idem, 
―Joachimist Influences on the Idea of a Last World Emperor,‖ Joachim of Fiore in Christian 
Thought: Essays on the Influence of the Calabrian Prophet, ed. Delno C. West (New York: Burt 
Franklin & Co., 1975), 2:511-58; idem, Joachim of Fiore and the Prophetic Future: A Medieval 
Study in Historical Thinking (London: SPCK, 1976; Phoenix Mill: Sutton, 1999), 66-71.  
 
160 The concept of the Last World Emperor was articulated in the thirteenth and fourteenth 
centuries by numerous writers, based in part upon the prophecies of Joachim de Fiore (c. 1135-
1202). Joachim asserted that history would end in a Third Age of the Holy Spirit, when the Last 
World Emperor defeated the Antichrist (frequently identified with the infidel), making way for 
an age of blessedness ended by a final Antichrist who would herald the end of days. At the 
coming of that final Antichrist the Last World Emperor would leave ―his crown upon the cross 
on Golgotha and render up his rule and his soul to God,‖ leaving the final battle to Christ. For 
this and the adaptation of the prophecies in France (and Telesphorus‘ distinction that the 
Emperor lays the crown at ―montem Oliveti‖), see Reeves, ―Joachimist Influences,‖ 511-19. For 
the Millennium as a Messianic Age of Gold, see idem, Influence of Prophecy, 295-301. Much of 
this same material is summarized, and its impact traced into the fifteenth century by Scheller, 
―Imperial Themes,‖ 27-33. 
 
161 The Telesphorus text is published and discussed in Reeves, ―Joachimist Influences,‖ 518-20. 
 
162 The text is published as Philippe de Mézières, Le songe du vieil pèlerin, ed. G.W. Coopland, 
2 vols. (London: Cambridge University Press, 1969). The author participated in the crusader 
effort to Alexandria in 1365 and subsequently promoted organization of the Order of the Passion, 
a chivarlic order intended to promote the crusade to reclaim Jerusalem and be led by the French 
monarch.  
 
163 For the political impact of Philippe de Mézières‘s text, see Magee, ―Crusading,‖ 367-83.  
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164 For de Mézières‘s deviation from prophecies that the French king would need to be named 
emperor before engaging in the prophecied crusade, see Magee, ―Crusading,‖ 369-70, 372, 374-
75. On Charles‘ thoughts of going to Rome, driving out the ―anti-pope‖ Boniface IX and 
installing Clement VII there, see also Setton, Papacy and the Levant, 1:340. 
 
165 Bisaha, ―Petrarch‘s Vision,‖ 295-97. For the perception that Caesar had subdued the world as 
claimed in the twelfth-century text, Mirabilia urbis Romae, see Osborne, ―St. Peter‘s Needle,‖ 
101. The initiation of the series with the figure of Julius Caesar, seen as a figure who marked the 
end of the Republic and initiation of the Roman Empire, might be linked to the Old Testament 
prophecy ―about the transition of empire from one kingdom to the next until the end of the world 
in the coming of the Antichrist;‖ see Suerbaum, ―Middle Ages,‖ 324.  
 
166 Both authors identified Charles VI as the cerf volant. Bath has suggested that Charles VI‘s 
adoption of the device of the cerf volant, a winged stag wearing a crown shaped collar of fleurs-
de-lis, was a symbolic means by which the king aligned himself with the model of Julius Caesar, 
who placed the collar upon the stag according to legend. Bath asserts that Charles VI‘s 
appearance as the youngest Magus in the Limbourg brothers‘ miniatures of the Meeting of the 
Magi and Adoration of the Magi in the Très Riches Heures, wearing the gold collar of fleurs-de-
lis, identified the king as the cerf volant, a revivification of the imperial tradition. Bath identifies 
the use of the cerf volant designation of Charles VI in numerous prophetic tracts produced during 
the period, including Deschamps‘ ballades and Philippe de Mézières‘ Songe du vieil pélerin, as a 
purposeful recollection of Julius Caesar and the idea of imperial renovatio. Jean de Berry‘s 
evocation of that same link with Julius Caesar is suggested by the duke‘s placement of a sculpted 
stag at the entrance to the Sainte Chapelle at Bourges, where it was identified with Julius Caesar 
by a sixteenth-century source. See Bath, ―Imperial renovatio,‖ 8-9, 13-19, 21-22 n. 59. 
 
167 For earlier suggestions that the figure was intended to represent Livia and that the attributes 
described were inspired by those found in the hands of the figures on numerous ancient coin 
reverses, or an inaccurate description of those, see n. 128 in this chapter. Closer to my own 
reading is that of Verdier, ―Medallion,‖ 19 n. 23. Verdier remarks on the attributes as possibly 
evoking a generic ―Sibyl,‖ but still identifies the figure as Livia, suggesting that it may be 
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possibility that the small plaque above the medallion, which bore the prophetic inscription, could 
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conjecture. In this context, it is relavent that texts such as the series of ballades written by 
Deschamps, directed towards Charles VI and prophecizing the utlimate victory of the French 
emperor in the Holy Land, adopted the figure of ―Sibyl‖ as their mouthpiece; see Bath, ―Imperial 
renovatio,‖ 18. 
 
168 See n. 159 in this chapter. For Joachim de Fiore‘s identification of the Third and final age of 
history with the rule of the Lily, and the subsequent adoption of that symbol to signify the French 
king in prophetic schemata, see Reeves, Influence of Prophecy, 383 n. 2. Additional study of 
illustrated manuscripts of Telesphorus‘s text may prove instructive for offering insights into the 
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description of the figure of ―Lilia‖ on the medallion reverse as holding a star and a whip. At least 
one illustrated fourteenth century manuscript survives (Rome, Biblioteca Apostolica Vaticana, 
Mss., Reg. Lat. 580), and at least twenty-eight full and ten partial copies survive from the 
fifteenth century. Few of those have been published. For a partial list of the manuscripts, see 
Bernard McGinn, ―Angel Pope and Papal Antichrist,‖ Church History 47, no. 2 (1978): 55-73. 
During the late fourteenth century, likely in response to the Papal Schism, Telesphorus‘s text was 
frequently paired with an older series of prophecies (dating from the early part of that century) 
regarding the papacy, called the Vaticinia de summis pontificibis, which was illustrated with a 
series of visionary and highly fantastic images. For that and the tradition of Vaticinia 
illustrations, see Marjorie Reeves, ―Some Popular Prophecies from the Fourteenth to the 
Seventeenth Centuries,‖ Studies in Church History 4 (1971): 107-34. That Jean de Berry may 
have owned such a text is suggested by the description of a book in the 1413 inventory as, ―a 
small book . . . where there are many figures of popes, with some prophecies of them;‖ see 
Guiffrey, Inventaires, 1:224, no. 852. The book also appeared in the 1401-3 inventory, idem, 
2:43, no. 311; and in the final inventory, taken in 1416, see idem, 2:275, no. 1079. 
 
169 On the eschatalogical component of French medieval chronicles and the relation of the 
emphasis on the birth of Christ as a mode of dating in relation to the crusades, see Paulmier-
Foucart and Schmidt-Chazan, ―Datation,‖ 808-19.  
 
170 Bath, ―Imperial renovatio,‖ 18.  
 
171 The originality of the pairing is also remarked upon by M. Lavin, Place of Narrative, 113-14. 
For the identification of Heraclius as a ―new Constantine‖ in Gautier d‘Arras‘s Eraclius, see 
Baert, Heritage, 369.  
 
172 The inventory entries provide some information regarding the location of the medals, but not 
details regarding their storage or usage. For their locations, see Scher, ―Medals,‖ 31. In 1401, for 
instance, the Julius Caesar medallion was at the duke‘s residence, the Hôtel de Nesle, in Paris. 
The medallions of Augustus, Tiberius, Constantine, and Heraclius, as well as the gold copies of 
the last two, which had been in Bourges (―Bitturicis‖) were in Paris by 1413. The inventory of 
1416, the only one to include the Berry portrait medallion, does not stipulate the location of that 
object, but the fact that it appears in sequence with the others, which were held in Paris, suggests 
that it was kept with them. 
 
173 My views contradict the opinion of Meiss, French Painting, 1967, 1:57. Meiss, however, did 
not consider the Berry portrait medallion in relation to the image of Augustus.  
 
174 On the sources of the Ara Coeli legend see Meiss, French Painting, 1967, 1:233 and Verdier, 
―Medallion,‖ 9-24.  
 
175 For this, see Meiss, French Painting, 1967, 1:57, 233-35 and ibid., 1974, 1:64, 132, 139; 
Verdier, ―La naissance,‖ 112-19. The Duke de Berry‘s devotion to the True Cross, evidenced by 
his acquisition of numerous relics of the Cross and the iconography of the Constantine and 
Heraclius medallions, may have motivated his interest in Ara Coeli imagery. Jean de Berry was 
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most likely aware that, in the thirteenth century, the ashes of Saint Helena, Constantine‘s mother, 
had been moved to the church of Sta. Maria in Ara Coeli in Rome, associating Augustus‘s vision 
with the protection and recovery of the True Cross. For the tomb, see Verdier, ―Medallion,‖ 23 n. 
47. 
 
176 The identification of the figures surrounding the altar has been the subject of much debate. 
See Meiss, French Painting, 1974, 1:217-22. 
 
177 Meiss identified the crown as royal, not imperial, but more recent research regarding 
medieval imperial crowns confirms this is an imperial type; see Scheller, ―Imperial themes,‖ 9. 
 
178 On the Charlemagne/Heraclius connection in French imperial ideology, see Scheller, 
―Imperial Themes,‖ 10-11. For the similarities between the two, as well as the alignment of 
Charlemagne with Constantine, see M. A. Lavin, Place of Narrative, 111-12.  
 
179 See Meiss, French Painting, 1974, 1:217, 469 nn. 576-83. 
 
180 Ibid. 
 
181 See Meiss, French Painting, 1974, 1:217-22. 
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CHAPTER THREE 

 

PISANELLO’S PORTRAIT OF JOHN PALAEOLOGUS:  

THE CHRISTIAN MEANING  

 

 
Pisanello‘s cast bronze portrait medal of the penultimate Byzantine emperor John VIII 

Palaeologus (r. 1425-1448) was likely the first medal that the artist produced, created during or 

soon after the emperor‘s attendance at the Council of Ferrara and Florence (1438-39). Based 

upon the presumed date of the object‘s creation, the Palaeologus medal is traditionally accorded 

a distinguished position within the history of art as being the first cast bronze portrait medal 

depicting a living individual produced in the early modern period.1 John Palaeologus‘s embassy 

to the West and participation in the Church Council convened by Pope Eugenius IV (r. 1431-

1447) was motivated by the same concerns that compelled the arrival of his father Manuel II at 

the Valois court in Paris nearly forty years before. The emperor sought Western aid to protect 

Constantinople from Ottoman invasion. The Palaeologus medal has been the topic of scholarly 

discussion since the sixteenth century, but Pisanello‘s formal and ideological sources for the 

creation of the object, and the new sculptural type that it inaugurated, remain the subject of 

debate.2 Although scholars have recognized that calls for a crusade to protect Constantinople 

motivated the creation of both the Berry medallions and the Palaeologus medal, the full impact 

that the French medallions had on the form and iconography of Pisanello‘s creation has not been 

recognized. Likewise, the political value that the object held for the likely patrons, the marchese 

Niccolò d‘Este of Ferrara (r. 1393-1441) and his son and heir Leonello (r. 1441-1450), remains 

little explored. This chapter addresses Pisanello‘s translation of the distinctive form of the Berry 

medallions into the cast portrait medal and identifies the function of the object in terms of Este 

legitimacy and piety. 

The dynastic and political concerns of Pisanello‘s signorial patrons provide the 

background to the critical reappraisal of the Palaeologus medal that follows. This analysis 

reveals that the imagery and inscriptions appearing upon the medal were indebted to a range of 

medieval and nearly contemporary sources, including the Berry medallions, familiar to the Este 

as products of the Valois courts. Reconsideration of the medal imagery reveals Pisanello‘s 
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iconographic dependence upon the text and images of the Queste del Saint-Graal, a thirteenth-

century chivalric romance that was, like the Berry medallions, identified in the Italian courts with 

Christian military efforts in the East. Scholars have previously noted the importance of French 

chivalric romances to Pisanello‘s painted oeuvre, especially following the rediscovery of the 

incomplete Arthurian fresco cycle at the Gonzaga Corte in Mantua in the 1960s.3 This study of 

the Palaeologus medal reveals the influence of that visual and textual tradition on the 

inauguration of the Renaissance medal. 

This chapter demonstrates that the Palaeologus medal elaborated upon the model 

provided by the Berry medallions, identifying John Palaeologus as a Christian warrior in the 

mode of his imperial predecessors. Focusing on the political function that the object likely served 

for the patrons demonstrates the value that the new sculptural type of the cast portrait medal held 

for identifying the Este with the same Christian military concerns that had motivated the 

appearance of the Berry medallions at the Valois court less than forty years earlier. This reading 

of the sources for and function of the Palaeologus medal augments understanding of the 

Renaissance portrait medal type, suggesting that it provided an ideal mode of self and familial 

presentation by which Pisanello‘s signorial clients might increase their status through 

identification with the calls for crusade that pervaded political discourse in the decades following 

the Council of Ferrara and Florence. 

Study of the Palaeologus Medal 

As was noted in Chapter One, there are numerous extant casts of the Palaeologus medal 

in both bronze and lead.4 The analysis of the  medal offered here focuses upon a particularly fine 

bronze cast now at the Victoria and Albert Museum in London (A. 169.1910, 102.7 mm) (fig. 

1).5 The medal obverse is dominated by a right-facing profile portrait bust of John Palaeologus. 

The subject is identified by a Greek text, inscribed in the medal surround. The text is initiated by 

a Greek cross directly beneath the bust, and progresses clockwise around the perimeter, 

identifying the subject as ―John Palaeologus Emperor and Autocrat of the Romans.‖6 The 

emperor is dressed in a high collared-shirt, worn beneath an open jacket, and wears a remarkably 

tall hat with a distinctive, up-turned brim. The hat, so tall that it interrupts the surrounding 

inscription, is a Byzantine type called a skiadion.7 Four sheets of drawings, divided between the 

Musée du Louvre and the Art Institute in Chicago, confirm Pisanello‘s careful observation of the 

emperor during the Church Council (figs. 20-25).8 One of the drawings (Musée du Louvre, Inv. 
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2478 r.) (fig. 20), apparently made in preparation for the medal, depicts the emperor wearing the 

same peaked hat, mounted with a jewel at the crown. The humanist Vespasiano da Bisticci, who 

observed the emperor‘s entry into Florence, described John Palaeologus‘s distinctive hat as ―alla 

greca.‖9  

Little is known about Pisanello‘s working method, but his process was probably similar 

to that followed by goldsmiths.10 Working from the preparatory drawing, the artist may have 

modeled the forms for both the obverse and reverse imagery in wax relief on circular pieces of 

slate. The letters forming the text would have been created separately and attached to the 

perimeter of the slate disks. Once the modeling was complete, the disks were pressed into sand 

molds for casting. The process resulted in the creation of a bronze relief that was a mirror image 

of the original wax creation. Pisanello‘s virtuoso command of the complex process of executing 

the medal is evident in the level of detail achieved.11 The bust of the emperor is articulated in 

varying degrees of relief from the top of the head to the cut at the shoulders. The high relief of 

the base of the bust forms a prominent ledge that casts a shadow upon the raised text beneath it. 

The portrait carefully replicates the appearance of the emperor as recorded in the preparatory 

drawing. John Palaeologus‘s hair emerges from beneath the hat to fall over the nape of the neck 

and collar of the jacket in three fat, corkscrew curls. The somber imperial countenance is 

carefully modeled, with emphasis given to the subject‘s heavy brow, rather long nose, full upper 

lip, and short, pointed beard. The jut of the emperor‘s beard offers a visual counter balance to the 

projecting brim of the skiadion.  

John Palaeologus‘s distinctive profile, including the pointed beard and peaked skiadion, 

is repeated on the medal reverse.12 There the emperor appears in a rocky landscape, mounted on 

horseback. He is halted just to the right of and before a plinth topped with a cross, raising his 

hands in prayer. A second mounted figure, shown only from behind, appears to the left. A series 

of rocky peaks in the background visually separate the two figures. Two texts in the surround, 

one in Latin and one in Greek, complete the reverse, identifying the object as: ―The Work of 

Pisano the Painter.‖13 The placement of the texts offers further insight into Pisanello‘s working 

method. The Greek text in the lower portion of the surround appears in a slightly uneven band. 

The disposition of the text relative to the remainder of the composition suggests that, in the wax 

model, the rocky ground upon which the emperor‘s horse stands may have originally extended to 

the edge of the support surface. The wax appears to have been unevenly cut back to allow for 
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placement of the text in its current position.14 Moreover, the appropriate Greek diacritical marks 

are applied outside the confines of the band of text, in the shallow relief of the pictorial ground. 

That feature, previously unobserved in studies of the medal, suggests the ingenuity of the artist in 

what was likely his first medal. By inserting the diacriticals into the pictorial field, Pisanello 

avoided creating a wider band of text that would have interrupted the upper composition, 

truncating the front right hoof of the emperor‘s horse or the base of the plinth upon which the 

cross is mounted. A raised rim extends from either side of the lower inscription to encircle the 

perimeter. The rim is interrupted only by the ear of the horse at left, an engaging conceit that 

confirms the layers of execution involved in production of the medal reverse. The Latin text in 

the upper portion of the medal is contained within that rim, carefully placed within the space 

between the mountain peaks and the cross. Pisanello breaks his signature, his self-designation as 

a painter, ―PICTORIS,‖ before the cross.15 The gesture draws the viewer‘s attention to that 

element of the composition and, considered within the historical and religious context that 

prompted creation of the medal, suggests the devotional nature of the object. 

 Existing scholarly analyses of the Palaeologus medal focus on three main areas of 

concern: patronage and dating; Pisanello‘s sources in the prior history of art; and iconographic 

analysis. Each of these subjects will be addressed in turn.  

Patronage and Dating 

 Pisanello‘s medal of John Palaeologus was likely conceived and cast during or soon after 

the emperor traveled from Constantinople to participate in the Council of Ferrara and Florence.16 

A brief overview of the chronological and historical context surrounding the Council provides 

background essential to considering the date and patron of the medal. When Pope Eugenius IV 

transferred the Council of Basel (begun 1431) to Ferrara with the Bull Doctoris gentium (dated 8 

September 1437), the pontiff hoped that the assembly would provide an opportunity to reassert 

papal dominance after the conciliarism that had dominated at Basel and threatened the primacy 

of his office.17 Eugenius firmly believed that papal authority would be confirmed through the 

long-hoped for reunion of the Latin and Greek Churches. To that end, the pope offered to fund 

the attendance of representatives of the Eastern Church, including the emperor and his retinue, at 

the Council. The promise of Western military aid in the protection of Constantinople motivated 

Byzantine attendance at the Council and the willingness of Greek ecclesiastics to consider 

reunification.18 It was not John VIII‘s first embassy to the West. Fifteen years earlier, from 
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December 1423 until October 1424, John had travelled between Venice, Milan, and Hungary. 

The future Byzantine emperor met with the Western Emperor Sigismond, seeking aid against the 

Ottomans. The visit was, however, fruitless in terms of military aid.19 By the 1430s the Ottoman 

threat to Constantinople was once again a full-blown crisis: the city was surrounded on all sides 

by Ottoman holdings and was virtually all that remained of the Eastern Roman Empire.20 

 John Palaeologus arrived in Venice on 8 February 1438 in the company of nearly 700 

retainers, nobles and ecclesiastics. The first general session of the Council of Ferrara, which was 

made Ecumenical by the arrival of the Greek delegation, convened during Holy Week, on 9 

April 1438.21 Three main issues divided the Churches: the nature of Purgatory, the primacy of 

the papacy, and the nature of the procession of the Holy Spirit, or the Filioque. The last was 

perhaps the most divisive theological question facing the delegates, who were asked to reconcile 

the Latin conception of the Trinity, that the Holy Spirit proceeded from the Father and Son, with 

that of the Greeks, that the Holy Spirit proceeded from the Father alone.22 After initial debates on 

Purgatory and the Filioque controversy, the Council moved to Florence in January 1439. The 

transfer of the Council has been explained by a number of factors. An outbreak of plague in 

Ferrara certainly alarmed the assembled masses. By all accounts, papal coffers were also unable 

to cover the continued cost of supporting the massive assembly in Ferrara. Perhaps the decisive 

factor was Cosimo de‘ Medici‘s offer to assume the cost of the Council.23 After the Council 

reconvened in Florence on 26 February 1439, the main point of debate was the nature of the 

Trinity. The Greeks conceded to the Latins on the Filioque question, as well as the other major 

points of dispute, and the Decree of Union between the churches was signed on 5 July 1439.24 

Buoyed by the papal promise to organize a military effort to protect Constantinople, John 

Palaeologus and his entourage departed Italy via Venice, setting sail three months later on 19 

October 1439.25  

 There is no documentation of the medal commission, but Pisanello‘s drawings suggest 

that the object‘s execution was planned during the emperor‘s attendance at the Council.26 The 

drawings at the Musée du Louvre and Art Institute depicting John Palaeologus and members of 

his retinue provide vivid evidence of Pisanello‘s direct study of the subject. Pisanello‘s inclusion 

of detailed notes regarding the emperor‘s appearance and the color of clothing on one of the 

sheets (Musée du Louvre 1062 r) (fig. 21) suggests that the artist planned to use the drawings as 

the basis for a portrait.27 If the medal was not cast during the Council, it was completed soon 
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after. A terminus ante quem for the medal‘s production is provided by a reflection of the obverse 

in the frescoes painted 1443-45 by Giovanni Badile in the Guantieri chapel at Santa Maria della 

Scala in Verona (fig. 26).28 

 The identity of the patron for the Palaeologus medal remains the subject of debate.29 

Eugenius IV has sometimes been suggested, and it is true that Pisanello worked for the pope in 

Rome (1431-32), completing the fresco cycle of the life of John the Baptist at the Lateran, begun 

by Gentile da Fabriano. But after 1432, when Pisanello left the city, he is primarily documented 

in the courts of Ferrara and Mantua.30 John Palaeologus has also been proposed as the patron, but 

that seems unlikely given the thoroughly western interpretation of the emperor‘s portrait on the 

medal obverse.31 The use of the profile format there immediately distinguishes Pisanello‘s 

presentation of the emperor from officially sanctioned representations of John Palaeologus. 

Byzantine sigillographic, numismatic, and painted portraits of the period invariably depicted the 

emperor frontally, whether in bust, full or half length, never in profile.32 The gold seal of John 

Palaeologus which was attached to the Decree of Union signed between the Churches, today 

conserved in the Archivio Segreto Vaticano, typifies Byzantine portraits of the emperor, 

depicting him frontally in full-length (fig. 27).33 It is also unlikely that the impoverished 

emperor, financially dependent upon his Italian hosts, would have commissioned what was 

certainly a costly work, cast in bronze.34  

It is far more likely that the Palaeologus medal was commissioned by a member of the 

ruling family of Ferrara, either the marchese Niccolò or his son and designated heir Leonello.35 

Like many signorial families, the Este could claim indirect ties of kinship with the emperor 

through a series of marriages between the Byzantine imperial family and European aristocrats. 

The most recent such unions were arranged by Pope Martin V (r. 1417-1431) in the hopes of 

facilitating the union of the Greek and Latin churches.36 Both John Palaeologus and his younger 

brother, Theodore II, Despot of Morea (r. 1407-1443, d. 1446), married women from the Italian 

peninsula in 1421.37 John married Sophia of Monferrat, daughter of marchese Theodore II and 

granddaughter of King John II of France (r. 1319-1464), and Theodore married Cleopa Malatesta 

in 1421.38 The commission for the Palaeologus medal would have both commemorated the honor 

of the imperial visit to Ferrara and the selection of the city to host the Church Council. The Este 

had ruled Ferrara as papal vicars since the thirteenth century, and Pope Eugenius‘s choice of 

Ferrara as the Council site was, at least in part, a testament to the pontiff‘s confidence in the 
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family‘s loyalty to the papacy. Niccolò d‘Este‘s renowned diplomatic skills provided another 

important factor. As lords of Ferrara and hosts of the Council, the Este played a supporting role 

in the success of the event and shared a unique diplomatic relationship with John Palaeologus. 

Niccolò traveled to Venice in February 1438 to officially welcome the emperor. When John 

Palaeologus arrived in Ferrara, the marchese, along with his sons Leonello and Borso, escorted 

him into their city.39  

Pisanello‘s long-standing relationship with the Este provides additional support for the 

idea that the medal commission came from the ruling family of Ferrara. The artist is first 

documented at the court in 1432 and appears in records there intermittently until 1448.40 

Leonello was one of the peripatetic artist‘s most avid patrons, commissioning several paintings, 

including a portrait of himself (c. 1441) (fig. 28) and one of his first wife, Margherita Gonzaga 

(d. 1439).41 Leonello was also an active patron of Pisanello‘s medallic oeuvre. The artist created 

at least six medals depicting the future marchese, including five small examples (67-69 mm), 

which, based upon the inscriptions they bear, were likely cast between 1440 and 1442.42 The 

largest of the medals (c. 103 mm) dedicated to Leonello is the only one that bears a date 

(1444).43 In addition to commissioning medals with his own portrait, Leonello d‘Este also likely 

commissioned Pisanello‘s medallic portrait of the humanist Pier Candido Decembrio (1399-

1477). Leonello sent a cast of the medal to Decembrio along with a note dated 18 August 1448 

that read, ―At last we have wrested from the hands of Pisano the painter the numisma with your 

face, and send it to you herewith . . . .‖ 44 The letter provides one of the earliest known references 

to the function and circulation of Pisanello‘s medals. 

Models in the Prior History of Art  

The identification of Pisanello‘s formal sources in the creation of the Palaeologus medal 

is one of the most vexing issues in medal scholarship. Since the nineteenth century, the 

emergence of the cast portrait medal in the mid-quattrocento courts of northern Italy has most 

frequently been aligned with the period interest in the revival of antique forms of personal 

commemoration, a manifestation of what Jacob Burckhardt identified as an increased interest in 

the individual during the period.45 The profile portrait obverses and allegorical reverses of 

ancient Roman coins are often identified as inspiring the new object type.46 The fifteenth-century 

use of the term medaglia to describe ancient coins, medieval numismatics, and contemporary 
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medals alike suggests that period viewers appreciated the commemorative possibilities of the 

new object type as the equal of ancient and medieval models.47  

Both Pisanello and Leonello d‘Este held a well-documented appreciation for ancient 

numismatics.48 Beginning in 1429, Leonello studied with Guarino da Verona (1374-1460), one 

of the great humanists of the day.49 The future marchese of Ferrara was a collector of ancient 

texts and his enthusiasm for the literature of classical antiquity can only have been heightened by 

the intellectual atmosphere of the Church Council, which brought to Ferrara leading prelates, 

diplomats, and humanists from across Europe and Byzantium.50 Leonello also collected ancient 

coins. It was an interest that he shared with antiquarian-minded humanists including Flavio 

Biondo and members of the signori, including his brother-in-law Gianlucido Gonzaga. Fifteenth-

century collectors of ancient coins were all likely inspired, to a greater or lesser degree, by the 

collecting activities of Francesco Petrarch in the previous century.51 Coins were the most widely 

available form of antique imagery to early quattrocento humanist collectors and artists. Pisanello 

also owned a small collection of ancient coins. Drawings of profile portraits of Octavian, 

Tiberius, and Alexander the Great as Hercules, based on identifiable ancient numismatic 

examples, provide vivid testimony to Pisanello‘s interest in the objects.52 Pisanello and 

Leonello‘s shared appreciation for ancient numismatics may have inspired Pisanello‘s gift of an 

―image‖ of Julius Caesar to his patron in 1435. We do not know what form that image took; it 

may have been a drawing, a painting, a medal, or even an ancient coin.53  

Pisanello‘s choice to cast the Palaeologus medal in bronze was likely a result of the 

fertile intellectual atmosphere of Leonello‘s court at Ferrara, alive with study of classical 

literature and ancient numismatics.54 It was in Ferrara in the years immediately preceding the 

Church Council that Leon Battista Alberti (1404-72) produced a pre-cursor to Pisanello‘s 

medallic creation, a cast bronze self-portrait plaque, the first of the Renaissance (c. 1434-36) (fig. 

29).55 Alberti, then a member of the papal Curia, was also present at the Council. The 

humanist/artist/theorist, who later served as advisor to Leonello regarding the production of a 

bronze equestrian monument in memory of his father, lauded the durability of bronze as a 

medium for sculpture in his treatise on architecture, produced a decade after the Council.56 In 

citing the durability of bronze, Alberti identified the material as the most enduring medium for 

sculpture, a designation offered by writers on art from Pliny the Elder in the first century 

forward.57 In the Historia naturalis, Pliny identified bronze as the preferred medium for both 
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coins and commemorative sculpture, ranking the medium above silver and ―almost before gold 

itself‖ in terms of its value and utility.58 The revivalist character of Alberti‘s bronze self-portrait 

is suggested by both the material and the presentation of the portrait in profile. For Pisanello, 

then, to cast a medal bearing the likeness of John Palaeologus in the prestigious, enduring 

medium would have appeared, to the artist and his erudite patron, as a fitting tribute to the living 

manifestation of the ancient imperial line.59  

References to the classical preference for bronze as an enduring medium and the 

humanist appreciation for ancient coins do not, however, fully explain either the form or 

iconography of Pisanello‘s Palaeologus medal.60 While the profile portrait on the medal obverse 

may have generally been inspired by antique numismatic examples, Pisanello‘s medal differs in 

both scale and mode of production.61 Measuring an average of 101 mm in diameter, casts of 

Pisanello‘s Palaeologus medal are without precedent in ancient Roman numismatic issues. While 

ancient coins and commemorative medals were struck objects, the products of imperial mints, 

Pisanello‘s medal was cast, a production method that marked the object as a work of sculpture. 

Scholars have recognized the inadequacy of ancient coins as Pisanello‘s principal source, 

suggesting a series of other objects as pre-cursors, including seals in wax or lead. As with the 

Constantine and Heraclius medallions, seals offer only a partial source for the scale of the object 

and the disposition of encircling texts.62 The profile portrait obverse of the Palaeologus medal 

and elaborate iconography of the reverse are unmatched in prior sigillographic examples.  

In a seminal article on the sources for the Renaissance medal published in 1897, Julius 

von Schlosser cited two groups of late-trecento objects, created in Padua and Venice, as stimuli 

to Pisanello‘s medallic production.63 The Paduan objects are a series of bronze portrait and 

foundation medals produced for Francesco II Carrara c. 1390, commemorating his recovery of 

Padua from Visconti domination. The small scale of the objects, which measure an average of 30 

mm in diameter, replicates that of Roman sestertii. The medals also feature all‟antica images of 

the victorious ruler and his father.64 The objects circulated widely. As was discussed in the 

previous chapter, Jean de Berry owned an example.65 The small medals were likely known at the 

Este court as well. Niccolò d‘Este‘s first wife was Gigliola da Carrara (d. 1397), making 

Francesco II Carrara his father-in-law.66 The other objects cited by von Schlosser were two small 

(c. 33 mm diameter) struck medals produced c. 1393 by the brothers Marco and Lorenzo Sesto, 

engravers at the Venetian mint. The Sesto medals also imitated ancient sestertii in both their 
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form and imagery. Each paired an obverse portrait of the Emperor Galba with a personification 

of Venice on the reverse.67 Again it was the collecting activities of Petrarch, who was at the 

Paduan court from 1371 to 1374, that likely inspired the adoption of ancient coin types in the 

creation of the Carrara and Sesto medals as emblems of all‟antica personal and/or civic 

commemoration. While the Carrara and Sesto medals were likely known by both Pisanello and 

his Ferrarese patrons, the method of production and antiquarian character of the objects had little 

to do with the Palaeologus medal: they were struck, not cast, and generally imitated antique 

coins in their form, scale, and imagery.68  

Von Schlosser also recognized the impact of Jean de Berry‘s Constantine and Heraclius  

medallions upon Pisanello‘s invention, identifying copies of the French objects as providing a 

precedent for the scale of the Palaeologus medal.69 In fact, the silver repoussé examples of the 

Constantine and Heraclius medallions at the Bibliothèque nationale, which measure 88 mm and 

90 mm in diameter respectively, offer a much closer model for the Palaeologus medal, casts of 

which measure an average of 102 mm in diameter, than do ancient coins.70 It is also certain that 

Pisanello and his patrons knew the objects: an inventory of Niccolò d‘Este‘s possessions made in 

1432 includes two silver copies of the Heraclius medallion.71 More recently, scholars have 

offered additional insights into the value of the Constantine and Heraclius medallions as the 

primary ideological sources for Pisanello‘s creation. In his brief study dedicated to the origins of 

the Renaissance medal, Irving Lavin recognized that the same Christian concern with the 

protection of Constantinople that motivated the imperial subject matter and iconography of the 

Berry medallions precipitated the Council of Ferrara and Florence and the creation of the 

Palaeologus medal.72  

Iconography 

 Much of the literature devoted to the Palaeologus medal addresses the critical fortunes of 

the obverse profile portrait of the emperor during the quattrocento.73 The image of the emperor 

was widely disseminated in a variety of media. The events of the Council were celebrated in the 

monumental bronze doors created for St. Peter‘s basilica by Filarete (Antonio Averlino) (1438?-

1445).74 The doors include a series of six large and four smaller relief panels that provide a 

testament to papal supremacy. The two smaller panels in the upper portion of the doors celebrate 

the Decree of Union; they include depictions of John Palaeologus inspired by Pisanello‘s 

medallic portrait of the emperor. The image of the emperor became, during the course of the 
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century, so universally identified as a signifier of Eastern appearance that it was adopted by 

subsequent artists to represent an array of contemporary and historical figures.75 For instance, 

Piero della Francesca adapted Pisanello‘s portrait to depict Pilate in the panel painting of the 

Flagellation, in Urbino (c. 1470) (fig. 30).76 

 Studies of the medal‘s iconography typically explain the imagery through reference to the 

emperor‘s dress and behavior. The medallion reverse depicts John Palaeologus mounted on 

horseback, with a quiver of arrows at his right side. The tip of a bow is barely visible, projecting 

backwards from the left side of the emperor‘s saddle. John Palaeologus‘s appearance on the 

reverse is most often read in biographical terms, as a testament to the emperor‘s passion for 

hunting. Contemporary accounts of his activities at the Council frequently refer to a 

preoccupation with the hunt.77 The emperor‘s pursuit of game was allegedly so vigorous that 

Niccolò d‘Este requested that he ―restrain his enthusiasm for the chase owing to the damage he 

was causing to the property of the countryfolk and the decimation of the game that the Marquis 

had imported for his own pleasure.‖78 Vladimír Juřen identified the sturdy horses depicted on the 

medal reverse with the Russian mounts that John Palaeologus acquired for hunting after his 

arrival in Ferrara. The horses bore a distinguishing feature: slits were cut into their noses to 

increase their stamina. Although the nostril slits are not visible in the medal casts, they are easily 

seen in Pisanello‘s detailed studies of the animals at the Musée du Louvre (Inv. 2468 r) (fig. 

25).79 Michael Vickers demonstrated that the weapons worn by the emperor on the medal reverse 

were likely those represented in Pisanello‘s studies of a quiver and bow case on the verso of the 

Art Institute sheet (fig. 24).80 Pisanello‘s transcription of an Arabic text from the emperor‘s tunic 

on the recto of one of the sheets at the Musée du Louvre (Inv. 1062) (fig. 21), combined with 

close study of the weapons depicted, has led to identification of the objects as part of a 

diplomatic gift from the Mamluk Sultan of Egypt, Al Ashraf Sayf al-Dīn Bārsbāy (r. 1422-38) 

that John Palaeologus received prior to departure for the Congress.81  

Interpretations of the medal imagery based upon the subject‘s interest in the hunt do not 

explain one of the most prominent features of the medal reverse: the inclusion of the cross-

topped plinth and the emperor‘s attitude of piety before it. Efforts to connect the image to a 

specific historic moment, such as John Palaeologus‘s pilgrimage to see the Girdle of the Virgin 

at Prato in July 1439, have proved unsuccessful.82 The cross on the medal reverse bears no clear 

relationship either to the relic chapel in Prato or Donatello‘s pulpit where the relic was displayed, 
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which was under construction in that year. Suggestions that the emperor‘s devotional attitude 

before the cross recalled the reason for his arrival in Italy and alluded to the reunification of the 

Churches are probably closer to the emblematic significance of the image, but fail to account for 

all of the elements of the composition, including the presence of a secondary figure.83  

Reading the Palaeologus Medal within the Court Context 

 Once the Este are recognized as probable patrons for the Palaeologus medal and the 

Constantine and Heraclius medallions as its primary ideological models, the path is open to 

reconsider the form, iconography, and political function of Pisanello‘s medal depicting the 

penultimate Byzantine emperor. I suggest that, to a greater degree than has been recognized, the 

form and iconography of the Palaeologus medal were indebted to a series of nearly contemporary 

models adopted from the Valois courts, including the Constantine and Heraclius medallions, 

which were then adjusted to suit the political and dynastic interests of the artist‘s signorial 

patrons.84 Este possession of copies of the Heraclius medallion and patronage of the Palaeologus 

medal are here considered within the wider context of the patrons‘ dynastic and political 

concerns. Collection of the French medallions and production of the Palaeologus medal emerges 

as part of a larger effort on the part of the Este to align themselves with the Valois courts through 

the emulation of their activities and material culture.  

Niccolò d‘Este‘s ownership of copies of the Berry medallions recalls the well-

documented admiration of the Valois courts among Italian rulers. The Este of Ferrara, the 

Visconti and then the Sforza of Milan, the Gonzaga of Mantua, and the Malatesta of Rimini, all 

of whom founded and maintained their territorial claims based upon military prowess and their 

skill as condottieri, viewed the Franco-Burgundian courts as models of legitimacy and cultural 

achievement.85 The image of dynastic continuity so carefully cultivated by members of the 

French nobility, including Jean de Berry, provided a model for signorial rulers who sought to 

secure their rule. To do so, many acquired noble titles and established familial connections with 

the French royals. The Visconti of Milan, geographically closest to France, were especially 

successful in that pursuit: the first wife of Duke Giangaleazzo Visconti (r. 1378-1402) was 

Isabella of Valois (d. 1372), a sister of Jean de Berry. Giangaleazzo‘s daughter, Valentina (d. 

1408), married Louis, Duke of Orleans, brother of Charles VI of France.86 Emulating chivalric 

models of behavior and modes of patronage established in the Valois courts was another means 

by which the signori might elevate their status. French language texts, especially chivalric tales, 
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held a prominent place among the vernacular manuscripts documented in the Este, Gonzaga, and 

Visconti libraries. An inventory of manuscripts compiled at the death of Francesco Gonzaga (r. 

1382-1407) included 392 texts; of the 100 books in ―lingua vulgari,‖ there were twice as many 

texts in French as in Italian.87 In 1436, the Este library held 57 texts in French and only 20 in 

Italian.88 The tournaments and jousts described in French chivalric romances became a popular 

feature of wedding celebrations and other festive occasions in the fourteenth and early fifteenth 

century courts at Ferrara, Mantua, and Milan.89 Period inventories also attest to the avid 

collection of luxury goods such as jewelry, reliquaries, and tapestries imported from the French 

and Burgudian courts by signorial rulers, including the Este.90  

Identification with the stability signified by the French monarchy was especially 

important to the Este. From 1352 forward all of the rulers of Ferrara were born of illegitimate 

unions. That history that had occasionally threatened their position as papal vicars; it also made 

them vulnerable to dangerous internal rivalries.91 Niccolò had no legitimate male offspring when, 

in late 1428 or early 1429, he began to negotiate a marriage between Leonello, his son by a 

favorite mistress, and Margherita Gonzaga, the legitimate daughter of Gianfrancesco Gonzaga, 

ruler of Mantua. Leonello was not the eldest of Niccolò‘s surviving illegitimate children, but he 

was the favorite.92 As part of the negotiations, Niccolò designated Leonello his heir and 

petitioned Pope Martin V to legitimize the young man, promising to invest Leonello with Ferrara 

upon his death. In 1432, Niccolò married for a third time and his wife, Ricciarda da Saluzzo (d. 

1474), subsequently gave birth to two sons. In an unusual move, Niccolò honored his 

commitment to Leonello, placing him ahead of legitimate sons. After 1434, Leonello effectively 

served as co-ruler of Ferrara.93 Leonello was not, however, officially named universal heir until 

Niccolò completed his final will on his deathbed in 1441.94 The tension between legitimacy and 

illegitimacy that existed in the years leading up to and immediately following the Council 

necessitated careful calculation on the part of Niccolò and Leonello to insure a smooth 

succession.95  

A concern with establishing and maintaining an appearance of dynastic continuity and 

legitimacy also likely motivated the increased interest in the production of Este genealogies and 

alignment with the French royal family under Niccolò.96 The Chronicon Estense, a history of the 

family, was begun at the outset of Niccolò‘s rule (c. 1393). Although the Chronicon originally 

traced the origins of the family to the twelfth century, it was amended by the 1470s, supposedly 
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on the basis of much older documents, to trace Este origins to Gaul, date the family‘s arrival in 

Italy to 880, and to claim that they were invested with Ferrara by an unnamed Frankish 

emperor.97 The 1436 inventory of the Este library also recorded the existence of what was likely 

the first visual genealogy of the family, which has since been lost.98 An early testament to the 

identification of the Este with the French royal family is found in a line from a ballad composed 

by Guillaume Dufay for Niccolò, which identified the marchese as carrying the royal blood of 

France.99 That designation was confirmed in 1431 when, in return for military support of King 

Charles VII of France, Niccolò was granted permission to quarter the Este arms with the royal 

fleurs-de-lis, gold on a blue background. The documents granting the privilege identify Niccolò 

as the blood relation (consanguineus) of the French king.100 After his father‘s death, Leonello 

maintained close ties with the Valois courts, sending his own son, Francesco, to reside at the 

Burgundian court in Brussels in 1444.101 

 The production of the Palaeologus medal needs to be viewed within the context of Este 

efforts towards identification with the French royal line. The analysis of the Palaeologus medal 

offered here reveals that Pisanello based the form and iconography of the medal upon models 

adopted from the Valois courts, including Jean de Berry‘s Constantine and Heraclius medallions 

and images forming an essential part of chivalric, French language manuscripts. The result was 

an object that commemorated the Council while simultaneously offering a testament to the piety 

and legitimacy of the patrons. 

The Palaeologus Medal and The Berry Medallions: 

John Palaeologus as Christian Warrior 

 Comparative analysis of the Palaeologus medal and copies of the Berry medallions 

demonstrates that not only the scale, but also the independent sculpted form, inscribed text, and 

iconography of the object were based upon the Constantine and Heraclius medallions. Indeed, it 

seems likely that the Constantine and Heraclius medallions were adopted as models for the 

production of the Palaeologus medal precisely because of their recent origins in the French royal 

courts.102  

 Niccolò d‘Este traveled to Paris in 1414.103 It is possible that the marchese acquired his 

copies of the Heraclius medallion at that time, having learned of the objects‘ origins at the court 

of Jean de Berry and function as commemorating the visit of the Byzantine Emperor Manuel II 

Palaeologus to Paris. The possibility exists that Niccolò knew Jean de Berry‘s original 
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medallions, jeweled and suspended from chains, but his and Leonello‘s knowledge of those 

objects cannot be definitively determined. For that reason, the comparison of the Berry 

medallions and the Palaeologus medal offered here assumes Pisanello and his patrons‘ direct 

knowledge of only the silver copies of the Heraclius medallions documented in the Este 

collections. As was demonstrated in the previous chapter, the silver repoussé copies of the 

Constantine and Heraclius medallions now at the Bibliothèque nationale in Paris are likely the 

closest extant approximations of the copies that circulated in the fifteenth century. It stands to 

reason that the copies that Niccolò owned were, like the examples in Paris, descended from the 

gold copies (now lost) listed among the joyaux in the ducal inventories. Jean de Berry had those 

copies created, we will recall, after the jeweled originals.104 The gold copies listed in the Berry 

inventories, the silver copies recorded in Ferrara, and the surviving repoussé copies at the 

Bibliothèque nationale in Paris can all be distinguished from the original medallions in two main 

respects: none were jeweled or suspended from chains. 

 It requires emphasis that the transformation of Jean de Berry‘s original, jeweled 

medallions, which were intended to be worn about the neck, into something quite close to 

Pisanello‘s invention began with Berry‘s own copies. The unembellished copies of the 

Constantine and Heraclius medallions, made without jewels or chains, represented a fundamental 

redefinition of the original medallions in the ducal collection from precious worn objects to 

independent works of sculpture.105 That shift in both form and function was a necessary first step 

toward Pisanello‘s creation of the fully-conceived type of the Renaissance portrait medal. Many 

casts of Pisanello‘s medals for Italian princes, including examples of the Palaeologus medal, now 

feature suspension holes, but they likely represent later alterations. After the middle of the 

quattrocento medals were occasionally worn, either suspended from chains or attached to 

clothing as objects of personal adornment, but there is no indication that this was the case in the 

1430s or 1440s either among Pisanello‘s patrons or others of their social standing.106  

Comparison of the Palaeologus medal obverse with the Heraclius medallion reveals 

numerous points of contact between the two that suggest the imagery and text of Pisanello‘s 

medal were designed to recall the French model. The relationship of the portrait bust to the 

surrounding text on the Palaeologus medal obverse replicates that on the Heraclius medallion. In 

each case, the subject‘s headgear pierces the border formed by the surrounding text. It was a 

motif that Pisanello did not repeat on any of his subsequent medals. The Greek texts on the 
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Palaeologus medal also represent a direct response to those on the Heraclius medallion. 

Following that source, Pisanello adopted Greek majuscules, incorporated a Greek cross to 

punctuate the text on the medal obverse, and identified the imperial subject through Byzantine 

chancery forms. Weiss observed that Pisanello did not simply adopt the chancery usage found on 

the Constantine and Heraclius medallions, but updated the form to correspond with 

contemporary chancery types.107 There is no indication that Pisanello knew Greek, but numerous 

potential advisors were present in Ferrara during the Council. Among them was Guarino da 

Verona, who spent five years, 1403 to 1408, in Constantinople mastering the language.108 The 

pairing of Greek and Latin texts on the Palaeologus medal reverse offers a further point of 

contact with the Heraclius medallion by recalling the bilingual inscriptions on the obverse of the 

French object. Here too, the idea responded to the contemporary context: the original Decree of 

Union of the Greek and Latin Churches, the end result of the Council, signed by both the pope 

and emperor, was written in both Greek and Latin.109  

The image of John Palaeologus before a roadside cross on Pisanello‘s medal reverse 

recalls the emphasis on the True Cross found on the Constantine and Heraclius medallions and 

makes manifest the Christian meaning of the object. As we have seen, the imagery on both the 

French medallions was grounded in a long visual tradition of imperial triumphal types that bore 

Christian and particularly martial significance. The image on the Constantine medallion obverse, 

depicting the emperor mounted on horseback, and on the Heraclius medallion reverse, 

illustrating that emperor‘s return of the True Cross to Jerusalem, were both adventus types, 

associated with the return of the victorious emperor from battle. The image on Pisanello‘s medal 

reverse evokes another ancient type that bore specifically militant connotations – the image of 

the emperor as hunter. The emperor is not shown actively hunting, but he is dressed for it, with a 

quiver and bow at his sides and mounted upon one of his famed hunting horses. By portraying 

the emperor thus, Pisanello‘s medal reverse recalled the ancient tradition for depicting the 

imperial hunt, a type identified as a predictor of the ruler‘s skill on the battlefield.110 Byzantine 

writers writers frequently evoked the topos of the hunter/warrior when describing emperors, 

including John VIII Palaeologus.111 One such description of the emperor, written by Nicolas 

Notaras, a Greek merchant, to a member of the imperial entourage during the period of the 

Council, made the analogy between John Palaeologus‘s hunting activities and skill in warfare 

explicit: ―[B]esides the other high qualities that God has given him is his frequent exercising of 
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young men in the chase by often going out for that purpose, which gives not only that pleasure 

and satisfaction, but is by its nature an introduction to almost all military training and soldierly 

experience.‖112  

The identification of the hunt with military prowess dated from Greek and Roman 

antiquity. Alexander the Great (356-23 B.C.) and his immediate successors utilized images of 

hunting dangerous beasts, particularly lions and boars, as signifiers of their rule.113 The type of 

the hunter/ruler was later adopted by Roman emperors on coins and monumental commissions, 

most famously in the series of eight tondi produced under Hadrian (r. 117-138) depicting the 

emperor departing for the hunt and hunting bear, boar, and lion, that were later incorporated into 

the Arch of Constantine (312-15).114 Roman writers including Cicero in De natura deorum and 

Horace in Romana militia (Satires, 2.2.10-11) identified success in the hunt with military skill. 

Horace explained that the same virtus required for success in the hunt was necessary in 

combat.115 In De liberis educandis, Plutarch, too, stressed the importance of the hunt to the 

training of future soldiers.116 As an signifier of military leadership, hunting imagery was an 

important part of both Roman and Byzantine imperial iconography. Images of hunting, of both 

beasts and barbarians, formed a part of the visual cycle of imperial triumphal imagery in the 

Hippodrome in Constantinople.117  

The hunt was identified with aristocratic privilege during the Middle Ages. In Italy, 

where the signori regulated access to certain types of game, families including the Este, the 

Gonzaga, and the Visconti maintained enormous hunting grounds and lodges.118 Written records 

indicate that hunting imagery was a popular subject for the decoration of northern Italian castles 

during the fourteenth and well into the fifteenth century.119 As Evelyn Welch has documented, 

Galeazzo Maria Sforza, Duke of Milan, planned two cycles of hunting frescoes, one for the 

castle at Porta Giovia (1471) and another at Pavia (1469).120 Pisanello moved between the 

residences of his signorial patrons, including their hunting lodges, and numerous drawings 

attributed to the artist and his workshop, such as one now in Paris showing a hooded falcon (c. 

1434-35, Musée du Louvre, Inv. 2453), document the world of the chase while demonstrating the 

artist‘s famed naturalism.121 Inventories record Este ownership of numerous costly tapestries 

imported from France and Flanders dedicated to hunting themes.122 Niccolò d‘Este also likely 

owned a manuscript of the Livre du roy modus et de la royne ratio (Book of King Practice and 

Queen Theory) (1354-77), a text designed for the education of princes that advocated the hunt as 
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an exemplary activity.123 Beautifully illustrated treatises on the hunt, including the Livre de 

Chasse (c. 1407) by Gaston Phébus, circulated widely in the Italian courts.124  

Part of the attraction of hunting imagery lay in the identification of the activity with 

Christian piety. The disposition of the eight Hadrianic tondi on the Arch of Constantine provided 

a model for the adoption of the hunt as an emblem of Christian triumph. Under Constantine, the 

four tondi were reworked to depict that emperor, rather than Hadrian, departing for the hunt and 

hunting bear, boar, and lion.125 The four hunting tondi are paired with an equal number on the 

Arch that depict imperial sacrifices to pagan deities. The imagery is not Christian, but the 

arrangement of the roundels in relation to the Constantinian reliefs below offered a Christian 

gloss on the older, imperial hunting types depicted. For example the two tondi on the south-east 

face of the arch, an image of the emperor hunting a bear and another depicting a sacrifice before 

a raised statue of Diana, are placed above a relief depicting Constantine‘s victory over Maxentius 

at the Milvian Bridge (fig. 31). The grouping creates a visual analogy between the emperor‘s 

hunting and military prowess. At the same time, the placement of the hunting roundels above the 

relief depicting Constantine‘s famed military victory in the sign of the cross identifies the 

successful hunt with Christian piety.  

During the Middle Ages hunting iconography was identified as Christian when a symbol 

of Christ, frequently a stag, unicorn, or the Cross, became the goal of the chase.126 The type was 

elaborated in hagiographical accounts, including those concerning the conversion of St. Eustache 

and St. Hubert. The composition on the Palaeologus medal reverse bears comparison with 

Pisanello‘s small panel painting of St. Eustache (fig. 32), which also depicts a mounted figure 

halted before a cross. The painting is undocumented but on the basis of stylistic evidence is 

generally dated to the years just after the Council (c. 1438-42). The identity of the patron is also 

debated, and the work has variously been assigned to the courts in Ferrara, Mantua, and Milan 

where Pisanello was active during the early 1440s.127 The painting illustrates the vision of the 

second-century Roman general Placidus who was renamed Eustache upon his conversion.128 

Pisanello‘s painting corresponds closely with the account of Placidus‘s vision offered in the 

Golden Legend.129 While hunting, the soldier/hunter beheld a vision of the Crucifix suspended 

between the horns of a stag. Christ spoke through the vision, saying: 

Placidus, wherefore followest me hither? I am appeared to thee in this beast for 

the grace of thee. I am Jesu Christ, whom thou honourest ignorantly, thy alms be 
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ascended up tofore me, and therefore I come hither so that by this hart that thou 

huntest I may hunt thee!130 

 

The small scale of Pisanello‘s St. Eustache panel suggests that the object was intended for 

devotional purposes. The similarity between the images of the saint and the emperor halted 

before the cross/crucifix has led to comparisons between the two works. Loredana Olivato 

suggested that the images of holy hunters in the painting and on the medal were inspired by calls 

for a crusade that emanated from the Council, depicting the emperor and saint as hunter/warriors 

prepared to battle the enemies of Christ.131 In fact, the long-standing identification of the hunt as 

an analogy for warfare and the pursuit of Christ led both eastern and western advocates for 

crusader military action to identify the Christian warrior as a hunter and the enemy as a beast to 

be vanquished in the quest for salvation.132  

What has escaped comment is that the saint was identified with French devotion, 

patronage, and crusader ideology, the concerns that propelled the production of the Palaeologus 

medal. Devotion to St. Eustache appears to have originated in Byzantium; the earliest vitae of St. 

Eustache exist in eighth-century Greek sources.133 By the tenth century, Eustache was identified 

as a member of the celestial army, the soldier-saint protectors of Constantinople that included 

(with variations over time) Saints Theodor, Demetrius, George, and Procopius.134 As James 

Bugslag recently demonstrated, there emerged a flourishing devotion to St. Eustache by northern 

French nobles and knights in the twelfth and thirteenth centuries, fueled by an influx of warrior-

saint models from the Latin Crusader Kingdoms in the East. Eustache‘s relics were held at St. 

Denis during the period, and were the only ones in the West, outside Rome; stained glass 

windows depicting the saint were installed at Chartres Cathedral and elsewhere; and multiple 

French versions of the saint‘s life were produced.135 The Byzantine and French devotion to St. 

Eustache, the adoption of the saint by French medieval crusader-knights, and the identification of 

the saint with the protection of Constantinople made Eustache an ideal figure for members of the 

northern Italian signori in the years around the Council of Ferrara and Florence. The lack of 

evidence surrounding the commission for Pisanello‘s painting of St. Eustache makes a definitive 

statement regarding the motivation behind the choice of subject impossible. But the Byzantine 

and French identification of the saint as a symbol of crusader efforts suggests that Pisanello‘s 
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painting was inspired by the same signorial interest in identification with prestigious models of 

patronage and propaganda that motivated creation of the Palaeologus medal.136  

By recognizing the iconological significance of Pisanello‘s depiction of John Palaeologus 

dressed for the hunt it becomes clear that the image extends the pious message of the Berry 

medallions. The medal identifies John Palaeologus as the living heir to the tradition of Christian 

military victory established by Constantine and upheld by Heraclius. Vivid testimony to that 

connection is provided by Piero della Francesca‘s adaptation of Pisanello‘s portrait of John 

Palaeologus to depict Constantine in the fresco cycle dedicated to the history True Cross in San 

Francesco in Arezzo (c. 1452-66) (fig. 33). In the Battle of Constantine and Maxentius, 

Constantine/John Palaeologus raises the Cross before him as he rides towards Maxentius. The 

emperor defeats the enemy by the sign of his faith, recalling the famed victory that insured his 

conversion and predicting victories to come.137 

The Queste, the Chevalier Errant, the Cross 

Visual and Textual Source 

References to the Berry medallions in the Palaeologus medal offer considerable insight 

into the independent sculpted form, scale, text, and iconography of the medal, but they do not 

account for all the elements of the composition on the medal reverse. The expanded setting and 

presence of a secondary figure require additional consideration. Moreover, there was no ready 

precedent in either Roman or Byzantine imperial iconography for the depiction of an emperor 

before a cross set atop a plinth. Pisanello‘s apparent model for the composition existed in the text 

and illustrations of a French chivalric tale that circulated widely in the Italian courts during the 

period, the Queste del Saint Graal, the fourth installment in the Lancelot-Grail Cycle of French 

prose romances.  

The Lancelot-Grail Cycle includes five texts that together chronicle the history of the 

Holy Grail from its origins during the Passion of Christ through its discovery by the knights of 

King Arthur‘s Round Table.138 The texts of the Lancelot-Grail Cycle, sometimes referred to as 

the Vulgate Cycle, were completed between c. 1215 and 1230. Their authorship is much debated, 

but all the stories bear a debt to the earlier, twelfth-century romances of Chrétien de Troyes 

including Perceval (c. 1180-90).139 There exist more than 180 manuscripts containing all or parts 

of the Lancelot-Grail Cycle; the Queste text survives in at least forty-three of those.140 The large 
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number of extant manuscripts attests to the wide distribution of the stories and their immense 

popularity with medieval and early modern readers.141 

The narrative of the Lancelot-Grail Cycle begins with L‟Estoire del Saint Graal. The text 

initiates the history of the sacred Grail, the vessel used by Joseph of Arimathaea to collect the 

blood Christ shed at the Crucifixion, and details the translation of the Grail to the Fisher King, 

who vowed to protect it. The second tale in the Cycle is L‟Estoire de Merlin, which recounts the 

origins of the Round Table at King Arthur‘s court. The third and longest text is Lancelot. The 

tale recounts the adventures of the knights of the Round Table, focusing particularly on 

Lancelot‘s youth, training, life at Arthur‘s court and love for Guinevere. The penultimate tale, La 

Queste del Saint Graal, details the adventures of the knights who seek the Grail and eventually 

find it. The arrival of Galahad, Lancelot‘s son, at Arthur‘s court initiates the Queste. The young 

knight is able to sit without injury in the Siege Perilous, the ―dangerous seat‖ at the Round Table 

that would consume in flames any knight not destined to find the Grail. The text documents the 

adventures of Galahad and those who accompany him in the quest for the Grail, including 

Lancelot, Bohort, and Perceval. The final story in the Lancelot-Grail Cycle, La Mort le Roi Artu, 

details the end of Arthur‘s life and kingdom.142 

The image on the Palaeologus medal reverse corresponds with an episode that occurs 

near the beginning of the Queste del Saint Graal. After surviving the Siege Perilous, Galahad, 

Lancelot‘s son, embarks upon his adventure in the company of a squire, Melias. The two soon 

come to a fork in the road marked by a cross. The cross is inscribed: 

 

To the Knight who seeks adventure, you find here two paths – one to the 

right, the other to the left. I forbid you to take the left path. Only a very 

worthy man can enter there and escape alive. If you take the path to the 

right, death awaits you.143 

 

Despite the relatively large number of surviving Queste manuscripts, most remain 

unpublished and a systematic study of their imagery remains to be done.144 The image of 

Galahad and Melias parting before the cross is, however, absent from all but one of the Queste 

manuscripts that I have surveyed. That manuscript is Bibliothèque nationale fr. 343, which was 

likely produced in Pavia or Milan c. 1380.145 It contains a ―post-Vulgate‖ version of the Queste; 
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in other words, while the majority of the Queste text it includes is that of the Lancelot-Grail 

version, it also contains elements adopted from other romances including the Table Ronde, 

Lancelot, Tristan, and Palaméde. In the miniature depicting the parting of Galahad and Melias, 

Galahad is identifiable by the white shield with a red cross that he carries (fol. 13v) (fig. 34). 

Galahad embarked upon the quest without armor, but soon acquired the red-cross shield created 

by Joseph of Arimathea‘s son, Josephus. In accordance with the Queste text, Galahad takes the 

path to the right. The miniature from BnF fr. 343 includes three elements essential to illustrating 

the narrative: the raised cross, the two figures on horseback, and the figures going their separate 

ways.  

The Palaeologus medal reverse also recalls two miniatures in a second manuscript with a 

northern Italian provenance, Bibliothèque nationale fr. 12559 (figs. 35, 36).146 Both feature two 

figures on horseback, one shown in profile and the other in three-quarter view, who part before a 

cross raised upon a stepped base. BnF fr. 12559 does not contain the Queste text per se, but a 

compilation titled Le Chevalier Errant, which was written by Tommaso III, marchese of Saluzzo 

(r. 1391-1416). It interweaves portions of earlier romances to create a new narrative, a standard 

late-medieval literary convention. Elements adopted from the romances of Chrétien de Troyes, 

the Lancelot-Grail Cycle of prose romances, and the Roman de la Rose are all present.147  

The Chevalier Errant is an elaborate allegory of redemption that chronicles the 

adventures of the title hero on his quest for knowledge. Much like Galahad and Melias in the 

Queste, the Knight Errant and his squire arrive at a fork in the road soon after embarking upon 

their adventures. The site is marked by a cross which the text designates as ―sus un pilon.‖148 The 

text explains the cross bears an inscription warning the knights against the path to the left and 

suggesting the path to the right.149 The correspondences between the text and images of BnF fr. 

343 and BnF Fr. 12559 and the imagery on the Palaeologus medal reverse reveal that Pisanello 

based the medallic composition upon images found in manuscripts either dedicated to or 

adapting the French chivalric text of the Queste del Saint Graal. That both of the manuscripts 

identified here as corresponding with the Palaeologus medal reverse possess a northern Italian 

provenance is of particular importance for considering the variety of means by which Pisanello 

and his patron might have known the Queste imagery, either directly through Queste texts and 

their accompanying imagery or through adaptations of them, such as BnF fr. 12559. 
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The production and provenance of BnF fr. 12559 is particularly instructive for 

understanding Pisanello‘s visual sources, especially as regards the diffusion of the Queste text 

and related imagery throughout northern Italy during the late fourteenth and early fifteenth 

centuries. Tommaso III di Saluzzo was a vassal of Charles VI of France and ruled a small 

territory in the Piedmont that was prey to neighboring lords of Savoy. Tommaso likely composed 

the text of the Chevalier Errant between 1394 and 1396 when he was imprisoned in Turin, 

following capture during a raid in Savoy territory.150 The heavily illustrated manuscript BnF fr. 

12559 was most likely commissioned in Paris by the author between 1401 and 1405, the dates of 

Tommaso‘s final two sojourns in the city.151 
 

BnF fr. 12559 presumably remained in the possession of Tommaso until his death in 

1416. After that date the provenance of the manuscript is less certain, but it was in possibly 

Ferrara for a brief period. In 1429, Tommaso‘s daughter Ricciarda became the third wife of 

Niccolò III d‘Este. Ricciarda remained in Ferrara until 1443, two years after her husband‘s death, 

when she departed for her natal home.152 The whereabouts of the manuscript are uncertain for the 

period between Tommaso‘s death in 1416 and 1516, when it was in the possession of Margaret 

of Austria.153 Given the gaps in the manuscript‘s provenance, it is tempting to suppose that BnF 

fr. 12559 was in Ferrara at some point during Ricciarda‘s fourteen-year tenure in the city, a 

period corresponding with Pisanello‘s activities there. Moreover, library inventories and other 

records from the period attest to the frequent practice of loaning manuscripts between courts for 

extended periods of time.154 Evidence for that practice in the case of BnF fr. 12559 is lacking at 

this time, but it remains a distinct and intriguing possibility that the manuscript was in Ferrara 

and known by Pisanello.155  

The Medal and the French Chivalric Tradition 

Even if BnF fr. 12559 was never in Ferrara, Pisanello and the Este were certainly familiar 

with the literary and visual traditions from which the text and the miniatures it contained were 

derived. The Chevalier Errant is but one example of the numerous elaborations and adaptations 

of the rich visual and textual material from the Queste and other texts of the Lancelot-Grail 

Cycle that circulated in Italy. Condensed and widely distributed compilations included the late 

thirteenth-century Tristano and the fourteenth-century Tavola Ritonda.156 Just as Tommaso di 

Saluzzo‘s text was shaped by the Queste narrative, it is quite likely that the images of the two 

knights before the cross were adopted from Queste manuscripts or any number of chivalric 
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romances indebted to that text.157 Study of the imagery in BnF fr. 12559 has been limited, but 

Millard Meiss attributed the manuscript to the atelier of the Master of the Cité de Dames.158 The 

probable origins of the manuscript in a busy Parisian atelier, where the normal process for 

illustration included the reuse of stock images to illustrate texts of the same or similar themes, 

suggests that the image of the knights before the cross in the Chevalier Errant was not limited to 

that manuscript.  

The narrative and images of the Lancelot-Grail Cycle, including the Queste del Saint 

Graal, so pervaded the literary and visual culture of the signorial courts that contemporary 

viewers of the Palaeologus medal can hardly have failed to recognize the source for the 

composition on the medal reverse. The texts of the Lancelot Grail Cycle were among the French 

language manuscripts that formed an important part of secular reading at the Este, Gonzaga, and 

Visconti courts during the fourteenth and into the fifteenth centuries, further evidence of the 

signorial passion for French court culture.159 In 1407, the Gonzaga library included seventeen 

Arthurian romances, among them four from the Lancelot-Grail Cycle, including a ―Questa Sancti 

Gradalis.‖160 The libraries of the Este and Visconti also included multiple texts from the 

Lancelot-Grail Cycle.161 The 1436 inventory of the Este library included 276 books, among them 

numerous texts from the Cycle; three volumes are identified as the ―San Gradale . . in 

francexe.‖162 That the humanist-educated Leonello maintained an interest in French chivalric 

manuscripts is demonstrated by his involvement in the production and maintenance of Lancelot-

Grail Cycle texts. In 1447-48 the marchese ordered illuminations for a Lancelot manuscript and a 

―Saint Graal,‖ perhaps a Queste manuscript, was rebound during the same years.163 

Alignment with the heroes of chivalric romances provided condottieri, including the Este, 

with a framework for the presentation of their military exploits in the mode of Arthurian heroes. 

The tournaments and jousts that marked celebrations in Ferrara explicitly aligned the exploits of 

the condottieri with those of the knights of the Round Table, lending an exalted air of valor to 

what was otherwise a horrific and gritty occupation.164 The names Niccolò d‘Este assigned his 

children confirm a personal interest in the legitimacy signified by alignment with the chivalric 

ideal, reading like a roll call of Arthurian characters: Leonello (Lionel), Borso (Bohort), 

Meliaduse (Meliadus), and Ginevra (Guinivere).165 Inventory descriptions recording the names 

assigned to now-lost rooms in numerous northern-Italian castles from the fourteenth and fifteenth 

centuries suggest that chivalric imagery was a common decorative theme.166 In 1407, the palace 
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at Mantua included a ―camera Lanzaloti‖ and the Palazzo di Piazza in Ferrara included a 

―chamera de Lanziloto‖ in 1436.167  

Pisanello‘s familiarity with the texts and imagery of the Lancelot-Grail Cycle, and the 

importance of identification with imagery drawn from that cycle to the political and personal 

aspirations of the artist‘s signorial patrons, was confirmed with the rediscovery of the artist‘s 

incomplete frescoes in the Gonzaga castle, the Corte in Mantua. The frescoes were likely 

commissioned by Ludovico Gonzaga c. 1447 and provide the single extant example of a 

monumental Arthurian fresco cycle in Italy. Pisanello‘s frescoes for Ludovico Gonzaga 

illustrated a specific tournament scene from the Lancelot proper, the third story in the Lancelot-

Grail Cycle. The hero of the tournament is Bohort, also one of the heroes of the Queste, and the 

only knight to successfully reach the Grail. As Joanna Woods-Marsden has demonstrated, 

Pisanello‘s images offered a major visual statement that glorified Ludovico and the Gonzaga 

dynasty by identifying the condottieri rulers of the city as descendants of the Grail hero.168  

The Queste and the Crusade 

The adaptation of Queste imagery for the creation of the Palaeologus medal reverse was 

likely motivated by identification of the narrative with the pressing religious and political goal 

that emerged from the Council of Ferrara and Florence: a crusade to protect Constantinople and 

reclaim the Holy Land for Christianity. Fourteenth and fifteenth-century readers of the Queste 

del Saint Graal would have recognized the narrative as a thinly veiled metaphor for the crusade. 

The white shield with a red cross that Galahad carries in illustrations of BnF fr. 343, the ―post-

Vulgate‖ Queste text which, as we have seen, bears a northern Italian provenance, was the 

traditional insignia of the holy warrior. The text makes Galahad‘s identity as a Christian soldier 

explicit. When Galahad is awarded the red-crossed shield he is designated as ―Jesus Christ‘s 

soldier‖ who will ―demonstrate more amazing prowess and virtue than any other.‖169 We have 

seen that Pisanello‘s image of John Palaeologus as emperor/warrior paused in prayer before a 

cross identified the emperor of Constantinople as the living manifestation of the line of Christian 

emperors that included Constantine and Heraclius. The expanded composition of the Palaeologus 

medal reverse, adapted from Queste imagery, added an additional chivalric element to the 

subject‘s identity and actions, placing John Palaeologus in the role of Queste hero and ―Jesus 

Christ‘s soldier.‖  
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The choice to adopt Queste imagery for the Palaeologus medal was likely motivated by 

regional identification of the text with calls for crusader efforts in the East. Alison Stones has 

suggested that the presence of blood relics in northern Italy fueled the popularity of the Queste 

and the other narratives of the Lancelot-Grail Cycle among the signori.170 As we have seen, two 

of the texts of the Lancelot-Grail Cycle, the Estoire del Saint Graal and the Queste del Saint 

Graal, recount the history of the Holy Grail, its origins at the Last Supper, subsequent use by 

Joseph of Arimathaea to capture the blood of Christ at the Crucifixion, and eventual discovery by 

the knights of the Round Table. The Grail recovery text, the Queste, is the most overtly religious 

of the five branches of the Cycle.171 The Queste includes a narrative devoted to the Liturgy of the 

Holy Grail, an extended Eucharistic metaphor that recalls the origins of the Grail and its contents 

– the Holy Blood – in the Passion of Christ.172 It was likely Ludovico Gonzaga‘s self-

identification as protector of the Mantuan Holy Blood of Christ, one of the most revered relics in 

Christendom, that motivated the commission for Pisanello‘s Mantuan frescoes, which identified 

the Gonzaga with Bohort, the successful claimant of the Grail in the Queste. As will be 

demonstrated in the next two chapters, the frescoes formed part of a broader effort on the part of 

Ludovico Gonzaga to promote his status through association with the idea of Christian crusade.  

Much as Jean de Berry‘s patronage of the Constantine and Heraclius medallions aligned 

the French duke with a lineage of Christian military effort in the Holy Land, patronage of the 

Palaeologus medal aligned the Este with the call for a crusade to protect Constantinople. Both 

Niccolò and Leonello could truly be identified as Christian soldiers, militis christiani. As papal 

vicars, they owed military service first to the popes who, as we saw in Chapter One, led the call 

for a crusade to protect Constantinople.173 Niccolò d‘Este demonstrated his piety and dedication 

to the goal of reclaiming the Holy Land when he made a pilgrimage to Jerusalem in 1413. The 

journey culminated in a sacred mass during which he was invested as a knight of the Holy 

Sepulchre.174 Much as Pisanello‘s medallic image of John Palaeologus called upon the French 

chivalric literary and visual traditions to present the Byzantine emperor as Christian knight, so 

too did contemporary accounts of Niccolò d‘Este‘s pilgrimage to the Holy Land. Gabriele Nori 

has observed that literary recollections of the pilgrimage and investiture present Niccolò in a 

manner intended to recall the knights in chivalric tales.175 While Niccolò d‘Este‘s piety and 

career as a condottiere are frequently remarked upon in accounts of the Ferrarese court, studies 

of Leonello d‘Este‘s patronage of Pisanello‘s medallic oeuvre rarely consider that the future 
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marchese was also trained as a warrior. In fact, much of Leonello‘s youth was spent on the 

battlefield, training with the famed condottiere Braccio da Montone. 176  

These considerations offer insight into the iconography and function of one of the five 

small medals that Pisanello produced for Leonello d‘Este (fig. 37).177 The medal features a right-

facing profile portrait on the obverse and an image of a three-faced putto flanked by armor on the 

reverse.178 The motif of the three heads, symbolic of the Trinity, might be read as a celebration of 

Leonello‘s identification with the Council and the agreement upon the Filioque, the nature of the 

Trinity, formalized in the Decree of Union.179 The armored knee pieces (poleyns) flanking the 

symbol would therefore allude to the future marchese‘s role as Christian warrior via his military 

obligation to the re-united Church.180  

The inclusion of a left-facing profile bust of Leonello, adopted from one of Pisanello‘s 

small medals, by Giovanni Badile in the window frame behind the altar of the Guantieri chapel 

in the Church of S. Maria della Scala in Verona complements the interpretation of both the 

Palaeologus medal and the small medal of Ludovico offered here (fig. 38).181 While the inclusion 

of the Leonello portrait in the window embrasure has been noted previously, the significance of 

the image placement has escaped notice. Badile‘s image of Leonello appears directly across from 

a painting of the Palaeologus medal obverse; they are on either side of the same embrasure 

which, in turn, is directly behind the chapel‘s altar. By that arrangement, the two medal obverses 

appear to form a pair, depicting the Byzantine emperor and Leonello d‘Este gazing out of the 

east-facing window together. Much work remains to be done in relation to the frescoes of the 

chapel, including a consideration of the painted images of medals by Pisanello depicting 

Sigismondo Malatesta and Niccolò Piccinino in the south window.182 But the pairing of 

Pisanello‘s medallic images of Leonello d‘Este and John Palaeologus in the privileged position 

behind the altar offers a visual affirmation of the shared purpose of the medals. Both the medals 

and the frescoes, created less than a decade after the close of the Council, affirm the commitment 

of both men to the goal of mounting a Christian military effort in the East. 

Conclusion 

This chapter identifies the rulers of Ferrara, either the marchese Niccolò d‘Este or his son 

and designated heir Leonello, as patrons of the Palaeologus medal and demonstrates that, to a 

greater degree than previously recognized, Pisanello based his creation on a series of models 

desirable because of their familiarity as products of the French courts. That the form, text, and 
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iconography of the medal were based upon copies of the Constantine and Heraclius medallions 

and images adapted from the Queste del Saint Graal identifies the object as part of a more 

expansive effort by the Este to align themselves with the legitimacy and stability of the Valois 

courts, emulating patterns of patronage and behavior established there. Patronage of the object 

simultaneously served to commemorate the honor of the imperial visit and selection of Ferrara as 

site of the Council, and identified Pisanello‘s Este patrons with the prestigious call to protect and 

defend Constantinople.  

Pisanello‘s subsequent medal commissions came from members of the Italian signori 

who shared many of the same concerns with legitimacy, security, and status that prompted 

production of the Palaeologus medal. The Gonzaga of Mantua, Sforza of Milan, and the 

Malatesta of Rimini also earned their fortunes through military endeavors and, in one way or 

another, were engaged in efforts to promote a campaign to reclaim the Holy Land. The 

remainder of this study is devoted to the examination of the series of four medals that Pisanello 

created for Leonello d‘Este‘s brother-in-law, the condottiere and second marchese of Mantua, 

Ludovico Gonzaga. The next two chapters provide a close examination of Pisanello‘s elaboration 

upon the religious, political, and commemorative potential of the newly emergent sculptural 

form of the cast portrait medal in the service of the Gonzaga marchese.183  
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1 The classic study of the Palaeologus medal is that of Roberto Weiss, Pisanello‟s Medallion of 
the Emperor John VIII Palaeologus (London: The British Museum, 1966). The Palaeologus 
medal is Hill, Corpus, no. 19.  
 
2 To my knowledge, there is no mention of the Palaeologus medal in documents dating from 
Pisanello‘s lifetime. The earliest document that explicitly mentions the medal is a letter from 
Paolo Giovio to Cosimo de‘Medici, dated 12 November 1551. Quoting that letter, Vasari also 
mentions the medal in the 1568 edition of the Lives. See Giorgio Vasari, Le opera di Giorgio 
Vasari: le vite de‟ più eccellenti pittori, scultori ed architettori, ed. Gaetano Milanesi, 9 vols. 
(Florence: G.C. Sansoni, 1878-85), 3:10-11. For the letter and excerpt from the Lives, see 
Cordellier, ed., ―Documenti e fonti,‖ docs. 102-3. The earliest modern numismatic and art-
historical discussions of the medal, which appear in the early seventeenth century, are reviewed 
by Vladimir Juřen, ―La fortune critique,‖ 427-57.  
 
3 For general discussions, see Pächt, ―Limbourgs and Pisanello,‖ 109-22; and more recently, 
Syson and Gordon, Pisanello, 57-85. The Arthurian frescoes are discussed, with relevant 
bibliography, in Chapter Four. 
 
4 A partial list of casts was recently published by Stavros Lazaris, ―L‘empereur Jean VIII 
Paléologue vu par Pisanello lors du Concile de Ferrare-Florence,‖ in L‟eglise dans le monde 
byzantin de la IVe croisade (1204) à la chute de Constantinople (1453), 8th Symposion 
Byzantion, Strasobourg, France 2002 (Amsterdam: Adolf M. Hakkert, 2007), 301-2.  
 
5 The superior quality of the Victoria and Albert cast (Inv. A 169.1910) was evidenced by Hill‘s 
selection of that example for illustration in the Corpus; see n. 1 in this chapter. The only 
significant variations on the medal known to me are two large plaquettes (featuring only obverse 
and no reverse images) where the emperor‘s hat has been augmented by the addition of 
encircling fleurs-de-lis. Fleurs-de-lis also form a border for the surrounding texts. One example 
is at the Musée du Louvre (Inv. MR.R.330, 102.3 mm diameter); it is illustrated in Sept vertus, 
exh. cat., 202, no. 120. The second is in Naples, Museo e Gallerie Nazionali di Capodimonte 
(Inv. IGMN 67517, 101 mm diameter). For the Naples example, see Lucia Fornari Schianchi and 
Nicola Spinosa, ed., I. Farnese arte e collezionismo (Milan: Electa, 1995), no. 234. For the 
suggestion that both plaquettes post-date the fifteenth century; see G. F. Hill, Pisanello (London, 
Duckworth and Co., 1905), 111. The only two gold examples of the medal have been lost. One 
was stolen from the Museo Nazionale del Bargello in Florence in 1932; it was likely an 
eighteenth-century copy made for Cosimo III de‘Medici. The second gold example was taken 
from the BnF in Paris in the theft of 1831. Both were presumably melted for the gold; for the 
thefts, see Hill, Pisanello, 111; and J. Graham Pollard, Italian Renaissance Medals in the Museo 
Nazionale of Bargello, 3 vols. (Florence: Studio per edizioni scelte, 1984), 1:31. 
 
6 The medal is inscribed: •IωANNHC • BACIΛEVC • KAI • AVTO • KPATωP • PωMAIωN • 

AΛAIOΛOΓOC (omitting diacritical marks). The translation is from Weiss, Pisanello's Medal, 
17. The inscription has alternately been translated as, ―John, king and emperor of the Romans, 
the Palaeologus.‖ For that, see Scher, ed., Currency of Fame, 45. 
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7 The type was not limited to use by the emperor, but was worn by a range of Byzantine 
dignitaries during the period; see Elisabeth Piltz, Le costume officiel des dignitaires byzantins à 
l‟époque Paléologue (Uppsala: S. Academiae Upsaliensis, 1994), 52, 75-76, 92-93 (Appendix 3).  
 
8 The identity of the figures on the sheets at the Musée du Louvre and Art Institute of Chicago 
has been debated. For the suggestion that they represent the emperor and a series of individuals 
in the imperial retinue see James A. Fasanelli, ―Some Notes on Pisanello and the Council of 
Florence,‖ Master Drawings 3, no. 1 (1965): 36-47. Alternately, Michael Vickers suggested that 
the sketches recorded the appearance of the Byzantine emperor in various costumes. See Michael 
Vickers, ―Some Preparatory Drawings for Pisanello's Medallion of John VIII Palaeologus,‖ Art 
Bulletin 60 (1978): 417-24. Vickers suggests that the exception is the figure seen from behind at 
the center of the recto of the Art Institute sheet, identified by Pisanello via an inscription as a 
cleric.  
 
9 Vespasiano da Bisticci, Renaissance Princes, Popes and Prelates: The Vespasiano Memoirs, 
Lives of Illustrious Men of the 15th Century, trans. William George and Emily Waters (New 
York: Harper & Row, 1963), 25. That Vespasiano identified the hat as ―alla greca‖ may suggest 
that the type of hat was already known in the West and identified with Eastern personages. 
Indeed, a similar hat was worn by numerous figures, Christian and not, in frescoes and paintings 
in Tuscany from at least the 1390s. For that observation, see M. A. Lavin, Place of Narrative, 
180. 
 
10 The description that follows is based largely upon the discussion provided by Pollard, et al., 
Renaissance Medals, 1:xvi-xvii.  
 
11 Discussions of Pisanello‘s level of involvement in the medal-making process are fraught with 
difficulties. Luke Syson has argued that members of the artist‘s workshop and goldsmiths were 
likely responsible for the execution several medals, working from designs made by the master. 
See Syson, ―Circulation of Drawings,‖ 10-26; idem, ―Opus pisani pictoris: Les médailles de 
Pisanello et son atelier,‖ in Pisanello: Actes du colloque, 1996, ed. Dominique Cordellier and 
Bernadette Py (Paris, La documentation française-musée du Louvre, 1998), 1:377-425; Syson 
and Gordon, Pisanello, 226-35. In general, while Pisanello‘s ―hand‖ might be discussed in terms 
of the composition as a whole and larger details in the casts, depending upon when a particular 
example was made (which, as I discussed in the Introduction, is very difficult to determine), the 
fine details likely represent chasing and finishing by later artists. 
 
12 Based upon the letter written by Paolo Giovio to Cosimo I de‘Medici in 1551, quoted in 
Giorgio Vasari‘s vitae of Gentile da Fabriano and Pisanello (see n. 2 in this chapter), it has 
sometimes been suggested that there existed an alternate version of the Palaeologus medal. For 
this, see Hill, Corpus, no. 19, note; Vladimír Juřen, ―A propos de la médaille de Jean VIII 
Paléologue par Pisanello,‖ Revue numismatique 15: 6 (1973): 220-22; Lavin, ―Pisanello,‖ 73. 
Giovio claimed to own a copy that bore a reverse image of two hands holding a cross aloft, 
symbolic of the Union of the Latin and Greek Churches achieved at the Council of Ferrara. No 
such object survives, however, and there is no other evidence to support the claim. What Giovio 
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seems to describe is not a second medal but an alternate reverse for the Palaeologus medal. 
Pisanello did create alternate reverses, as his small medals for Leonello d‘Este demonstrate (Hill, 
Corpus, nos. 24-31). I doubt, however, that the object Giovio described was created by Pisanello. 
Given the fame of the Palaeologus medal almost from its creation, such an alternate reverse 
would have appeared in other examples or media. Two plausible explanations for Giovio‘s claim 
exist. First, that Giovio confused two of the objects in his extensive collection and confused the 
medal with the seal of Cardinal Bessarion who attended the Congress in the imperial retinue. As 
Juřen demonstrates, the seal bore the image of two hands holding a cross aloft. It is possible that 
Giovio did, in fact, possess the object he described, but that it was an altered aftercast. We 
should recall that Giovio and Vasari were corresponding more than a century after Pisanello‘s 
death; the object in Giovio‘s possession may have been created more recently. This has also been 
suggested by Pollard, et. al., Renaissance Medals, 1:3. 
 
13 For the translations, see Scher, ed., Currency of Fame, 45. The inscriptions are, on the 
obverse: OPVS PISANI PICTORIS; and on the reverse: EPΓ Ν • Τ V • CΑΝ V• 
ZωΓPAΦON (omitting diacritical marks). 
 
14 A similar procedure seems to have been utilized by the artist for the signatory text on the 
reverse of medals dedicated to Filippo Maria Visconti (c. 1440-41?) and Alfonso V of Aragon (c. 
1449). See Hill, Corpus, nos. 21, 41, 42.  
 
15 Pisanello‘s signatory texts are also broken on the reverse of the medals for Gianfrancesco 
Gonzaga and Ludovico Gonzaga (Hill, Corpus, nos. 30, 36) but in both the signature is fully 
contained in the field rather than partially in the surround and then truncated into the field as on 
the Palaeologus medal reverse.  
 
16 The standard study of the Council remains Joseph Gill, The Council of Florence (Cambridge: 
Cambridge University Press, 1959). Gill‘s account is drawn from the three primary sources. The 
first are the Greek Acts or Practica, and were published separately by idem, ed. Quae supersunt 
actorum graecorum concilii florentini (Rome: Pontificium Institutum Orientalium Studiorum, 
1953). The second are the Latin Acts, published by Georg Hoffmann, Andreas de Santacroce, 
advocatus consistorialis. acta latina concilii florentini (Rome: Pontificium Institutum 
Orientalium Studiorum, 1955). The third are the memoirs written by the Greek ecclesiastic 
official Silvester Syropoulus, published by Vitalien Laurent, ed., Les „Mémoires‟ du Grand 
Ecclésiarque de l‟Église de Constantinople Sylvestre Syropoulos sur le concile de Florence 
(1438-1439) (Paris: Éditions du Centre national de la recherche scientifique, 1971). For a 
summary of the sources, see Gill, Council of Florence, viii-xv. Recent secondary literature 
includes the published acts of the symposia held in Florence and Ferrara in celebration of the 
550th anniversary of the Congress; see Paolo Viti, ed., Firenze e il Concilio del 1439: convegno 
di studi, 29 novembre-2 dicembre 1989 (Florence: L.S. Olschki, 1994); and Patrizia Castelli, ed., 
Ferrara e il Concilio, 1438-1439: atti del convegno di studi nel 550th anniversario del concilio 
dell‟unione delle due chiese d‟oriente e d‟occidente, Ferrara, 23-24 novembre 1989 (Ferrara: 
Università degli Studi, 1992). 
 
17 For the Bull and the choice of Ferrara, see Gill, Council of Florence, 91-93.  
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18 Gill, Council of Florence, 11-12, 88. The papal promise to organize a military effort to defend 
Constantinople against Ottoman incursion was outlined in a letter dated 7 October 1439; see 
ibid., 327-28. See also, Setton, Papacy and the Levant, 2:78. 
 
19 On the visit see Setton, Papacy and the Levant, 2:16-17, esp. n. 55; also, Gill, Council of 
Florence, 38-39; and Barker, Manuel II Palaeologus, 377-82. 
 
20 Gill, Council of Florence, 85-88. On the extent of the ―empire‖ in the first half of the fifteenth 
century, with references to the specialized literature, see Setton, Papacy and the Levant, 2:108 n. 
2. 
 
21 The Bull opening the Council, Magnas Omnipotenti, declared it universal (ecumenical); for 
that information and the Council dates, see Gill, Council of Florence, 98, 109, 111.  
 
22 Joseph Gill, Personalities of the Council of Florence (New York: Barnes and Noble, 1964), 
254-63.  
 
23 Gill, Council of Florence, 176-88; idem, Personalities, 186-203; see also Roger Crum, 
―Roberto Martelli, the Council of Florence, and the Medici Palace Chapel,‖ Zeitschrift für 
Kunstgeschichte 59 (1996): 403-17. 
 
24 Gill, Council of Florence, 290-99; idem, Personalities, 254-63. 
 
25 Gill, Council of Florence, 303. 
 
26 Scholars have suggested that the Palaeologus medal was not the artist‘s first medal. This has 
been based on the assignment of earlier dates to some medals based upon epigraphic or stylistic 
analysis. Among the most closely considered of such efforts is that of Annegrit Schmitt, 
―Pisanello et l'art du portrait,‖ in Pisanello: Actes du colloque, 1996, ed. Dominique Cordellier 
and Bernadette Py (Paris, La documentation française-musée du Louvre, 1998), 1: 341-49. 
Schmitt argues that Pisanello‘s medals of Gianfrancesco Gonzaga and Filippo Maria Visconti 
(Hill, Corpus, nos. 20 and 21) predate the Palaeologus medal. While most scholars date the 
Gianfrancesco Gonzaga medal to the mid-1440s on the basis of the inscriptions (as will be 
discussed in Chapter Four) Schmitt suggests a date of c. 1433. She suggests that the ―French‖ 
style of the Gonzaga medal indicates that it pre-dates the Palaeologus medal. Such an effort 
assumes a trajectory of development towards a presumed goal of classicism that reflects the 
teleological rationale of nineteenth-century art-historical analysis more than the reality of the 
fifteenth-century court artist‘s working methods. A gifted artist, such as Pisanello, might have 
worked in a number of styles simultaneously to suit the desires of specific patrons. Donatello 
studies have demonstrated the unreliability of stylistic analysis is a methodology for reshuffling 
the dating of objects produced for a variety of patrons within a short period. On the problematic 
usage of style as a determinant of chronology for the quattrocento artist, see Francis Ames-
Lewis, ―Art History of Stilkritik?: Donatello‘s Bronze David Reconsidered,‖ Art History 2, no. 2 
(1979): 139-55. Schmitt‘s argument for an earlier date for the Visconti medal (c. 1435) is based 
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partly upon stylistic analysis and otherwise upon reference to a now-lost letter from Pisanello to 
Duke Filippo Maria Visconti of Milan (dated 28 June 1431), in which the artist apparently 
referenced a ―work‖ in bronze that the duke had requested. There is, however, no sure indication 
that the work that Pisanello referenced was a medal. Further, as Schmitt admits, the letter has 
been lost since the nineteenth century and there were questions regarding its authenticity even 
then.  
 
27 For the suggestion that the artist may have planned a painting of the emperor, or even a fresco 
cycle to commemorate the Council see Syson and Gordon, Pisanello, 34, 114; and Pollard, et. 
al., Renaissance Medals, 1:4-5. The production of a painted portrait of John Palaeologus would 
have recalled Pisanello‘s earlier drawings of the Holy Roman Emperor Sigismond (c. 1433) and 
perhaps the panel painting of Sigismond now at the Kunsthistoriches Museen in Berlin, 
sometimes attributed to Pisanello. For the drawings, the painting, and related bibliography, see 
Sept vertus, exh. cat., 98-100, 195-209, cat. nos. 49, 50, 112, 113, 116, 118. If a painting or 
frescoes of John Palaeologus were planned, there is no evidence that they were undertaken. The 
only painted image of the emperor that has sometimes been attributed to Pisanello is the painting 
included in the Mt. Sinai manuscript; see n. 34 in this chapter. For a summary discussion of these 
issues, see Lazaris, ―L‘empereur,‖ 306-10. 
 
28 The contracts and payment records for the fresco commissions date Badile‘s work between 
1443-44; see Lionello Puppi, ed., Pisanello: una poetica dell'inatteso (Milan: Silvana, 1996), 
144; Luigi Simeoni, ―Gli affreschi del Badile in S. Maria della Scala di Verona,‖ Nuovo archivio 
veneto n.s. 8 (1906): 1-18; and Rita Zerbato, ―Giovanni Badile copia quattro medaglie del 
Pisanello: Precisazioni,‖ Arte Veneta 31 (1977): 170-71. The frescoes also incorporate the 
obverses of three other Pisanello medals: Leonello d‘Este [Hill, Corpus, nos. 25-31 (it could be 
any one of the left facing examples)]; Niccolò Piccinino (Hill, Corpus, no. 22); and Sigismondo 
Malatesta (Hill, Corpus, no. 33). It has been suggested that, because the medal of Sigismondo 
Malatesta is dated 1445, that the window areas, including the medal images, must have been 
completed slightly later than the main frescoes; for that, see Syson, ―Opus pisani pictoris,‖ 390; 
and Syson and Gordon, Pisanello, 195.  
 
29 Weiss, Pisanello‟s Medallion, 16. Weiss leaves this an open-ended question, suggesting that it 
might have been the emperor, Niccolò d‘Este, or even the ―outcome of ‗private enterprise.‘‖  
 
30 Pisanello was made a member of the household of Eugenius IV in March 1431; the document 
is in Cordellier, ed., ―Documenti e fonti,‖ doc. 15. The artist left the city in July 1432. For the 
timeline, see Syson and Gordon, Pisanello, 254.  
 
31 For identifications of John Palaeologus as patron see L. Olivato, ―La principessa Trebisonda; 
per un ritratto di Pisanello,‖ in Ferrara e il Consilio, 1438-39, Atti del convegno di studi nel 550o 
anniversario del concilio dell‟unione delle due chiese d‟oriente e d‟occidente, ed. P. Castelli 
(Ferrara: Università della Studi, 1992), 206-7; the entry by Stefano Gabriele Casu, In the Light of 
Apollo: Italian Renaissance and Greece ed. Mina Gregori, 2 vols. (Athens: Hellenic Culture 
Organization, 2003-4), 1:154, I.27; and David Alexander, ―Pisanello‘s Hat: The Costume and 
Weapons Depicted in Pisanello‘s Medal for John VIII Palaeologus,‖ Gladius 24 (2004): 138. For 
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a note on the disparity between the image of the emperor on the medal obverse and Byzantine 
presentations of John Palaeologus see Weiss, Pisanello‟s Medallion, 18. 
 
32 For painted and sigillographic portraits of John VIII Palaeologus, see Iohannis Spatharakis, 
The Portrait in Byzantine Illuminated Manuscripts (Leiden: Brill, 1976), 51-54, 139-43, 178-79, 
234-37, figs. 93, 120, 121, 178, 179. For Byzantine numismatic portraits of John VIII 
Palaeologus, see Philip Grierson, Catalogue of the Byzantine Coins in the Dumbarton Oaks 
Collection and in the Whittemore Collection, vol. 5, Michael VIII to Constantine XI, 1258-1453 
(Washington, D. C.: Dumbarton Oaks Research Library and Collection, 1999). 
 
33 See Spatharakis, Portrait, fig. 120 f. Another well-preserved gold example of John VIII 
Palaeologus‘s seal is held at Dumbarton Oaks (56 23.2909); see Helen C. Evans, ed., Byzantium: 
Faith and Power (1261-1557) (New York: Metropolitan Museum of Art; New Haven and 
London: Yale University Press, 2004), 35, no. 8. 
 
34 That John Palaeologus may have known Pisanello‘s medallic portrait of him is suggested by 
the incorporation of a late fifteenth-century painted portrait of the emperor, sometimes attributed 
to Pisanello and clearly related to the medal, into a Greek, thirteenth-century manuscript 
containing the Psalms and New Testament held at Mt. Sinai (ms. cod. 2123). It is uncertain how 
the miniature came to be pasted into the manuscript, which also incorporates other miniatures 
apparently of Western facture. It has been suggested that the painted portrait, which is pasted 
into the older manuscript, was owned by John VIII Palaeologus, but there is no documentation of 
that. For the manuscript, see Marcell Restle, ―Ein Porträt Johannes VIII Palaiologos auf dem 
Sinai,‖ in Festschrift Luitpold Dussler: 28 Studien zur Archäologie und Kunstgeschichte, ed. J. 
A. Schmoll gen. Eisenwerth, Marcell Restle, and Herbert Weiermann (Munich: Deutscher 
Kunstverlag, 1972), 131-37; Spatharakis, Portrait, 51-53; also, Robert S. Nelson, ―The Italian 
Appreciation and Appropriation of Illuminated Byzantine Manuscripts, ca. 1200-1450,‖ 
Dumbarton Oaks Papers 49 (1995): 229. 
 
35 For a biography of Leonello d‘Este, see G. Brunelli, ―Este, Leonello (Lionello) d‘,‖ in 
Dizionario biografico degli italiani, vol. 43 (Rome: Istituto della Enciclopedia Italiana, 1993), 
374-80; for Niccolò, see A. Menniti Ippolito, ―Este, Niccolò d‘,‖ in Dizionario biografico degli 
italiani, vol. 43 (Rome: Istituto della Enciclopedia Italiana, 1993), 396-403. The Este have most 
recently been suggested as patrons of the medal by Scher, ed., Currency of Fame, 46; and Syson 
and Gordon, Pisanello, 114. It has also been remarked that Este finances, strained by the cost of 
the Council, could not have supported the medal commission; for that, see Lisa Jardine and Jerry 
Brotton, Global Interests: Renaissance Art between East and West (Ithaca: Cornell University 
Press, 2000), 26-29. The fact that the Este commissioned other works from Pisanello during the 
same period and also purchased tracts of land from the cash-poor papacy between 1436 and 1440 
appears to negate that concern. It has also been suggested that the medal was produced after the 
Congress moved to Florence, see Fasanelli, ―Some Notes,‖ 36-42. That argument is largely 
based upon the aforementioned letter from Paolo Giovio to Giorgio Vasari, written more than a 
century after the Council (see n. 2 in this chapter). Giovio wrote that the medal he possessed, ―et 
fu fatta da esso Pisano in Fiorenza, al tempo del Concilio di Eugenio, dove si trovò il prefato 
imperatore;‖ see Cordellier, ed., ―Documenti e fonti,‖ doc. 102. Giovio‘s statement regarding the 
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Florentine origin of the medal has long been questioned. See Hill, Pisanello, 106-7. 
Documentary evidence of Pisanello‘s movements during the period is slim. Pisanello is 
documented in Mantua in May, 1439. It has been suggested that, since the artist had apparently 
been in Mantua for several months prior to that date, it was unlikely that he had followed the 
Council to Florence in January; see Weiss, Pisanello‟s Medallion, 15.  
 
36 Setton, Papacy and the Levant, 2:40-41. 
 
37 For the political circumstances surrounding the marriages, see Sylvia Ronchey, ―Orthodoxy on 
Sale: The Last Byzantine and the Lost Crusade,‖ in Proceedings of the Twenty-First 
International Congress of Byzantine Studies, London 21-26, August, 2006, ed. Elizabeth Jeffreys 
(Aldershot: Ashgate, 2006), 313-44. For Theodore II, see Alice-Mary Talbot, ―Theodore II 
Palaiologos,‖ in The Oxford Dictionary of Byzantium, ed. Alexander P. Kazhdan (Oxford: 
Oxford University Press, 1991); E-Reference edition, 2005, http://www.oxford-
byzantium.com.proxy.lib.fsu.edu/entry?entry=1174.e3633. 
 
38 The marriage was the emperor‘s second. The pair did not suit and Sophia left Constantinople 
in August 1426. After obtaining a divorce, John Palaeologus was married for a third time in 
September 1427 to Maria Comnene, daughter of the King of Trebizond. On the emperor‘s 
marriages, see Gill, Personalities, 106.  
 
39 See Gill, Council, 101, 104; Syson and Gordon, Pisanello, 31; and Daniele Seragnoli, ―Visioni 
di spettacolo al tempo del concilio,‖ in Ferrara e il Consilio, 1438-39, Atti del convegno di studi 
nel 550o anniversario del concilio dell‟unione delle due chiese d‟oriente e d‟occidente, ed. P. 
Castelli (Ferrara: Università della Studi, 1992), 48-49. 
 
40 This is based on chronology in Syson and Gordon, Pisanello, 254-57. The first such document 
is a letter from Leonello to his brother Meliaduse for which see Cordellier, ed. ―Documenti e 
fonti,‖ doc. 16. 
 
41 The dates of the paintings and the identity of the female figure in the painting at the Musée du 
Louvre are frequently debated. The subject of the Louvre painting has been identified one of 
Leonello‘s sisters, either Ginevra or Lucia, or first wife, Margherita Gonzaga. See a 
bibliographic summary in Cordellier, Sept vertus, exh. cat., 187-90, no. 105. For an identification 
of the sitter as Margherita Gonzaga, see Syson and Gordon, Pisanello, 102-6.  
 
42 The medals are Hill, Corpus, nos. 24-31. Multiple examples of these survive indicating the 
reuse of obverse portraits with the reverses. See Syson, ―Opus pisani pictoris,‖ 383-84. Syson 
suggests, on the basis of stylistic and epigraphical evidence, that two and perhaps three of 
Pisanello‘s small medals dedicated to Leonello should likely be dated as early as the mid-1430s 
[Hill, Corpus, nos. 24-25 (duplicate of 24), 26-27]. Syson argues for the early date because the 
objects do not bear inscriptions indicating the territorial possession of Ferrara that the marchese 
inherited upon his father‘s death in 1441. If this is correct, then the medals may pre-date the 
production of the Palaeologus medal, which could not have been begun prior to the arrival of the 
emperor in Italy in 1438. Of course, as Syson admits, it is also possible that the medals were 
commissioned in the period immediately preceding and following Leonello‘s accession to rule of 
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Ferrara, which would mean that they were produced c. 1440-1442 – at least concurrently with 
and perhaps after the Palaeologus medal. In any case, the small Leonello medals are of a 
different character than the large scale object devoted to the Byzantine emperor. Aside from their 
cast form, the small scale of the medals recalls the struck ones produced for the Carrara in Padua. 
On medallic portraits of the Este, also see E. Corradini, ―Medallic Portraits of the Este: effigies 
ad vivum expressae,‖ in The Image of the Individual: Portraits in the Reanissance, ed. N. Mann 
and L. Syson (London: The British Museum Press, 1998), 22-39.  
 
43 Hill, Corpus, 32. 
 
44 Quoted from Syson and Gordon, Pisanello, 36. For the original document, see Cordellier, ed. 
―Documenti e fonti,‖ doc. 65. The medal is Hill, Corpus, no. 40.  
 
45 For a concise historiographic summary of this point regarding evaluations of the emergence of 
―independent‖ portraits during the later thirteenth century, see Perkinson, Likeness of the King, 
12-23; and Lavin, ―Pisanello,‖ 67-68. Although not focused on artistic production, the general 
theories are outlined in Jacob Burckhardt, The Civilization of the Renaissance in Italy (1860; 
Reprint with trans. Peter Burke, London: Penguin, 1990). Michel Pastoureau nuances this 
reading, identifying the emergence of the medal, and the combination of portrait and emblematic 
reverse that it featured, as an outgrowth of the need for more particularized forms of 
identification, when traditional heraldic images were no longer sufficient. See Michel 
Pastoureau, ―La naissance de la mêdaille: le problème emblématique,‖ Revue numismatique, 6th 
ser., 24 (1982): 206-21; and idem, ―Une image nouvelle: la médaille du xve siècle,‖ The Medal 9 
(1987): 5-8. 
 
46 See, for example: Hill, ―Classical Influence,‖ 259-60; Scher, ed., Currency of Fame, 15-16; 
idem, ―Immortalitas in Nummis,‖ 13-14; and idem, ―An Introduction to the Renaissance Portrait 
Medal,‖ in The Image of the Individual: Portraits in the Renaissance, ed. N. Mann and L. Syson 
(London: The British Museum Press, 1998), 3-4.  
 
47 Flaten, ―Identity,‖ 60. 
 
48 See Scher, ed., Currency of Fame, 46-50; and Syson and Gordon, Pisanello, 87-97. 
 
49 For Leonello‘s education and patronage, see Werner L. Gundersheimer, Ferrara: The Style of 
Renaissance Despotism (Princeton: Princeton University Press, 1973), 92-126. 
 
50The Council brought intellectual luminaries, including Bessarion, to the city; for that and the 
influx of Greek scholars and texts to Italy in the early part of the quattrocento, see Robert S. 
Nelson, ―Byzantium and the Rebirth of Art and Learning in Italy and France,‖ in Byzantium: 
Faith and Power (1261-1557), ed. Helen C. Evans (New York: Metropolitan Museum of Art; 
New Haven and London: Yale University Press, 2004), 512-23.  
 
51 Leonello received a series of ancient coins from Flavio Biondo in 1446. For that and an 
introduction to the topic of collecting ancient coins in the fourteenth and fifteenth centuries topic, 
see R. Weiss, "The Study of Ancient Numismatics," in The Renaissance Discovery of Classical 
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Antiquity (Oxford: Blackwell, 1969), 167-79. More recently, see John Cunnally, ―Qui sic amat 
alienas imagines: Ancient Coins as Sources of Virtù in Renaissance Italy,‖ in Images of the 
Illustrious: The Numismatic Presence in the Renaissance (Princeton: Princeton University Press, 
1999), 34-39. 
 
52 Pisanello‘s ownership of a collection of ancient coins is confirmed by a letter written by Carlo 
de Medici in 1455, after Pisanello‘s death, in which he explains that he bought 30 antique coins 
from one of the artist‘s assistants. See Roberto Weiss, ―Le origini franco-bizantine della 
medaglia italiana del rinascimento,‖ in Venezia e l‟oriente fra tardo medioevo e rinascimento, 
ed. Agostino Pertusi (Venice: Sansoni, 1966), 339; and Syson and Gordon, Pisanello, 111. 
 
53 Syson and Gordon, Pisanello, 109-11.  
 
54 On the significance of the adoption of the cast bronze medium, see Syson and Gordon, 
Pisanello, 111-12. 
 
55 Hill, Corpus, no. 16. That the oval plaquette does not recall any specific antique type has 
always proved puzzling. The closest models are likely antique gems, a reference that is not 
wholly satisfactory in terms of the bronze format,which is more like coins, and the scale of the 
object (201 mm). For the plaquette, see the entry by Joseph R. Bliss and Douglass Lewis in 
Scher, ed., Currency of Fame, 41-43; Joanna Woods-Marsden, Renaissance Self-Portraiture: 
The Visual Construction of Identity and the Social Status of the Artist (New Haven and London: 
Yale University Press, 1998), 70-77. 
 
56 De re aedificatoria (c. 1450), 7.17.135-136. See Leon Battista Alberti, On the Art of Building 
in Ten Books, ed. and trans., Joseph Rykwert, Robert Tavernor, and Neil Leach (Cambridge: 
MIT Press, 1988), 242. On the equestrian monument, see Chapter Four. 
 
57 See, for instance, Isidore of Seville (c. 560-636) Etymologies (16.20.1-10) who emphasizes the 
durability of the material. See Isidore of Seville, The Etymologies of Isadore of Seville, ed. and 
trans. Stephen A. Barney, et. al. (Cambridge: Cambridge University Press, 2006), 330-31 
 
58 Pliny devotes Book 34 of the Natural History to bronze. For the text, see Pliny the Elder, The 
Natural History, 10 vols. (Loeb Classical Library, 1938-63). For commentary, see Jacob Isager, 
Pliny on Art and Society: The Elder Pliny‟s Chapters on the History of Art (1991; Reprint, 
Routledge and Odense University Press: London and New York, 1998), 80-114. 
 
59 For this suggestion see Stephen K. Scher‘s entry on the medal in Evans, ed., Byzantium: Faith 
and Power, 535-36, no. 321. 
 
60 Hill, ―Classical Influence,‖ 259-63, 266-68, noted Pisanello‘s very limited use of imagery 
borrowed or adapted from ancient numismatics. While critiquing Hill‘s analysis that Pisanello‘s 
lack of identifiable classical numismatic sources indicates inventiveness per se, John Cunnally 
also admits the lack of identifiable ancient sources in Pisanello‘s work. See John Cunnally, 
―Changing Patterns of Antiquarianism in the Imagery of the Italian Renaissance Medal,‖ in 
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Perspectives on the Renaissance Medal, ed. Stephen K. Scher (New York: Garland publishing, 
Inc. and The American Numismatic Society, 2000), 116. Kristen Lippincott associates some of 
Pisanello‘s medallic imagery, especially the Este medal reverses, with the literary humanism of 
the court and identifies it as pseudo-classical emblemata born of court imagery and philology; 
see Kristen Lippincott, ―The Genesis and Significance of the Fifteenth-Century Italian Impresa,‖ 
in Chivalry in the Renaissance, ed. Sydney Anglo (Suffolk: The Boydell Press, 1990), 66-70. 
References to ―Roman medals‖ are also problematic. The objects, which were typically special 
issues of existing coin types, might be distinguished from regular issue by slight variation in size, 
(rarely) the introduction of a border, weight variation, and variation in imagery. For the 
problematic nature of defining the Roman medal, see J. Toynbee, Roman Medallions, vol. 5, 
Numismatic Studies (New York: The American Numismatic Society, 1944), 15-28. 
 
61 This is also noted by Weiss, ―Le origini,‖ 340.  
 
62 For seals as possible sources for the medal, see Scher, ―Immortalitas in nummis,‖ 17. 
 
63 Von Schlosser, ―Die ältesten,‖ 64-108. 
 
64 The Carrara Medals are Hill, Corpus, nos. 2-9. On the objects, see Jules Guiffrey, ―Les 
medailles des Carrare seigneurs de padoue executees vers 1390,‖ Revue numismatique (1891): 
17-25. Also see Hill, ―Classical Influence,‖ 259; Weiss, Pisanello‟s Medallion, 10-12; Mark 
Jones, The Art of the Medal (London: Trustees of the British Museum, 1979), 7-9; and Scher, 
Immortalitas in Nummis, 14-15. 
 
65 See Chapter Two, n. 146. 
 
66 Ippolito, ―Este, Niccolò d‘,‖ 397. 
 
67 The Sesto medals are Hill, Corpus, nos. 10-12. See Alan Stahl and Louis Alexander Waldman, 
―The Earliest Known Medalists: The Sesto Brothers of Venice,‖ American Journal of 
Numismatics 5-6 (1993): 167-88, pls. 18-21. 
 
68 Roberto Weiss noted the disparity in size between Pisanello‘s works and the Carrara and Sesto 
medals; see Weiss, ―Le origini,‖ 340. Hill notes the lack of influence and differences, including 
method of production, between the objects; see Hill, ―Classical Influence,‖ 261. See also Scher, 
―Immortalitas in Nummis,‖ 15; and Jones, Art of the Medal, 14.  
 
69 Von Schlosser, ―Die ältesten,‖ 75-84.  
 
70 See, for instance, the bronze cast of the Palaeologus medal at the Museo Nazionale del 
Bargello in Florence, 102 mm (Inv. 5898); the bronze cast at the Bibliothèque nationale in Paris, 
101 mm (Armand-Valton 17); and the lead cast in at the National Gallery of Art in Washington, 
D.C., 103 mm (Kress, 1957.14.593).  
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71 See Syson and Gordon, Pisanello, 114, 246 n. 126. Although the inventory has been printed, I 
have not yet been able to access a copy; see G. Bertoni and E.P.Vicini, Il castello di Ferrara ai 
tempi di Niccolò III: documenti e studi pubblicati per cura della Deputazione di Storia patria 
per le Provincie di Romagna, III, Bologna 1909, p. 92, nos. 1650-51; and G. Pardi ―La 
suppellettile dei palazzi Este in Ferrara nel 1436,‖ Atti e memorie della deptazione ferrarese di 
stria patria 15 (1908): 5-181. 
 
72 Lavin, ―Pisanello,‖ 68, 72-74. 
 
73 This subject is treated exhaustively, with numerous examples given, by Weiss, Pisanello‟s 
Medallion, 19-28, 31-32. 
 
74 For the doors, see Carroll William Westfall, In This Most Perfect Paradise: Alberti, Nicholas 
V, and the Invention of Conscious Urban Planning in Rome, 1447-55 (University Park and 
London: The Pennsylvania State University Press, 1974), 7-16; and Catherine King, ―Filarete‘s 
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Assistants,‖ Journal of the Warburg and Courtauld Institutes 53 (1990): 296-99. Pisanello‘s 
innovation in the creation of the Palaeologus medal likely inspired Filarete‘s incorporation of a 
series of portrait roundels in the borders surrounding the doors that depict Roman emperors. The 
combination of ―medallic‖ portraits of emperors and the subject matter of the doors suggests 
contemporary recognition of Pisanello‘s innovation as grounded within particularly Christian 
concerns. Filarete was also likely responsible for a series of independent bronze medals depicting 
Julius Caesar, Nero, Trajan, Hadrian, Faustina the Elder and Marcus Aurelius (c. 1445-49) which 
feature imagery based upon ancient coins. See Charles Seymour, Jr., ―Some Reflections on 
Filarete‘s Use of Antique Visual Sources,‖ Arte Lombarda 38/39 (1973): 36-47; and John R. 
Spencer, ―Filarete, the Medallist of the Roman Emperors,‖ The Art Bulletin 61 (1979): 550-61. A 
life-sized bronze bust of John VIII Palaeologus (Musei Vaticani, Rome), which was clearly 
inspired by Pisanello‘s medallic image, is sometimes attributed to Filarete and dated to the same 
period. If that date is accurate, the bust would represent the earliest extant example dedicated to a 
living individual produced in the early modern period, making the Byzantine emperor the subject 
of two extraordinary innovations in sculptural form. For the bust, see Helen Evans, ed., 
Byzantium: Faith and Power, 534, no. 320. Weiss did not question that the bust was based upon 
the medal but strongly doubted the attribution to Filarete; see Weiss, Pisanello‘s Medallion, 21. 
 
75 Pisanello‘s image of the Byzantine emperor was also, ironically enough, later adopted to 
represent the Ottoman emperor Mohammed II in Hartmann Schedel‘s Liber Cronicarum 
published in Nuremberg in 1493. On that, see Weiss, Pisanello‟s Medallion, 27-28.  
 
76 See Weiss, Pisanello‟s Medallion, 22-23. For the frescoes, see M. A. Lavin, Place of 
Narrative, 180-81; and for the panel, including citation of related discussion, idem, Piero della 
Francesca: The Flagellation (1972; Reprint, Chicago: The University of Chicago Press, 1990), 
59-62, 98 n. 34. 
 
77 For references to the emperor‘s interest in the hunt, see Gill, Personalities, 113-14; and Juřen, 
―A propos,‖ 224-25. The ultimate source for much of the information regarding the emperor‘s 
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cited in n. 16 in this chapter). 
 
78 Quoted in Jardin and Brotton, Global Interests, 28 (without citation of source). Reference to 
the letter is made in Gill, Personalities, 114, who cites Syropoulos (as in previous note).  
 
79 Juřen, ―A propos,‖ 220-25. 
 
80 Juřen, 220-25; Scher, ed., Currency of Fame, 46. 
 
81 This was first suggested by Vickers, ―Some Preparatory Drawings,‖ 421. Also see Julian 
Raby, ―Picturing the Levant,‖ in Art in the Age of Exploration: Circa 1492, ed. Jay A. Levenson 
(Washington, D. C.: National Gallery of Art 1991), 78. The most detailed analysis of the 
weapons is that of Alexander, ―Pisanello‘s Hat,‖ 135-86.  
 
82 For the suggestion that the image relates to John Palaeologus‘s pilgrimage to see the Girdle of 
the Virgin at Prato in July, 1439, see the entry on the object by Casu, In the Light of Apollo, 153-
54, I.27. On the pilgrimage, see Kenneth M. Setton, ―The Emperor John VIII Slept Here . . . ,‖ 
Speculum 33, no. 2 (1958): 222-28; and idem, Papacy and the Levant, 2:63-64.  
 
83 For the cross as emblematic of the emperor‘s Christian purpose in attending the conference, 
see, most recently, Scher, ed., Currency of Fame, 46; Syson and Gordon, Pisanello, 113; and 
Jardine and Brotton, Global Interests, 29-31.  
 
84 My iconological and international approach to study of the Palaeologus medal is indebted to 
the implicit suggestion by Lavin, ―Pisanello,‖ 67-68, that the relationship between the emergence 
of the medal in Italy to models found in the North be more fully considered.  
 
85 On this, see Syson and Gordon, Pisanello, 57-85. 
 
86 Syson and Gordon, Pisanello, 59. 
 
87 Woods-Marsden, Gonzaga of Mantua, 22. The inventory was published by W. Braghirolli, P. 
Meyer, and G. Paris, ―Inventaire des manscrits en langue française possédés par Francesco 
Gonzaga I, Capitaine de Mantoue, mort en 1407,‖ Romania 9 (1880): 497-514. Also see 
Francesco Novati, ―I codici francesi dei Gonzaga secondo novi documenti,‖ Romania 19 (1890): 
161-200; and Pia Girolla, ―La biblioteca di Francesco Gonzaga secondo l‘inventario del 1407,‖ 
Atti e memorie della R. Accademia virgiliana di Mantova 14-16 (1923): 30-72. Although his 
focus is verse not prose texts, the importance of French manuscripts in the Gonzaga and other 
Italian collections is also addressed by Keith Busby, Codex and Context: Reading Old French 
Verse Narrative in Manuscript, 2 vols. (Amsterdam and New York: Rodopi B.V., 2002), 2:768. 
 
88 Woods-Marsden, Gonzaga of Mantua, 22-23. 
 
89 Syson and Gordon, Pisanello, 55-57. 
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90 Ibid., Pisanello, 57-63. 
 
91 The conflicted succession of an illegitimate son after the death of Azzo VIII d‘Este in 1308 
had, in fact, led to the loss of control of Ferrara to the papacy between 1309 and 1317. The 
history of illegitimate succession violated common law, but the Este managed to carefully 
negotiate that challenge. The discussion of Este succession offered here is indebted to Jane Fair 
Bestor, ―Bastardy and Legitimacy in the Formation of a Regional State in Italy: The Estense 
Succession,‖ Comparative Studies in Society and History 38, no. 3 (July, 1996): 549-85; and 
idem, ―Marriage and Succession in the House of Este: A Literary Perspective,‖ in Phaethon‟s 
Children: The Este Court and Its Culture in Early Modern Ferrara, eds. Dennis Looney and 
Deanna Shemek (Tempe, AZ: Arizona Center for Medieval and Renaissance Studies, 2005), 49-
55. Also see Trevor Dean, Land and Power in Late Medieval Ferrara: The Rule of the Este, 
1350-1450 (New York and Cambridge: Cambridge University Press, 1988), 56-57. 
 
92 Leonello‘s eldest brother and Niccolò‘s first presumptive heir, Ugo, was executed in 1425 for 
an alleged affair with Niccolò‘s wife, Parisina. Another elder brother, Meliaduse, was destined 
for the Church. See, Brunelli, ―Este, Leonello (Lionello) d‘,‖ 374-75.  
 
93 Bestor, ―Bastardy,‖ 570. 
 
94 Ibid., 570-72. 
 
95 Leonello was clearly aware of the need to establish an image of continuity between his rule 
and that of his father, a concern that likely led to his commission in 1443 of what was to be the 
first monumental, free-standing equestrian bronze since antiquity, dedicated to his father. For the 
monument as a statement of legitimacy, see Charles M. Rosenberg, ―The Monument to Niccolò 
d‘Este,‖ in The Este Monuments and Urban Development in Renaissance Ferrara (Cambridge: 
Cambridge University Press, 1997), 50-82. 
 
96 On the emergence under Niccolò of the idea that the Este were descended from French kings, 
see Wright, ―Bible of Borso d‘Este,‖ 73, 97-98 n. 42. 
 
97 For the introduction of information regarding the Frankish descent of the Este into the 
Chronicon Estense in the 1470s by Ercole d‘Este‘s archivist, Pellegrino Priscano see, Jane Fair 
Bestor, ―Kinship and Marriage in the Politics of an Italian Ruling House: The Este of Ferrara in 
the Reign of Ercole I (1471-1505)‖ (Ph.D. diss., University of Chicago, 1992), 386.  
 
98 On Este genealogies and these two sources in particular, see Bestor, ―Kinship and Marriage,‖ 
384-88. The Chronicon and the lost visual genealogy both likely contributed to the later 
formation of the Genealogia dei Principi d‟Este (c. 1474), which contains 168 portraits of Este 
family members from the eleventh century through the mid-1470s. The Genealogia dei Principi 
d‟Este exists in two fragments, one in Rome (Biblioteca nazionale, fondo Vitt. Emanuele, n. 293, 
cc. i-8-i.i) and the other in Modena (Biblioteca Estense, Ital. 720 = alpha L.5.16). See ibid., 387-
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406; and Daniele Bini, ―Genealogia dei Principi d‘Este,‖ in Gli Estensi: La Corte di Ferrara, ed. 
Roberto Iotti (Modena: Bulino, 1997), 95-145. 
 
99 ―Du sanc reiaul de France tesmoignier/Puis vrayement as generacion,‖ quoted and discussed 
by Lewis Lockwood, Music in Renaissance Ferrara, 1400-1505 (Cambridge: Harvard 
University Press, 1984), 36-41.  
 
100 See Bestor, ―Kinship and Marriage,‖ 413-13. Two cast medals of Niccolò d‘Este (c. 53 mm in 
diameter) that feature an obverse portrait of the marchese paired with a reverse bearing the crest 
with the fleurs-de-lis appear to commemorate that honor. While it has sometimes been suggested 
that Pisanello made the medals, they have been more recently dated to c. 1440-42 and attributed 
to the goldsmith Amadio da Milano; see Corradini, ―Medallic Portraits of the Este,‖ 25-26, fig. 1. 
Also see Pollard, et. al., Renaissance Medals, 1:68, no. 47. The scale of the medals, as well as 
the combination of portrait and heraldic device, identifies them more closely with the tradition of 
the Carrara medals than the elaborated imagery used by Pisanello. 
 
101 Syson and Gordon, Pisanello, 60. 
 
102 This assertion counters the frequent suggestion that Pisanello and his patrons believed the 
Constantine and Heraclius medallions to be antique and that, by imitating the objects in the 
creation of the Palaeologus medal, they were reviving an ancient form. As Stephen Scher has 
demonstrated, perhaps the earliest literary description of the Heraclius medallion was Joahannes 
Cuspinian‘s De Caesaribus atque Imperatoribus Romanis (Stasbourg, 1540), which seems to 
accept the medallion as antique. For that and a survey of sixteenth-century literature addressing 
both objects, see Scher, ―Medals,‖ 53-60. Even if the medallion was believed to be ancient in the 
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collections. Syson and Gordon, Pisanello, 114 suggested that the Este and Pisanello adopted the 
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courtly connotations.‖ The reading of the political and religious significance of the Palaeologus 
medal, its iconography, and form provided here expands upon their suggestion regarding the 
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103 A chronicle of the journey is recorded in the 1467 inventory of the Este library; see Syson and 
Gordon, Pisanello, 60. 
 
104 Guiffrey, Inventaires, 1:73, nos. 201-02. 
 
105 The origins of the earliest bronze casts of the Constantine and Heraclius medallions have not 
been considered in existing literature, but such a study would likely offer additional insights into 
the origins of the cast portrait medal type. Indeed, one might question whether or not Pisanello 
himself was responsible for the earliest bronze casts of the Berry medals, copying and translating 
the silver examples that he encountered into the bronze medium. This will likely have to remain 
a point of conjecture however as it is virtually impossible to determine, at this time, how many 
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period. 
 
106 It has been demonstrated that the holes present in many casts of Pisanello‘s medals were 
likely made well after the production of the original objects; see Syson, ―Holes and Loops,‖ 229-
44; and Flaten, ―Identity,‖ 59-72. 
 
107 Weiss, Pisanello‟s Medallion, 18-19. See also John Palaeologus‘s signature on the original 
Decree of Union, reproduced in Gill, Council of Florence, 295 (facing). I would also like to 
thank Dr. Lynn Jones for the observation that by starting and ending the obverse surround text on 
the Palaeologus medal with the Greek cross Pisanello followed the Byzantine textual tradition 
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108 Syson and Gordon, Pisanello, 94. 
 
109 Gill, Council of Florence, 296. 
 
110 For ancient hunting imagery, see Jacques Aymard, Les chasses romaines: des origines à la fin 
du siècle des Antonins (Paris: E. de Boccard, 1951); J. K. Anderson, Hunting in the Ancient 
World (Berkeley: University of California Press, 1985), 57-82; and Steven L. Tuck, ―The Origins 
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Principate,‖ Greece & Rome 52, no. 2 (2005): 221-45. 
 
111 See Apostolos Karpozilos, John W. Nesbitt, Anthony Cutler, "Hunting," in The Oxford 
Dictionary of Byzantium, ed. Alexander P. Kazhdan (Oxford: Oxford University Press, 1991); E-
Reference edition, 2005, http://www.oxford-
byzantium.com.proxy.lib.fsu.edu/entry?entry=t174.e2372. 
 
112 Quoted in Gill, Personalities, 113. In the panegyric to John VIII Palaeologus written by 
Isidore (born c. 1385), Metropolitan of Kiev and later Latin Patriarch of Constantinople, the 
description of John Palaeologus‘s skill in the hunt is followed immediately by that of his skills as 
a commander. For the text, see Oliver Jens Schmitt, ―Historischer Kommentar zum Panegyrikos 
des Isidor von Kiew auf Kaiser Johannes VIII. Palaiologos (1429),‖ (master‘s thesis, University 
of Vienna, 1997), 65-66. In a tract on imperial conduct, supposedly written by Manuel II for the 
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for war and go hunting to ease his mind;‖ in Dimiter G. Angelov, ―Emperors and Patricians as 
Ideal Children,‖ in Becoming Byzantine: Children and Childhood in Byzantium, ed. Arietta 
Papaconstantinou and Alice-Mary Talbot (Washington, D. C.: Dumbarton Oaks, 2009), 108-10, 
quoting Patrologia Graeca, 156:356, 369-70.  
 
113 See O. Palagia, ―Hephaestion‘s Pyre and the Royal Hunt of Alexander,‖ in Alexander the 
Great in Fact and Fiction, ed. A. B. Bosworth and E. J. Baynham (New York and Oxford: 
Oxford University Press, 2002), 167-206. 
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114 For scenes of the chase on Roman coinage, see Aymard, Les chasses romaines, 544-47 and 
pl. 40. The standard study of the Arch of Constantine is that of H. P. L‘Orange and A. von 
Gerkan, Der spätantike Bildschmuck des Konstantinsbogens, 2 vols. (Berlin: Walter de Gruyter, 
1939). There is an extensive subsequent literature on the tondi. For a brief discussion of them as 
depictions of the emperor involved in ―predator control,‖ see Tuck, ―Origins,‖ 237-38. 
 
115 Ancient literary references to the hunt, and its utility as preparation for war, are collected by 
Aymard, Les chasses romaines, 89-169, 469-77; see also André Grabar, L‟empereur dans l‟art 
byzantin (1936; Reprint, London: Varorum, 1971), 57-62, 133-44. 
 
116 Aymard, Les chasses romaines, 474. 
 
117 Although few examples of Byzantine imperial hunting imagery survive, literary descriptions 
and a limited number of monuments testify that the image of the emperor as hunter remained an 
important element of imperial triumphal iconography. See Grabar, L‟empereur, 59, 133. 
 
118 For an overview of the importance of hunting in courtly visual culture and as an element of 
Pisanello‘s art, see Syson and Gordon, Pisanello, 75-85.  
 
119 Evelyn Samuels Welch, ―Painting the 15th-century Palace,‖ in Mantegna and 15th -Century 
Court Culture, ed. Francis Ames-Lewis and Anka Bednarek (London: Dept. of Art History, 
Birbeck College, University of London, 1993), 84-92. For an introduction to secular painting in 
the due- and trecento (although not focused on examples of hunting imagery), see Anne Dunlop, 
Painted Palaces: The Rise of Secular Art in Early Renaissance Italy (University Park: The 
Pennsylvania State University Press, 2009). 
 
120 See Evelyn Samuels Welch, ―The Image of a Fifteenth-Century Court: Secular Frescoes for 
the Castello di Porta Giovia, Milan,‖ Journal of the Warburg and Courtauld Institutes 53 (1990): 
163-84. 
 
121 During 1440, for instance, Pisanello was at work on lost frescoes in the chapel of Marmirolo, 
a Gonzaga residence adjacent to their hunting park. The subject matter of the frescoes is 
unknown. Pisanello mentioned the commission at Marmirolo in a letter to Francesco Sforza 
dated 6 March 1440. For work at Marmirolo, see Syson and Gordon, Pisanello, 45, 48-49, 80. 
 
122 Syson and Gordon, Pisanello, 80.  
 
123 The manuscript is now in Modena, Biblioteca Estense, alpha. N. 5, 11. For the suggestion that 
it belonged to Niccolò d‘Este, see Syson and Gordon, Pisanello, 80; and Wright, ―Bible of Borso 
d‘Este,‖ 138, 163 n. 124.  
 
124 Syson and Gordon, Pisanello, 85, 160. 
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125 For a recent reading of the identification of the figures in the tondi, see Mark Wilson Jones, 
―Genesis and Mimesis: The Design of the Arch of Constantine in Rome,‖ Journal of the Society 
of Architectural Historians 59, no. 1 (2000): 50-77. 
 
126 For the hunter as a Christian type, see Marcelle Thiébaux, The Stag of Love: The Chase in 
Medieval Literature (Ithaca and London: Cornell University Press, 1974), 40-46, 59-66; John 
Cummins, The Hound and the Hawk: The Art of Medieval Hunting (New York: St. Martin‘s 
Press, 1988), 153-59. See also Evelyne Patlagean, ―Della chasse et du Souverain,‖ Dumbarton 
Oaks Papers 46 (1992): 261-63. 
 
127 It has also been suggested that the painting may have been commissioned by a member of the 
Pellegrini family in Verona; the family chapel in Sant‘Anastasia there, which features the artist‘s 
St. George frescoes, originally also featured an image of St. Eustache by Pisanello. For that, and 
an excellent discussion of the painting and the scholarship surrounding it, see Syson and Gordon, 
Pisanello, 156-89. 
 
128 For an introduction to the literary sources for the hagiography of St. Eustache and his 
iconography, see Christopher Walter, The Warrior Saints in Byzantine Art and Tradition 
(Aldershot: Ashgate, 2003), 163-69.  
 
129 de Voragine, Golden Legend, 6:40-45. Pisanello adopted motifs from manuscripts of the Livre 
de Chase in the painting; see Syson and Gordon, Pisanello, 85, 160. 
 
130 de Voragine, Golden Legend, 6:40-45. 
 
131 Olivato, ―La principessa Trebisonda,‖ 204-5. The point is repeated by Jardine and Brotton, 
Global Interests, 29; and Syson and Gordon, Pisanello, 163. The authors propose that the similar 
iconography is meant to align John Palaeologus with the warrior-saint. The discussion of the 
meaning attached to the hunting imagery on the Palaeologus medal, as well as recognition of the 
significance attached to St. Eustache in France during the Middle Ages that is offered here, 
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132 See Walter, Warrior Saints, 277. Language aligning barbarians with beasts and identifying 
the hunter as a warrior had a long history. The type was evoked in a panegyric (c. 1272) to the 
future Andronikos II Palaeologus (r. 1282-1328) that lauded his hunting as ―heralding to the 
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they are about to experience in a little while,‖ Manuelis Hoboli Orationes, 94.4-6, quoted in 
Angelov, ―Emperors and Patricians,‖ 103.  
 
133 For the textual sources, see Angelo Monteverdi, ―La leggenda di S. Eustachio,‖ Studi 
Medievali 3 (1909): 174-76. On the earliest images of the Saint in Cappadocian churches, see 
Nicole Thierry, ―Le culte du cerf en Anatolie et la vision de Saint Eustache,‖ Monuments et 
mémoires 72 (1991): 33-100. 
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135 James Bugslag, ―St. Eustache and St. George: Crusading Saints in the Sculpture and Stained 
Glass of Chartres Cathedral,‖ Zeitschrift für Kunstgeschichte 66 (2003): 441-64. 
 
136 For the Palaeologus medal as evidencing a ―cross-cultural‖ interest in adopting and adapting 
Eastern iconography and forms, without the detailed iconographic and iconological analysis 
offered here, see Jardine and Brotton, Global Interests, 23-42. 
 
137 On Piero‘s adoption of the Pisanello portrait to depict Constantine, see M. A. Lavin, Place of 
Narrative, 180.  
 
138 The standard edition of the Lancelot-Grail cycle in Old French is H. Oskar Sommer, ed., The 
Vulgate Version of the Arthurian Romances, Edited from Manuscripts in the British Museum, 8 
vols. (Washington, D. C.: Carnegie Institution, 1908-16). See also A. Pauphilet, ed., La Queste 
du Saint Graal. Classiques français du moyen âge, 22 (Paris: Campion, 1923). For an English 
translation, see E. Jane Burns, trans. The Quest for the Holy Grail, in Lancelot-Grail: The Old 
French Arthurian Vulgate and Post-Vulgate in Translation, ed. Norris J. Lacy (New York and 
London: Garland Publishing, Inc., 1995), 4: 3-87.  
 
139 For a brief introduction to the Grail cycle and its origins, see Alan Lupack, The Oxford Guide 
to Arthurian Literature (Oxford: Oxford University Press, 2005), 213-49. Scholars generally 
agree that the Cycle was completed in two main courses of work; L‟Estoire del Saint Graal and 
L‟Estoire de Merlin, which initiate the narrative, were actually the final two texts completed c. 
1230. See E. Jane Burns, ―Introduction,‖ in Lancelot-Grail: The Old French Arthurian Vulgate 
and Post-Vulgate in Translation, ed. Norris J. Lacy (New York and London: Garland Publishing, 
Inc., 1993), 1:xv-xxxiii. 
 
140 For the number of extant Queste manuscripts, see Nancy Freeman, ―La chevalerie celestiel: 
Spiritual Transformation of Secular Romance in La queste del Saint Graal,‖ in Romance: 
Generic Transformation from Chrétien de Troyes to Cervantes, ed. Kevin Brownlee and Marina 
S. Brownlee (Hanover and London: University Press of New England, 1985), 93-113, esp. 108. 
 
141 See Alison Stones, ―The Illustrations of BnF, fr. 95 and Yale 229: Prolegomena to a 
Comparative Analysis,‖ in Word and Image in Arthurian Literature, ed. Keith Busby (New York 
and London: Garland, 1996), 236 n. 2. 
 
142 Burns, ―Introduction,‖ ix. Also summarized by Woods-Marsden, Gonzaga of Mantua, 13. 
 
143 Burns, trans., Quest, 15. 
 
144 The project of systematically studying Lancelot-Grail cycle imagery was begun by Alison 
Stones, ―The Illustrations of the French Prose Lancelot, 1250-1320‖ (Ph.D. diss, University of 
London, 1970-71). Dr. Stones continues working on this issue through her Lancelot-Grail Project 
at the University of Pittsburgh. Thus far, the Project has initiated an on-line catalogue of 
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manuscripts. While the image of Galahad and Melias parting before the cross is extremely rare, 
the next episode in the text, Melias‘ choice of the left path and subsequent injury, is commonly 
illustrated in Queste manuscripts. 
 
145 For the provenance of and sources for BnF fr. 343, see Pierre Breillat, ―La Quète du Saint-
Graal en Italie,‖ Melanges d‟archéologie et d‟histoire 54:1 (1937): 262-300. Woods-Marsden, 
Gonzaga of Mantua, 97-98, 100, figs. 76, 91-92, compares some elements of Pisanello‘s 
compositions in the Arthurian frescoes in the Gonzaga Corte with the imagery found in BnF fr. 
343.  
 
146 For the text and a limited discussion of the images, see Marvin James Ward, ―A Critical 
Edition of Thomas III, Marquis of Saluzzo‘s ‗Le Livre du Chevalier Errant‘ (French Text)‖ 
(Ph.D. diss., The University of North Carolina at Chapel Hill, 1984). A more recent edition of 
the text is Daniel Chaubet, Le chevalier errant (Turin: Centro interuniversitario di ricerche sul 
viaggio in Italia, 2001). For an analysis of the text, see Robert Fajen, Die Lanze und die Feder: 
Untersuchungen zum Libre du Chevalier errant von Thomas III., Markgraf von Saluzzo 
(Wiesbaden: Reichert, 2003).  
 
147

 See Fajen, Die Lanze, 180-91. For instance, Tomasso briefly discusses Galahad and the Siege 
Perilous, elements ultimately based on the Queste; see Ward, ―Critical Edition,‖ 576. 
 
148 Ward, ―Critical Edition,‖ 49. 
 
149 Ibid., 46-50. 
 
150 For the political situation and the completion of the manuscript, see Ward, ―Critical Edition,‖ 
i-xxii. 
 
151 The text seems to have only existed in three manuscripts. One of those, perhaps the original, 
was apparently not illustrated and disappeared in the eighteenth century. A second manuscript, 
now at the Biblioteca Nazionale in Turin (ms. L.V.6) was executed in Paris, possibly in the same 
workshop as BnF fr. 12559, but slightly later, c. 1410-15. The Turin manuscript is not 
documented until the end of the fifteenth century. The text is only sparsely illustrated, but does 
include an illustration of the Chevalier Errant and his squire at the crossroads. That image has 
not been published. The manuscript was also damaged in a fire in 1904. According to Ward, the 
image is ―similar‖ to the one in the Paris manuscript. For the Turin manuscript and tables listing 
the illustrations found in both the Paris and Turin manuscripts, see Ward, ―Critical Edition,‖ xli-
liv; clxxxiii, clxxxix. 
 
152 In 1431, Ricciarda gave birth to Niccolò d‘Este‘s first legitimate son, the future Duke of 
Ferrara, Ercole I (r. 1471-1505). She left Ferrara after Leonello‘s accession, but returned when 
Ercole came to power. See Gundersheimer, Ferrara, 175.  
 
153 There is no extant inventory of the manuscripts in Saluzzo from the fifteenth century that 
might confirm the presence or absence of BnF fr. 12559 in that city. Because the births of five 
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children born in Saluzzo between 1437 and 1442 are recorded in the manuscript, it has always 
been assumed that BNF fr. 12559 remained in the city during those years. See Ward, ―Critical 
Edition,‖ xxx-xxxi, lxiii-ix, nn. 18, 22. The inscription of birth dates within the manuscript does 
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Breillat, ―La Quête du Saint Graal,‖ 270-75; Mazzocco, ―An Italian Reaction,‖ 191-205; and 
Syson and Gordon, Pisanello, 55-57.  
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CHAPTER FOUR 

 

PISANELLO’S GONZAGA MEDAL SERIES:  

DYNASTY AND IMPERIAL AUTHORITY 

 

 

This chapter and the next examine the four medals that Pisanello created c. 1447 for 

Ludovico Gonzaga, condottiere and second marchese of Mantua (r. 1444-1478). The medals 

include one each depicting Ludovico; his father, Gianfrancesco (r. 1433-1444); his sister, Cecilia 

(1426-51); and the Mantuan court humanist and educator, Vittorino da Feltre (1378-1446).1 The 

iconological analysis of Pisanello‘s Mantuan medals offered here demonstrates the means by 

which the artist elaborated upon the model established in the Palaeologus medal, personalizing 

the imagery to suit the political needs of a contemporary signorial ruler. An important 

contribution of this study resides in recognizing that Pisanello translated a form initiated in 

representations of imperial personages – Constantine, Heraclius, and John Palaeologus – to 

depict rulers and condottieri. At the same time, those subsequent medals retained the original 

identification with calls for a crusade to protect Constantinople, the political and religious issue 

that motivated the creation of the first cast portrait medal at the Este court and its precursors at 

the court of Jean de Berry.  

Existing studies of Pisanello‘s Gonzaga medals recognize that the objects hold several 

distinctions within the history of the type: the Cecilia medal was the first dedicated to a woman 

and Pisanello‘s only medal of a female subject; those depicting Gianfrancesco Gonzaga and 

Vittorino da Feltre were the first posthumous medals, created after the death of the titular 

subjects; and the Vittorino medal was likely the first to be dedicated to a scholar. Even as the 

positions of primacy held by the individual medals have been observed by previous scholars, the 

objects are examined individually and the imagery and inscriptions on each contextualized with 

limited references to the biography of the titular subject or antique prototypes. A fundamental 

position of the present study is that, in addition to their function as independent works of art, the 

four Gonzaga medals constitute a thematically and iconographically interrelated group, the first 

such series of cast portrait medals produced in the early modern period. As such, the objects 

afford a unique opportunity for studying the interplay of a particular thematic concern as it 
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informed  the earliest dynastic medal series executed by a single artist for the same patron.2 The 

analysis of the Gonzaga medal series offered here yields new insights critical to understanding 

the individual objects, their relationship with each other, and the meaning of the new class of 

sculpture to which they belonged. 

Ludovico Gonzaga was uniquely positioned among Pisanello‘s clientele of rulers and 

condottieri to capitalize upon the full range of martial, imperial, and Christian significance that 

were implicit in the form and iconography of the emergent type of the cast portrait medal as 

defined in the preceding chapter. The second marchese of Mantua was a respected soldier who 

earned a substantial portion of his annual income as a condottiere. Ludovico was also an imperial 

vassal, who possessed the inherited noble title to the marchesate of Mantua conferred upon his 

father by the Holy Roman Emperor Sigismond (r. 1414-1437) in 1433. Adding to that illustrious 

position was Ludovico Gonzaga‘s marriage to Barbara of Brandenberg (1422-81), a member of 

the German Hohenzollern family and granddaughter of the Imperial Elector Frederick I (r. 1415-

1440).3 Ludovico‘s ties of fealty and kinship with Western imperial authority distinguished the 

marchese from Pisanello‘s other patrons including Leonello d‘Este of Ferrara and Sigismondo 

Malatesta of Rimini each of whom ruled those cities as papal vicar. Filippo Maria Visconti, for 

whom Pisanello created a medal c. 1441, had held the title of Duke of Milan through imperial 

grant, but the title lapsed upon his death in 1447.4 In addition to those formal claims to power 

and prestige, blood ties between the Gonzaga and the Palaeologi strengthened Ludovico‘s 

identification with calls to protect Constantinople. In one of the marriages arranged by Pope 

Martin V in 1421, Ludovico‘s aunt, Cleopa Malatesta of Pesaro (d. 1433), was married to 

Theodore II, Despot of Morea, the younger brother of Emperor John VIII Palaeologus.5 Further 

augmenting Ludovico‘s claim for prestige in military efforts that ultimately aimed to reclaim the 

Holy Land was the marchese‘s personal identification as protector of one of the most prominent 

relics of Christ‘s Passion – a portion of the Precious Blood that legend held Saint Longinus 

brought to Mantua following the Crucifixion.  

The study of Pisanello‘s four Mantuan medals provided in this chapter and the next will 

demonstrate that the inscriptions and imagery on the objects functioned in concert, referencing 

the aspects of Ludovico‘s identity that distinguished the marchese of Mantua from his 

contemporaries: his exemplary military career, position as a vassal of the Holy Roman Emperor 

and kinsman of the Byzantine Emperor, and identification as protector of the sacred relic of the 
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Precious Blood. When the imagery and inscriptions on the objects are considered within the 

context of the political and familial challenges that the patron faced in the opening years of his 

rule, as they have not been previously, the medals emerge as part of a larger visual campaign 

initiated by Ludovico Gonzaga in the 1440s to secure his position and promote the status of the 

Gonzaga family through identification with the most pressing Christian concern of the period. 

The study of Pisanello‘s Mantuan medals that follows will demonstrate that the objects promoted 

Ludovico Gonzaga as an exemplary ruler, pious and educated, an imperial Christian soldier in 

the mode of Constantine, in sum, the ideal candidate to lead a crusader expedition to protect 

Constantinople. In a vivid testament to the success of that effort, Pope Pius II (r. 1458-1464) 

selected Mantua as the site of the Church Congress (1459-60) called to check Ottoman 

aggression in the East, with the ultimate goal of recovering Constantinople from Ottoman 

domination and, beyond that, the Holy Land. 

Pisanello and the Gonzaga Medal Series 

The analysis of Pisanello‘s four Mantuan medals offered here focuses upon a single, 

particularly fine bronze cast of each medal, chosen for image quality and clarity. The cast of the 

Ludovico medal under examination is held at the Victoria and Albert Museum in London (Inv. 

A.66.1910; 102 mm) (fig. 39).6 The Gianfrancesco medal is at the Museo Civico in Brescia 

(Collezione medaglie Rizzini 1992, 8; 98.6 mm) (fig. 40).7 The Cecilia medal cast is at the 

Bibliothèque nationale in Paris (Ital. 572.15; 87 mm) (fig. 41)
8
 and the example of the Vittorino 

medal studied here is in the Münzkabinett of the Staatliche Museen in Berlin (Inv. 18200141; 67 

mm) (fig. 42).9  

The obverse of each medal features a left-facing profile portrait of the subject surrounded 

by identifying texts. Both the Gianfrancesco and Ludovico medals feature a two-line banner 

inscription across the central field that brackets the portrait effigy and identifies the subject by 

name.10 The inscriptions in the upper surrounds of the medals reference the subjects‘ military 

occupation, while those in the lower surrounds provide their noble titles. Gianfrancesco is 

identified as ―First Marchese of Mantua‖ and Ludovico as ―Marchese of Mantua et cetera.‖11 

The inscriptions in the surrounds of the Cecilia and Vittorino medal obverses also identify each 

of the subjects by name. That on the Cecilia medal, ―Cecilia, Virgin daughter of Gianfrancesco, 

first Marchese of Mantua,‖ repeats the noble title inscribed on her brother and father‘s medals, 

confirming the dynastic nature of the imagery.12  The reverses of the medals dedicated to the 
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Gonzaga marchesi each feature an equestrian portrait of the subject. The Cecilia medal reverse 

depicts a young maiden and a unicorn, and the Vittorino medal reverse an image of a bird with 

young at its breast. As we shall see, each of the medal reverses, including that dedicated to 

Ludovico and Cecilia‘s tutor, Vittorino da Feltre, includes Gonzaga devices. The artist‘s 

signature also appears on all four medal reverses, but only one of the objects, the Cecilia medal, 

bears an inscribed date, 1447.13  

The four medals were likely produced for Ludovico Gonzaga in or around the year 

inscribed on the Cecilia medal reverse.14 The medal commissions are undocumented, but the 

inscriptions on the objects and biographical information regarding the subjects support 

identification of the second marchese as patron. Ludovico‘s father, Gianfrancesco, died in 1444. 

The form of the noble titles inscribed in the lower surround of the medals dedicated to 

Gianfrancesco and Ludovico indicates the commemorative nature of the medal depicting the 

elder Gonzaga.15 The designation of Gianfrancesco as ―First Marchese‖ and Ludovico simply as 

―Marchese‖ suggests sequence, presenting Ludovico as current holder of the title.16 Vittorino da 

Feltre died in 1446. The humanist, who educated both Ludovico and Cecilia, is unlikely to have 

commissioned a medal from Pisanello before his death. In the mid-1440‘s Pisanello‘s medals 

remained the purview of the signori, making a medal commission by the court scholar socially 

prohibitive.17 It was also economically unfeasible: Vittorino was, from his arrival in Mantua in 

1423, financially dependent upon his Gonzaga patrons.18 There is little chance that Ludovico 

Gonzaga‘s sister Cecilia commissioned a medal of herself. Cecilia, who was celebrated during 

her lifetime for her learning and piety, entered the second Franciscan order of Poor Clares at the 

Mantuan convent of Corpus Domini in an elaborate ceremony on 2 February 1445, two years 

before the date inscribed on her medal.19  The order was a cloistered one, removing her from 

contact with the secular world.20  

As is the case with all of Pisanello‘s medals, we cannot be certain how many casts of the 

Gonzaga medals were initially made. It seems likely, however, that they were initially produced 

in limited numbers, intended for distribution amongst a select group of princely, signorial, and 

humanist recipients. The earliest textual reference to the Ludovico medal of which I am aware 

occurs in a letter to the marchese that dates from 1465, which reports that the ―old medal by 

Pisanello‖ depicting Ludovico had recently been discussed amongst a group of humanists in 

Bologna; the text suggests that the work was owned by the ruler of that city, Giovanni II 
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Bentivoglio (r. 1453-1506).21 The varying size of the medals in the Mantuan medal series, with 

the medals of Ludovico and Gianfrancesco being roughly equal and those of Cecilia and 

Vittorino each being respectively smaller, suggests that Pisanello and his patron equated the 

scale of the objects with the relative status of the subjects depicted, perhaps taking into account 

the cost of the medals‘ production, replication, and dissemination.22  

Pisanello had a long relationship with the Gonzaga family. The artist established 

residence in Mantua in 1422 and is recorded in the household accounts of the teen-aged 

Ludovico in 1424 and 1425.23 Extant correspondence confirms that the artist was active at the 

court in the late 1430s and into 1440, likely employed on fresco cycles at both the Gonzaga 

castle at Marmirolo and in the chapel of Santa Croce at the Corte in Mantua, the main Gonzaga 

residence.24 Nothing remains of either commission and no information regarding the subject 

matter survives.25 After 1441 there is no archival documentation of the artist‘s presence in 

Mantua.26 That lacuna is likely due to restrictions placed on Pisanello‘s movements by the 

Venetian Senate in 1442, which banned the artist from entering Mantua. Even as Pisanello had 

moved between the courts of his signorial patrons in the 1420s and 1430s, the artist remained a 

citizen of Verona, under Venetian control from 1405.27 Like many native sons, Pisanello 

apparently detested Venetian occupation of his home city. When Gianfrancesco Gonzaga 

invaded Verona at the head of pro-Milanese troops in November, 1439, Pisanello supported the 

marchese‘s three-day occupation of the city. After the repulse of Gonzaga troops from Verona by 

Venetian forces, the artist left for Mantua, a move that violated the order of the Venetian Senate 

that all Veronese citizens remain in the disputed city.  

Pisanello‘s actions ignited the ire of Venetian authorities, who identified the artist in 1441 

as ―Pisan pentor rebello‖ and, in the following year, ordered him confined to Venice.28 The artist 

was also forbidden to sell his property without permission.29 In November 1442 Pisanello was 

granted leave to travel to Ferrara, neutral in the conflict between Venice and Milan, but was 

expressly forbidden to enter either Mantua or Verona. The artist apparently made Ferrara his 

primary residence until his departure for Naples in 1448.30 The restrictions placed upon the 

artist‘s travel and sale of goods are of particular interest given the political value here assigned to 

Pisanello‘s medallic production. While we cannot be certain that the Venetian prohibition 

included works of art, the stricture confirms the artist‘s high status and the danger that his 
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defiance of Venetian proclamations might present for inciting others to do the same. It also 

suggests the propagandistic potential of the works he created.31  

That Pisanello continued to work for the Gonzaga during the period when he was 

officially banned from entering from their city is certain. In addition to the date on the Cecilia 

medal, a Gonzaga account book, dated 1442-44, records payments to Pisanello for unidentified 

work. 32 Four letters from Gianfrancesco Gonzaga to Pisanello, dated 1443-44, confirm the 

artist‘s continued contact with the court.33 Although the commission for the Arthurian fresco 

cycle begun by Pisanello in one of the main reception halls of the Gonzaga Corte is 

undocumented, Joanna Woods-Marsden and others have convincingly argued, on the basis of 

iconography and style, that paintings were executed under Ludovico Gonzaga c. 1447 at the 

same time as the medals were created.34 The equestrian portrait of Ludovico on Pisanello‘s 

medal reverse, which depicts the marchese dressed in tournament armor, identifiable as such by 

the elaborate cimiero or helm crest that he wears, closely recalls the appearance of knights 

depicted on the southeast wall of the room (fig. 43).35 A dwarf page on the southeast wall of the 

Sala del Pisanello, as the room containing Pisanello‘s unfinished Arthurian frescoes was called in 

the fifteenth century, recalls the diminutive page on Gianfrancesco‘s medal reverse by both his 

size and the battaglio or doorknocker embroidered on his costume (fig. 44).36 In the absence of 

secure documentation, it is impossible to know why the Arthurian frescoes in the Gonzaga Corte 

remained incomplete. It is possible, as Woods-Marsden has suggested, that the summons of 

Pisanello to the court of King Alfonso of Naples in 1448 was the cause.37 Ludovico was likely 

eager to please Alfonso who did, in fact, sign the Mantuan marchese to a lucrative military 

contract or condotta in June 1449, one month after Pisanello was named a member of the king‘s 

household and awarded a stipend of 400 ducats annually.38 

While Pisanello may have entered Mantua to execute the Arthurian frescoes in defiance 

of the Venetian edict, his presence in the city was not required to create the medals. The artist 

likely based his medallic portraits upon older, painted portraits or drawings.39 No such portraits 

survive, but the fact that the humanist Francesco Prendilacqua (active. c. 1422-83) described a 

lost painting of Vittorino da Feltre by Pisanello in a eulogy dedicated to the deceased educator 

opens the possibility that other paintings also existed.40 A panel painting of Vittorino, now at the 

Musée du Louvre, showing the subject seated, wearing academic robes and holding a book, 

seems to copy and expand upon the obverse of Pisanello‘s medal dedicated to the scholar (fig. 
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45).41 The painting is attributed to Justus of Ghent (c. 1473-75), court painter to the condottiere 

Duke Federico da Montefeltro of Urbino (r. 1444-1482). The Duke of Urbino, another of 

Vittorino‘s former students, positioned the portrait alongside other paintings of uomini famosi in 

his famed studiolo in Urbino. It is unclear if the Louvre painting copies only the medal or if it 

also replicated Pisanello‘s now-lost painted portrait of Vittorino. Whatever the relationship 

between the extant panel and the medal, Prendilacqua‘s description confirms that Pisanello 

executed a painted portrait of at least one of his Mantuan subjects. Drawings or paintings of 

Gianfrancesco, Ludovico, and Cecilia may also have been made in advance of the medals‘ 

execution. A letter dated 6 November 1443 from Gianfrancesco Gonzaga to Pisanello in Ferrara, 

in which the first marchese demanded that the artist return a painting of ―Nostro Signor Dio,‖ 

suggests the ease with which small paintings or drawings moved between the courts.42 It is quite 

possible that Pisanello, working in Ferrara or elsewhere, based all four of the medals depicting 

Mantuan subjects upon earlier drawings or paintings and then sent the completed objects to the 

patron, Ludovico Gonzaga.43 

The Historical and Religious Context: The Second Marchese of Mantua 

Reading the imagery of Pisanello‘s four Mantuan medals as a layered statement regarding 

Ludovico Gonzaga‘s legitimacy, authority, piety, and political aspirations is consonant with 

historical analyses of the second marchese‘s career, which laud Ludovico‘s skill in navigating 

the dangerous waters of mid-quattrocento politics.44 A brief survey of the historical 

circumstances surrounding the opening years of Ludovico‘s rule, the period during which the 

medals were produced, demonstrates the tenuous nature of Gonzaga authority and security 

during the period. At Gianfrancesco Gonzaga‘s death in 1444, Ludovico assumed control of a 

precariously located state, inherited significant financial difficulties, and faced a serious 

challenge to his authority from his younger brother, Carlo (1417-56). The particular political and 

dynastic challenges Ludovico faced created a need for imagery that identified his rule with 

continuity and stability.  

Compared to the Este of Ferrara, Malatesta of Rimini, Montefeltro of Urbino, and the 

Visconti of Milan, all of whom established continuously elected or hereditary lordships in the 

thirteenth century, the Gonzaga of Mantua were relatively new to rule. Luigi I Gonzaga (r. 1328-

1360) seized Mantua in 1328, barely one hundred years before Ludovico Gonzaga assumed 

control of the small city.45 The basis of Gonzaga wealth was agrarian, but Gianfrancesco and 
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Ludovico supplemented their income through their martial prowess, accepting contractual work 

as military leaders for hire. Even with the additional income that condotte brought, the Gonzaga 

were, into the fifteenth century, perpetually short of funds.46 The first years of Ludovico‘s rule 

were especially marked by financial strain and carefully controlled expenditures.47 

Mantua‘s geographic location offered additional challenges for its Gonzaga lords. The 

city is located at a bend in the Mincio River which, thanks to a twelfth-century diversion, forms a 

lagoon that surrounds Mantua with water on three sides. While the water offered a degree of 

natural protection in the quattrocento, the city was uncomfortably located between two much 

more powerful and acquisitive states, Milan to the west and the Venetian republic to the east.48 

That position and the enmity in which Milan and Venice held one another meant that Mantua 

was especially susceptible to invasion. The second Gonzaga marchese was both a skilled soldier 

and an exceptional diplomat. Like his father before him, Ludovico deftly maintained Mantuan 

independence by forging a series of advantageous alliances with first one neighbor and then the 

other.49 Ludovico served as military commander for the rival powers of Venice, Florence, Milan 

(under both the Visconti and Sforza), and Naples during his long career. Their role as 

independent military leaders allowed both Gianfrancesco and Ludovico to switch allegiances to 

Mantua‘s advantage while simultaneously maintaining a fighting force of their own.  

Beginning in the fourteenth century, the Gonzaga sought to acquire noble titles and 

arrange advantageous marital alliances to secure their rule.50 The family first acquired an 

imperial charter investing them with the vicariate of Mantua in 1335, but the title was not made 

hereditary until 1383.51 Ludovico‘s grandfather, Francesco Gonzaga (r. 1382-1407), failed in an 

attempt to purchase the hereditary noble title of ―marchese‖ from the Holy Roman Emperor.52 In 

1413, Gianfrancesco renewed efforts to purchase the title, but could not pay the asking price. It 

was only in 1432 that the coveted title was acquired from the Emperor Sigismond for 12,000 

florins. The Emperor personally invested Gianfrancesco as first marchese of Mantua during a 

visit to the city in September of the following year.53 The investiture coincided with the 

announcement that Ludovico would wed Barbara of Brandenberg.54 The match advanced 

Gonzaga prestige by providing a dynastic link with the emperor. It also did not come cheaply: 

Gianfrancesco paid a 50,000 florin bride price to secure the marriage contract. The eleven-year-

old Barbara arrived in Mantua in 1433.55 Throughout her forty-five year marriage to Ludovico, 
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Barbara maintained and utilized her familial connections with the imperial courts to benefit her 

marital family.56  

In addition to the challenges posed by maintaining the security of his state amid the 

shifting alliances of interstate politics in the mid-1440s, Ludovico faced a threat close to home 

from his younger brother Carlo, Gianfrancesco Gonzaga‘s second legitimate son. The rivalry 

between Ludovico and Carlo was an old one. When the brothers were young, their father had 

favored Carlo, who demonstrated particular military aptitude.57 In 1436, eight years before 

Gianfrancesco‘s death, Ludovico defied his father by accepting a condotta with Filippo Maria 

Visconti.58 The contract placed the heir to Mantua and his father on opposing sides in the 

continuing animosity between Milan and Venice, which was then employing the first marchese. 

The young Ludovico‘s actions may have been motivated by jealousy of Carlo. It seems that 

Gianfrancesco failed to recognize the extent to which Ludovico, who by later fifteenth-century 

accounts had been a fat and awkward child, had improved under the strictures imposed by his 

tutor, Vittorino da Feltre, and emerged as both a mentally and physically agile heir.59 Ludovico 

left the court, joined the forces of the renowned condottiere Francesco Sforza, and spent three 

years learning war craft under Sforza‘s tutelage.60 The breach between father and son had 

extreme consequences for Ludovico. Gianfrancesco received a special dispensation from 

Emperor Sigismond in November, 1436 to disinherit Ludovico and name Carlo heir to the 

marchesate.61 The estrangement between Ludovico and Gianfrancesco lasted more than four 

years, ending in 1440 when Ludovico returned to Mantua and apologized to his father. 

Gianfrancesco officially reinstated Ludovico‘s position of hereditary primacy in April 1441.62  

Adding to Ludovico‘s troubles was the unequal division of land holdings amongst the 

first marchese‘s four legitimate sons.63 At Gianfrancesco‘s death, Ludovico inherited the title of 

marchese and the lands defined in the imperial charter, which included the city of Mantua and 

the surrounding district.64 His three younger brothers, Carlo, Gianlucido (1423-48), and 

Alessandro (1427-66) received the bulk of their father‘s territorial possessions, lands that the 

Gonzaga held outside the imperial charter. Carlo, by then a successful condottiere in his own 

right, was granted the most extensive tracts of land, including the original base of Gonzaga 

power that lay between Mantua and Milan. While Gianfrancesco‘s will stipulated that each of the 

three younger brothers held their lands in fief from Ludovico, there was no guarantee that they 

would, in fact, cede to his authority.65 The situation was a dangerous one for the second 
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marchese. Although he received the imperially bestowed title and the district of Mantua, 

strategic points necessary for the defense of the city were removed from Ludovico‘s direct 

control. Further provisions in Gianfrancesco‘s will that regulated the subsequent re-division of 

the properties held by the younger brothers should they die without heirs aggravated the 

situation. They established a path by which Carlo might eventually control the bulk of Gonzaga 

territories and isolate the second marchese in Mantua, thereby threatening the seat of Ludovico‘s 

power and primacy.66  

From 1447, the date inscribed on the Cecilia medal, until 1453 the political situation was 

especially explosive.67 Conflict over succession in Milan erupted in August 1447 when Duke 

Filippo Maria Visconti died without a legitimate heir. Ludovico and Carlo soon found 

themselves fighting on opposite sides of the resulting wars for control of Milan. Over the course 

of three years, forces supporting the newly-formed, independent Ambrosian Republic were pitted 

against those representing the interests of Venice, Florence, Francesco Sforza, and King Alfonso 

I of Naples. Ludovico first led the Florentine-Venetian coalition and then commanded Venetian 

troops against the fledgling Ambrosian Republic, the leaders of which appointed Carlo capitano 

del popolo in the disputed city.68 The Gonzaga brothers enjoyed a brief period of reconciliation 

after Francesco Sforza succeeded in claiming Milan in 1450. But by 1452 Carlo was plotting 

with the Venetians against Ludovico, boasting that he had friends in Mantua who might poison 

the marchese.69 The threat to Ludovico‘s primacy was diluted when he defeated Carlo in battle in 

1453, but it was only fully eliminated with Carlo‘s death in 1456.70 

Bearing a relatively new title, ruling a small, precariously-located state, and facing a 

dangerous familial challenge to his authority in the mid-1440s, Ludovico Gonzaga was acutely 

aware of the need to both promote the distinguished lineage of the Gonzaga dynasty and secure 

his personal position as rightful ruler of Mantua. Adopting the emergent type of the cast portrait 

medal, a form that from its inception bore associations with imperial identity and the call to 

protect Constantinople, provided a means to achieve those goals. The years following the 

Council of Ferrara and Florence were marked by repeated papal calls to crusade that met with 

little success and resulted in the disastrous defeat of western forces at Varna in 1444.71 The year 

inscribed on the Cecilia medal reverse was a momentous one for the election of a new pope, 

Nicholas V (1447-1455). With that election, hopes rose that the ultimate Christian victory, the 

reunion of the Eastern and Western churches, defeat of the Ottoman aggressors, and reclamation 
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of the Holy Land, would ensue.72 The Christian message here assigned Pisanello‘s Mantuan 

medals suggests that production of the series, and the date inscribed on the Cecilia medal, served 

an aspirational rather than a purely commemorative function and identified the patron with that 

hoped-for effort.  

The remainder of this chapter is devoted to study of Pisanello‘s medals depicting 

Gianfrancesco and Ludovico Gonzaga. The analysis of the objects offered here demonstrates that 

they are a dynastic pair, united by similar size (with casts of each averaging 98 mm and 102 mm 

in diameter respectively), interrelated inscriptions and corresponding imagery.73 The medals are 

the only ones that Pisanello dedicated to a father and son and represent the first example of such 

a pairing in the new type of the cast portrait medal. That position of primacy, the significance of 

which has not before been considered, suggests the political function the objects served by 

offering an iconographically and conceptually innovative response to the challenges that 

Ludovico faced in the opening years of his rule.  

The Ludovico and Gianfrancesco Medals: 

The Medal Obverses, Imperial Legitimacy, and Continuity of Rule 

Coordinated inscriptions and imagery on the Gianfrancesco and Ludovico medal 

obverses establish a sequential order, first Gianfrancesco and then Ludovico, that confirms the 

imperial and military sources of their authority and identifies Ludovico‘s inheritance of each as 

within the natural order of succession and rule of primogenitor – father to eldest legitimate son. 

The medal obverses pair equally-scaled, left-facing portrait effigies of the subjects. 

Gianfrancesco is depicted in court dress, wearing an elaborately brocaded tunic (likely a long 

gonnella or pellanda) and a distinctive tall hat, identifiable as a berretta alla fiamminga (hat in 

the Flemish style), a type produced in both Milan and Mantua during the 1430s and 1440s.74 

Ludovico is bare-headed and wearing battle armor. Pisanello‘s accurate replication of the 

expensive equipment of the professional soldier is confirmed by the inclusion of an armorer‘s 

mark, an ―AA‖ surmounted with a crown, on Ludovico‘s shoulder plate (pauldron).75 Each 

effigy is bracketed by a two-line banner inscription that identifies the subject by name, thus 

confirming their familial relationship.  

In 1886 Adolfo Venturi first suggested that the inscription in the upper surround of the 

Ludovico medal which translates as ―Captain of Armed Men,‖ celebrated the second marchese‘s 

receipt of a condotta or military contract as head of a coalition of Florentine and Venetian troops 
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in 1447, the date inscribed on the Cecilia medal reverse.76
 Venturi‘s reading established the now-

standard scholarly convention of identifying the title on the Ludovico medal, the date on the 

Cecilia medal, and Ludovico‘s commission for the objects with receipt of the condotta.77 That 

theory, however, overlooks the fact that the inscription on the Ludovico medal does not 

correspond with the language of the contract. Nor does the inscription correspond with the titles 

that Ludovico expressly designated for use in celebration of the command. After Ludovico 

signed the condotta in February 1447, he instructed his wife, Barbara of Brandenberg, ―When 

writing to foreigners and others, [we wish to be designated] as follows: Lodovicus Marquis of 

Mantua, etc. Captain General on behalf of the most Excellent Commune of Florence.‖78 The title 

Ludovico specified corresponds directly with the wording of the original condotta, which 

identifies Ludovico as ―Captain General of the most Excellent Commune of Florence,‖ but not 

with the medal inscription.79  

Appointment as Captain General (capitano generale) was the pinnacle of achievement 

for a Renaissance condottiere and Ludovico‘s instructions regarding usage of the prestigious title 

confirm that he was concerned with its accurate transcription.80 Had Pisanello‘s medal been 

specifically intended to celebrate the condotta, it seems safe to assume that Ludovico‘s 

particularity would have extended to the inscriptions on the object. Such was the case on a later 

medal commissioned by the marchese. Pietro da Fano‘s medal of Ludovico, created c. 1455, 

clearly identified Ludovico‘s then-current position as commander of Milanese forces under 

Francesco Sforza.81 Despite the discrepancies between the inscription in the upper surround of 

Pisanello‘s medal and the language of the condotta, the identification of the medal commission 

with the command is rarely questioned. Instead, it has been extended to identify the 

corresponding inscription in the upper surround of the Gianfrancesco medal as a tribute to 

Ludovico‘s father‘s command of Venetian troops, assumed in 1432.82 There again, however, the 

inscription does not correspond with the title of ―Capitano Generale‖ that the marchese received 

at that time.83  

The disjunction between the inscriptions in the upper surrounds of the Ludovico and 

Gianfrancesco medals and the specific titles awarded in the condotte raises questions regarding 

the significance of the medallic inscriptions as well as the circumstances surrounding production 

of the objects.84 So too does the date inscribed on the Cecilia reverse. If the date was meant to 

commemorate Ludovico‘s Florentine-Venetian condotta of 1447, why was it not placed 
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alongside the image of Ludovico as a warrior on his own medal? Equally curious is the fact that 

the date on the Cecilia medal cannot, at this time, be associated with a significant event in the life 

of the titular subject. Cecilia, as was noted above, entered a cloistered convent in 1445 and from 

that time until her death in 1451 little is known of her life.85 Examination of the medals‘ 

iconography and inscriptions within the broader historical context and in relation to the political, 

dynastic, and religious aspirations of the patron yields new insights regarding the function of the 

medallic inscriptions and the date of the objects‘ production. 

The inscriptions in the upper and lower surrounds of the medals identify the main sources 

of Gonzaga authority – their military occupation and noble titles – within the imperial tradition. 

The inscription designating Gianfrancesco as ―First Marchese‖ in the lower surround of his 

medal and the simple inscribed identification of Ludovico as ―Marchese‖ on his medal identified 

Ludovico as the current holder of the title. The related inscriptions also confirm the sequence 

represented by the medallic pairing, first father and then son.86 Rather than transcribing titles 

awarded to the marchesi in specific condotte, the texts in the upper surrounds serve a descriptive 

function, identifying the primary means by which both Gianfrancesco and Ludovico secured the 

state, their profession as military commanders, hence each is designed as ―CAPITANEVS 

ARMIGERORVM‖ (Captain of Armed Men). The relative positions of the inscriptions in the 

upper and lower surrounds of both medals visually equates the texts found there. That visual 

strategy identifies the texts as of equal import, suggesting to viewers that the military occupation 

of the Gonzaga marchesi, described by the texts in the upper surrounds, was, like the imperially 

conferred titles in the lower surrounds, also in the imperial tradition.  

The imaginative creation of an imperial, military titulature for the upper surrounds of the 

Gianfrancesco and Ludovico medals may have been inspired by the lists of civil and military 

offices for the Western and Eastern Roman Empires found in the Notitia Dignitatum, a late 

fourth or early fifth-century Roman imperial chancery document. The Notitia Dignitatum 

circulated in northern Italian humanist circles during the 1430s; the humanist Bishop of Padua, 

Pietro Donato (1380-1447) possessed a copy of the chancery document, having had it made from 

a much older text while attending the Council of Basil in 1436.87 Titles listed in the Notitia 

Dignitatum include ―Armigeri defensores seniores‖ and ―Praefectus militum armigerorum.‖ That 

the inscriptions on the Gianfrancesco and Ludovico medals were intended to evoke imperial 

prototypes is suggested by the addition of the superlative ―maximus‖ to the inscription on the 
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Gianfrancesco medal. Although not a correct ancient usage, the employment of the term 

resonates with the Roman imperial adoption of ―maximus‖ as a victory title and emphasizes 

Gianfrancesco‘s success as a condottiere.88 Gianfrancesco was the first member of the Gonzaga 

family to seek a career as an independent military commander.89 The repetition of the same 

language, minus the superlative, on the Ludovico medal identifies the martial activities of the 

second marchese part of the venerable tradition established by his father.  

Ludovico Gonzaga appears to have adopted the new sculptural type of the cast portrait 

medal type in order to provide a pointed statement regarding his rightful position as heir to the 

marchesate of Mantua. Although Gianfrancesco‘s investiture with the noble title to the 

marchesate in 1433 granted him permission to mint gold and silver coins (monetam), none were 

produced that included his portrait.90 According to a seventeenth-century source, Gianfrancesco 

did, however, commission struck gold and silver medals to commemorate the investiture that 

bore his image on one side and that of ―Caesar‖ on the other.91 None of those early medals are 

extant, but the report of their existence is supported by surviving examples of a small (42.5 mm), 

struck medal depicting Ludovico in profile, which was likely created at the same time (c. 1433) 

(fig. 46). The medal obverse features a profile portrait of the young Ludovico which is perhaps 

the earliest surviving portrait of him.92 The inscription identifies him as Ludovico Gonzaga 

Marchese Primogenito, that is, heir to the marcheseate of Mantua.93 The medal reverse depicts 

the Gonzaga arms as Gianfrancesco revised them following his investiture with the marchesate. 

The imperial investiture documents, dated 6 May 1432, awarded the first marchese and his heirs 

use of the insignias of a red cross on a white field and four black eagles.94 The arms on 

Ludovico‘s struck medal reverse place the older Gonzaga shield, decorated with bars, atop the 

cross which, in turn, quarters a larger shield featuring four eagles with outstretched wings. The 

field surrounding is decorated with scrolls and the Gonzaga device of the margherita or daisy.  

The portraits on Gianfrancesco and Ludovico‘s early struck medals and those of the 

marchesi on Pisanello‘s medal obverses pre-dated the introduction of profile portraits of 

Gonzaga rulers to coinage by nearly twenty years. The first such coin was produced in 1465 

when Ludovico minted a gold marchesano with his portrait head, crowned with laurel (fig. 47).95 

It was not unusual in the quattrocento that medallic portraits of a ruler should predate 

numismatic examples, but the emergence of medallic portraits in Mantua at the moment of the 

imperial investiture suggests that the Gonzaga directly associated the extra-numismatic form and 
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portrait type it featured with imperial hegemony.96 Originating in the representation of a living 

emperor, Pisanello‘s new sculptural type provided an ideal means by which Ludovico might 

continue usage of the extra-numismatic form of medals as an affirmation of his ―illustrious 

heredity‖ and rightful place as heir to Gianfrancesco‘s invested position as a vassal of the Holy 

Roman Emperor. 

The paired effigies, interrelated, sequential inscriptions, and dynastic function of the 

imagery on the obverses of Pisanello‘s medals dedicated to the Gonzaga marchesi invite 

comparison with portrait genealogies such as the ―family tree‖ included in the illuminated 

Eulogy for Giangaleazzo Visconti (ms. lat. 5888, fol. 7r, 1402/03, Bibliothèque nationale, Paris) 

(fig. 48).97 The Eulogy genealogy is constructed around more than sixty portrait roundels 

accompanied by identifying texts. It traces the origins of the Visconti family tree from Aeneas, 

son of Venus and Anchises, through Giangaleazzo Visconti and his children. While the earliest 

generations of Visconti ancestors are depicted with images adopted from ancient coin types, 

suggesting the widespread valuing of those objects, the pictorial genealogy culminates with 

contemporary portraits (ms. lat. 5888, fol. 12v) (fig. 49). The Eulogy genealogy was, like the 

Gonzaga medals, created during a period of political uncertainty – it was produced upon the 

death of Giangaleazzo, who was invested with the hereditary title Duke of Milan by the Emperor 

Wenesclaus in 1395.98 By memorializing the ancient origins of the Visconti family and 

emphasizing its close historical ties with Roman imperial authority, the Eulogy family tree 

served to predict a secure future for the dynasty and continuity of the imperially invested title.99  

No such elaborated visual genealogy seems to have been produced under Gianfrancesco 

or Ludovico Gonzaga, but Pisanello‘s medals served a similar function for confirming the 

continuity of Gonzaga rule and inserting the second marchese into a distinguished lineage of 

imperial leadership. The Scriptores Historiae Augustae (ms. E. III. 19, fol. 114v, c. 1435-40?, 

Biblioteca nazionale universitaria, Turin) (fig. 50), an early Gonzaga manuscript containing a 

collection of Roman imperial biographies, is instructive for aligning Pisanello‘s medallic 

portraits of the Gonzaga marchesi with models of imperial identity. The manuscript frontispiece 

bears the revised Gonzaga arms (including the imperial eagles and cross) and was likely 

commissioned by Gianfrancesco soon after the imperial investiture. The pages of text that follow 

feature illuminated borders that include a series of imperial portrait heads based on ancient coin 

types which reveal aspects of Pisanello‘s style.100 Pisanello‘s medallic portraits of Gianfrancesco 
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and Ludovico, cast in a form that the patron identified with imperial prerogatives, present the 

Gonzaga marchesi as heirs to the ancient lineage illustrated in their deluxe copy of the Scriptores 

Historiae Augustae.101
  

The Ludovico and Gianfrancesco Medals: 

The Medal Reverses and Gonzaga Condottieri as Imperial Christian Warriors 

The message of continuity, stability, and imperially-sanctioned legitimacy established 

through the imagery and inscriptions on the Gianfrancesco and Ludovico medal obverses is 

amplified by the complementary compositions of the reverses. When Pisanello‘s medals are 

viewed as a pair, with the mounted figure of Gianfrancesco facing left and that of Ludovico 

facing right, the subjects appear to face one another across a rock-strewn landscape. 

Gianfrancesco, distinguished by his prominent nose and slightly receding chin, is shown 

mounted atop a striding horse. He is accompanied by a dwarf page, seen from behind, who holds 

a cross aloft.102 The first marchese wears battle armor and an elaborate cappuccio, a type of hat 

characterized by voluminous fabric which Gianfrancesco has piled stylishly high atop his 

head.103 The sword at his left side forms a strong vertical element at the center of the 

composition, emphasized by the pronounced projection of the weapon from the medal‘s surface. 

The sword draws attention to the gradations of relief that articulate the image, a reminder of 

Pisanello‘s virtuoso command of the bronze medium. Ludovico also wears a sword at his left 

side, but because the second marchese is seen from the right, only the lower third of the weapon 

is visible, projecting down past the barrel or girth of the horse. In contrast to Gianfrancesco‘s 

ambling mount, Ludovico‘s horse is a study in static equine grace, raising its right foreleg in an 

arc that has little to do with propelling forward movement. In place of the elaborate cappuccio of 

his father, Ludovico wears a helmet with the visor down, covering his face. The massive helm 

ornament or cimiero identifies it as tournament armor rather than the type used in battle.104  

Both Gianfrancesco and Ludovico carry the baton of command (bastone del commando) 

that was the traditional attribute of the military commander or Captain General (capitano 

generale). The attribute was included in monumental portraits of condottieri such as the pendants 

by Paolo Uccello and Andrea del Castagno dedicated, respectively, to John Hawkwood (1436) 

and Niccolò da Tolentino (1455-56) in the Cathedral of Florence.105 The baton was also, as 

Charles Rosenberg has noted, a signifier of signorial office and communal governance, 

appearing, for instance, in the full length portrait of Alberto V d‘Este on the façade of the 
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Cathedral of Ferrara (1393).106 The batons that the Gonzaga marchesi grasp, then, function as 

potent symbols of their position as condottieri-rulers, signifying both their success as military 

commanders and their sequential election as capitano del popolo, the local office that the 

Gonzaga rulers of Mantua had held since the fourteenth century.107 

Gonzaga devices appear in the upper field of both medal reverses. The upper field of the 

Gianfrancesco reverse features the ―door-knocker‖ emblem (battaglio) and the Ludovico medal 

includes a radiant sun (sol) and a single daisy (margherita).108 The battaglio, the sol and the 

margherita were all established Gonzaga devices. The battaglio or door-knocker, for instance, 

appeared in the Sala di Pisanello and was also included, alongside other Gonzaga insignias, the 

margherita, the leashed hound (cane alano) and the hind (cervetta), in the frescoed frieze of a 

room located in the oldest portion of the Corte, which was likely painted early in 

Gianfrancesco‘s rule.109 The margherita found on Ludovico‘s medal reverse also appears in the 

unfinished frieze running above the tournament imagery in the Sala di Pisanello. What has not 

been noticed before is that when the Gianfrancesco and Ludovico medal reverses are viewed in 

concert, the Gonzaga insignias in the upper field form a continuous frieze that recalls those in the 

frescoed rooms of the Gonzaga palazzo, forwarding the message of Ludovico‘s rule and military 

occupation as within the unbroken line of Gonzaga supremacy.  

The Gianfrancesco Medal Reverse 

The Gianfrancesco and Ludovico medal reverses feature a series of compositional and 

iconographic references to ancient imperial prototypes, Pisanello‘s Palaeologus medal, and Jean 

de Berry‘s Constantine medallion that insert the Gonzaga rulers and their military occupation 

into a distinguished imperial, Christian lineage. Studies of the Gianfrancesco medal frequently 

note the compositional similarities between the reverse and that of Pisanello‘s medal dedicated to 

the Byzantine Emperor John VIII Palaeologus (fig. 1). The objects are comparable in scale, with 

casts of each averaging approximately 100 mm in diameter.110 Both reverses depict the subject 

on horseback, accompanied by a secondary mounted figure seen from behind. The cross set atop 

a plinth seen in the Palaeologus medal conveys particular narrative associations absent from the 

Gianfrancesco medal but the cross is still present, now held aloft by the armored page. The 

related compositions hold dynastic and political significance.111 The mounted figures of John 

Palaeologus and Gianfrancesco Gonzaga appear to face one another when their medals are 

viewed together, much as do the mounted figures of the Gonzaga marchesi. Once again the 
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related compositions offer a potent reminder of the close familial ties between the two subjects, 

in this case the first marchese of Mantua and the Byzantine emperor, who were brothers-in-law 

by virtue of the marriage of Cleopa Malatesta to Theodore Palaeologus in 1421.  

The iconography of the Gianfrancesco medal reverse also recalls the language of the 

imperial grant of 1432 that invested the first marchese and his heirs with use of the cross 

insignia. The investiture document stipulated that the insignia be ―displayed, in the manner of 

other princes of the Holy Empire, . . . in battles, tournaments, jousts, and, in general, in every 

military exercise.‖112 The imperial injunction that the insignia be used in battle recalled the 

traditional identification of the cross as the symbol of crusaders, an association ultimately 

indebted to accounts of Constantine‘s victory over Maxentius at the Milvian Bridge. According 

to Eusebius‘s Vita Constantini (1.28.2), Constantine reported that, in advance of the battle: 

 

About the time of the midday sun, when day was just turning, he [saw] 

with his own eyes, up in the sky and resting over the sun, a cross-shaped 

trophy formed from light, and a text attached to it which said, ―By this 

conquer‖. Amazement at the spectacle seized both him and the whole 

company of soldiers which was then accompanying him. . . 113 

 

Eusebius also recounts that Christ came to Constantine in a dream, explaining that the 

symbol served a protective function and that the emperor should carry it before him into war. It 

was the second vision that inspired Constantine‘s creation of the labarum, a battle standard 

created from a spear formed into the shape of a cross from which hung a cloth, embroidered with 

jewels, bearing the Chi-Rho monogram, the first two Greek letters of Christ‘s name. Eusebius 

explains that Constantine later wore the Chi-Rho monogram on his helmet and that, ―This saving 

sign was always used by the Emperor for protection against every opposing and hostile force, 

and he commanded replicas of it to lead all his armies‖ (1.31.3).114  

Numismatic and medallic images of Constantine may have informed Pisanello‘s 

depiction of Gianfrancesco in armor accompanied by the sign of the cross. A silver medallion, 

minted at Ticinum in 315 depicts Constantine in a rare frontal pose, dressed in armor, and 

dismounted, holding the reins of his horse (fig. 51).
115 The Chi-Rho appears on the emperor‘s 

helmet and a reversed spear, visible behind Constantine‘s left shoulder, forms the shape of the 
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cross, vividly recalling Eusebius‘s description of the basis for the labarum. That same description 

may have inspired Pisanello‘s own pointed emphasis on the inverted sword that hangs from 

Gianfrancesco‘s side, a further evocation of the sign by which Constantine triumphed. 

Pisanello‘s presentation of Gianfrancesco as a pious warrior is completed by the inclusion of the 

―doorknocker‖ (battaglio) in the upper field of the medal reverse, which recalls the biblical 

injunction to ―knock and it shall be opened to you‖ (Luke 11:9).116 The inclusion of the battaglio 

there and in the Arthurian frescoes in the Gonzaga Corte suggests a pun on the Italian word for 

battle – battaglia. Pisanello‘s medallic image of Gianfrancesco Gonzaga in battle armor, 

accompanied by a page holding a cross aloft, identified him as a military commander in the 

tradition of Constantine.117 The iconographic correspondences between the Gianfrancesco and 

Palaeologus medal reverses suggest that the martial activities of the marchese represented a 

response to the calls for military aid issued by his kinsman and Constantine‘s titular descendant, 

the Byzantine emperor.118  

The Ludovico Medal Reverse 

The combination of iconographic references to the Palaeologus medal, the language of 

the imperial investiture documents, and Constantinian imagery on the Gianfrancesco medal 

reverse identify the military activities of the first Gonzaga marchese as those of a would-be 

crusader within the pious, imperial tradition of both East and West. The Ludovico medal reverse 

extends and amplifies that message, presenting the second marchese as heir to the same exalted 

lineage.  

The Ludovico medal reverse holds a distinguished position within the history of art for 

representing the only isolated equestrian portrait in Pisanello‘s medallic oeuvre, making it the 

first such example in a cast portrait medal.119 Prior to or contemporaneously with the Ludovico 

medal, Pisanello created four medal reverses depicting rulers on horseback: the medals dedicated 

to John Palaeologus and Gianfrancesco Gonzaga as well medals for Filippo Maria Visconti (c. 

1441) (fig. 52) and Sigismondo Malatesta (1445) (fig. 53). Each of those medals integrated the 

equestrian figure into an expanded composition suggestive of narrative or extended allegorical 

significance.120 The isolated equestrian figure on the Ludovico medal reverse represents a 

significant departure from that imagery. This point holds great importance for understanding the 

imperial significance of the iconography.  
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Although the Gonzaga were famed for their stables and for breeding superb horses for 

battle, there was, to my knowledge, no numismatic or sigillographic precedent for the isolated 

depiction of a Gonzaga ruler on horseback. Nor had the Gonzaga, historically, participated in the 

central and northern Italian tradition, popular from the thirteenth century, for the incorporation of 

monumental equestrian portrait statuary for signori and condottieri into mortuary chapels.121 It 

was that visual tradition, combined with an admiration for ancient examples of freestanding 

bronze equestrian portraits of emperors, particularly those dedicated to Marcus Aurelius in 

Rome, at the time still believed to represent Constantine, and the Regisole (Septimius Severus) in 

Pavia, that gave rise to the most famous innovations in monumental equestrian portraiture of the 

fifteenth century.122 Those were Donatello‘s bronze cenotaph commemorating the condottiere 

Erasmo di Narni (Gattemelata) in Padua (1445-53) and the life-sized bronze equestrian sculpture 

commemorating Niccolò d‘Este (d. 1441) in Ferrara, both of which were underway at the same 

time as Pisanello‘s medallic portrait of Ludovico Gonzaga. In 1443 Leon Battista Alberti assisted 

in judging the competition for the Ferrarese monument which was, upon its completion in 1451, 

the first freestanding bronze equestrian monument erected since antiquity. The political value 

attached to the Niccolò d‘Este monument is suggested by its creation during a time of potential 

political crisis for Leonello d‘Este, who likely intended the commission to support his position as 

legitimate successor to his father‘s state.123 During the execution of the Estense monument 

Alberti completed his short Latin treatise on the horse (De equo animante, c. 1444-47), and 

dedicated it to Leonello.124  

Pisanello‘s residence in Ferrara during the period when the Este equestrian monument 

was underway and Alberti was writing his treatise on the horse suggests the rich cultural ambient 

from which the medallic image of Ludovico on horseback emerged. The political value of both 

the emergent type of the cast bronze portrait medal and the revived form of the free-standing 

bronze equestrian monument were linked. By its stasis and isolation, the figure of Ludovico 

Gonzaga on Pisanello‘s medal reverse suggests a miniaturized monumentality that likely 

resonated with a range of equestrian types drawn from ancient tradition and the free-standing 

sculptural, medallic, and numismatic variations then being developed.  

The copies of Jean de Berry‘s Constantine medallion circulating among the courts 

provided the primary modern source for Pisanello‘s depiction of the isolated, equestrian figure 

(fig. 2). The Ludovico medal and the Constantine medallion both feature a solitary, left-facing 



143 
 

equestrian portrait of the subject.125 Ludovico Gonzaga was, like Pisanello, probably familiar 

with the copies of the French medallions then in circulation. There is no documentary evidence 

that the Gonzaga possessed copies of the Berry medallions c. 1447, but an inventory of the goods 

of Ludovico‘s son, Francesco Gonzaga, made in 1483 confirms that he owned a medallic image 

of Constantine, likely a copy after Jean de Berry‘s original.126 Pisanello did not directly copy the 

Berry prototype, but adapted it for Ludovico, combining a series of Constantinian references 

with Gonzaga devices to identify the second marchese as heir to the imperial tradition of 

Christian rulership and warfare established by Constantine. The static pose of Ludovico‘s horse, 

with three legs firmly planted on the ground and only the right foreleg raised, differs 

substantially from the more active, prancing equine posture depicted on the Berry medallion, but 

the position of Ludovico‘s horse had a partial precedent in other Constantinian imagery – 

particularly examples of imperial adventus coinage depicting the emperor on horseback.127 The 

tightly controlled action of Ludovico‘s horse simultaneously recalled the ancient identification of 

control of the state with control of a mount, a topos reiterated in Alberti‘s treatise on the horse.128 

The radiant sun (sol) and daisy (margherita) inserted into the field above the mounted 

figure of the second marchese held dynastic and Christian significance that extended the 

declaration of Ludovico‘s distinguished lineage.129 The daisy was often shown surrounding the 

Gonzaga arms, as on the reverse of Ludovico‘s early struck medal.130 The device was probably 

modeled upon a gold-colored member of either the buttercup (raninculaceae) or marigold 

(calendula) family and conveyed through its common name, margherita, a series of Christian 

associations.131 The Latin ―margarita,‖ meaning ―pearl,‖ recalled the biblical identification of 

that gem (the ―pearl of great price‖) with the Kingdom of Heaven (Matthew 8:45). Patristic 

writers including Gregory the Great and Bede identified pearls as symbolic of virginity, purity, 

and blessedness, a tradition evoked in the hagiography of St. Margaret.132 The name was popular 

for infant girls and both Ludovico‘s grandmother (Malatesta) and younger sister (who married 

Leonello d‘Este) bore it. Pisanello‘s medallic image positions the flower in the heavenly realm, 

within the frieze of familial insignias that unites the Ludovico and Gianfrancesco medals. That 

placement evokes the full range of dynastic and Christian associations that the device likely 

conjured. With petals fully opened, the heliotropic margherita turns towards its complement, the 

shining sun.  
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The sun device, like the margherita, appears to have held multiple layers of significance 

for Ludovico, functioning as a dynastic declaration of his rightful position as ruler of Mantua, as 

well as a symbol of his Christian piety. Ludovico utilized the device throughout his career as 

patron; it was, for example, featured prominently in a relief on the façade of the votive church of 

San Sebastiano, designed by Alberti (c. 1460), and in the frescoes of Mantegna‘s Camera Picta 

(1465-74). The marchese adopted the radiant sun as his personal impresa, pairing it with the 

motto ―par un seul [sol] desir.‖133 Ludovico was not, however, the first Gonzaga ruler to employ 

the device.134 It appeared first on coins minted under his ancestor and namesake, Ludovico I (r. 

1369-1382).135 Ludovico I was the first Gonzaga capitano del popolo to exercise sole, personal 

rule in Mantua – prior to that time the family held titles in common and governed as a unit.136 

Given the challenge posed by his younger brother Carlo, Ludovico‘s early appropriation of the 

device may have also served as a historical reminder of the second marchese‘s primacy in the 

order of succession and right to rule.  

Like the margherita, the sun was a familiar signifier of Christian piety.137 The solar body 

held a place of distinction in Christian cosmography. Christ referred to himself as ―the light of 

the world‖ (John 8:22). In the Paradiso, Dante identified the sun with Christ, as an emblem of 

wisdom and just rulership, and as a signifier of leadership in warfare.138 Each of those 

associations was referenced by Ludovico‘s astrologers. Although born Sunday, 5 June 1412 

under the zodiacal sign of  Gemini, Ludovico was identified throughout his life with Leo, the 

sign ascendant at the precise time of his birth, a common Renaissance practice.139 According to 

Ludovico‘s astrologer, Giovanni Cattani, who wrote to the ruler in 1477, the marchese‘s natal 

sign identified him as ―di del Sole.‖ The astrologer declared the birth sign an indicator of 

Ludovico‘s piety, noting that those born under the sign of the sun ―are the most Christian in the 

world.‖ 140 Another astrologer, Bartolomeo Manfredi, had already informed the marchese, in a 

letter from July 1461, that the sign destined him to be ―a prince happy in dominion and 

victorious in the military arts.‖141  

Pisanello‘s placement of the sun above the equestrian figure of Ludovico served as an 

additional, emphatic point of contact with Constantinian imagery. The placement of the solar 

device recalls Constantine‘s vision of the sign of Christ in the sky, above the sun, before his 

victory over Maxentius. Although intended to evoke the cult of Sol rather than Christianity, 

ancient coins and medallions that paired the image of Constantine with the sun, depicted the 
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emperor wearing a radiant crown, or bore the legend ―SOLI INVICTO COMITI‖ (to the 

invincible sun, companion [of the emperor]), aided in the medieval and Renaissance 

identification of the solar body as an emblem of Christian imperium.142 That Ludovico‘s 

adoption of the sun device was intended to identify the marchese with Constantine is confirmed 

by the inscriptions and imagery on a silver coin (quarto di grosso), likely minted between 1444 

and 1450 (fig. 54). The obverse bears the radiant sun and is inscribed in the surround ―Lo 

MARChIO MATVE‖. The reverse shows an equilateral, Greek cross surrounded by the phrase 

that, according to Eusebius, appeared to Constantine in his heavenly vision: ―IN HOC SIGNO 

VINCE‖ (By this sign you will conquer).143  

A Visual Program 

References to their distinguished lineage, imperial ties to both East and West, and 

analogies with Constantine unite the Gianfrancesco and Ludovico medals, and identify the 

Gonzaga marchesi as militis christiani. The medallic imagery confirms the legitimacy of 

Ludovico‘s rule and presents the second marchese of Mantua as heir to the pious, military 

tradition established by Constantine. Recognizing the full range of dynastic, political, and 

religious significance attached to Pisanello‘s medals devoted to the Gonzaga marchesi allows a 

more nuanced reading of the thematic relationship between the medallic imagery and the 

frescoes in the Sala di Pisanello.  

As was noted in the previous chapter, Pisanello‘s Arthurian frescoes in the Gonzaga 

Corte depict a tournament scene from the prose Lancelot, one of the five stories in the Lancelot-

Grail cycle of French prose romances.144 There was no precedent for the monumental illustration 

of the narrative, which focuses upon the exploits of the Grail hero Bohort, one of three heroes to 

succeed in the quest for the Grail and the only one to return to King Arthur‘s court. Woods-

Marsden identified the unusual subject choice with the traditional identification of Bohort‘s 

descendants as the Byzantine imperial family, Ludovico‘s kinsmen. According to the Lancelot 

text, Bohort‘s illegitimate son Helain became emperor of Constantinople.145 The Gonzaga may 

have also identified Helain with the Swan Knight, hero of another version of the Grail legend, 

the Parzival popularized by Wolfram von Eschenbach in the thirteenth century. The Swan 

Knight was believed to be the legendary ancestor of the Hohenzollern dynasty, Barbara of 

Brandenberg‘s illustrious family.146 Woods-Marsden further suggested that the Bohort narrative 

held particular appeal for Ludovico who identified himself as protector of the Mantuan relic of 
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the Precious Blood, in other words, the contents of the Grail.147 The latter point is particularly 

relevant to study of the Cecilia and Vittorino medals‘ iconography, as will be demonstrated in 

the following chapter. 

The analysis of the medals offered here demonstrates that the objects elicited the same 

complex, double identification of the patron with imperial traditions as did the frescoes – with 

the West via the imperial investiture with the marchesate and the Hohenzollern marriage, and 

with the East via Gonzaga links with the Palaeologan emperors. While the iconographic 

correspondence between Pisanello‘s medal reverse, depicting Ludovico in tournament armor, 

and the figures of mounted knights in the Sala di Pisanello is frequently noted, the similarity is 

most often identified as a manifestation a generalized interest in glorifying the military 

occupation of the condottiere as within the tradition of the chivalric knight.148 Pisanello‘s 

medallic pairing of the reverse image of Ludovico in tournament armor with an obverse 

depicting him in battle armor, the equipment of the military commander, signals the political 

significance of the iconographic intersection between the medal and fresco commissions. The 

medallic images identify the actions of the professional soldier, imperial vassal, and Christian 

warrior as extending those of Ludovico‘s illustrious, mythical ancestors depicted in the Sala di 

Pisanello.149 Both the medals and frescoes present the patron as continuing a distinguished 

dynastic and imperial lineage, both Eastern and Western, of Christian military action. 

Recognizing the shared message conveyed by the medals and frescoes reveals a further 

iconographic innovation represented by Pisanello‘s work at the Gonzaga court: the production of 

the first extended visual program in which medallic imagery was coordinated with that of a 

monumental, painted commission. Placement of the Arthurian frescoes in one of the main 

reception rooms of the Gonzaga Corte insured that visitors would encounter the imagery upon 

arrival. The medals, which were, as we have seen, iconographically innovative works of art in 

their own right, extended and expanded the message regarding Ludovico‘s lineage and identity 

as a Christian soldier beyond the confines of the Gonzaga palazzo, disseminating it to 

Ludovico‘s contemporaries via a small, portable, and replicable form which was, from its 

inception, identified with imperial identity and calls to protect Christianity. 

A gold ducat, probably minted in 1445 or 1446, likely served a similar function to the 

medals, also being a prestige object, created in multiples, that disseminated an image identifying 

the second marchese as an ideal Christian warrior and potential crusader (fig. 55).150 The obverse 
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features Ludovico in full-length portrait dressed in armor, holding a sword aloft in his right hand 

and a shield with the Gonzaga arms in his left. The reverse depicts St. George spearing a dragon 

and trampling it beneath his horse‘s hooves. The numismatic pairing of Ludovico with St. 

George analogizes Gonzaga military activities with the pious actions of the saint. Like 

Pisanello‘s medals and frescoes, the coin bears several extraordinary iconographic distinctions: it 

was among the earliest Italian Renaissance coins to feature a portrait of a living ruler, was 

perhaps the first to depict the ruler full-length, was the first to bear a portrait of a Gonzaga, and 

was the first gold numismatic issue in Mantua.151 When the numismatic imagery is considered 

within the context of the traditional identification of St. George as model for crusaders and as a 

protector of Constantinople, the image emerges as part of the larger visual campaign to identify 

the second marchese of Mantua with calls to protect that threatened city.152  

According to the earliest accounts of the saint‘s life, which originate in Greek sources, 

George was born to Christian parents in Cappadocia.153 The hagiographical compilation in the 

Golden Legend, the most widely referenced source on the saint‘s life in the later medieval 

period, identified George as a Christian soldier who was martyred under the prefect Dacian 

during the reign of Diocletian and Maximian (286 B.C. – 305 A.D.). The popular image of St. 

George spearing the dragon was based upon an eleventh-century addition to the hagiography, 

also included in the Golden Legend. According to the tale, George, protected by the sign of the 

cross, vanquished a dragon that was terrorizing the people of Silena, in modern Libya. The saint 

saved the king‘s daughter, who was to be offered as a sacrifice to the beast. The populace was 

then converted to Christianity.154 St. George‘s miraculous salvation of Christian forces during a 

battle against Muslims for control of Antioch (1098), recounted in the Gesta Francorum, the 

earliest surviving first-hand account of the First Crusade, provided the basis for the saint‘s 

popular identification as a protector of crusaders.155  

There was a surge in popular devotion to St. George in northern Italy at the end of the 

fourteenth and into the fifteenth century that can be broadly identified with the interest in 

chivalric models. During the 1390s, for instance, the fortified Castello built adjacent to the 

Gonzaga Corte, intended to protect against the acquisitive Giangaleazzo Visconti, was dedicated 

to the saint.156 During that period, the life and deeds of St. George were also the subject of 

numerous devotional frescoes in family chapels, especially in Verona.157 In the years 

immediately surrounding the Council of Ferrara and Florence however, identification with the 
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saint apparently took on a more pointed function for aligning patrons with the call to protect 

Constantinople. Pisanello‘s now badly damaged frescoes for the Pellegrini Chapel in 

Sant‘Anastasia, Verona (c. 1434-38) have previously been linked with the protection of 

Byzantium. The unusual construction of the visual narrative, which places equal emphasis on the 

figures of St. George and the princess and depicts the moments before the dragon is slain, has led 

to suggestions that, for contemporary viewers, the figure of the princess was identified with John 

Palaeologus‘s third wife, Maria of Trebizond, whom the emperor married in 1427.158 Trebizond, 

located along the Black Sea, just east of Constantinople, was one of the last remaining 

strongholds of the once mighty Byzantine Empire. In that view, the princess and the cities she 

represented (Trebizond and Constantinople) awaited rescue by the holy warrior. 

By the tenth century, St. George, along with Saint Demetrius, Procopius, and, at times, 

Eustache, was identified as a member of the celestial army, the soldier-saint protectors of 

Constantinople.159 The popular image of the saint spearing the dragon recalled a passage in 

Eusebius‘s Vita Constantini (3.3.1-2), which describes a painting created for Constantine:  

 

This he displayed on a very high panel set before the entrance to the palace for the 

eyes of all to see, showing in the picture the Savior's sign placed above his own 

head, and the hostile and inimical beast, which had laid siege to the Church of 

God through the tyranny of the godless, he made in the form of a dragon borne 

down to the deep. For the oracles proclaimed him a dragon and a crooked serpent 

in the books of the prophets of God (Isaiah 27:1); therefore the Emperor also 

showed to all, through the medium of the encaustic painting, the dragon under his 

own feet and those of his sons, pierced through the middle of the body with a 

javelin, and thrust down into the depths of the sea. In this way he indicated the 

invisible enemy of the human race, whom he showed also to have departed to the 

depths of destruction by the power of the Saviour‘s trophy which was set up over 

his head.160 

 

The imagery of the lost painting was recalled in bronze coins minted at Constantinople 

(327) which paired an obverse portrait of Constantine with a reverse showing a serpent speared 

by the labarum, surmounted by the Chi-Rho monogram (fig. 56).161 The identification of St. 
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George with Constantinople and alignment of the saint‘s iconography with Constantinian 

imagery would have held particular appeal for Ludovico Gonzaga, who, as Pisanello‘s medals 

attest, was eager to identify himself as a warrior in the tradition of the first Christian emperor. 

The devotion to and popularity of St. George in the Morea, the Palaeologan imperial 

despotate with which the Gonzaga claimed a particular dynastic filiation via the marriage of 

Cleopa Malatesta to Theodore Palaeologus, may have also propelled Ludovico‘s identification 

with the saint.162 The Morea, like the Trebizond, was one of the last Byzantine strongholds, but 

in the years surrounding the minting of Ludovico‘s gold ducat and the production of Pisanello‘s 

frescoes and medals (c. 1445-47), the Morea faced immediate danger from invading Ottoman 

forces. The protection and later reclamation of the Morea remained an enduring Western concern 

into the 1450‘s, as it was believed to offer an avenue to reclamation of Constantinople and 

greater re-conquests in the East. In fact, calls for crusades in the Morea emanated from the 

Congress at Mantua in 1458-59.163 Considered within the political and dynastic context 

identified here for the production of Pisanello‘s medals and frescoes for Ludovico Gonzaga, the 

numismatic pairing of the image of the marchese in armor with the figure of St. George, a saint 

traditionally associated with crusader efforts and particularly identified with the protection of 

Constantinople and the Morea, appears as another element within a program of imagery designed 

to present the second marchese of Mantua as a pious warrior and crusader.  

Conclusion 

This study of Pisanello‘s medals dedicated to Gianfrancesco and Ludovico Gonzaga 

demonstrates that, much as the Berry medallions did for the Valois prince and the Palaeologus 

medal had for the Este rulers of Ferrara, the objects served to promote the patron‘s position of 

authority, right to rule, and personal piety. Expanded, iconological analysis of the objects reveals 

the manner in which the interrelated imagery and inscriptions they bore responded to the political 

and dynastic challenges Ludovico Gonzaga faced in the mid-1440s. Through a series of visual 

references to the Gonzaga documents of imperial investiture, models of visual genealogy, 

Pisanello‘s earlier Palaeologus medal, Jean de Berry‘s Constantine medallion, and a range of 

ancient and medieval Constantinian imagery, the medals inserted the Gonzaga marchese into a 

distinguished lineage of imperial, Christian leadership of both East and West. That message, 

conveyed via an object type that, from its inception, bore a formal and ideological identification 

with pious military actions and calls for crusader efforts to check Ottoman aggression, ultimately 
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identified the patron as continuing the tradition initiated by Constantine and as the ideal figure to 

lead an expedition to protect Constantinople. Recognizing the full range of meaning conveyed by 

the medallic imagery reveals the objects as part of a larger visual program of familial and self-

fashioning initiated by Ludovico that included other iconographically innovative commissions, 

including the Arthurian frescoes and numismatic issues, that were united by related dynastic, 

imperial, and Christian themes. The next chapter considers the medals devoted to Ludovico‘s 

younger sister, Cecilia, and the court humanist, Vittorino da Feltre, demonstrating the manner in 

which medals dedicated to exemplary members of Ludovico‘s immediate family and household 

functioned to extend the messages conveyed by those dedicated to the Gonzaga marchesi.
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1 The medals are Hill, Corpus, nos. 36, 20, 37, and 38, respectively. 
 
2 Recent attention has focused on a group of medals made for members of the Tournabuoni 
family in Florence (c. 1485-89); see Maria dePrano, ― To the Exaltation of his Family‘: Niccolò 
Fiorentino‘s Medals for Giovanni Tornabuoni and His Family,‖ The Medal 56 (2010): 15-25. 
Closer chronologically and geographically to the Mantuan medal group are the series of medals 
created by Matteo de‘ Pasti (c. 1420-1467/68) for Ludovico‘s cousin, Sigismondo Malatesta of 
Rimini, that included multiple medals dedicated to Sigismondo‘s mistress and later wife Isotta 
degli Atti (Hill, Corpus, nos. 167-71, 173, 187-89) and to Sigismondo (see, for example, Hill, 
Corpus, nos. 163-66, 173-86). Although many of the medals depicting each person included by 
Hill may represent later restitutions, there can be little question that Sigismondo was a prolific 
patron of the new genre. He also commissioned two medals of himself from Pisanello (Hill, 
Corpus, nos. 33 and 34). Numerous medals created by Matteo for Sigismondo bear the inscribed 
date 1446, but most scholars agree that the date does not record the actual date of the objects‘ 
production but rather commemorated a momentous year in the life of the patron. On the objects 
and for a summary of related literature, see the catalogue entries by Alison Luchs and Stephen 
Scher in Scher, ed., Currency of Fame, 62-64, 73-76, nos. 12-14. 
 
3 For the imperial investiture and marriage see nn. 53-54 in this chapter. 
 
4 While the Este had ruled the imperial fiefs of Modena and Reggio since the late thirteenth 
century, with some interruptions, their rule there was only secured in 1452 when Borso d‘Este 
was named Duke of Modena and Reggio by Emperor Frederick III. See Wright, ―Bible of Borso 
d‘Este,‖ 44; and Trevor Dean, ―Lords, Vassals and Clients in Renaissance Ferrara,‖ The English 
Historical Review 100, no. 394 (Jan., 1985): 106-19. The Visconti medal is Hill, Corpus, no. 21. 
When Francesco Sforza assumed the ducal title in 1450, it was through the citizenry rather than 
by legitimate imperial investiture. On the history of imperial investiture of the Visconti and 
Sforza, and Francesco‘s lack thereof, see Jane Black, Absolutism in Renaissance Milan: 
Plentitude of Power Under the Visconti and the Sforza, 1329-1535 (Oxford: Oxford University 
Press, 2009), 82-87. It was, in fact, to Ludovico Gonzaga that Francesco Sforza turned to act as 
an intermediary with Emperor Frederick III in efforts to acquire the investiture during the 1450s; 
see Elisabeth Ward Mahnke, ―The Political Career of a Condottiere-Prince: Ludovico Gonzaga, 
1444-1466‖ (Ph.D. diss., Harvard University, 1974), 222-26. 
 
5 For the political circumstances surrounding the marriage of Cleopa Malatesta and Theodore II, 
see Ronchey, ―Orthodoxy on Sale,‖ 313-44. Also see the compilation of studies devoted to 
Malatesta women, which includes sections devoted to both Paola Malatesta (Ludovico‘s mother) 
and Cleopa; Anna Falcioni, ed., Le donne di casa Malatesta, Rimini, 2 vols. (Rimini: Ghigi, 
2005).  
 
6 This cast was cited but not illustrated by Hill, Corpus, no. 36. Based on my examination of the 
object and a conversation with Georgia Mancini at the Victoria and Albert Museum, it seems 
likely the cast is early, possibly fifteenth century. The object shows some pitting from casting 
and natural wear: heavy scratches on the obverse and rubbing on the knee of the figure on the 
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reverse. Obverse and reverse images are slightly misaligned, as is the case in numerous casts of 
this medal. The medal is pierced at the 12:00 position. This cast has been published multiple 
times; see for example, Sept vertus, exh. cat., 411, no. 286. 
 
7 I have not yet examined this cast personally, but it has been published numerous times. 
Although Hill, Corpus, no. 20, identified this specimen as ―good,‖ he published an image of a 
lead cast from the British Museum collections. Another exceptional example in terms of image 
quality, which I have examined, is located at the Bibliothèque nationale in Paris (Armand-Valton 
18; 95 mm). It is an after-cast (it is pierced and was also cast from a pierced medal, evidence of 
the hole in the model is apparent); it is discussed and illustrated in Sept vertus, exh. cat., 406-7, 
410, no. 284. At 95 mm in diameter, however, the Armand-Valton cast is 3-5 mm in diameter 
smaller than other casts of the medal that I know through either publication or examination 
which, on average, measure 98 mm in diameter. 
 
8 I have examined this cast personally; it is one of three bronze examples of the Cecilia medal in 
the Bibliothèque nationale collections. The object is included in Scher, ed., Currency of Fame, 
52, 69, no.7 (obverse only illustrated). This cast is cited by Hill, Corpus, no. 37 (reverse 
illustrated). 
 
9 I have not yet had the opportunity to examine this cast. It is cited (but not illustrated) by Hill, 
Corpus, no. 38; it is also illustrated by Syson and Gordon, Pisanello, 119, no. 3.34 a, b. 
 
10 The inscriptions bracketing the Gianfrancesco effigy are: •IOHANES • FRANCISCVS •/• DE 
• GONZAGA•. On the Ludovico medal: •LVDOVICUS • DE • / • GONZAGA  . Pisanello earlier 
utilized a similar banner-form inscription on the obverse of his large medal of Leonello d‘Este 
(dated 1444); Hill, Corpus, no. 32. The artist repeated the same arrangement on the later medals 
of Domenico (Novello) Malatesta (c. 1448?) (Hill, Corpus, no. 35) and for Alfonso of Aragon (c. 
1449-50), ibid., no. 43 c. 
 
11 The inscription in the lower surround of the Gianfrancesco medal is: •PRIMVS • MARCHIO • 
MANTVS•. On the Ludovico medal: • MARCHIO • MANTVE • ET • CET.  
 
12 The inscription is: CICILIA • VIRGO • FILIA • IOHANNIS • FRANCISCI • PRIMI • 
MARCHIONIS • MANTVE. 
 
13 The signature appears in the field on both the Gianfrancesco reverse and Ludovico medal 
reverses: (Gianfrancesco) OPVS / PISANI / PICTO / RI / S •; (Ludovico) • OPVS • PISANI / • 
PICTO / RIS. 
 
14 The literature dedicated to the medals is extensive. For recent identifications of Ludovico as 
patron and a date of c. 1447 for the group, see Pollard, et al., Renaissance Medals, 1: XXVII-
XXVIII, 25-31, nos. 16-20; Syson, ―Opus pisani pictoris,‖ 387-91. For similar dating of the 
group, see Paccagnini, Pisanello e il ciclo, 244. See also Puppi, ed., Pisanello, 163-65, no. 11, 
169-74, nos. 15-17; David Chambers and Jane Martineau, eds., Splendours of the Gonzaga 
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(London: Victoria and Albert Museum, 1981), 108-10, nos. 13-16; Woods-Marsden, Gonzaga of 
Mantua, 36 and 55; Syson and Gordon, Pisanello, 36, 49, 240 n. 3.  
 
15 While the Gianfrancesco medal is sometimes dated to the mid-1430s or the early 1440s and 
the first marchese suggested as patron for the object, most scholars now agree that the medal, 
like the others in the group, dates to c. 1447. For a summary of the literature supporting a date in 
the early 1440s for Pisanello‘s Gianfrancesco medal, see Sept vertus, exh. cat., 407, no. 284. 
Those who date the medal to the early 1430s frequently cite a notation made by Antonio 
Possevino the Younger (d. 1637) [in Gonzaga: calci operis addita genealogia totius familiae 
(1617; Mantua, 1682)] that, upon Gianfrancesco‘s imperial investiture in 1433, the marchese had 
medals struck (stipes) in gold and silver. Hill, however, recognized that the objects described by 
Possevino, none of which survive, were quite separate from the Pisanello medal. The medal 
described by Possevino is Hill, Corpus, no. 14. For a full quotation of the Possevino notation, see 
Alessandro Magnaguti, Studi intorno alla zecca di Mantova (Milan, 1913; reprint, Bologna: 
Arnaldo Forni 2000), 14. A posthumous date for the Gianfrancesco medal was first proposed by 
Aloïss Heiss, Les médailleurs de la Renaissance, 9 vols. (Paris: J. Rothschild, 1881), 1:23. 
Subsequent literature advocating a posthumous date is summarized by Woods-Marsden, 
Gonzaga of Mantua, 205 n. 57. More recently, see Puppi, ed., Pisanello, 163-65, no. 11; and 
Syson and Gordon, Pisanello, 49, 240 n. 3. Syson originally argued for an early date for the 
medal, but later revised his opinion and now views it as c. 1447. For that revised reading, see 
Syson, ―Opus Pisani Pictoris,‖ 390-91, 404 n. 39. 
 
16 For this, see Woods-Marsden, Gonzaga of Mantua, 55, 205 n. 57. Woods-Marsden notes that 
―it seems unlikely that Gianfrancesco would have been called the ‗first‘ Marchese while he was 
still alive.‖ An early struck medal, likely made for Ludovico soon after Gianfrancesco‘s 
investiture with the imperial title in 1433 (see Hill, Corpus, no. 15 and n. 93 in this chapter) did 
identify the living Gianfrancesco as ―First Marchese,‖ but there, as with Pisanello‘s medals, the 
designation served to indicate Ludovico‘s position as heir. 
 
17 The medal of the humanist Pier Candido Decembrio which, as we saw in Chapter Three was 
also likely produced in 1447, was apparently commissioned by Leonello d‘Este, Ludovico 
Gonzaga‘s brother-in-law.  
 
18 For Vittorino‘s financial situation and famously generous nature, which, according to the 
humanist‘s fifteenth-century biographers, left him in a perpetual state of penury, see Chapter 
Five. 
 
19 A Mantuan merchant, Gianfrancesco Maloselli, recorded the ceremonial procession of family 
members who accompanied Cecilia to the convent on 2 February 1445; for that see, Rodolfo 
Signorini, ―AENIGMATA. ‗Designi d‘arme e d‘amore‘ ossia imprese e motti su medaglie e 
monete di prìncipi Gonzaga e di tre personaggi coevi,‖ in Stemmi imprese e motti gonzagheschi, 
vol. 2, Monete e medaglie di Mantova e dei Gonzaga dal XII al XIX secolo: la collezione della 
Banca Agricola Mantovana (Milan: Electa, 1996), 70-71. The circumstances surrounding 
Cecilia‘s investiture in the order remain unclear and cannot be directly associated with the date 
of 1447. Following entrance, the Clarissan rule required a one-year wait for full investiture; for 
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that and the Gonzaga connection with the convent (renamed Santa Paola in honor of Cecilia‘s 
mother), see Jeryldene M. Wood, Women, Art, and Spirituality: The Poor Clares of Early 
Modern Italy (Cambridge: Cambridge University Press, 1996), 88-96 nn. 10-12. 
 
20 For the convent, see Wood, Women, Art, and Spirituality, 37, 85, 91-96. Cecilia‘s 
inaccessibility to Pisanello in 1447 is remarked upon by Pollard, et al., Renaissance Medals, 
1:30, no. 20. 
 
21 The letter, from Bernardo Benedusio to the marchese, has been published but not commented 
upon in literature dedicated to the medal. The letter is ASMn b. 1141, fol. 129; published by 
Cordellier, ed., ―Documenti e fonti,‖ 173-74, doc. 80. Another of the medals in the series, that 
dedicated to Vittorino da Feltre, is also mentioned by a fifteenth-century source, but only in 
passing. The humanist Prendilacqua remarked that Pisanello both painted and ―sculpt[ed] 
[Vittorino] in bronze;‖ see the passage and my translation at n. 72 in Chapter Five. 
 
22 I would like to thank Eleanora Luciano at the National Gallery of Art in Washington, D. C. for 
briefly discussing the issue of scale and relative status with me in the fall of 2007. The scale of 
the medals that Niccolò Fiorentino later created for Giovanni Tournabuoni‘s family also varies, 
with that of the patriarch being substantially larger than those of his children and daughter-in-
law; see DePrano, ― To the Exaltation of his Family,‘‖ 18. 
 
23 For payments from Ludovico to the artist see, Cordellier, ed., ―Documenti e fonti,‖ 33-34, doc. 
8. The documents are also cited by Woods-Marsden, Gonzaga of Mantua, 32, 187 n. 9; and 
Syson and Gordon, Pisanello, 4, 237 nn. 9-10, 13.  
 
24 For Pisanello in the Santa Croce chapel (under Gianfrancesco‘s patronage), see Syson and 
Gordon, Pisanello, 45; Sept vertus, exh. cat., 146-47, no. 77. Pisanello mentioned the 
commission at Marmirolo in a letter to Francesco Sforza dated 6 March 1440. For work at 
Marmirolo, see Syson and Gordon, Pisanello, 45, 48-49, 80. Pisanello‘s letter is published by 
Gianni Peretti, ―Pisanello a Marmirolo: un document inédit,‖ in Pisanello: Actes du colloque, 
1996, ed. Dominique Cordellier and Bernadette Py, 2 vols. (Paris, La documentation française-
musée du Louvre, 1998), 1:29-41. 
 
25 The loss of Gonzaga account books from the mid-fifteenth century makes it difficult to trace 
Pisanello‘s interactions with the Mantuan court; the loss of the books is noted by Woods-
Marsden, Gonzaga of Mantua, 201 n. 14; also Elisabeth Ward Swain, ―The Wages of Peace: The 
condotte of Ludovico Gonzaga, 1436-1478,‖ Renaissance Studies 3, no. 4 (1989): 446. 
 
26 Pisanello is documented as resident in Mantua in May, 1440; in March, 1441 he was salaried 
by the Gonzaga; from August, 1441 there is record of Pisanello‘s return to Mantova from 
Ferrara. The documents are published by Cordellier, ed. ―Documenti e fonti,‖ 77-82, doc. 30; 93-
94, docs. 35-6. See also Woods-Marsden, Gonzaga of Mantua, 191-92 n. 25; and Syson and 
Gordon, Pisanello, 35-36, with corresponding notes.  
 



155 
 

                                                                                                                                                             
27 Although Pisanello‘s name (―the little Pisan‖) suggests that the artist was born in Tuscany, he 
was likely raised in Verona, the city of his mother‘s birth. The artist bought a house in Verona in 
1422 and maintained legal domicile there through the 1430s and 1440s; see Woods-Marsden, 
Gonzaga of Mantua, 34, 190 n. 23; also, Syson and Gordon, Pisanello, 4. 
 
28 The documents are published by Cordellier, ed., ―Documenti e fonti,‖ 86, doc. 32; 87-93, doc. 
34. On the situation see Woods-Marsden, Gonzaga of Mantua, 34-35, 192-93 nn. 26-31; and 
Syson and Gordon, Pisanello, 35, 239 nn. 110-11. 
 
29 A suggested sentence that Pisanello‘s tongue be removed in the Piazza di San Marco as a 
punishment for traitorous remarks against the Venetian state, apparently uttered in the company 
of Ludovico Gonzaga (―pro verbis turpibus quibus usus fuit in Mantua cum domino Ludovico 
Gonzaga‖) was not carried out. The document is published by Cordellier, ed., ―Documenti e 
fonti,‖ 105-6, doc. 42. For the quote and the Venetian threat that, should Pisanello disobey orders 
limiting his movements, the artist‘s goods would be confiscated, see Woods-Marsden, Gonzaga 
of Mantua, 36, 193 n. 31; and Syson and Gordon, Pisanello, 35-36, 239 n. 115.  
 
30 See the documents published by Cordellier, ed., ―Documenti e fonti,‖ 107, 109-11, docs. 43, 
45-46. For the order and the neutrality of Ferrara, see Syson and Gordon, Pisanello, 35-36, 239 
n. 116.  
 
31 The unusual nature of the prohibition is noted, as is the insight it offers into Pisanello‘s life as 
a political figure, by Woods-Marsden, Gonzaga of Mantua, 35.  
 
32 The artist is last recorded in a household ledger from the Gonzaga court dated 1442-44 
(ASMn, AG busta 410a, Registro 1442-44), but it does not confirm his presence in the city. See 
Cordellier, ed. ―Documenti e fonti,‖ 104, doc. 41. For the citation, see Woods-Marsden, 
Gonzaga of Mantua, 191-92, n. 25.  
 
33 The letters are published by Cordellier, ed., ―Documenti e fonti,‖ 110-11, 117-20, docs. 46, 
49-51. For information on Pisanello‘s residence in Ferrara in 1447, see Syson and Gordon, 
Pisanello, 257. 
 
34 Substantial scholarly attention has been focused on the frescoes since their rediscovery in the 
late 1960s, much of it debating the date for and patron of the works. Woods-Marsden‘s argument 
for the date of c. 1447 and Ludovico Gonzaga as patron also relies upon stylistic analysis as well 
as identification of the heraldic emblems in the frieze with Ludovico‘s membership in the 
chivalric Order of the Swan. For that, see Woods-Marsden, Gonzaga of Mantua, 32-46, 54-66. A 
date of c. 1447 was earlier suggested by Paccagnini; see n. 14 in this chapter. That date is 
possible only if one accepts the premise that Pisanello entered Mantua, defying the Venetian 
prohibition of his travel there. For that observation and the suggestion that the frescoes be dated 
c. 1440-41, see Syson and Gordon, Pisanello, 256. An even earlier date (c. 1436-42) has been 
posited, along with an identification of Gianfrancesco Gonzaga as patron by Iliara Toesca and 
Luciano Bellosi. Toesca, who identifies the emblem in the frieze with Henry IV of England‘s 
grant to Gianfrancesco Gonzaga to distribute fifty Lancastrian collars in 1436, has published 
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extensively on the frescoes. See, for example, I. Toesca, ―Lancaster e Gonzaga: il fregio della 
‗Sala dei Pisanello‘ nel Palazzo Ducale di Mantova,‖ Civiltà Mantovana 7 (1973): 361-77; idem, 
―A Frieze by Pisanello,‖ Burlington Magazine 116 (1974): 210-14; idem, ―Altre osservazioni in 
margine alle pitture del Pisanello nel Palazzo Ducale di Mantova,‖ Civiltà Mantovana 11 (1977): 
358-59; idem, ―Lancaster and Gonzaga: the Collar of SS at Mantua,‖ in Splendours of the 
Gonzaga, eds. David Chambers and Jane Martineau (London: Victoria and Albert Museum, 
1981), 1-2, 106-7, cat. 9. For a date before 1440 see also Luciano Bellosi, ―The Chronology of 
Pisanello‘s Mantua Frescoes Reconsidered,‖ The Burlington Magazine 134, no. 1075 (1992): 
657-60. 
 
35 Pisanello‘s medallic image of the mounted Gianfrancesco also bears comparison with two 
undated drawings at the Musée du Louvre (inv. 2595 verso and 2594 verso), frequently 
associated with the fresco image, that depict a mounted figure leading a tournament cavalcade; 
for the images see Sept vertus, exh. cat., 141, 143, 146-48, nos. 77-8; and for the comparison, 
Syson and Gordon, Pisanello, 43-45. For the unfinished frieze in the Sala del Pisanello, see 
Woods-Marsden, Pisanello, 57-61. For the identification of the armor on the Ludovico medal 
reverse as tournament armor, see Francesco Rossi, ―Pisanello et la représentation des armes: 
réalité visuelle et valeur symbolique,‖ in Pisanello: Actes du colloque, 1996, ed. Dominique 
Cordellier and Bernadette Py (Paris: La documentation française-musée du Louvre, 1998), 
1:304-5, 311; and Syson and Gordon, Pisanello, 67. 
 
36 For the designation of the room as the ―Sala del Pisanello‖ in a 1471 letter to Ludovico 
Gonzaga see Woods-Marsden, Gonzaga of Mantua, 8. 
 
37 Woods-Marsden, Gonzaga of Mantua, 86-87. 
 
38 Ibid.; for Pisanello in Naples, see also Syson and Gordon, Pisanello, 38-39. 
 
39 For this suggestion, see Syson and Gordon, Pisanello, 36; for a similar suggestion regarding 
the Cecilia medal alone, see Pollard, et al., Renaissance Medals, 1:30.  
 
40 For the relevant portion of Prendilacqua‘s text, see Cordellier, ed., ―Documenti e fonti,‖ 174-
76, doc. 81. I discuss this issue at length and provide additional bibliography in Chapter Five, n. 
72. 
 
41 The painting is Musée du Louvre, Inv. M.I. 6451. See Sept vertus, exh. cat., 405, no. 281. 
 
42 For the letter, in which Gianfrancesco describes the work as ―nostra tavola de tela,‖ see 
Cordellier, ed., ―Documenti e fonti,‖ 118-19, doc. 50. 
 
43 This suggestion recalls the letter from Leonello d‘Este to Pier Candido Decembrio in 1447 
which appears to have accompanied the medal of the humanist that the marchese of Ferrara was 
sending to him. For that, see Chapter Three. 
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44 Ludovico Gonzaga‘s political career was the subject of a series of insightful studies produced 
by Elisabeth Ward Mahnke (later Elisabeth Ward Swain). For an introduction to her essential 
thesis, see Ward Mahnke, ―Political Career,‖ 1-19. 
 
45 Originally called the Corradi, the Gonzaga took their name from their holdings south of the Po 
River. For histories of the Corradi/Gonzaga family, see A. Luzio, ―I Corradi di Gonzaga, signori 
di Mantova,‖ Archivio Storico Lombardo 40 (1913): 247-83; P. Torelli, ―Capitanato del popolo e 
vicariato imperiale come elementi costitutivi della Signoria Gonacolsiana,‖ Atti e Memorie della 
R. Accademia Virgiliana di Mantova, n.s., 14 (1921): 73-221; Giuseppe Coniglio, Mantova: la 
storia, vol. 1 (Mantua: Istituto Carlo d‘Arco per la storia di Mantova, 1961); Ward Mahnke 
―Political Career,‖ 13-14. Most recently, see the summary by Molly Bourne, ―The Art of 
Diplomacy: Mantua and the Gonzaga,‖ in The Northern Court Cities of Italy, ed. Charles 
Rosenberg (Cambridge: Cambridge University Press, 2010), 138-95. Much of the information 
provided here is also summarized by Woods-Marsden, Gonzaga of Mantua, 3, 47-54. 
 
46 Despite the substantial gains Ludovico made in stabilizing the state over the course of his 
thirty-four year rule, Gonzaga annual income at the end of the century was less than half that of 
the Este and only a tenth of Sforza income. See Woods-Marsden, Gonzaga of Mantua, 49. For 
more information on Gonzaga finances, see Evelyn Welch, ―The Gonzaga Go Shopping: 
Commercial and Cultural Relations between Mantua and Milan in the Fifteenth Century,‖ in 
Leon Battista Alberti e il Quattrocento: studi in onore di Cecil Grayson e Ernst Gombrich, ed. 
Luca Chiavoni, G. Ferlisi, and M. V. Grassi (Florence: Olschki, 2001), 269-84; and see idem, 
―The Art of Expenditure: The Court of Paola Malatesta Gonzaga in the Fifteenth Century,‖ 
Renaissance Studies 16:3 (2002): 311. 
 
47 Woods-Marsden, Gonzaga of Mantua, 49. 
 
48 Ward Mahnke, ―Political Career,‖ 4-5. 
 
49 See Ward Mahnke as in n. 44 in this chapter. 
 
50 Elisabeth Ward Swain, ―Strategia matrimoniale in casa Gonzaga: il caso di Barbara e 
Ludovico,‖ Civiltà mantovana n.s. 14 (1986): 1-13. 
 
51 Ward Mahnke, ―Political Career,‖ 13, 16. 
 
52 Coniglio, I Gonzaga, 36-37. 
 
53 For a summary of the Gonzaga pursuit of the title and related bibliography, see Woods-
Marsden, Gonzaga of Mantua, 47, 200 nn. 1-2. A copy of the document awarding Gianfrancesco 
Gonzaga the title of first marchese is conserved at ASMn, AG busta 5, fols. 3, 10. All my 
citations to the investiture documents refer directly to the copies held there. For the notation that 
the text of the imperial charter is published by Joannes Christianus Lünig, Codex Italiae 
Diplomaticus, 4 vols. (Frankfurt, 1725-35), 1:cols., 1371-76 (which I have been unable to 
consult), see Ward Mahnke, ―Political Career,‖ 35-36. All of the original Gonzaga copies of 
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imperial privileges were removed from Mantua and taken to Vienna in 1710. For this, see 
Giancarlo Malacarne, ―Lettura storico-iconologia di uno stemmo araldico gonzaghesco,‖ Civiltà 
mantovana n.s. 18 (1987): 10 n. 14.  
 
54 On the marriage arrangements see Swain, ―Strategia matrimoniale,‖ 1-7. For Barbara of 
Brandenberg, see Bernard Hoffman, ―Barbara von Hohenzollern, Markgräfin von Mantua: ein 
Lebensbild aus dem XV. Jahrhundert,‖ Jahresbericht des Historischen Vereins in Mittelfranken 
41 (1881): 1-51; and Paul Kristeller, ―Barbara von Brandenberg: Markgräfin von Mantua,‖ 
Hohenzollern Jahrbuch 3 (1899): 66-85. 
 
55 Swain, ―Strategia matriomoniale,‖ 4-6. 
 
56 Elisabeth Ward Swain, ―‘My excellent and most singular lord‘: Marriage in a Noble Family of 
Fifteenth-Century Italy,‖ The Journal of Medieval and Renaissance Studies 16, no. 2 (1986): 
171-96. 
 
57 See I. Lazzarini, ―Gonzaga, Carlo,‖ in Dizionario biografico degli italiani, vol. 57 (Rome: 
Istituto della Enciclopedia Italiana, 2001), 693-96; and, Ward Mahnke, ―Political Career,‖ 37. 
Although Basinio da Parma recorded the existence of a medal of Carlo Gonzaga by Pisanello, no 
known examples survive. It has been suggested that the numerous ―lost‖ medals by the artist, 
referenced obliquely contemporary literature, were likely paintings rather than medals; see Hill, 
Corpus, 13. Given the multiples in which Pisanello‘s other four medals exist, it seems unlikely 
that a medal of Carlo was ever made. 
 
58 My account of the break between Gianfrancesco and Ludovico is indebted to the work of 
Ward Mahnke, ―Political Career,‖ 37-41. 
 
59 For Ludovico‘s youthful character and physical attributes (and related bibliography), see 
Woods-Marsden, Gonzaga of Mantua, 75.  
 
60 Ward Mahnke, ―Political Career,‖ 37. 
 
61 Lazzarini, ―Gonzaga, Carlo,‖ 693-94; Ward Mahnke, ―Political Career,‖ 38. 
 
62 Lazzarini, ―Gonzaga, Carlo,‖ 694; Ward Mahnke, ―Political Career,‖ 40; Swain, ―Strategia 
matrimoniale,‖ 7-9. 
 
63 For the discussion of Ludovico‘s inheritance that follows, see Ward Mahnke, ―Political 
Career,‖ 44-46. 
 
64 Those included areas that had been governed by the Commune of Mantua or the Gonzaga prior 
to the imperial charter; see Ward Mahnke, ―Political Career,‖ 42. Ludovico was nominated 
marchese by Frederick III (Hapsburg) on 27 August 1445 and was invested with the title on 27 
September of that year by Filippo Maria Visconti, Duke of Milan. See Ward Mahnke, ―Political 
Career,‖ 63. 
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65 Ibid., 43. 
 
66 Ibid., 41, 44-45.  
 
67 For Carlo Gonzaga‘s military career and relationship with Ludovico, see ibid., 87-98, 127-31, 
139.  
 
68 For the brothers‘ positions within the shifting alliances of the period and the sustained, if 
certainly strained relationship between the two, see Ward Mahnke, ―Political Career,‖ 72-82, 93.  
 
69 Ludovico and Carlo both served Ludovico Sforza for a time, but Carlo‘s defection to the 
Venetian camp cost Ludovico the 80,000 ducats the second marchese had pledged to Sforza as a 
guarantee of Carlo‘s fidelity. For that, and Ludovico‘s defeat of Carlo and confiscation of his 
brother‘s goods in recompense, see Raffaele Tomalino, ―Ludovico II Gonzaga,‖ in Il comune, i 
Gonzaga capitani generali del popolo di Mantova e vicari imperiali, I Gonzaga marchesi di 
Mantova (1117-1530), vol. 3, Monete e medaglie di mantova e dei Gonzaga dal XII al XIX 
secolo, la collezione della Banca Agricola Mantovana (Milan: Electa, 1997), 99; and Leonardo 
Mazzoldi, Mantova: la storia, vol. 2 (Mantua: Istituto Carlo d‘Arco per la storia di Mantova, 
1961), 12-13. Carlo signed a condotta with Venice in February 1452 that provided for the 
Venetian acquisition of portions of Ludovico‘s territories, should Carlo be successful in taking 
them. Ludovico was working for Milan at that time. For Carlo‘s boasts and the condotta, his 
subsequent raids in the Mantovano, and eventual defeat by Ludovico, see Ward Mahnke, 
―Political Career,‖ 130-31, 139. 
 
70 For Carlo‘s trial for conspiracy against the marchesate (in absentia) on 16-19 August 1454, see 
Ward Mahnke, ―Political Career,‖ 150-51. 
 
71 The pope issued a call for crusade from Rome on 1 January 1443. For that and Eugenius and 
crusader efforts in eastern Europe after the Council of Ferrara and Florence, see Setton, Papacy 
and the Levant, 2:64-98, esp. 75, 78. 
 
72 Nicholas V preached crusade on 8 April 1448, thirteen months after his election. Most 
historical discussions of the pope‘s east/west policies emphasize Nicholas‘s ultimate 
ineffectiveness in preventing the capture of Constantinople by the Ottomans. Indeed, the pope 
was unwilling to move in that direction without full Greek ratification of the Decree of Union 
signed at the Council of Ferrara and Florence. See, for example, Setton, Papacy and the Levant, 
2:98-107. A revisionist reading of Nicholas V‘s policies regarding crusade is offered by John B. 
Toews, ―Formative Forces in the Pontificate of Nicholas V,‖ The Catholic Historical Review 54, 
no. 2 (1968): 261-84. 
 
73 For example, the bronze cast of the Gianfrancesco medal in the Munzkabinet, Staatliche 
Museen, Berlin, 98 mm (Inv. 18200129), the lead cast at the British Museum, London, 100 mm 
(Inv. 1912.3.6.1), and  the bronze cast Bibliothèque nationale in Paris, 95 mm (Armand-Valton 
18; see also note 7 in this chapter. For the Ludovico medal see the bronze casts at the Musei 
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Civici in Brescia, 102 mm (Collezione Martinengo, Inv. 102-bb), at the Museo Nazionale del 
Bargello in Florence, 102 mm (Inv. 5890), and at the National Gallery of Art in Washington, D. 
C., 101.5 (Kress, 1957.14.608). 
 
74 See Jacqueline Herald, Renaissance Dress in Italy, 1400-1500 (London: Bell & Hyman, 
1981), 53, 214-15. The hat recalls the one worn by Giovanni Arnolfini in Jan van Eyck‘s portrait 
(1434). For the Flemish style of the hat pellande, see Rosita Levi Pisetzky, Storia del costume in 
Italia, vol. 2 (Milan: Istituto Editoriale Italiano, 1964), 260, no. 176; 340-41, no. 162; 342-47. 
For the hat, also see Pollard, et al., Renaissance Medals, 1:26, n. 6. 
 
75 On Pisanello‘s accuracy in depicting armor, see Rossi, ―Pisanello et la représentation des 
armes,‖ 311. So meticulous was Pisanello‘s diminutive transcription of the mark that it can be 
identified with extant examples of quattrocento armor now held at the Museo Diocesano in 
Mantoua. None of the extant armor can be specifically identified as the property of the second 
marchese. The mark also appears on Pisanello‘s medal of Niccolo Piccinino; see Hill, Corpus, 
no. 22. For the suggestion that the mark identifies the armorer as either Anrigolo d‘Arconate or 
Ambrogio de Osmo of Brescia, see Lionello Giorgio Boccia, Le armature di Santa Maria delle 
Grazie di curatone di Mantova e l‟armatura lombarda del „400 (Milan: Bramante, editrice Busto 
Arsizio, 1982), 284, 286; also cited by Pollard, et al., Renaissance Medals, 1:9-10 n. 3, 27 n. 4. 
 
76 The inscription is: CAPITANEVS ARMIGERORVM. For Adolfo Venturi, see Le vite de‟ più 
eccellenti pittori scultori e architetti scritte da M. Giorgio Vasari pittore e architetto aretino, I. 
Gentile da Fabriano e Pisanello, edizione critica con note (Florence: G.C. Sansoni, 1896), 81, no. 
26. 
 
77 The bibliography here is extensive. Most recently see Woods-Marsden, Gonzaga of Mantua, 
54-55; Syson and Gordon, Pisanello, 36; Sept vertus, exh. cat., 411-12, no. 286; Massimo Rossi, 
―Le medaglie,‖ in Le medaglie dei Gonzaga, ed., Silvania Balbi de Caro, vol. 8, Monete e 
medaglie di Mantova e dei Gonzaga dal XII al XIX secolo: la collezione della Banca Agricola 
Mantovana (Milan: Electa, 2001), 43-44, no. 11; see the catalogue entry for the Ludovico medal 
by Paola Giovetti in A casa di Andrea Mantegna: cultura artistica a Mantova nel Quattrocento, 
exh. cat., ed. Rodolfo Signorini with collab. Daniela Sogliani (Milan: Silvana, 2006), 382, no. 
31. Few have voiced alternate suggestions for the significance of the inscription. While accepting 
Venturi‘s theory regarding the inscription in the upper surround of the Ludovico medal, Hill 
suggested that the corresponding title in the upper surround of the Gianfrancesco medal actually 
referenced the local and elective military title of ―Capitano del popolo‖ of Mantua that the 
Gonzaga held (rather than a particular condotta); see Hill, Corpus, no. 20. That suggestion was 
recently repeated in Pollard, et al., Renaissance Medals, 1:26. Luigi I Gonzaga was elected first 
Gonzaga capitano generale of Mantua in 1328, and each subsequent Gonzaga ruler into the 
fifteenth century was officially elected to the position. For the title, see Ward-Mahnke, ―Political 
Career,‖ 16-17. That line of explanation is, however, equally unsatisfactory. The inscriptions in 
the medals‘ upper surrounds simply do not correspond with those titles or any other that the 
Gonzaga father and son held.  
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78 ―. . . E vogliamo, se‟l se scriverà a subditi, che‟l se facia como qui de supra vederite e 
scrivendo a forestieri et ad altri como qui de supto se contene: „Lodovicus Marchio Mantue 
etcet. pro. ex.a [Excellentissima] Comunitate Florentie Capitaneus generalis etc.‖ The original 
letter is dated 18 February 1447 (the same date as the condotta) and is ASMn, AG busta 2882, 
libro 9, fol. 55v, n. 561. It is partially published in Woods-Marsden, Gonzaga of Mantua, 55, 205 
n. 60. The relevant is passage published in full by Giuseppe Coniglio, I Gonzaga (Milan: 
dall‘Oglio, 1967), 52-53. 
 
79 The unpublished condotta is in ASMn, AG busta 51, B XXVII n.5. The condotta is dated 18 
January 1447, and identifies Ludovico as ―Signor marchexe de Mantoa sia Capitan generale de 
la Excelsa Comm de Fiorenza…‖  
 
80 On the status of the capitano generale, see Wendy Wegener, ―Mortuary Chapels of 
Renaissance ‗condottieri‘‖ (Ph.D., diss., Princeton University, 1989), 52-56. 
 
81 Woods-Marsden has made similar obvservations regarding this issue, but she continues to 
identify the Ludovico medal with the Florentine-Venetian condotta; see Woods-Marsden, 
―Gonzaga of Mantua,‖ 54-55. The Pietro da Fano medal is Hill, Corpus, no. 407. The object is 
inscribed: ―LVDOVICVS DE GONZAGA MARCHIO AC DVCALIS LOCVMTENENS 
GENERALIS FR SFORZA.‖ 
 
82 The inscription in the upper surround of the Gianfrancesco medal is: • CAPIT • MAXI • 
ARMIGERORVM •  
 
83 An unpublished letter to Gianfrancesco Gonzaga from the Venetian Doge, Francesco Foscari, 
dated 12 March 1433, which awards the marchese an annual stipend does use similar language, 
addressing Gianfrancesco as ―Johannifrancisco Marchioni Mantue et cet omnium gentium 
nostrarum armigerarum Capitaneo Generale‖ or ―Gianfrancesco Gonzaga, Marchese of Mantua, 
etc. Captain General of all of our armed men.‖ The letter is ASMn, AG busta 51, B XXVII n. 5. 
Again, however, the document does not identify ―Capitaneus Armigerorum‖ as an official title. 
 
84 Woods-Marsden implies that Ludovico‘s strained financial circumstances limited his 
commissions in the 1440s to ―inexpensive coins and medals.‖ See Woods-Marsden, Gonzaga of 
Mantua, 48-50, 54-5. In fact, the Florentine condotta was not financially advantageous to 
Ludovico – it carried a lower annual stipend than he had received from his previous alliance with 
Filippo Maria Visconti (7,200 ducats a year vs. 12,000); did not allow Ludovico to retain any 
territories he conquered; and was only secure for one year. At the end of that year, Ludovico‘s 
stipend was unpaid and he complained that he was ―a captain in name but not in fact.‖ On the 
provisions and Ludovico‘s complaints, see Ward Mahnke, ―Political Career,‖ 70-71, 76.  
 
85 See I. Lazzarini, ―Gonzaga, Cecilia,‖ in Dizionario biografico degli italiani, vol. 57 (Rome: 
Istituto della Enciclopedia Italiana, 2001), 696-98. 
 
86 The addition of ―ET CET‖ to the Ludovico medal inscription, a reference to his holdings 
beyond the city and lesser titles, was a standard type on Gonzaga coinage. See variations in Pier 
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Luigi Grossi, ―Catalogo delle monete,‖ in Il comune, i Gonzaga capitani generali del popolo di 
Mantova e vicari imperiali, I Gonzaga marchesi di Mantova (1117-1530), vol. 3, Monete e 
medaglie di mantova e dei Gonzaga dal XII al XIX secolo, la collezione della Banca Agricola 
Mantovana (Milan: Electa, 1997), (Gianfrancesco) 95, no. 56; (Ludovico) 102-3, nos. 61, 63-64; 
109, no. 78. 
 
87 Donato‘s copy was made after the Codex Spirensis, a now-lost early compilation (pre-eleventh 
century) that included the Notitia Dignitatum. Donato‘s manuscript is now at the Bodleian 
Library at the University of Oxford (Ms Canon Misc. 378 Bodleian). The images in the 
manuscript have previously been suggested as a possible source for the background image of 
Constantinople in Mantegna‘s Agony in the Garden in the National Gallery in London; for that, 
and notes on the manuscript see Michael Vickers, ―Mantegna and Constantinople,‖ Burlington 
Magazine 118, no. 883 (1976): 680, 682-85, 687.  
 
88 Beginning with Marcus Aurelius, emperors added the title ―maximus‖ as a superlative when 
identifying themselves as victor, so that Marcus Aurelius might be identified as ―greatest 
conqueror of the Parthians‖ or ―Parthicus maximus.‖ For this see, Yann Le Bohec, The Roman 
Imperial Army (1989; trans., London: Batsford, 1994), 200-4. 
 
89 For Gianfrancesco as the first Gonzaga condottiere, see Ward Mahnke, ―Political Career,‖ 33-
34. For cognoscenti, the addition of ―MAXI‖ may have also evoked Gianfrancesco‘s imperial 
investiture by recalling the inscription of ―PM‖, for Pontifex Maximus, found on the obverses 
and reverses of ancient imperial coins. The title referred to the office, official head of the Roman 
religion, assumed by Augustus in 12 B.C. and held by emperors thereafter. For the inscription 
and its origins, see Harold Mattingly, Augustus to Vitellus, vol. 1, Coins of the Roman Empire in 
the British Museum (London: Trustees of the British Museum, 1965), lxvii, lxxii.  
 
90 ―potestat em fabricandi monetam auream, argenteum, aeream, et quacumque aliam, legalem 
tamen et dativam‖; see copies of the Investiture documents, in ASMn, AG busta 5, fols. 3, 10. 
The privilege is copied and discussed in Magnaguti, Studi intorno, 14.  
 
91 The objects were described by Antonio Possevino the Younger and the relevant passage 
excerpted by Magnaguti; see n. 15 in this chapter. It cannot be determined from the excerpted 
text if the ―Caesar‖ depicted was Julius Caesar, an ancient emperor, or the current Holy Roman 
Emperor who invested Gianfrancesco with the title. 
 
92 Portraits of the Gonzaga in any medium that pre-date the medals are rare. It is likely that there 
exist earlier dedication or donor portraits in unpublished manuscripts. An early Gonzaga 
manuscript, for instance, that includes a portrait of Ludovico‘s second son, the future Cardinal 
Francesco Gonzaga, is Tractatus grammaticalis (1457) (Biblioteca Estense, Modena, MS Lat. 
101); see the entry in Chambers and Martineau, eds., Splendours of the Gonzaga, 112-13, no. 21. 
No Gonzaga tombs, some of which did feature effigies, survive in a complete state and those of 
Gianfrancesco and Ludovico (along with most others) are completely lost; on that, see Rodolfo 
Signorini, ―Gonzaga Tombs and Catafalques,‖ in Splendours of the Gonzaga, eds. David 
Chambers and Jane Martineau (London: Victoria and Albert Museum, 1981), 3-13.  
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93 The medal is Hill, Corpus, no. 15. The inscription on the medal obverse is: ―LVDOVIC D 
GONZAGA MARCHIO P GEITI.‖ Hill (and others) read the inscription as a reference to Gioto, 
a site held by Ludovico. That reading has recently been reconsidered, and the inscription of 
GEITI identified as a shortened version of ―P [rimo] GE[n]ITV[s].‖ See Massimo Rossi, ―Le 
medaglie dei Gonzaga: Catalogo,‖ in I Gonzaga: moneta, arte, storia, ed. Silvana Balbi di Caro 
(Milan: Electa, 1995), 397-98, no. V.4. 
 
94 The documents are in ASMn, AG busta 5, fols. 3, 10. The relevant passage is: 
 
Nos de abundantiori plenitudine gratie specialis ad maiorem tui gloriam, et honorem, et pro 
coofirmatione huius illustrationis tue heredum, et posterorum tuorum Signum Armature tibi filiis 
et filiabus et posteris tuis legitimis ad vsum armorum perpetue tali colorum diferentia distinctum 
quod videlicet in ipsius Clipei campo albo crucem rubeam ab vna superficie ad aliam, et in 
quolibet quatuor angulorum Clipei vnam Aquilam nigram alis extensis, et flameis pennis prout 
hec omnia gratialis pictoris artificio sunt distinctius depingenda con cedimus, et largimur taliter 
videlicet, quod eadem insignis, vt preferibitur gestare possitis more aliorum Sacri Imperii 
Principum, et ipsis vti in preliis, torneametis hastiludiis, et generaliter in omni exercitio militari; 
Gaudeas igitur fauore Regio, et de tanto pietatis munere etiam tua proles exultet, et tanto 
fideliori studio ad honorem Sacri Imperii ea intentio solidetur, quanto ampliori te preuentum 
conspicis munere gratiarum. 
 
See Malacarne, ―Lettura storico,‖ 10 n. 18, on the use of the cross in heraldry as identifying 
descendants of crusaders and the suggestion that the introduction of the cross insignia into the 
revised Gonzaga arms may have also related to either the familial identification with St. George 
or the red-cross symbol of the Comune of Mantua. 
 
95 The earliest, communal coinage in Mantova was characterized by the image of Virgil or the 
inscription of his name (rather than the more typical patron saint of other cities), a practice that 
continued under the second marchese; for that and the introduction of ruler portraits to Gonzaga 
coinage, see Francesco Panvini Rosati, ‗La monetazione dei Gonzaga dal 1328 dal 1701: note di 
carattere generale,‖ in I Gonzaga: monete, arte, storia, ed. Silvana Balbi di Caro (Milan: Electa, 
1995), 135-37. Also see, Massimo Rossi, ―La monetazione quattrocentesca a Mantova,‖ A casa 
di Andrea Mantegna: cultura artistica a Mantova nel Quattrocento, ed. Rodolfo Signorini with 
collab. Daniela Sogliani (Milan: Silvana, 2006), 96.  
 
96 While coin portraits had existed earlier (such as that placed on a silver soldino by Pandolfo 
Malatesta, Ludovico‘s grandfather, in 1400), the 1460s saw a wider use of the type. Among the 
earliest of the period were those of Francesco Sforza (1462) in Milan and Borso d‘Este at Ferrara 
(1471), both of whom had previously commissioned medals. On the introduction of the ruler 
portrait to later quattrocento coinage, see Luke Syson, ―Circulating a Likeness: Coin Portraits in 
Fifteenth-Century Italy,‖ in Likeness and Presence: Portraits in the Renaissance, ed. Nicholas 
Mann and Luke Syson (London: British Museum Trust, 1995), 113-25. See also, Rosati, ―La 
monetazione,‖ 136-37; and Paola Giovetti, ―Medaglie per la corte mantovana nel Quattrocento,‖ 
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in A casa di Andrea Mantegna: cultura artistica a Mantova nel Quattrocento, ed. Rodolfo 
Signorini with collab. Daniela Sogliani (Milan: Silvana, 2006), 102-11, esp. 103-4.  
 
97 The family tree depicted in the manuscript was perhaps the earliest of its type for inverting the 
normal growth pattern of a tree and, as such, was likely based on thirteenth-century 
consanguinity stemmata/tables. For the Eulogy and earlier pictorial genealogies, see Edith W. 
Kirsch, Five Illuminated Manuscripts of Giangaleazzo Viscconti (University Park and London: 
The Pennsylvania State University Press, 1991), 74-86, 98-9, figs. 31-32. 
 
98 Ibid., 46, 69-74. 
 
99 Ibid., 78-79. 
 
100 There is no specific mention of Pisanello‘s activity as a miniaturist in his lifetime, but the 
statement in the artist‘s biography by Bartolomeo Facio (1456) suggests that he may have done 
so: ―Also exemplify his [Pisanello‘s] talent are a certain number of paintings on panel and on 
parchment;‖ quoted in a discussion of Pisanello‘s workshop and manuscript illuminations by 
Syson and Gordon, Pisanello, 211. The manuscript in Turin was badly damaged in a fire in 1904. 
Although the miniatures have sometimes been attributed to Pisanello, most recent scholarship 
suggests they were the work of an anonymous miniaturist influenced by the master. For the 
attribution of the miniatures in the Scriptores historiae augustae manuscript in Turin to 
Pisanello, see Bernhard Degenhart, ―Ludovico II. Gonzaga in einer Miniatur Pisanellos,‖ 
Pantheon 30 (1972): 192-210; idem, ―Pisanello in Mantua,‖ Pantheon 31 (1973): 364-411. 
Degenhardt suggests that that the manuscript was commissioned by Ludovico. More recently, 
see Syson and Gordon, Pisanello, 109-10 (who suggest a number of hands were involved in the 
images) and Sept Vertus, exh. cat., 138-40, cat. no. 75 (where the manuscript is attributed to 
Gianfrancesco‘s patronage and dated to c. 1440). See also, Massimo Medica, ―Matteo de‘ Pasti e 
l‘enluminure dans les cours d‘Italie du Nord, entre le gothique finissant et la Renaissance,‖ in 
Pisanello: Actes du colloque, 1996, eds. Dominique Cordellier and Bernadette Py (Paris, La 
documentation française-musée du Louvre, 1998), 2:499-533. 
 
101 The letter from Bernardo Benedusio to the marchese, dated 28 May 1465 (see n. 21 in this 
chapter), which affirmed that Pisanello‘s medal of Ludovico was recently discussed in Bologna 
offers a tantalizing glimpse into the contemporary reception of the medal and its identification as 
an extension of ancient imperial types. According to the writer, the conversation was a planning 
session for the exterior decoration of the Palazzo Bentivoglio in Bologna that began with a 
discussion of ancient imperial countenances and then turned to depictions of ―illustrious princes 
of Italy.‖ The writer asks that Ludovico send a more up-to-date effigy, if possible, for inclusion. 
The destruction of the Palazzo Bentivoglio in the opening years of the sixteenth century led to 
the loss of the decorative program, so it is impossible to know if an image of Ludovico was 
included and, if so, whether or not it repeated the obverse of Pisanello‘s medal. For the Palazzo 
Bentivoglio, see William Wallace, ―The Bentivoglio Palace Lost and Reconstructed,‖ Sixteenth-
Century Journal 10 (1979): 97-114. Wallace notes that the sole surviving decorations from the 
palazzo are two capitals with carved portrait medallions that have been incorporated into another 
house in Bologna (ibid., 106). These have not, to my knowledge, been published. More recently 
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on the palazzo (although not on the aspect of the decorative scheme noted above), see Carolyn 
James, ―The Palace Bentivoglio in 1487,‖ Mitteilungen des Kunstihistorischen Institutes in 
Florenz 41 (1997): 188-96. 
 
102 For a discussion of the role of dwarfs at the Gonzaga court in Mantua (and in court life more 
broadly) see Woods-Marsden, Gonzaga of Mantua, 130-33, 238 n. 48. The object that the figure 
holds has been the subject of some debate. Its presence is often overlooked in descriptions of the 
medal, as in Hill, Corpus, no. 20. The object is identified as a cross but not discussed by M. 
Rossi, ―Le medaglie,‖ 41, no. 9; and idem, ―Le medaglie dei Gonzaga: Catalogo,‖ 394, no. V.1. 
The object is identified as a ―marteau d‘armes,‖ essentially a pole hammer or hand-held weapon 
utilized during the period by F. Rossi, ―Pisanello et la représentation des armes,‖ 306, 317 n. 23. 
Even if it the object was a marteau d‟armes, the expanded consideration of the medal 
iconography offered here suggests that it held a double significance – as an object that facilitated 
warfare and took the form of a cross (much as did Constantine‘s labarum). 
 
103 On the hat and for an illustration of a similar type in a manuscript executed in Mantova in 
1435, see, Herald, Renaissance Dress, 55, 60, no. 30, 61, 62, no. 31, 110, no. 63; also, Levi 
Pisetzky, Storia del costume, 2:353-54. Andrea del Castagno depicted the condottiere Niccolò da 
Tolentino (1455-56) wearing a similar hat in the frescoed monument that was pendant to 
Uccello‘s earlier image of John Hawkwood (1436) in the Florentine cathedral. In one of three 
panels devoted to the Battle of San Romano (National Gallery, London; c. 1435-60), the 
Florentine victory over Siena in 1432, Uccello depicted Niccolò da Tolentino wearing a similar 
hat in the heat of battle. Gianfrancesco‘s armor is identified as battle armor by Rossi, ―Pisanello 
et la représentation des armes,‖ 306-7; Syson and Gordon, Pisanello, 68. 
 
104 Syson and Gordon, Pisanello, 65-7. 
 
105 Uccello‘s Battle of San Romano in the National Gallery, London also depicts Niccolò da 
Tolentino in battle, directing his men with the baton in hand. For the baton as attribute of the 
Captain General, see Wegener, ―Mortuary Chapels,‖ 28, 52-5.  
 
106 For the Alberto V monument, the baton as symbolic of signorial investiture with communal 
office, and the suggestion that the baton held by Niccolò III d‘Este in the bronze equestrian 
monument in Ferrara (1443-51) referenced both his military authority (as leader of the papal 
troops) and signorial autonomy (ruler of the commune), see Charles M. Rosenberg, The Este 
Monuments and Urban Development in Renaissance Ferrara (Cambridge: Cambridge 
University Press, 1997), 36, 72-73, esp. n. 88. 
 
107 The bastone del commando was the emblem of communal office and a signifier of signorial 
investiture that was later adopted as an emblem of the military Captain General. For that usage, 
see Rosenberg as in the previous note. For the inclusion of the baton in the earliest surviving 
equestrian portrait of a contemporary figure in Italy, the podestà of Milan Oldrado da Tresseno at 
the Palazzo del Ragione in Milan (1233), see Wegener, ―Mortuary Chapels,‖ 28, 30-31, 52. For 
the Gonzaga election to the office of capitano del popolo, see n. 77 in this chapter. 
 



166 
 

                                                                                                                                                             
108 For Gonzaga imprese, see G. Gerola, ―Vecchie insegne di Casa Gonzaga,‖ Archivio Storico 
Lombardo, ser. 5 (1918): 97-110; Woods-Marsden, Pisanello, 54-63; and Signorini, 
―AENIGMATA,‖ 37-180. 
 
109 The space now forms part of the antechambers to Isabella d‘Este‘s camerini and is used for 
exhibitions. The portion of the frieze there that includes the battaglio is reproduced by Signorini, 
―AENIGMATA,‖ 60, fig. vii 1. See also Woods-Marsden, Pisanello, fig. 60 (although the 
section of the frieze illustrated includes only the margherita and the cane alano). 
 
110 The cast of the Gianfrancesco medal studied here measures 98.6 mm in diameter and the 
representative cast of the Palaeologus medal discussed in the previous chapter measures 102.7 
mm. 
 
111 While the correspondences between the Gianfrancesco and Palaeologus medal reverses are 
frequently acknowledged, the dynastic and political significance of the similitude has never 
before been explained. See, for example, the catalogue entry for the Ludovico medal by Paola 
Giovetti in A casa di Andrea Mantegna: cultura artistica a Mantova nel Quattrocento, ed. 
Rodolfo Signorini with collab. Daniela Sogliani (Milan: Silvana, 2006), 381, no. 29. 
 
112 For the document and the relevant passage, from which this translation is taken, see n. 94 in 
this chapter. I would like to thank McKenzie Lewis for the translation from the Latin that 
appears in the text. 
 
113 Eusebius, Eusebius: Life of Constantine, trans. Averil Cameron and Stuart George Hall 
(Oxford: Oxford University Press, 1999), 81. 
 
114 Eusebius, trans. Cameron and Hall, 82. 
 
115 On the medallion and for extant examples see Bruun, Constantine and Licinius, 364, pl. 9, no. 
36; also, Bruno Bleckmann, ―Sources for the History of Constantine,‖ in The Cambridge 
Companion to the Age of Constantine, ed. Noel Lenski (Cambridge: Cambridge University 
Press, 2006), 19-20. 
 
116 For the note that the exact meaning and origins of the emblem have eluded explanation, see 
Signorini, ―AENIGMATA,‖ 60-61. That it was intended to evoke the biblical verse is suggested 
by Pollard, et al., Renaissance Medals, 1:26 n. 7. 
 
117 Although completed slightly later, Piero della Francesca‘s image of the Battle of Constantine 
and Maxentius from the Legend of the True Cross frescoes in S. Francesco at Arezzo (c. 1452-
1466) (see fig. 33) is once again instructive for understanding Pisanello‘s medallic imagery. As 
we saw in the previous chapter, Piero‘s image of Constantine was modeled directly upon 
Pisanello‘s medallic portrait of John VIII Palaeologus. Piero‘s depiction of Constantine/John 
VIII Palaeologus holding aloft a tiny cross, defeating the enemy through the sign of faith, elides 
exemplars of Eastern and Western imperial authority, both past and present, and evokes the 
military efficacy of the cross in a manner similar to the iconography of the Gianfrancesco medal 
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reverse. For an discussion of the image, see M.A. Lavin, Place of Narrative, 178-81. See also 
Carlo Ginzburg, The Enigma of Piero, trans. Martin Ryle and Kate Soper (London: Verso, 
1985), 27-51. 
 
118 Those ties are evoked in the language of an unpublished letter from John VIII Palaeologus to 
the Venetian Doge Francesco Foscari, sent from Milan and dated 3 May 1424, where the 
emperor refers to Gianfrancesco as ―affini nostro careissimo.‖ The letter is in ASMn, AG busta 
794 E. XXII. 2. 
 
119 This excludes the cast copies of the Constantine medallion, because we do not know when 
those copies were made. It is very possible that bronze casts of the Berry medallions were made 
by Pisanello, but there is no documentary evidence to support that idea. 
 
120 The medals are Hill, Corpus, nos. 19-21, 34. 
 
121 There are no surviving Gonzaga tombs. For what exists (both physical remains and literary 
reflections), see Signorini, ―Gonzaga Tombs,‖ 3-13. For a detailed consideration of the plans of 
Ludovico‘s grandson, Francesco II Gonzaga‘s (r. 1484-1519), to construct a monumental, free-
standing tomb crowned with an equestrian statue designed by Raphael, see Wegener, ―Mortuary 
Chapels,‖ 13-14, 247-63. Most recently for Francesco II, see Molly Bourne, Francesco II 
Gonzaga: The Soldier-Prince as Patron (Rome: Bulzoni, 2008). 
 
122 The classic introduction to the revival of equestrian portraiture is H. W. Janson, ―The 
Equestrian Monument from Cangrande della Scala,‖ Aspects of the Renaissance: A Symposium, 
ed. Archibald Lewis (Austin: University of Texas Press, 1967), 73-85.  
 
123 The Este monument was placed atop a triumphal arch attached to the Palazzo Estense; the 
monument was destroyed in 1796. On the monument see Rosenberg, Este Monuments, 50-82, 
esp. 77-80. 
 
124 See Leon Battista Alberti, De equo animante/Il cavallo vivo, trans. Antonio Videtta (Naples: 
CeS.M.E.T., 1991). 
 
125 The Ludovico medal is considerably larger than the silver repoussé example of the 
Constantine medallion discussed in Chapter Two which measures 88 mm in diameter. It is 
impossible to identify the size of the copies known to Pisanello. 
 
126 See D. S. Chambers, A Renaissance Cardinal and His Worldly Goods: The Will and 
Inventory of Francesco Gonzaga (1444-1483) (London: The Warburg Institute, University of 
London, 1992), 186. The close familial relationship between the Gonzaga and Este, who, as we 
have seen, possessed duplicates of the Heraclius medallion, combines with our knowledge of the 
movement of both small-scale works of art and Pisanello between the courts to suggest the ease 
with which Ludovico, interested in the commemorative and political function of the new art 
form, might have accessed its immediate precursors. 
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127 The pose of Ludovico‘s horse also differs substantially from the horse in the ancient bronze 
dedicated to Marcus Aurelius and the similarly active figure of Regisole (Septimius Severus) in 
Pavia. For the adventus types suggested in the text, see, for example, Bruun, Constantine and 
Licinius, 97, pl. 1, no. 1; 517, pl. 16, no. 145; 609, pl. 20, no. 52; 685, pl. 23, no 48. The position 
of Ludovico‘s horse should be further differentiated from those of horses that may be walking 
rather than standing, as is likely the case with the Constantine adventus coinage. The image on 
the Ludovico medal is best compared to images of horses with the back two legs firmly placed in 
line (evidence of standing rather than forward movement). That there were ancient monumental 
precedents for that position in Roman sculpture is confirmed by the nearly identical stance of the 
horse in the equestrian monument of the Roman senator M. Nonius Balbus (1st c. B. C.) now at 
the Museo Archeologico Nazionale, Naples (for an image see Janson, ―Equestrian Monument,‖ 
fig. 4); but the Balbus sculpture, found at Pompeii, was unknown in the Renaissance. A similar 
pose is held by the horse in the later gilt wood horse in the tomb of Bartolommeo Colleoni (d. 
1475) in Bergamo (see Janson, ―Equestrian Monument,‖ fig. 15). 
 
128 See Juliana Schiesari, ―Alberti‘s Cavallo vivo, or The ‗Art‘ of Domination,‖ in Beasts and 
Beauties: Animals, Gender, and Domestication in the Italian Renaissance (Toronto: University 
of Toronto Press, 2010), 45-53. For the impact of Alberti‘s text on Donatello‘s work in Padua, 
see Mary Bergstein, ―Donatello‘s Gattamelata and its Humanist Audience,‖ Renaissance 
Quarterly 55, no. 3 (2002): 833-68. 
 
129 Existing discussions of the margherita in Gonzaga iconography mention its Christian 
significance in passing and never in relation to the medallic imagery, see Signorini 
―AENIGMATA,‖ 54. Woods-Marsden notes Ludovico‘s repeated employment of the insignia (it 
also appeared on a pendant hanging about the marchese‘s neck in the medal by Pietro da Fano 
and was carved into the mantelpiece of Mantegna‘s Camera Picta), but does not consider the 
potential Christian meaning that it held; see Woods-Marsden, Gonzaga of Mantua, 56-57, nn. 
68-71.  
 
130 For examples of the margherita in Gonzaga imagery, see Signorini, ―AENIGMATA,‖ 52-54; 
and Woods-Marsden, Gonzaga of Mantua, 56-57. 
  
131 For a detailed consideration of the flower, its botanical identity, and occurrences in the 
frescoes of the Sala del Pisanello (although not the Christian significance of the insignia), see I. 
Toesca, ―More about the Pisanello Murals at Mantua,‖ Burlington Magazine 118 (1976): 627-28. 
Although the designation of the Gonzaga flower as a margherita has been debated, a letter from 
the architect Luca Fancelli to Ludovico, dated 13 October 1473, which references a ―chamerino 
dalle malgerite,‖ apparently indicating a room painted with the emblematic flowers, confirms 
that the term was in use at the court. For that, see Rodolfo Signorini, OPVS HOC TENVE: la 
camerà dipinta di Andrea Mantegna (Parma: Artegrafica Silva, 1985), 213.  
 
132 Literature devoted to the study of the Middle English poem Pearl offers an excellent 
introduction to the rich meaning and symbolism attached to the stone from early Christianity 
forward. For a list of patristic writers identifying the gem with blessedness and appropriate 
citations, see Marie Padgett Hamilton, ―The Meaning of the Middle English Pearl,‖ PMLA 70, n. 
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4 (1955): 808, nn. 14-15. The identification of the pearl as symbolic of virginity seems to be a 
twelfth-century phenomenon, popularized through the hagiography of St. Margaret as compiled 
in the Golden Legend. For that, see James W. Earl, ―Saint Margaret and the Pearl Maiden,‖ 
Modern Philology 70, no. 1 (1972): 1-8. For the life of St. Margaret, see de Voragine, Golden 
Legend, 4:32-35. 
 
133 For Ludovico‘s use of the sun, see Signorini, ―AENIGMATA,‖ 73-76; idem, OPVS HOC 
TENVE, 198-204. It has sometimes been suggested that the term ―impresa‖ should not be applied 
to mid-fifteenth-century sub-heraldic or personal devices because the term is not documented in 
the period; see Woods-Marsden, Gonzaga of Mantua, 205 n. 61. It has more recently been 
convincingly argued that not only is the term accurate in describing a range of image and 
image/motto combos from the period, but that it was (perhaps like the medal itself?) a 
particularly French ―fashion.‖ For that and the definition of an impresa as an image ―with the 
corresponding criterion of an expressed aspiration, promise, or emprise [chivalric vow],‖ see 
Kristin Lippincott, ― Un Gran pelago : The Impresa and the Medal Reverse in Fifteenth-Century 
Italy,‖ in Perspectives on the Renaissance Medal, ed. Stephen K. Scher (New York: Garland 
Publishing, Inc., 2000), 77-78. The motto ―A mon seul désir‖ appears in one of the famed 
Unicorn Tapestries held at the Musée nationale du Moyen Age in Paris. The tapestries are dated 
to the last decades of the fifteenth century (c. 1483-1500) and were therefore produced well after 
Ludovico‘s adoption of the French emblem. It remains an intriguing possibility that Ludovico‘s 
adoption of the motto was based upon the numerous French romances in the Gonzaga libraries.  
 
134 Ludovico‘s father Gianfrancesco employed the sun emblem, although in a limited way, and it 
appeared on small coins (quattrini) minted during his lifetime. For an example, see Alia Englen, 
Emanuela Ercolani Cocchi, and Paola Giovetti, et. al., eds. La sezione gonzaghesca: monete, 
medaglie, pesi e misure mantovane nell‟età dei Gonzaga (Mantua: Museo Civico di Palazzo Te, 
1987), 48, no. 11. 
 
135 For Ludovico I‘s use of the emblem, see Signorini, ―AENIGMATA,‖ 41, 72-73. 
 
136 Ward Mahnke, ―Political Career,‖ 16. 
 
137 Existing studies of Ludovico‘s employment of the sun device acknowledge the Christian 
significance that the image held, but the placement of the device on the medal reverse has not 
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CHAPTER FIVE 

 

PISANELLO’S GONZAGA MEDAL SERIES:  

VIRTUE, PIETY, AND CRUSADE 

 
 

 This chapter expands analysis of Pisanello‘s medals for Ludovico Gonzaga to include 

those dedicated to Ludovico‘s younger sister, Cecilia Gonzaga (1426-51) (fig. 41), and the court 

humanist and educator, Vittorino Rambaldoni da Feltre (1378-1446) (fig. 42). Existing studies of 

the medals contextualize analysis of their imagery and inscriptions by referencing the biography 

of the titular subjects and the humanist reverence for antiquity. Thus, the Cecilia medal reverse, 

which features a semi-nude young maiden and a unicorn, is related to the chaste life of 

Gianfrancesco‘s cloistered daughter and the depiction of female figures on Roman sarcophagi.1 

The image of a pelican reviving its young on the Vittorino medal reverse is likewise interpreted 

as a tribute to the educator‘s Christian attitude of devotion to his students.2 In Chapter Four, I 

demonstrated that Pisanello‘s medal of Ludovico Gonzaga capitalized upon his status as an 

imperial vassal, and as a Christian warrior in the mode of Constantine. The following discussion 

of the Cecilia and Vittorino medals extends that reading. The medals dedicated to Ludovico‘s 

sister and and the court humanist, I argue here, further distinguished the marchese from his 

signorial contemporaries by identifying him as protector of the Precious Blood of Christ 

preserved in Mantua, one of the most venerated relics in Christendom. When the Cecilia and 

Vittorino medals are considered in tandem with the Ludovico medal, I suggest, they support the 

patron‘s identification as a model Christian ruler, pious and educated, a protector of relics and, 

by extension, of holy places.  

 Reading the Cecilia and Vittorino medals‘ iconography as augmenting that of the 

Ludovico medal defines the works as part of a larger, iconographically and thematically 

interrelated group. The relic-focused message of the imagery on the Cecilia and Vittorino medals 

draws from both visual and literary sources never before considered, including numismatic, 

devotional, and chivalric imagery. The analysis of the medals offered in this chapter provides 

further evidence of the iconographic and ideological connections between Pisanello‘s medals for 

Ludovico Gonzaga and the Arthurian frescoes in the Gonzaga Corte. Likewise, Pisanello‘s debt 
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to Jean de Berry‘s Constantine and Heraclius medallions in the creation of the Gonzaga medal 

series is clarified. Pisanello‘s series identified Ludovico Gonzaga as uniquely qualified to answer 

calls for the protection of the beleaguered Byzantine Empire, recalling the function the French 

medallions served for Jean de Berry. The full range of Christian and political meaning that the 

Gonzaga medals bore for contemporary viewers, as argued here, suggests that the emergent cast 

portrait medal retained an intrinsic identification with relics and objects of sanctity, recalling the 

prestigious origins of the form in the French courts and with the call for righteous military action 

in the East.  

Gonzaga Virtues: Attributes of the Ideal Ruler 

Cecilia as an Exemplar of Chastity 

Pisanello‘s medal dedicated to Cecilia Gonzaga identifies the subject as ―Cecilia, Virgin 

daughter of Gianfrancesco, first Marchese of Mantua.‖ The inscription appears in the obverse 

surround and is inscribed with majuscules that evoke the form of ancient Roman imperial 

models.3 The text references the interrelated titles found on the medals dedicated to Cecilia‘s 

father and brother, signaling the dynastic nature of the series. The image of the young woman, 

represented in profile and facing left, is Pisanello‘s only medallic portrait of a female subject and 

the only example of a half-length portrait in the artist‘s medallic oeuvre.4 The artist‘s sensitive 

treatment of the subject renders the image even more exceptional. The low relief that delineates 

the profile becomes progressively more sharply defined from the head to the lower portion of the 

body, culminating in a high-relief projection at the base. The delicately rendered profile, the 

extreme fineness of detail in the head, and the elegantly elongated neck distinguish this image as 

Pisanello‘s most refined medallic portrait. The subject‘s face is individuated by a large, aquiline 

nose and a full, slightly protruding upper lip. The hair is pulled back from a fashionably high 

forehead to reveal a carefully articulated ear. Cecilia presumably wears a balzo, a bent wood or 

wire armature upon which false hair was wound; her coiffure is secured with a wrapped band and 

augmented with a cob-shaped length of false hair.5 The young woman is clad in sumptuous court 

dress. Elaborate and costly embroidery or brocade is visible in the lower portion of the high-

waisted bodice, just above the deeply box-pleated skirt, and at the delicately darted sleeve. The 

overgown (pellanda or cioppa) is slit at the shoulder to reveal the richly worked arm of an 
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underdress (camora or gamurra).6 The heavy ensemble recalls the cold winters in Mantua, when 

such a layered garment was likely welcomed as both fashionable and warm.  

The medal reverse depicts a semi-nude young woman seated beneath a crescent moon in 

a barren and rock-strewn landscape. She is alone except for a huge beast that rests at her feet, 

dominating the foreground. The animal is identified as a unicorn by the single spiraling horn that 

projects from its forehead. The young woman is minimally covered by a voluminous drape that 

falls from her right shoulder, leaving her breasts and left arm exposed. The drape flows down 

over her waist and towards the ground, partially concealing her crossed legs but leaving her bare 

feet visible. A rectangular stone monument, perhaps intended to recall an ancient funerary 

monument or stela, appears behind the unicorn.7 A small foliate detail, which varies greatly in 

appearance between casts of the medal, adorns the top of the monument. The surface of the stela 

is inscribed with the artist‘s familiar signature, ―The Work of Pisano the Painter‖ and the date 

1447 is inscribed in Roman numerals.8  

The imagery is traditionally read as a tribute to the exemplary life of Cecilia, the younger 

sister of Ludovico Gonzaga.9 As noted in the previous chapter, Cecilia entered the Clarissan 

convent of Corpus Domini in Mantua in 1445, two years before the date inscribed on the 

reverse.10 In 1745 the German historian and numismatist Johann David Kohler identified the 

inscription ―VIRGO‖ on the obverse, along with the image of the maiden and unicorn on the 

reverse, with the subject‘s chaste and virtuous life.11 Kohler‘s description echoes quattrocento 

accounts of Cecilia‘s exemplary behavior. The Florentine bookseller and biographer Vespasiano 

da Bisticci (1421-98) described Cecilia in his life of Vittorino da Feltre as, ―[O]ne of the most 

beautiful maidens of her time . . . who in learning and in conduct surpassed all other women.‖12 

Cecilia was educated, like her elder brother Ludovico and his wife Barbara of Brandenberg, by 

Vittorino da Feltre in the Casa Giocosa or Cà Zoiosa (the House of Joy), the school that 

Gianfrancesco Gonzaga and his wife Paola Malatesta established after bringing the humanist to 

Mantua in 1423.13 Cecilia‘s academic precocity was acclaimed by contemporaries. The 

Florentine humanist Ambrogio Traversari, who visited Vittorino‘s school in Mantua, reported 

that Cecilia demonstrated a mastery of Greek by age eight.14  

 Pisanello‘s portrait offers the sole visual record of Cecilia Gonzaga‘s physical 

appearance, but the strict accuracy of the image is open to question. The Mantuan merchant 

Gianfrancesco Maloselli described Cecilia‘s ceremonial progress to the convent on 2 February 
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1445: she wore a white gown, was crowned with juniper, and was accompanied to the convent 

by her brothers, except Ludovico.15 Rather than depicting Cecilia in either that ceremonial dress 

or the Clarissan veil and scapular that she must have subsequently worn, Pisanello presents her in 

contemporary court attire.16 Pisanello, who would not have had access to Cecilia in 1447, must 

have developed her portrait image from sources other than life. The close resemblance between 

the medallic image and Pisanello‘s painted portrait of Margherita Gonzaga (c. 1436-38, R.F. 766, 

Musée du Louvre) (Fig. 57), Cecilia‘s elder sister and Leonello d‘Este‘s first wife, who died in 

1439, suggests that the artist depended on the painting as his model.17  

 Verisimilitude and personal commemoration were not likely the primary factors 

motivating production of the medal. Viewed alongside the medallic portraits of her father and 

brother, the profile image of Cecilia surrounded by an inscription referring to her position within 

the Gonzaga family again recalls the assemblage of profile portraits in genealogies such as 

Giangaleazzo Visconti‘s Eulogy (1402/03) (fig. 49). The Eulogy incorporated imagined, ideal 

portraits of absent or long-deceased family members, providing evidence that verisimilitude was 

less important to signorial patrons than was the formation of an impressive visual lineage and 

corporate identity. Leon Battista Alberti‘s treatise De pictura (1435), which was dedicated to 

Gianfrancesco Gonzaga, commended the ability of the painter to ―make the absent present . . . 

[and] represent the dead to the living many centuries later.‖18 Pisanello‘s medallic portraits of 

Gianfrancesco, Cecilia, and Vittorino, served just such a function. They made the dead 

(Gianfrancesco and Vittorino) and the absent (Cecilia) present.  

 Scholars have occasionally suggested that Ludovico Gonzaga‘s desire to commemorate a 

favorite sister motivated production of the Cecilia medal. However, if personal sentiment was the 

sole criterion for creating the medal, we might expect that the marchese would have 

commissioned one dedicated to Barbara of Brandenberg, his consort and closest advisor. There 

is, however, no indication that a medal of Barbara was ever made. Ludovico Gonzaga‘s 

patronage of a female portrait in a medium and form defined by multiplication and dissemination 

has been the subject of little scholarly attention.19 The circumstances surrounding Cecilia‘s entry 

into the Clarissan convent may offer insight regarding what was, at the time, a unique pairing of 

form and subject. The Venetian humanist and theologian Gregorio Correr (1409-64), another 

student of Vittorino da Feltre, wrote a letter to Cecilia in 1443 that confirms two facts essential to 

determining the medal‘s function.20 The first is that Cecilia was contracted to marry Oddantonio 
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da Montefeltro, the future Duke of Urbino, a marriage she rejected in favor of conventual life. 

The second is that Gianfrancesco allowed cancellation of the marriage, but prohibited Cecilia‘s 

entry into the convent. Correr suggests Gianfrancesco denied his daughter‘s wish based upon the 

paternal desire for her to remain close.21 But Gianfrancesco‘s determined pursuit of strategic 

marriages to advance Gonzaga status, demonstrated by the excellent matches he arranged for 

both Ludovico and Margherita, suggests the possibility that the first marchese hoped his daughter 

might eventually be persuaded to accept another politically advantageous marriage.22 

Women of Cecilia‘s social class were faced with two options as they moved from 

adolescence into adulthood, either marriage or the religious life. Even so, it must be emphasized 

that the refusal of a healthy, marriageable daughter to wed, even in the exalted pursuit of a 

religious calling, diminished the opportunity for marital alliances and offspring to cement ties 

with other powerful families.23 Not surprisingly, Correr‘s letter alludes to the specter of scandal 

surrounding Cecilia‘s unusual situation: he expresses great concern regarding the worldly 

temptations that the pious young woman would face if she remained at court but did not marry. 

Correr warns Cecilia: 

 

Do you think you can stay in your father‘s house and not be moved by the 

many storms of secular life? . . . You will be summoned, moreover, to the 

parties of your brothers, your father commanding you to attend, so that it 

would be undutiful to refuse. His daughters-in-law will be summoned too, 

and you will come, will sit among them. The dangerous dinner will be 

served. Handsome youths will tend you, tasting each dish first for your 

safety. You will see yourself in a mirror of golden vessels, will gaze upon 

walls patterned with intricate designs, will hear the flutists play. . . . I do 

not imply that your behavior lacks modesty. I know your parents, I know 

your brothers, I know your domestic routine and the discipline of your 

family. . . . Flee, Cecilia, virgin of Christ, flee, cover your eyes, cover your 

ears. Flee, if you can, to where neither song nor symphony are heard. But 

you will find it hard to escape them in your father‘s palace.24  
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Cecilia‘s liminal position as an adult female living outside the confines of marriage or the 

convent threatened the norms of signorial society. Correr‘s letter confirms that Cecilia‘s unusual 

case was a topic of discussion at other courts. Indeed, it became a public event. In spring 1443 

Cecilia‘s mother Paola traveled to Florence and Rome along with Vittorino da Feltre. The two 

apparently sought to garner support for Cecilia‘s choice to enter a convent. Correr explains in his 

letter that he met with Cecilia‘s mother and tutor in Florence, that they discussed Cecilia‘s 

situation, and that they encouraged him to advise her in a letter.25 Correr‘s cautionary advice to 

Cecilia recalls the admonishment in Alberti‘s treatise Della famiglia, which circulated during the 

1440s, ―I myself do not know which is the worse fate for a family, total celibacy or a single 

dishonored woman.‖26 Against a background of potential scandal, Ludovico‘s circulation of an 

image of Cecilia might be read as an effort to promote his sibling as a model of female virtue to a 

wide audience through the honorific form of the medal. The success of that effort can be gauged 

by Vespasiano da Bisticci, who more than a decade after Cecilia‘s death in 1451, glorified her 

appearance, intellect and morals, going so far as to imagine how in the convent Cecilia had cut 

her hair with her own hands, and donned black vestments.27  

The serene countenance of Pisanello‘s medallic portrait, which conforms to mid-

fifteenth-century conceptions of idealized beauty, including the high, plucked forehead and 

emphatic hairpiece, and its pairing with the inscription ―VIRGO,‖ provides insight into period 

expectations regarding the function of portraits of female subjects. Rather than a recognizable 

likeness, the medal proffered the abstracted ideal typical in fifteenth-century Italian profile 

portraits of women.28 Pisanello‘s painted portrait of Margherita Gonzaga was likely one of the 

earliest independent profile panel portraits of a woman created in Italy. The innovative images 

dedicated to the Gonzaga sisters, both painted and medallic, preceded numerous independent 

portraits created to commemorate absent or deceased women. Through their serene 

countenances, the symbolic value of their clothing, attributes, and inscriptions, Piero della 

Francesca‘s profile portrait of Battista Sforza (c. 1474; Florence, Galleria degli Uffizi) and 

Domenico Ghirlandaio‘s portrait of Giovanna Tornabuoni (after 1490?, Thyssen Bornemisza 

Collection, Lugano) (fig. 58) presented those subjects, both deceased, as embodiments of 

purity.29 The inscription in the background of Ghirlandaio‘s portrait makes the contemporary 

alignment of physical appearance with moral conduct explicit: ―O art, if thou were able to depict 

the conduct and the soul, no lovelier painting would exist on earth.‖30 The date of 1488 inscribed 
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in the painting commemorates the year of Giovanna‘s death. Ghirlandaio‘s portrait was, in fact, 

separated from the sitter by several degrees: the painted image was, in part, based on his own 

earlier frescoes in the Tornabuoni Chapel in Santa Maria Novella which, in turn, were based 

upon the medal created by Niccolò Fiorentino in honor of Giovanna‘s marriage in 1486 (fig. 

59).31 Pisanello‘s medallic image of Cecilia was similarly removed from particular identification 

with the Gonzaga daughter, sister, and Clarissan nun. The disjunction between Cecilia 

Gonzaga‘s biographical circumstances and the portrait elevated the subject to ―Cecilia,‖ an 

exemplar of contemporary ideals of behavior and appearance. Pisanello‘s medal presents Cecilia 

Gonzaga as a personification of the virtuous female‘s primary attributes of chastity and piety in 

ways that are so cleverly integrated into the portrait obverse and allegorical reverse as to have 

been largely unobserved.32 

A careful combination of Christian signifiers identifies Cecilia not only with, but as, the 

chaste and pious feminine ideal. The inscription of the subject‘s name on the obverse evokes the 

third-century Roman saint after whom Cecilia Gonzaga was named. It was a connection that 

contemporary viewers recognized. Vespasiano da Bisticci ended his summary of Cecilia‘s choice 

of the conventual life with the final praise, ―Ominipotent God! Who gives immense grace to 

those who turn to him, like Cecilia, who wanted to imitate in virginity and in every way St. 

Cecilia, for whom she was named, having read her life many times. . .‖33 As Vespasiano 

suggested, the saint‘s hagiography bears strong parallels with Cecilia Gonzaga‘s own life. The 

earliest accounts detailing the passion of the virgin-martyr Cecilia appear in Roman sources 

datable to the end of the fifth century. In the fifteenth-century, both early textual accounts and 

liturgical texts dedicated to the saint were available, but the most widely known and readily 

available source for Cecilia‘s hagiography was likely the summary in the Golden Legend, based 

upon those earlier sources.34 The text recounts that Cecilia was born to a wealthy family, and, 

when married to a pagan, immediately convinced her husband to convert to Christianity and join 

her in a vow of chastity. Styled as a sponsa Christi, a bride of Christ, the saint declared to her 

husband, ―I have an angel that loveth me, which ever keepeth my body whether I sleep or 

wake.‖35  

The saint provided a chaste moral exemplar for Pisanello‘s depiction of Cecilia Gonzaga 

as a fifteenth-century sponsa Christi.36 Rather than quoting the traditional iconography of St. 

Cecilia, who was typically shown wearing a crown of flowers or turban, gazing upward, and 
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holding a book or a martyr‘s palm, Pisanello adopted a more subtle approach.37 Here we might 

reconsider the artist‘s dependence on the panel painting of Margherita, Cecilia‘s older, married 

sister, as model for the medallic portrait. Pisanello depicted both Gonzaga sisters with an 

elaborate and stylishly bound coiffure. It is unlikely, however, that Cecilia Gonzaga wore her 

hair in the manner shown. Virgins, such as Cecilia, typically wore their hair loose and unbound, 

a style understood as a reference to innocence.38 By depicting Cecilia with the bound hair of a 

married woman alongside an inscription that identified her as a virgin, Pisanello presented his 

subject as a virginal bride of Christ. Text and imagery thus functioned in conjunction to suggest 

an analogy between the exemplary life of Cecilia Gonzaga and the saintly married woman and 

bride of Christ whose name she bore.  

 Pisanello extended the message of Cecilia Gonzaga‘s Christian devotion and chastity on 

the medal reverse. The composition recalls the popular image of the capture of the unicorn by a 

maiden, an image identified during the Middle Ages as a signifier of chastity.39 The unicorn 

narrative was established in the third-century texts of the Physiologus or ―naturalist‖, which 

paired descriptions of natural phenomenon and animals, including the unicorn, with scriptural 

quotations that suggested the Christian meaning of their actions or appearance.40 The texts of the 

Latin Physiologus described the unicorn (unicornis), as a small animal, resembling a young goat, 

with a single horn in the middle of its head. 41 According to the texts, the unicorn was so fierce 

that no hunter could capture it. According to the Physiologus, only a young virgin girl had the 

power to capture the beast, which, upon seeing her alone would come to her willingly.42 

Physiologus texts were rarely illustrated. The common image of the unicorn capture was 

established in twelfth- and thirteenth-century bestiaries, which, in turn, were based upon the 

descriptions of the animal from the Physiologus. The images typically depicted the seated virgin 

with a unicorn in her lap, sometimes approached by huntsmen prepared to kill the beast.43 

Comparison of the capture of the unicorn from an early thirteenth-century French bestiary (Latin 

2495 B, fol. 31v, Bibliothèque nationale, Paris) (fig. 60) with an early fifteenth-century Italian 

illustration of the same theme (MS Douce 241, fol. 004v, Northern Italian, c. 1425, Bodleian 

Library, Oxford) (fig. 61) demonstrates that the iconographic type, based upon the descriptions 

in the Physiologus texts, changed little once established. 

It is impossible to know precisely which texts Pisanello and Gonzaga consulted when 

planning the Cecilia medal reverse, but the unicorn‘s appearance corresponds closely with the 
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texts of the Latin Physiologus, which identify the animal as similar to a kid (simile haedo). The 

Latin Physiologus was the ultimate source for most vernacular bestiaries, including Italian 

examples.44 Pisanello‘s unicorn is a masterpiece of close observation, featuring the cloven 

hooves, shaggy coat, and beard of a goat.45 Even the beast‘s naturalistic seated position, with one 

leg stretched before it and the other drawn back beneath it, suggests life study.46 The analogy 

between the goat and unicorn in Physiologus texts also explains the resemblance between the 

unicorn on the Cecilia medal and a drawing of a goat attributed to Pisanello, now at the Musée 

du Louvre (Inv. 2412) (fig. 62).
47

 An early fifteenth-century Italian bestiary titled Ragianamenti 

e apologui morali sopra diversi animali (Siena, Biblioteca Comunale, cod. I. ii.1) explained that, 

once lured by the virgin, the unicorn would ―sleep at her feet.‖48 Pisanello‘s sleeping unicorn 

appears to be based on knowledge of that text or the traditions from which it was derived. Even 

the size of Pisanello‘s beast, which is much larger in scale than the unicorns depicted in late-

medieval bestiaries, has a textual source.49 Pliny the Elder suggested that the unicorn was a large 

animal and likened its body to that of a horse (Historia naturalis 8.31).50 

Pisanello‘s engagement with the full range of literary material in imagining the true form 

of the unicorn lent a degree of authenticity to the depiction. The care exhibited in the medallic 

representation of the animal was matched by its spiritual significance. The Latin texts of the 

Physiologus and those of later bestiaries identified the unicorn with the Incarnation of Christ.51 

The young girl on Pisanello‘s medal reverse reaches a bared left arm down to the unicorn and her 

hand, buried in the thick coat at the back of the animal‘s head, appears to restrain him 

effortlessly. The disparity in scale between the slight figure of the virgin and the unicorn makes 

the unlikely nature of the capture clear, a pairing that emphasizes the divine power of her hold 

over the animal.52 The analogy of the unicorn capture with the Incarnation likewise identified the 

maiden with the Virgin Mary. Images representing the mystical union between the Virgin and 

Christ, symbolized by the unicorn, abounded during the later Middle Ages. The medieval and 

early modern identification of the unicorn as symbolic of chastity was based upon its Christian 

symbolism and identification with the Virgin. That connection was made explicit in illustrations 

of Petrarch‘s Triumph of Chastity, where unicorns pull the cart dedicated to that virtue.53  

Pisanello emphasized the Christian piety of his subject by aligning Cecilia Gonzaga with 

the exemplar of St. Cecilia and the Christological symbol of the unicorn. The medallic pairing of 

the image of Cecilia and the inscription VIRGO with the image of the unicorn capture 
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simultaneously presented the Gonzaga sister and daughter as the very embodiment of chastity. 

The contemporary identification of piety and chastity as attributes of the ideal female is 

confirmed in the text of Alberti‘s Della famiglia, where a groom reminds his young bride, 

―nothing is so important for yourself, so acceptable to God, so pleasing to me . . . as your 

chastity.‖54 By presenting Cecilia Gonzaga as virtuous exemplar of that ideal, Pisanello 

identified Ludovico Gonzaga‘s sister as a recognizable personification of Chastity.55  

The Vittorino da Feltre Medal as Symbolic of Charity 

Pisanello‘s medal dedicated to Vittorino da Feltre, much like the Cecilia medal, is 

traditionally read as a testament to the virtue of the titular subject, specifically as a testament to 

Vittorino‘s charitable nature and the selfless devotion the educator displayed towards his 

students. The medal obverse is dominated by a left-facing portrait of the humanist. The slightly 

sunken cheeks and deeply lined neck suggest advanced age, and indeed, Vittorino was 68 years 

old when he died in 1446. Vittorino wears a short cap (beretta) and an academic robe (veste 

dottorale), similar to those worn by the two other humanists to whom Pisanello devoted medals, 

Belloto Cumano (dated 1447) and Pier Candido Decembrio (finished August, 1448).56 The text 

in the surround identifies the subject as: ―Vittorino of Feltre, most distinguished.‖57 The specific 

arrangement of the inscriptions, bracketing the effigy, appears on all three of Pisanello‘s medals 

dedicated to humanists, as well as the medal devoted to the master chamberlain of Naples, Don 

Iñigo de Avalos, suggesting the titular of a high court official.58  

The texts on the Vittorino medal reverse are arranged in two concentric registers in the 

surround. The outer inscription, initiated by a stemmed Gonzaga margherita or daisy at the 12:00 

position, continues the inscription initiated on the obverse, reading ―mathematician and father of 

all humanities.‖59 The text on the inner surround features the artist‘s signature and is punctuated 

with a second margherita.60 The two Gonzaga margherite recall the inclusion of the same floral 

emblem on the Ludovico medal, confirming that the Vittorino medal was intended as part of the 

series commissioned by the marchese. The central field is filled with a low relief depiction of a 

large bird standing atop a leafy nest. The bird‘s wings are outstretched and it bends its neck 

forward in a graceful arc, appearing to pierce its own chest with its beak. Two smaller birds peck 

at the breast of the larger bird. The iconographic type was, like the image of the unicorn on the 

Cecilia medal reverse, established in late medieval bestiaries.61 Bestiary descriptions and images 

of the pelican were also based upon texts of the Latin Physiologus. According to the 
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Physiologus, the pelican‘s young strike it in the face and the bird, hitting them back, kills them. 

After three days of lament over the death of the chicks, the mother strikes her side and spills her 

blood over their bodies, bringing them back to life.62 As with the unicorn image, Pisanello 

infused the standard type of the pelican reviving its young with a high level of naturalism. 

Varying degrees of relief allow for clear definition of the birds‘ feathers and a refined modeling 

of their forms that confirms the artist‘s study of the avian world. The pelican on the medal 

reverse was a familiar signifier of the Theological Virtue Charity, ―the greatest of the virtues‖ 

according to St. Paul (I Corinthians 13:12). This identification was ultimately based upon the 

description of the bird‘s sacrificial actions in texts of the Physiologus, interpolated through 

medieval bestiaries. 

 Contemporary accounts of the life of Vittorino emphasize his charitable nature. Although 

a child of humble beginnings, Vittorino began studies at the University of Padua in 1396.63 There 

he absorbed lessons in grammar, dialectic, rhetoric, Greek, and, somewhat unusually for the 

period, sought additional study in mathematics.64 Vittorino supported himself at university as a 

teacher of both grammar and mathematics.65 From 1415 to 1416 he studied Greek in Venice with 

Guarino da Verona. Vittorino then returned briefly to Padua before settling in Venice, where he 

established a reputation for innovative pedagogical methods and devotion to students.66 

Following acceptance of Gianfrancesco Gonzaga‘s offer to go to Mantua in 1423, Vittorino 

brought the court renown as a center of humanist education and the highest scholarship.67 His 

methodology combined rigorous academic and moral standards with physical discipline and a 

degree of camaraderie between teacher and pupil unusual for the period. Students travelled to 

Mantua from across the peninsula to study with the master. Along with the Venetian aristocrat, 

Gregorio Correr, and Federico da Montefeltro, future Duke of Urbino, Vittorino‘s pupils 

included those who would become luminaries of quattrocento humanism: Basinio da Parma, 

Bartolomeo Platina, Francesco Prendilacqua, and Francesco da Castiglione. In addition to the 

privileged children of the signori and the intellectual elite, Vittorino accepted students who were 

unable to pay, covering their fees out of his own meager funds.68 Prendilacqua and Francesco da 

Castiglione each wrote a eulogistic biography of the educator that confirm Vittorino‘s personal 

piety, poverty, and charity.69  

 Pisanello‘s medal identified Vittorino as a personification of the virtue of Charity, 

offering a parallel to the Cecilia medal, which identified the subject as the embodiment of 
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Chastity. Personifications of Charity were traditionally female and identified by attributes, at 

times including a burning flame or heart, a bag of money, or a cornucopia or bowl of fruit.70 

Pisanello‘s adoption of the pelican as a symbol of the virtue, was not entirely without precedent, 

as is demonstrated by a French miniature of ca. 1430 in which the pelican perches atop the head 

of Charity (Bedford Master, fol. 117r, MS M.359, The Morgan Library & Museum, New York) 

(fig. 63).71 When the Vittorino medal is viewed against these visual traditions it becomes clear 

that Pisanello introduced an important innovation by associating the pious pelican as a symbol of 

Charity with a contemporary male individual.72 

 In his eulogy dedicated to Vittorino da Feltre, the humanist Prendilacqua provided a brief 

description of Pisanello‘s portraits of Vittorino that offers additional insights into the medallic 

presentation of him as a virtuous exemplar. Prendilacqua recounts that when Pisanello painted 

the humanist or ―sculpted him in bronze,‖ referring to the lost panel portrait discussed in the 

previous chapter and the medal, the artist paired the educator‘s portrait with an image of the 

phoenix reviving its young with blood from its breast. He explains the pairing, noting that 

Vittorino, ―having demonstrated such love and generosity toward [his] pupils without retreating 

before any difficulty or expense, [he] seemed in some way to have shed his own blood to sustain 

the study of the highest arts.‖73 Prendilacqua‘s identification of the bird as a phoenix rather than 

a pelican has puzzled scholars. Both Prendilacqua‘s description of the bird‘s actions and the 

image on the medal clearly correspond with bestiary descriptions of the pelican, which had 

multiple young, not the traditional image of a singular phoenix atop a flaming nest.74 According 

to the Physiologus and bestiaries, the phoenix burns itself atop an altar and rises again from the 

ashes three days later.  

 Reference to a series of designs for Tarot cards offers additional insights into 

Prendilacqua‘s identification of the bird as a phoenix and the significance that the image bore for 

quattrocento viewers. The images are frequently dated to the 1460s, likely originated in Mantua, 

and are sometimes attributed to Mantegna.75 The card dedicated to Charita pairs the image of the 

pelican reviving its young with the female personification of that virtue (KH-28-4, no. 38, 

Bibliothèque nationale, Paris) (fig. 64). Especially interesting in view of Prendilacqua‘s elision 

of the pelican and phoenix is the design for the tarot card dedicated to a second Theological 

Virtue, Speranza or Hope (KH-28-4, no. 39, Bibliothèque nationale, Paris) (fig. 65). The female 

personification of Hope is paired with a phoenix, which sits at her feet in the same position as 
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does the pelican on the card dedicated to Charity. Prendilacqua specifically notes that Pisanello 

placed the phoenix ―at the feet‖ of Vittorino. It is tempting to suggest that Pisanello‘s painting of 

Vittorino may have depicted the phoenix at the feet of the scholar, but the loss of the painting 

renders the point moot. In any case, Prendilacqua‘s elision of the breast-piercing pelican shown 

on the medal reverse and the singular phoenix, which renewed itself through immolation, holds 

great significance. As with the pelican, the Physiologus analogized the actions of the phoenix 

with Christ, with its rebirth signifying Resurrection.76 Both birds were thus identified with the 

highest degree of Christian self-sacrifice and served as attributes of two of the Theological 

Virtues, Charity and Hope respectively. 

 As with the identification of Cecilia Gonzaga with Chastity on the medal dedicated to 

her, the presentation of Vittorino da Feltre as an exemplar of Charity appears to have been 

motivated by the patron‘s desire to assemble exemplars of the highest moral qualities, drawn 

from the closest members of the Gonzaga court, and to disseminate their images through a 

privileged art form that itself was associated with Christian virtue. 

Virtues of the Ruler 

When Pisanello‘s medals of Cecilia and Vittorino that identify Cecilia as an exemplar of 

Chastity and Vittorino as Charity are viewed in conjunction with the Ludovico medal, they recall 

medieval and Renaissance images of ideal rule exemplified through portraits of the ruler.77 A 

page from Giangaleazzo Visconti‘s illuminated Eulogy (fol. 1, ms. lat. 5888, Bibliothèque 

nationale, Paris) (fig. 66) depicts the coronation of the duke in Heaven, where he is attended by 

twelve Virtues, among them the three Theological Virtues, the Four Cardinal Virtues, and 

personifications of Mercy and Humility.78 Piero della Francesco‘s later pendant portraits of 

Vittorino‘s former student Federico da Montefeltro and his wife Battista Sforza (c. 1474) 

famously feature allegorical reverses depicting husband and wife riding upon triumphal carts, 

each accompanied by Virtues. Federico is crowned by Fortune and surrounded by the Cardinal 

Virtues of Justice, Prudence, Fortitude, and Temperance. Battista, who reads a prayerbook, is 

flanked by personifications of Modesty and Chastity. Figures of Faith and Charity, the latter 

identifiable through the pelican, sit at the front of her cart. Battista‘s chastity is again confirmed 

by the unicorns that draw the vehicle. The visual type of the ruler surrounded by Virtues was 

ultimately indebted to treatises in the tradition of the ―mirror of princes‖ (speculum principis). 
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That literary genre, inaugurated in antiquity and continued through the Renaissance, frequently 

addressed the virtues possessed by the ideal ruler and the means by which those qualities might 

be attained.79 

The visual and literary tradition of honoring the ruler by enumerating his virtues, and 

vivifying those virtues through allegorical figures, offers a new means for understanding how the 

Gonzaga medals constitute an interrelated series. We might imagine that when the obverse of the 

Ludovico medal was viewed in tandem with those dedicated to Cecilia or Vittorino, the ruler 

appeared to be flanked by exemplars of Chastity (Cecilia) and Charity (Vittorino), thereby 

embodying the visual and textual tradition of the model Christian ruler guided by Virtues.  

Pisanello‘s identification of contemporary figures as virtuous exemplars may have been 

inspired by a treatise in the speculum principis tradition, Pietro Paolo Vergerio‘s De ingenius 

moribus (c. 1392).80 Pisanello‘s series recalls Vergerio‘s direction that the prince model his 

behavior after both ancient and contemporary exemplars: ―If it is helpful to contemplate the 

outward form of a dead hero, how much more shall we gain from the example of living worth? 

For it is with character as with instruction: the ‗living voice‘ is of far more avail than the written 

letter; the life we can observe, the character actually before us, can affect us as no other influence 

can.‖81 A contemporary of Vittorino da Feltre, Vergerio (c. 1370-1444) was a humanist scholar 

and lecturer at Padua during the early years of Vittorino‘s study there.82 Vergerio‘s De ingenius 

moribus was specifically addressed to Ubertinus, son of Francesco Carrara, lord of Padua, but 

enjoyed great popularity among the courts of Renaissance Italy throughout the fifteenth century. 

The text was considered a foundational treatise on education and was printed in at least twenty 

editions by 1500.83 Even in the absence of evidence for Gonzaga ownership of the text, it was so 

widely disseminated that we can be certain that Vittorino, who likely knew Vergerio personally, 

Ludovico Gonzaga, and even Pisanello were all aware of its contents.  

 By viewing the Ludovico and Vittorino medals together it becomes clear that Ludovico‘s 

merits as an exemplary ruler are addressed in another sense. The inscriptions on the Vittorino 

medal, identifying him as ―father of all humanities,‖ and the academic robes that the educator 

wears identify him as an embodiment of the contemplative life, a contemporary exemplar of 

Wisdom. When the obverse of the medal is viewed alongside Pisanello‘s image of Ludovico in 

armor (fig. 39), the pairing recalls the medieval identification of the ideal of the Christian ruler as 

one who balances the active life (vita activa) with the contemplative life (vita contemplativa). 



187 
 

The topos was articulated in the seventh century by Isidore of Seville, who explained ―[H]ero is 

the name given to men who by their wisdom and courage are worthy of heaven‖ (Etymologies 

1.39.9).84 Following that tradition, Vergerio‘s treatise commended the ability of the ideal ruler to 

balance skill in arms with knowledge of letters.85 Alberti‘s dedication of De pictura to 

Gianfrancesco Gonzaga applied the topos to Ludovico‘s father, stating that he exceeded all other 

princes in ―the glory of arms and the skill of letters‖86 Writing in the 1460s, Pope Pius II praised 

Ludovico in a similar manner: ―Ludovico was famous for his prowess in both arms and letters, 

for he matched his father in military glory and nearly equaled his teacher, the rhetorician 

Vittorino in erudition.‖87 Pius II‘s statement bears directly on the meaning of the Gonzaga medal 

series, identifying Ludovico as combining two aspects of ideal rulership, skill at arms and letters, 

the virtues of Fortitude and Wisdom, embodied by the medals dedicated to his father and to his 

teacher.88 

 Pisanello‘s Gonzaga medals provided a coordinated message regarding Ludovico‘s rule 

nearly thirty years before a related adumbration of the second marchese‘s virtues on a medal 

created by Bartolomeo Melioli in 1475 (fig. 67).89 Melioli‘s obverse features a portrait of the 

aged Ludovico wearing classicizing armor, with epaulets at his shoulders, conceived as a bust-

length sculpture in the ancient imperial manner, rounded at the bottom and set upon a base. The 

breastplate is adorned with the marchese‘s sun emblem, signifying his Christian piety. It is paired 

with the Gonzaga imprese of the eight-headed hydra, symbolizing wisdom and intellect, and a 

twisted tree trunk with turtledoves, referring to fidelity.90 On the medal reverse, Ludovico 

appears seated, wearing classical armor and crowned with laurel; he is approached by female 

personifications of Faith and Wisdom. The text in the surround explains, ―Faith and Wisdom 

assist the faithful and wise ruler.‖91 

The reading of the Gonzaga medal series offered here reveals the group as the site of 

previously unacknowledged iconographic innovations. I am aware of no previous works, either 

painted or medallic, that surrounded the likeness of the ruler with contemporary exemplars or 

family members in the guise of virtues. The closest parallel, and likely partial model, was Jean 

de Berry‘s series of medallions, which, as we saw in Chapter Two, grouped a portrait of the 

Duke with a series of Roman emperors, an assemblage suggesting that Jean de Berry possessed 

the proto-Christian virtues of those same figures. My analysis of the Gonzaga medal series 

suggests that Pisanello created his medals with the same ideological position in mind, but 
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personalized the message by referring to contemporary, exemplary members of the Gonzaga 

family and court, rather than historical figures. I have already cited Jean de Berry‘s Constantine 

medallion as the source for Pisanello‘s depiction of Ludovico as an imperial Christian warrior. 

The analysis of the Cecilia and Vittorino medals that follows demonstrates how Pisanello again 

turned to the Berry medallions with the goal of reinforcing Ludovico‘s exalted role as Christian 

leader.  

The Medal Reverses and the Relic of the Precious Blood 

To understand fully the relationship between Pisanello‘s medals devoted to Ludovico‘s 

sister and teacher, the other medals in the Gonzaga series and, in turn, the debt those objects bore 

to Jean de Berry‘s Constantine and Heraclius medallions, a further component of the medals‘ 

iconography must first be explored. Both the image of the unicorn capture and the pelican 

reviving its young carried Eucharistic significance and placed particular emphasis on the salvific 

nature of the blood of Christ. Ludovico Gonzaga‘s wider effort to promote himself as protector 

of the Mantuan relic of the Precious Blood of Christ found expression in the imagery on the 

medal reverses. 

The Eucharistic Significance of the Pelican and Unicorn  

Both the unicorn capture and the pelican reviving its young were traditionally understood 

as allusions to the Crucifixion and the redemptive power of Christianity.92 Following the 

description of the pelican‘s revival of its young, the Physiologus explicitly identified the bird‘s 

act of self-sacrifice with the redemptive benefits of Christ‘s own death:  

 

Thus did our Lord speaking through Isaiah say, ―I have brought forth sons and 

have lifted them up, but they have scorned me‖ [Isaiah 1:2]. The maker of every 

creature brought us forth and we struck him. How did we strike him? Because we 

served the creature rather than the creator [cf. Rom. 1:25]. The Lord ascended the 

height of the cross and the impious ones struck his side and opened it and blood 

and water came forth for eternal life [cf. John 19:34 and 6: 55], blood because it is 

said, ―Taking the chalice he gave thanks‖ [Matt. 26:27 and Lk. 22:17], and water 

because of the baptism of repentance [Mk. 1:4 and Lk. 3:3]. The Lord said, ―They 
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have forsaken me, the fountain of living water,‖ and so on [Jer. 2:13]. 

Physiologus, therefore, spoke well of the pelican.93 

 

Based upon the textual analogies, the pelican reviving its young was frequently included in 

images of the Crucifixion, as on the frescoed altar wall of the chapel in the Palazzo Ducale in 

Mantua (c. 1360) where the pelican perches atop the cross (fig. 68).94  

By the fourteenth and fifteenth centuries, the association of the unicorn with Christ led to 

an expanded visual narrative surrounding the animal‘s capture that identified it with the Passion. 

The hunt of the beast received a chivalric gloss, the love of the animal for the maiden making it a 

favorite inclusion in romance imagery.95 Tapestry series‘ such as those now at the Musée 

national du Moyen Age in Paris (c. 1495?) and at the Cloisters Museum & Gardens in New York 

(c. 1495-1505) epitomized the type which identified the unicorn as symbolic of Christ: hunted, 

captured, and killed. The death of the animal was analogous with the Passion of the Savior and 

the blood of the unicorn spilled during the hunt was equated with the blood of Christ.96 Although 

the capture of the unicorn as depicted on the Cecilia medal and in general is quite serene, in the 

standard Christological narrative the following scene was the bloody spearing of the beast.  

The widespread identification of the bloodshed by both the pelican and unicorn with the 

blood of Christ is confirmed by a Swiss tapestry altar antependium, depicting a Marian hortus 

conclusus, where both animals appear among an assemblage of Eucharistic signifiers (c. 1480, 

Landesmuseum, Zurich) (fig. 69). The unicorn appears to leap towards the lap of the Virgin as a 

hunter, identified as Adam, pierces the animal‘s breast. A banderole issues from Adam‘s mouth, 

reading ―But he is wounded because of our sins.‖ The figure of Eve appears below the unicorn, 

catching its blood in a chalice. Her banderole reads, ―And by his blood we are saved.‖97 Images 

of the pelican reviving its young and the unicorn capture appear alongside other Eucharistic 

types, including the Agnus Dei, on the main altarpiece of the Benedictine Abbey of Cismar in 

northern Germany (c. 1330). The inclusion of the unicorn capture and pelican there has specific 

implications for the present study because the altarpiece was designed to facilitate devotion to, 

and even to display, a relic of the Precious Blood of Christ.98 The German altarpiece provides a 

context for identifying the adoption of the unicorn and pelican on the Cecilia and Vittorino 

medals as part of a wider visual tradition surrounding veneration of relics of the Precious Blood 

of Christ. Although I am aware of no specific links between Mantua and Cismar, from 1278 
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there existed a formal relationship between the Benedictine monastery of Sant‘Andrea in 

Mantua, where the relic of the Mantuan Precious Blood was held, and another site of blood 

devotion in Germany, the Benedictine monastery in Weingarten, which held a particle of the 

Mantuan relic.99 

The Relic of the Precious Blood in Mantua 

The relic of the Precious Blood in Mantua was one of the most revered in Europe, with a 

long and prestigious pedigree that could be traced directly to Jerusalem and Christ‘s Crucifixion. 

The history of the relic involves a complex series of burials and rediscoveries, each of which 

coincided with high points of imperial and papal interest in Mantua. The earliest surviving 

documentation surrounding the Precious Blood of Mantua appears in the ninth-century Annales 

of the Carolingian Empire by Einhard, official biographer of Charlemagne.100 Einhard briefly 

records the finding of the relic in Mantua in 804 and notes that Pope Leo III (r. 795-816) visited 

the city and then verified the authenticity of the relic to Charlemagne.101 Einhard does not 

provide details of the circumstances surrounding the discovery, but these are recounted in the 

fifteenth-century chronicle of Antonio Nerlius (d. 1407), the Benedictine abbot of Sant‘Andrea 

in Mantua (abbot, 1393-1407). He suggests that St. Andrew appeared to the Mantuans and 

revealed the location of the relic, which had been buried in the earth.102 After verifying the relic, 

Pope Leo III made Mantua a diocese, and dedicated the first church of Sant‘Andrea to house the 

Precious Blood.103 Legend holds that sometime in the later ninth century the relic was buried 

again to protect it from Hungarian invaders.  

The eleventh-century rediscovery of the relic is recounted in a twelfth-century document 

titled De inventione sanguinis domini.104 The text explains the relic‘s provenance and attributes 

its presence in Mantua to the Roman centurion Longinus, identified as the unnamed soldier in the 

Book of Matthew (27:54), who pierced Christ‘s side and then proclaimed, ―Indeed this was the 

Son of God.‖105 According to the Inventione, the saint studied with the Apostles after the 

Crucifixion and Ascension and then gathered the Blood of Christ from the soil at Golgotha. 

Longinus traveled to Mantua with the Blood and buried it there, fearing it would be destroyed by 

pagans.106 The text explains that in 1048 a certain Adilbert, a blind Mantuan religious man, dug 

for and found the concealed relic.107 

The Inventione is especially valuable for understanding later perception of the relic. First, 

it continues the tradition of imperial and papal veneration for the Blood established in Einhard‘s 
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ninth-century account of the relic discovery.108 According to the Inventione, in the eleventh 

century the Blood was rediscovered in the presence of the Holy Roman Emperor Henry III, Pope 

Leo IX, and Duke Boniface of Canossa (ruler of Mantua, c. 985-1052), all of whom had learned 

of Adilbert‘s vision and traveled to Mantua to witness the finding. Modern scholars note the 

impossibility of both the emperor and the newly elected Pope Leo IX being in Mantua in 1048, 

confirming that the text repeats an established convention for identifying the relic with papal and 

imperial interest.109 Second, the Inventione documents early pilgrimage to the site. It expressly 

links discovery of the relic with an influx of pilgrims to Mantua and the honor it brought to the 

city, reporting ―Now, by the merits of the Precious Blood of the Lord and the prayer of the most 

holy martyr of Christ, Longinus, [Mantua] is crowded by a great crowd of people and is one of 

the most noble cities in Lombardy.‖110 Third, the text declares the efficacy of the relic as a 

protector of Mantua and its citizens. The sanctity of the relic was such that, according to the 

Inventione, Leo IX feared that Mantua would become the ―new Rome‖ and attacked the city, 

hoping to take possession of the Precious Blood. The Mantuan citizenry were ―few and poor,‖ 

but, with God‘s aid and through the protection of the relic, they were victorious.111 Unable to 

wrest the powerful relic from the Mantuans, the pontiff selected the city to host a papal synod in 

1053; Pope Alexander II convened another synod in the city in 1064.112 Finally, the Inventione 

provides a record of building activity specifically designed to accommodate and promote the 

relic‘s veneration. The text notes both the placement of the Precious Blood in a crypt and the 

initiation of the second church of Sant‘Andrea under the patronage of Emperor Henry III and 

Boniface, necessitated by the number of pilgrims who flocked to the city.113 That the Blood 

remained sealed within the crypt of the church from that date is verified by Nerlius‘s testimony 

that the pavement of the basilica had to be torn up to provide access to the relic when the Holy 

Roman Emperor Charles IV arrived to venerate it in 1354.114 

The Gonzaga as Protectors of the Relic 

A seminal moment in the identification of the Gonzaga as protectors of the relic occurred 

in 1401. In that year, Ludovico‘s grandfather, Francesco Gonzaga, ordered a public display of 

the Precious Blood on the feast of Ascension. The event was especially momentous because of 

the historic inaccessibility of the relic to the public. In a testament to the widespread reverence 

for the Blood at that time, more than 10,000 pilgrims viewed the relic.115 The tradition for 

imperial interest in and veneration for the Precious Blood in Mantua, which began with 
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Charlemagne and continued through Charles IV, forms a backdrop to the Gonzaga promotion of 

the relic. When Francesco Gonzaga ordered the first public exhibition of the Blood, he was 

simultaneously working to acquire the imperially conferred title of marchese.116 Promotion of the 

relic aligned the Gonzaga with the tradition for imperial veneration of the Precious Blood, 

identifying them as Christian warriors and relic protectors. Promotion of the relic thus appears as 

part of the broader effort by the Gonzaga to identify with imperial authority, an endeavor that 

involved pursuit of the imperially conferred noble title of marchese. Soon after his investiture 

with that title in 1433, Gianfrancesco Gonzaga commissioned his only silver coin, a grosso, 

pairing the augmented Gonzaga arms, including the imperial eagles and the cross, with a reverse 

image of the Gothic-style reliquary containing the Precious Blood (fig. 70). The reliquary is of 

gargantuan proportions, dominating a colonnaded piazza flanked by water. The surrounding 

inscription proclaims, ―Mantua, Rendered Famous [by the] Precious Blood of Christ,‖ making 

explicit the site and the significance of the relic.117  

During the early years of his reign, in the 1440s, Ludovico continued production of the 

same grosso type, adjusting only the inscription on the obverse to read ―Ludovico, Marchese of 

Mantua.‖118 Later numismatic issues incorporated images of the Precious Blood, part of 

Ludovico‘s extensive, life-long campaign to promote the relic and to identify himself as its 

protector. The monumental expression of that effort was the rebuilding of the basilica of 

Sant‘Andrea, begun in 1472 based upon plans provided by Alberti. The vast edifice both 

accommodated the great crowds of faithful who venerated the Precious Blood and aligned 

Ludovico with imperial Christian models. References in the architecture to the Arch of 

Constantine and the Basilica of Maxentius and Constantine in Rome, the latter then believed to 

be the Temple of Peace, built to commemorate Vespasian‘s conquest of Jerusalem, recall 

Constantine‘s divinely-willed victory in the sign of the cross and the history of imperial victories 

in the East. Those architectural allusions identified the marchese, protector of the Passion relic 

held at Sant‘Andrea, as heir to that illustrious tradition.119 Bartolomeo Melioli addressed the 

same themes in his medal of 1475 dedicated to Ludovico Gonzaga (fig. 67). Earlier in this 

chapter I suggested that the medal drew from Pisanello‘s medal series in referring to the 

marchese‘s virtues. Melioli‘s medal was, in fact, commissioned to celebrate the start of work on 

the new basilica of Sant‘Andrea and the text and imagery it features also identified Ludovico as 

protector and defender of the relic. The marchese, who appears clad in an elaborately worked 
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breastplate decorated with Gonzaga insignias, is celebrated as ―Ludovico II Marchese of Mantua, 

Rendered Illustrious by the Precious Blood of Christ.‖120  

The Medal Reverses, the Relic, and the Berry Medallions 

 The Eucharistic imagery on the Cecilia and Vittorino medal reverses, which places 

particular emphasis on the redemptive nature of Christ‘s blood, appears as part of Ludovico‘s 

efforts to identify himself as protector of the Mantuan relic. Two anomalous aspects of the image 

of the unicorn capture on the Cecilia reverse, the partial nudity of the female figure and the 

inclusion of the crescent moon, are particularly suggestive of the ideological source for 

Pisanello‘s imagery and its reference to the salvific properties of the Mantuan relic.  

The principal visual formula for the unicorn capture in both the late Middle Ages and 

early Renaissance presented the virgin fully clothed. I am aware of only two earlier examples of 

images in which the virgin appears either nude or partially so, and both of those occur in 

thirteenth-century English bestiaries.121 Despite the rarity of the visual type there were textual 

precedents for the nudity of the figure. Some versions of the Physiologus identified the virgin as 

―nourishing‖ (nutrit) the animal, implying that the unicorn suckled at her breast.122 Pisanello may 

have responded to those texts by depicting the female figure as semi-nude, with her drapery 

falling from one shoulder to expose her upper body. More suggestive of the meaning of the semi-

nudity of the figure is its link to the female figure seated at the right of the Fountain of Life on 

the reverse of Jean de Berry‘s Constantine medallion. The figure on the Berry medallion is also 

semi-nude and seated in a cross-legged position (fig. 2).123 The resemblance, which has been 

noted by others, assumes great importance in the present context for suggesting the shared 

Christian meaning of the images. As discussed in Chapter Two, the Fountain of Life on the 

Constantine medallion refers to the sacrament of Baptism and to Christian redemption. The 

partially nude young woman at the fountain exemplifies purity and spiritual rebirth. The cross 

that emerges from the fountain underscored the personal piety of Jean de Berry and celebrated 

his acquisition of a True Cross relic. In a parallel way the imagery on the Cecilia medal 

celebrated the piety of Ludovico Gonzaga and identified him with another potent Passion relic. 

The image on the Cecilia medal reverse, like that on the Constantine medallion, functioned as an 

allegory of Salvation, one with specifically Mantuan connotations.  

The Christian significance of the imagery on the Cecilia medal and Pisanello‘s debt to the 

Berry medallions clarifies another unusual aspect of the iconography, the presence of the 
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crescent moon. I am aware of no prior textual or visual tradition for a nocturnal depiction of the 

unicorn capture, a lacuna that suggests the lunar symbol served a symbollic rather than a 

narrative function. The placement of the moon in the upper surround of the Cecilia medal reverse 

can be compared to the battaglio on the Gianfrancesco medal and the sol and margherita on 

Ludovico medal. When the three medal reverses are viewed simultaneously, the crescent reads as 

an extension of the frieze-like arrangement of insignias that link the medals of Cecilia‘s father 

and brother. Unlike the battaglio, sol, and margherita, however, there was no precedent for the 

crescent moon in Gonzaga iconography.124 The placement of the crescent on the Cecilia medal 

reverse has sometimes been used to associate the semi-nude, female figure with Diana, the chaste 

goddess of the hunt. That reading, limited solely to Cecilia‘s chastity, is not wholly satisfactory 

in light of the Christian significance of the unicorn capture.125  

The crescent appears as another purposeful recollection of the Berry medallions and here 

too it alludes to the shared Christian meaning of, and political consonance between, Pisanello‘s 

medal series and the French objects. The obverse of the Heraclius medallion (fig. 3) also 

incorporated a crescent moon, below the profile portrait of the emperor, and in that case it clearly 

referred to Islam. The inscription ―thou art waning‖ recalled the emperor‘s seventh-century 

defeat of the Persians and recovery of the True Cross. The text and imagery simultaneously 

served to predict the defeat of the Ottomans who threatened Constantinople in the opening years 

of the fifteenth century, the very political and religious concern that prompted production of the 

Berry medallions.126 The incorporation of the lunar symbol on the Cecilia medal reads as a 

pointed allusion to the specific and pressing goal that emerged following the Council of Ferrara 

and Florence, the instigation of a crusade to protect the beleaguered city of Constantinople and 

the remaining parts of the Eastern empire from Ottoman incursion. Recognizing the crescent on 

the Cecilia medallion as symbolic of the Ottoman threat to Christianity reveals the religious and 

political significance of the Gonzaga medal series. 

The Religious Meaning and Political Function of the Gonzaga Medal Series 

In Chapter Four, I argued that the Constantine medallion provided the iconographic and 

ideological source for the medal of Ludovico Gonzaga, demonstrating that the equestrian image 

of the marchese was intended to recall that of the emperor. By identifying Ludovico with 

Constantine, Pisanello secured the identification of the Mantuan marchese as a Christian warrior. 

Viewing the Ludovico and Cecilia medal reverses together extends the analogy between 
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Ludovico and Constantine, the Gonzaga medal series and the French medallions. The imagery on 

the Constantine medallion associates the ideal Christian warrior with the goal of human 

salvation. The Christ-centered imagery of the Cecilia medal, identifiable with the Mantuan relic 

of the Precious Blood of Christ, augments the medallic presentation of the marchese in a parallel 

way. The imagery on the Gonzaga medals functions in tandem to identify Ludovico as an 

imperial Christian warrior in the mode of Constantine, presenting him as a defender of relics and 

holy places.  

Pisanello‘s presentation of Cecilia as a virtuous female exemplar of the Christian ideal 

augments the heroic image of Ludovico, becoming the source and inspiration of the marchese‘s 

chivalric action. When the Ludovico and Cecilia medal reverses are viewed together, the 

mounted figure of Ludovico confronts the image of the unicorn capture, an allegorical 

representation of salvation and allusion to the Mantuan relic (fig. 71). The pairing recalls the 

hagiography of St. Cecilia as recounted in the Golden Legend. On the day of St. Cecilia‘s 

martyrdom, she exclaimed ―Now, ye knights of Christ, cast away from you the works of 

darkness and clothe you with the arms of light.‖127 The answer to that metaphorical exhortation 

is found on the Ludovico medal reverse. Cecilia‘s brother appears not only as a Gonzaga knight, 

identified by the margherita, but as a ―soldier of Christ,‖ wearing the ―arms of light‖ beneath the 

shining sun, symbol of Christ and of Ludovico‘s faith. The Gonzaga margherita bridges the 

medallic compositions, turning away from the crescent, symbolic of the Ottoman menace, 

towards the light of Christianity.128  

The gold marchesano that Ludovico minted in 1465 repeated the same message (fig. 47). 

As discussed in the previous chapter, the object was one of the earliest Renaissance examples of 

a coin featuring the image of a living ruler.129 The profile portrait on the obverse honors 

Ludovico as an ancient military hero, armored and with his helmet encircled by a laurel wreath. 

The reliquary of the Precious Blood appears on the reverse. It is transformed from the Gothic-

style vessel that appeared on the earlier grosso to assume a more classical shape, cylindrical in 

form, topped by a dome with a cross at its summit. The isolation of the reliquary from any 

physical context elevates it to an iconic status that emphasizes the timeless nature of its divine 

contents. The numismatic pairing of the marchese in armor with the image of the relic, much like 

the paired imagery of Pisanello‘s Ludovico and Cecilia medal reverses, identifies Ludovico as 

heir to the imperial tradition of the protection of holy places and relics of Christ‘s Passion. 
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The imagery of the Ludovico and Vittorino medals also functions in tandem to identify 

the marchese as a relic protector and imperial warrior. When the reverse of the Ludovico medal 

is compared with that of the Vittorino medal (as shown in fig. 72), the mounted figure of 

Ludovico confronts the image of the pelican reviving its young. The pairing closely recalls the 

exploits of the Grail hero Bohort as recounted in BnF fr. 343 (fol. 40 v), the northern Italian 

manuscript containing a ―post-Vulgate‖ text of the Queste del Saint Graal, that was, as noted in 

Chapter Three, likely produced in Pavia or Milan c. 1380 (fig. 73). The manuscript illustrates 

Bohort‘s encounter with a bird, which the Queste text describes as follows: 

 

Bohort …rode until the hour of nones. A little after the hour, he looked up and 

saw an enormous bird flying over an old, dry, and desiccated tree without leaves 

or fruit. After circling the tree for a long time, the bird came to rest on the place 

where its young were – I don‘t know how many there were, but they were all 

dead. As the bird nestled down and found the young to be lifeless, it struck its 

breast so hard with its beak, that blood came forth. As the warm blood touched 

the young, they came back to life. Then the great bird died in their midst; their life 

had been restored by its blood.130  

 

The correspondence between Pisanello‘s medallic imagery, the manuscript illumination, 

and the Queste text references Pisanello‘s adaptation of imagery from BnF fr. 343 or a similar 

Queste manuscript for the earliest cast medals. As was noted in Chapter Three, BnF fr. 343 is the 

only Queste manuscript of which I am aware that illustrates the parting of Galahad and Melias at 

the crossroads, the story that provided the iconographic source for the image on the Palaeologus 

medal reverse. Second, the pairing found on the Ludovico and Vittorino medals, which recalls 

the Queste narrative, aligns Ludovico Gonzaga with the Grail hero Bohort. The medallic 

identification of the marchese with the Queste knight reveals the meaning behind Pisanello‘s 

celebration of Ludovico as possessing the virtues of Chastity and Charity, which, as we have 

seen, was the message conveyed through the assemblage of the Ludovico, Cecilia, and Vittorino 

medals. The grouping recalls the prediction made in the text of the Estoire del Saint Graal, an 

earlier text in the Lancelot-Grail Cycle, that he who would know the marvels of the Grail, ―will 

be very good, for he will be filled with every prowess, beauty and bravery; he will also be good 
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to God, for he will be filled with charity and great religion, and he will be the master key of all 

chastity.‖131 Recognizing the medallic alignment of Ludovico with Bohort also confirms the 

underlying conceptual unity between the medal series and Pisanello‘s Arthurian frescoes in the 

Gonzaga Corte.  

Celebration of Ludovico‘s claims to kinship with the Byzantine imperial family, status as 

a vassal of the Holy Roman Emperor, and self-proclaimed identity as protector of the Precious 

Blood of Christ unite the medal series with the frescoes. As we saw in Chapter Four, the unusual 

subject choice for the frescoes, focusing on the exploits of the Grail hero Bohort, was likely 

inspired by the traditional identification of Bohort as an ancestor of the Byzantine imperial 

family, and as such, Ludovico‘s kinsmen. Identification with Bohort would also have held 

particular appeal for Ludovico as protector of the Precious Blood, which the Grail contained.132 

The Queste text identifies the self-sacrificing bird that Bohort encounters with the Crucifixion 

and the bird‘s blood with that of Christ, ―He climbed into the tree, that is, on the Cross and was 

stricken there with the beak, I mean, the tip of the sword in his right side where blood issued 

forth.‖133 In Pisanello‘s medallic imagery, the blood that issues from the pelican‘s breast is the 

Precious Blood of Christ spilled when Longinus pierced the Lord‘s side, the same Mantuan relic 

protected by Ludovico Gonzaga. 

Conclusion 

Identifying the Gonzaga medal series as united by Christian imagery and contemporary 

calls for a martial effort in the East suggests a reevaluation of the meaning of the date, 1447, 

inscribed on the Cecilia medal reverse. As was demonstrated in Chapter Four, the medal 

inscriptions do not support the traditional identification of the date, and hence the medal 

commission, as commemorating the condotta that Ludovico Gonzaga received in that year. The 

Christian message here assigned to the medal series suggests that the date served an aspirational 

rather than a purely commemorative function. With the election of Nicholas V in 1447, hopes 

rose that the ultimate Christian victory, the reunion of the Eastern and Western churches, defeat 

of the Ottoman aggressors, and reclamation of the Holy Land, would ensue. Much as the earlier 

medallions created for Jean de Berry and the Palaeologus medal at the Este court identified their 

patrons with those goals, Pisanello created his medal series for Ludovico Gonzaga to identify his 

patron with the hoped-for crusade to be led by the pope.  
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While the marchese did not personally undertake or lead a military expedition to the East, 

his identification with that effort was a vitally important tool in promoting his personal and 

familial position. The reading of Pisanello‘s medal series offered here reveals the objects as a 

seminal part of Ludovico‘s distinguished record of support for and identification with the 

repeated papal calls for crusades to stem Ottoman aggression. Although, in the end, no 

significant crusader effort was mounted under Nicholas V, Ludovico provided financial support 

when the pope did issue a call for crusade in 1448.134 When, two years after the fall of 

Constantinople, the newly elected Pope Calixtus III (r. 1455-1458) proclaimed a crusade, 

Ludovico contributed a fully equipped battleship, foot-soldiers and bowsmen to the forces that 

set sail from Ostia on 14 June 1456.135 That effort ended in failure, but the marchese of Mantua‘s 

contributions distinguished him from other condottiere-rulers, including Federico da Montefeltro 

of Urbino, who refused to lend support – financial or otherwise – to the expedition.136  

Pope Pius II‘s selection of Mantua as the site of the Church Council called in 1459 to 

check Ottoman aggression in the East, with the ultimate goal of reclaim Constantinople and, 

beyond that, the Holy Land, provided vivid testimony to the success of Ludovico‘s support of 

papal calls for crusade. Reclamation of the Morea, the area of the Peloponnese with which the 

Gonzaga held strong ties, and which had been effectively rendered an Ottoman vassalage in 

1447, was projected as the launching point for the military offensive.137 Pius II identified the 

choice of Mantua as site of the Council in terms of its convenient location between North and 

South for those who would participate.138 In reality, Ludovico Gonzaga‘s unique position as a 

vassal and kinsman of the Western Emperor likely provided an equally important factor in the 

choice. Pius II, like his papal predecessors, maintained that the unified participation of Western 

princes was necessary for the success of a crusade. The endorsement of the emperor, titular heir 

of Constantine, was vital to that effort. Ludovico, by virtue of his position as an imperial vassal 

and the familial connections of his consort Barbara of Brandenberg, commanded a higher degree 

of access to the imperial court than his peninsular contemporaries. Although the emperor did not, 

in the end, attend the Council, the pope relied upon Gonzaga contacts at the court of Emperor 

Frederick III in attempts to encourage his participation.139 The selection of Mantua as the site for 

the Council was, in reality, the result of decades of carefully cultivated diplomacy, marriage 

alliances, and self-fashioning that identified the Gonzaga, and especially Ludovico, with imperial 
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authority, as distinguished military commanders, and as pious relic protectors. It was a concerted 

effort in which Pisanello‘s medallic series played a crucial role. 

The convening of the Council in Mantua represented a triumph for the Lombard city and 

its lord, placing Ludovico Gonzaga fully on the international political stage. Princes, diplomats, 

and clergy from throughout Europe arrived in the small city that was, for the duration of the 

Council, the center of western Christendom. The period of the Council fulfilled Leo IX‘s 

eleventh-century prediction that Mantua would become a ―new Rome.‖140 Ludovico Gonzaga 

and Barbara of Brandenberg met the pope and numerous cardinals at the city gates of Mantua on 

27 May 1459, at which time the pontiff was presented with the keys to the city.141 Banners 

bearing the sign of the Cross and the crossed keys of the Church marked the pope and his retinue 

as they moved through the city towards the cathedral. The streets they travelled were covered 

with carpets and lined with people; even the walls of the buildings they passed were festooned 

with flowers in honor of the event.142 On that day, few present would have predicted the ultimate 

failure of the papal effort.  

Despite desultory responses from Western leaders, Pius II never abandoned his plan for 

crusade and in the summer of 1464, now at the end of his life, readied forces for departure from 

Ancona. Ludovico Gonzaga‘s commitment to the planned military expedition was remarkable. 

The marchese‘s young son Francesco (1444-83), who was named cardinal by Pius II after the 

Congress, travelled to Ancona to meet the papal fleet. The Gonzaga cardinal supplied one 

warship and his father two more. The Mantuan contribution to Pius II‘s fleet was exceeded only 

by that of the great maritime powers of Genoa and Venice.143 In the end, the effort was not 

successful. When the Mantuan contingent, led by Cardinal Francesco Gonzaga, arrived at 

Ancona on 15 August 1464, they found that the pope had died the night before.144  

****************************************************************** 

The medals of Cecilia Gonzaga and Vittorino da Feltre functioned as an integral part of 

the thematically interrelated series of cast portrait medals that Pisanello created for Ludovico 

Gonzaga of Mantua. The analysis of the medals offered here reveals that Pisanello drew upon a 

wide range of visual material to create the imagery found on the objects. That included ancient 

and contemporary numismatics, illuminated manuscripts, the Berry medallions, and textual 

sources including exegetical literature, French chivalric manuscripts, and texts in the speculum 

principis tradition. The Cecilia and Vittorino medals are revealed here as the site of numerous 
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iconographic innovations. Perhaps the most important of those was to augment and extend the 

imagery of the medal dedicated to the patron. While the Cecilia and Vittorino medals each 

constitute an autonomous work of art, their full meaning becomes apparent only when they are 

considered in conjunction with one another, alongside the other medals in the series, and within 

the wider context of Ludovico Gonzaga‘s dynastic, political, and religious interests. Pisanello‘s 

Gonzaga medals and frescoes in the Mantuan Corte emerge as part of a coordinated iconographic 

program identifying Ludovico Gonzaga as an imperial kinsman and warrior, ideal prince, Grail 

hero, and relic protector, in sum a Christian ruler uniquely qualified to lead a military expedition 

to protect the threatened Byzantine Empire.  
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25 For the suggestion that the trip of Paola Malatesta and Vittorino to Rome may have been 
related to the effort to gain support for Cecilia‘s choice of the conventual life, see King and 
Rabil, trans., eds., Her Immaculate Hand, 91-93. It is tempting to suggest that the pair sought 
papal support for Cecilia‘s choice to enter the convent from Eugenius IV. W. H. Woodward 
states, without citation, that Vittorino met with Eugenius IV in Rome. For that, and for 
Vittorino‘s life and education generally, see W. H. Woodward, Vittorino da Feltre and Other 
Humanist Educators: Essays and Versions (1897; reprint, Cambridge: Cambridge University 
Press, 1912), 1-92, esp. 77.  
 
26 Leon Battista Alberti, The Family in Renaissance Florence, trans., Renee Neu Watkins 
(Columbia, SC: University of South Carolina Press, 1969), 116. 
 
27 Vespasiano da Bisticci, Vite, 308.  
 
28 While the predominantly social (as opposed to personal) function of painted profile portraits of 
women is frequently discussed, the issue has rarely been applied to the study of medals. The 
notable exception is Syson, ―Consorts,‖ 47-57. The discussion of period conceptions regarding 
profile portraits of women that follows relies upon Patricia Simons, "Women in Frames: The 
Eye, the Gaze, the Profile in Renaissance Portraiture," History Workshop 25 (1988): 4-30; and 
idem, "Portraiture, Portrayal, and Idealization: Ambiguous Individualism in Representations of 
Renaissance Women," Language and Images of Renaissance Italy, ed. Alison Brown (Oxford: 
Claredon Press, 1995), 263-311. Many of the concepts expressed by Simons in relation to 
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painted portraits are applied to the study of female medallic portraits by Paola Tinagli, ―Profile 
Portraits in the Quattrocento: Virtue and Status,‖ Women in Italian Renaissance Art: Gender, 
Representation, Identity (Manchester and New York: Manchester University Press, 1997), 47-83. 
 
29 My readings of the Tornabuoni and Sforza portraits rely upon Syson, ―Consorts,‖ 51-53. The 
author concentrates on the abstraction represented by the presentation of the subjects as virtuous 
exemplars and the commemorative function of the works. See also Simons, ―Women in Frames,‖ 
13-17. 
 
30 For the adaptation of the quote from Martial, see Syson, ―Consorts,‖ 52. 
 
31 Syson, ―Consorts,‖ 52-53. 
 
32 For the importance of chastity and piety to quattrocento conceptions of female behavior, see 
Syson, ―Consorts,‖ 47-48; and Simons, ―Women in Frames,‖ 12-13.  
 
33 Vespasiano da Bisticci, Vite, 308: ―Onnipotente Iddio! Quante sono le smisurate grazie fatte a 
chi si volta a lui, come la Cecilia, volendo imitare nella virginità e in ogni cosa santa Cecilia, di 
chi ella aveva nome, avendo letta più volte la Vita sua, iscritta da Santo Ambrogio.‖  
 
34 On the earliest accounts of the life of St. Cecilia, including a summary of the late fifth-century 
Passio, see Thomas Connolly, Mourning into Joy: Music, Raphael, and Saint Cecilia (New 
Haven and London: Yale University Press, 1994), 23-78. 
 
35 de Voragine, Golden Legend, 6:115-18. 
 
36 For a discussion of the significance of early Christian virgins, especially St. Cecilia, to the 
Poor Clares, see Wood, Women, Art, and Spirituality, 24-25. That contemporary Mantuans 
regarded Cecilia Gonzaga as a bride of Christ is attested to by the merchant, Maloselli, who 
described Cecilia upon her entry in to the convent as ―spoxa de Yhexù Christo;‖ see Signorini, In 
traccia, 18.  
 
37 For the iconography of St. Cecilia, see Connolly, Mourning into Joy, 196-237. 
 
38 Niccolò Fiorentino‘s later medal of the nine-year-old Ludovica Tornabuoni (c. 1487), for 
instance, confirms the chastity and virginity of the subject through the inscribed reference to her 
age, the long hair that hangs down her back, only loosely gathered into a ponytail, and the 
adoption of the unicorn for the reverse; for the medal see Chapter Four, n. 2. For unbound vs. 
bound hair as an indicator of innocence in the quattrocento (particularly Florentine) portraits, see 
Simons, ―Women in Frames,‖ 9; and Joanna Woods-Marsden, ―Portrait of the Lady, 1430-
1520,‖ in Virtue and Beauty: Leonardo‟s Ginevera de‟Benci and Renaissance Portraits of 
Women, ed. David Alan Brown (Washington: National Gallery of Art, 2001), 65 and n. 23. 
 
39 For an exhaustive discussion of the literary sources for and medieval visual depictions of the 
unicorn, see Jürgen W. Einhorn, Spiritalis unicornis: das Einhorn als Bedeutungsträger in 



205 
 

                                                                                                                                                             
Literatur und Kunst des Mittelalters (Munich: Fink, 1998). See also, Odell Shepard, The Lore of 
the Unicorn (London: Allen & Unwin, Ltd., 1930; New York: Dover, 1993); Guy de Tervarent, 
Attributs et symboles dans l‟art profane, 3 vols. (Geneva: E. Droz, 1959), 2:235-40; Margaret B. 
Freeman, The Unicorn Tapestries (New York: The Metropolitan Museum of Art, 1976); and 
Adolfo Salvatore Cavallo, The Unicorn Tapestries at the Metropolitan Museum of Art (New 
York: The Metropolitan Museum of Art and Abrams, Inc., 1998). 
 
40 On the origins (and disputed date) of the Physiologus, which some date as early as the second 
century A.D., see Michael J. Curley, trans., ―Introduction,‖ in Physiologus: A Medieval Book of 
Nature Lore (1979; Chicago: University of Chicago Press, 2009), ix-xliii. Although the King 
James Bible includes at least seven references to the ―unicorn,‖ the same passages in the Vulgate 
identify the animal as a ―rhinoceros.‖ That, in turn, was perhaps based upon Jerome‘s translation 
of the Hebrew word ―reim,‖ which was ―μovόκεpωs‖ in the Septaguint, the third-century B.C. 
Greek translation of the Hebrew Bible. For the biblical textual traditions surrounding the 
unicorn, see Shepard, Lore of the Unicorn, 41-45; and Yona Dureau, ―The Metamorphosis of a 
Signifier vs. an Iconic Signified: The Unicorn – A Case Study,‖ Semiotica 128, nos. 1-2 (2000): 
35-68.  
 
41 Numerous versions of the Physiologus survive. The ―B‖ version of the text, the source for 
numerous bestiaries, including the Italian ones, explains: ―Est animal quod graece dicitur 
monosceros, latine vero unicornis. Physiologus dicit unicornem hanc habere naturam: pusillum 
animal est, simile haedo, acerrimun nimis, unum cornu habens in medio capite.” See also 
Willene B. Clark, A Medieval Book of Beasts: The Second-Family Bestiaries: Commentary, Art, 
Text, and Translation (Woodbridge: Boydell Press, 2006), 35. Four versions of the Physiologus 
text (including version ―B‖) dedicated to the unicorn are reproduced and discussed by Einhorn, 
Spiritalis unicornis, 63-70. For the relationship of various vernacular bestiaries to Physiologus 
texts, see Willene B. Clark and Meradith T. McMunn, Beasts and Birds of the Middle Ages: The 
Bestiary and its Legacy (Philadelphia: University of Pennsylvania Press, 1989), 197-203.  
 
42 ―Et nullis omnio venator eum capere potest; sed hoc argumento eum capiunt; puellam 
virginum ducunt in illum locum ubi moratur, et dimittunt eam in silvam solam; at ille vero, mox 
ut videriteam, salit in sinum virginis, et compleititur eam‖; also from the ―B‖ version of the 
Physiologus. Transcribed by Einhorn, Spiritalis unicornis, 67, 69. 
 
43 The earliest known depiction of the unicorn capture appears in a ninth-century Latin 
Physiologus now in Bern (Burgerbibliothek, Codex Bongarsianus 318). That image is unique for 
depicting a standing virgin apprehending the unicorn. For the relationship between the 
Physiologus texts and images and those in bestiaries, see F. N. M. Diekstra, ―The Physiologus, 
the Bestiaries and Medieval Animal Lore,‖ Neophilologus 69, no. 1 (1985): 142-55. 
 
44 There is no inventory of the Mantua library surviving from the mid-fifteenth century. For a 
discussion of the library, see Woods-Marsden as in n. 160 in Chapter Three. For a study of extant 
codices that can be identified with the Gonzaga (which does not include either a Physiologus or a 
bestiary), see Ubaldo Meroni, ed. Mostra dei codici gonzagheschi: la biblioteca dei Gonzaga da 
Luigi I ad Isabella (Mantua: Biblioteca comunale, 1966). I rely here upon the Latin Physiologus, 
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which circulated widely and was the ultimate source for Italian bestiary texts. The exact 
derivation of Italian bestiaries from the Physiologus remains uncertain, and philologists have 
long posited an indirect relationship – that Italian vernacular bestiaries were based upon a now-
lost interlocutory Italian translation of the Physiologus. For that supposition, see Kenneth 
McKenzie, ―Unpublished Manuscripts of Italian Bestiaries,‖ Transactions and Proceedings of 
the Modern Language Association 20, no. 2 (1905): 380-433. Also see Otto Pächt, ―Early Italian 
Nature Studies and the Calendar Landscape,‖ Journal of the Warburg and Courtauld Institutes 
13 (1950): 21-24. For the texts only, see Max Goldstaub and Richard Wendriner, Ein tosco-
venezianischer Bestiarius (Halle: M. Niemeyer, 1892). Introductory remarks regarding images 
and a partial list of extant Italian bestiary manuscripts are compiled by Clark and McMunn, 
Beasts and Birds, 2-3, 202-3. Additional literature addressing illustrations in Italian Physiologus 
texts includes Xenia Muratova, ―La production des manuscrits du Physiologus grecs eluminés en 
Italie aux XVe – XVIe siecles et leur place dans l‘histoire de la tradition de l‘illustration del 
Physiologue,‖ Jarhbuch der Öesterreichischen Byzantinistik 36, no. 6 (1982): 327-40.  
 
45 For the suggestion that the resemblance was inspired by Cecilia‘s birth date of 18 January 
1426, under the astrological sign of Capricorn, see Luciano, ―Medals of Women,‖ 23. While 
unicorns were a frequent symbol of Capricorn in medieval calendars, the suggestion that the 
medallic image was prompted by Cecilia‘s birth or natal chart bears further scrutiny. Although I 
am not aware of any published information concerning Cecilia‘s birth time or astrological chart, 
Renaissance astrologers identified the dominant sign for an individual with the one that was 
rising when they were born – a practice that likely meant Cecilia was primarily identified with a 
sign other than Capricorn (see the discussion of Ludovico‘s birth sign and relevant bibliography 
in Chapter Four, esp. n. 139).  
 
46 The long, straight and spiraling horn of the animal suggests that Pisanello may have seen a 
narwhal horn. They were peddled at extraordinary prices as unicorn horns during the period. For 
documentation of so-called unicorn horns in fifteenth and early sixteenth-century Mantua, see 
Signorini, ―AENIGMATA,‖ 71.  
 
47 For the drawing at the Musée du Louvre (Inv. 2412), see Sept vertus, exh. cat., 337, 341-42, 
no. 222. 
 
48 On the text, see E. Teza, ―Otium Senense,‖ Rivista critica della letteratura italiana 1 (1884): 
154-57. The description of the unicorn, quoted by Teza, reads in part: ―Ma sua propria natura si 
è questa, quando truova una pulciella vergine si ne gli viene l‟ultimento de la verginità de lei, si 
che se le adormenta a piei. Per questa maniera lo pre[n]de lo chacciadore e ucide l‟unicorno.‖ 
 
49 On the increasing size of the unicorn in late medieval depictions, see Einhorn, Spiritalis 
unicornis, 77. 
 
50 Pisanello‘s unicorn does not correspond with Pliny‘s description of the animal in any other 
way. The ancient author noted that the beast had the ―head of the stag, feet of an elephant, and 
the tail of a boar‖ details clearly not repeated in Pisanello‘s image. Copies of Pliny‘s text are 
documented in Mantua beginning in the mid-fourteenth century. Petrarch bought a copy there in 
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1350 and Ludovico I Gonzaga owned a copy in 1376; see Woodward, Vittorino da Feltre, 48 
n.1. A surviving Gonzaga manuscript of Pliny‘s Natural History was likely produced in the 
1460s and is now in Turin (Biblioteca Nazionale, MS I. I. 22-23); Meroni, ed., Mostra dei codici 
gonzagheschi, 80-81, no. 19. 
 
51 See, for examples, the translations derived from the ―Y‖ and ―B‖ versions of the texts in 
Curley, trans., Physiologus, 51.  
 
52 Ideologically the type recalls triumphal female exemplars found in medieval illustrations of 
Prudentius‘s Psychomachia and the Speculum Virginum, where the slight Judith, symbol of 
Humility and Chastity, triumphs over Holofernes, an exemplar of Superbia and Lust. For the 
type, see Adolf Katzenellenbogen, Allegories of the Virtues and Vices in Medieval Art: From 
Early Christian Times to the Thirteenth Century (London, 1939: Reprint, Nendeln, 
Liechtenstein: Kraus, 1968), 14-21.  
 
53 The same association explains the depiction of Chastity enthroned with a unicorn at the side on 
a fifteenth-century Florentine tondo, illustrated by Freeman, Unicorn Tapestries, 57-60. 
 
54 Alberti, The Family, 224. 
 
55 Although the imagery differs substantially from the traditional iconography of Faith, 
personifications of which were frequently shown holding a cross and a chalice, as in Andrea 
Pisano‘s relief for the south doors of the Florentine Baptistery (1330-36), Cecilia‘s celebrated 
piety identified her as a contemporary and particularly Gonzaga exemplar of that virtue. The 
traditional references to the Passion and Eucharist as attributes of Faith are, as this chapter will 
demonstrate, also present in the Cecilia medal, via iconographic allusions to the Mantuan relic of 
the Precious Blood of Christ on the medal reverse. 
 
56 The medals are Hill, Corpus, nos. 39-40. On academic costume, see Levi Pisetzky, Storia del 
Costume, 2:312-13, no. 144; 316, no. 147; 322; and Herald, Renaissance Dress in Italy, 228.  
 
57 • VICTORINVS • FELT / RENSIS • SVMMVS 
 
58 The medal is Hill, Corpus, no. 44. The sources for the arrangement of the inscriptions and the 
significance of Pisanello‘s employment of it have not, to my knowledge, been considered. 
 
59 MATHEMATICVS • ET • OMNIS • HVMANITATIS • PATER  
 
60 • OPVS • PISANI PICTO/RIS 
 
61 For the image of the ―pelican in piety,‖ see de Tervarent, Attributs et symboles, 2:302-3; 
Victor Graham, ―The Pelican as Image and Symbol,‖ Revue de littérature comparée, 36 (1962): 
235-43; Lucienne Portier, Le pélican: histoire d‟un symbòle (Paris: Editions du Cerf, 1984); and 
Peter M. Daly, ―The Pelican in Her Piety,‖ in Emblem Scholarship: Directions and 
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Development, eds. Peter M. Daly, Jack Hopper, Daniel S. Russell (Turnhout: Brepols, 2005), 83-
108.  
 
62 For the text, combined from the Latin ―Y‖ and ―B‖ versions, see Curley, trans. Physiologus, 9-
10. 
 
63 Vittorino‘s father was an educated man, a notary, but the family was poor; see Woodward, 
Vittorino da Feltre, 1, 6. 
 
64 The pairing of the Vittorino portrait with the image of the pelican may have also offered a 
humorous play on Vittorino‘s education in mathematics under Biago Pelicani da Parma (d. 
1416); for Vittorino‘s instruction in mathematics, likely Euclidian geometry and some algebra, 
see Woodward, Vittorino da Feltre, 7-8. 
 
65 Ibid., 5-6, 8.  
 
66 Ibid., 16-22. 
 
67 Ibid., 29-32. For Vittorino as an educator, also see E. Paglia, ―La Casa Giocosa di Vittorino da 
Feltre in Mantova,‖ Archivio storico lombardo 11 (1884): 150-55; Eugenio Garin, ed., Il 
pensiero pedagogico dello umanesimo (Florence: Guiuntine and Sansoni, 1958); N. Gianetto, 
Vittorino da Feltre e la sua scuola: umanesimo, pedagogia, arti (Florence: Olschki, 1981). 
 
68 Castiglione, Vita, in Garin, ed., Il pensiero, 541. 
 
69 For translations of the texts by Prendilacaqua and Castiglione into Italian, as well as the life of 
Vittorino by Sassolo da Prato and that by Bartolomeo Platina, see Garin, ed., Il pensiero, 505-
699. Castiglione confirms: ―Anche altri numerosi giovanetti che accorrevano a lui da ogni parte 
d‟Italia divennero uomini eccellenti e di grandissima dottrina‖; ibid., 547. Prendilacqua notes 
―l‟incredibile carità di Vittorino verso I discepoli‖, and says of him, ―Vittorino non possedè mai 
niente; benché avesse larghe possibilità di farlo, non accumulò niente e niente desiderò; 
morendo non lasciò nessuna eredità, oltre la gloria della sua virtù‖; ibid., 641, 643. 
 
70 See, for example, Andrea Pisano‘s depiction of the virtue on the bronze doors of the south side 
of the Baptistery in Florence (1330-36). On the iconography of Charity, see Edgar Wind, ―The 
Case History of a Pattern,‖ Journal of the Warburg and Courtauld Institutes 1 (1937-38): 322-
40; and R. Freyhan, ―The Evolution of Caritas in the Thirteenth and Fourteenth Centuries,‖ 
Journal of the Warburg and Courtauld Institutes 11 (1948): 68-86. 
 
71 Another early example of the pelican as an attribute of Charity, although later than Pisanello‘s 
medallic imagery, is the allegorical reverse of Piero della Francesca‘s portrait of Battista Sforza 
(c. 1474?, Florence, Galleria degli Uffizi), where Charity with a pelican on her lap, accompanies 
the other Theological Virtues to honor Battista, who is enthroned on a triumphal cart drawn by 
unicorns. 
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72 Although written considerably later than the Pisanello medal was produced, Cesare Ripa‘s 
description of amor proximi (love of one‘s neighbor), one of the two aspects of caritas, in the 
Iconologia (first illustrated edition, 1603), stipulated that amor proximi should be depicted by an 
image of a well-dressed man accompanied by a pelican. For that notation, see Marianna Jenkins, 
―The Iconography of the Hall of the Consistory in the Palazzo Pubblico, Siena,‖ The Art Bulletin 
54 (1972): 440.  
 
73 For the translation of Prendilacqua‘s text into Italian, see Garin, ed., Il pensiero, 641: 
―Ed io credo che, mosso dalla sua bontà, Pisanello, insigne artista dei tempi nostri, quando 
dipingeva Vittorino fra i filosofi antichi, o lo scolpiva nel bronzo, come spesso gli piacque fare in 
segno d‟onore, fosse solito collocare davanti ai piedi di lui una fenice che, percuotendosi col 
becco, tenta di suscitare novella prole dal proprio sangue; e diceva lui simile a quella perché, 
tale amore e generosità avendo mostrato agli scolari da non arretrare davanti a nessuna fatica o 
spesa, sembrava in qualche modo avere sparso il proprio sangue per suscitare gli studi delle 
ottime arti.‖  
 
―I believe that, moved by [Vittorino‘s] goodness, Pisanello, renowned artist of our times, when 
painting Vittorino among antique philosophers, or sculpting him in bronze, as he was often 
happy to do in his honor, would usually place before his feet a phoenix striking itself with its 
beak, attempting to revive new offspring with its own blood; and it is said [Vittorino] is similar 
to that because, having demonstrated such love and generosity toward [his] pupils, without 
retreating before any difficulty or expense, seemed in some way to shed his own blood to sustain 
the study of the highest arts.‖ 
 
74 Ibid. It has been suggested that the Egyptian Horapollo‘s Hieroglyphica (2.57), written in the 
fourth century A. D., which suggests that the single young phoenix was born from the blood of 
its parent‘s self-inflicted wound, may have provided a textual source for Prendilacqua‘s 
alignment of the birds. Since Horapollo stipulates the birth of a single phoenix, this is still not a 
completely satisfactory explanation because Pisanello‘s image clearly depicts multiple young. It 
is possible that Prendilacqua knew some version of the Hieroglyphica or a variant of it. The first 
translation of the text into Greek was not printed until 1505, but copies may have been 
circulating in Florence as early as 1419. For the circulation of the text, see George Boas, trans. 
The Hieroglyphics of Horapollo (1950; reprint, Princeton: Princeton University Press, 1993), 13-
15; and Roelof Van den Broek, The Myth of the Phoenix According to Classical and Early 
Christian Traditions, trans. I. Seeger (Leiden: Brill, 1972), 159. 
 
75 For the tarot see Giannino Giovannoni, Mantova e i tarocchi del Mantegna (Mantua: Casa del 
Mantegna, 1987); and Giordano Berti, ―I cosiddetti Tarocchi del Mantegna,‖ in A casa di Andrea 
Mantegna: Cultura artistica a Mantova nel quattrocento, ed. Rodolfo Signorini with collab. 
Daniela Sogliani (Milan: Silvana Editoriale, 2006), 298-307. 
 
76 From John 10:18, ―The Savior said in the Gospel, ‗I have the power to lay down my life, and I 
have the power to take it again;‖ see Curley, trans., Physiologus, 13-14. 
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77 See also the most famous Italian trecento example of a personification of the city surrounded 
by the Theological and/or Cardinal Virtues in Siena, Ambrogio Lorenzetti‘s frescoes depicting 
Good Government in the city‘s Palazzo Pubblico (1338). 
 
78 Through his marriage to Isabelle of Valois, Giangaleazzo held the title to Vertus, in 
Champagne, making him literally the Count of Virtues. For that and the Virtues with whom 
Giangaleazzo was shown in this and other, earlier manuscripts, see Kirsch, Five Illuminated 
Manuscripts, 19, 57, 76. 
 
79 For the application of the tradition to a major court commission in Ferrara, see Wright, ―Bible 
of Borso d‘Este,‖ 213-18, 227-30 nn. 11-27. For an in-depth discussion of the ancient sources for 
the literary genre see Peter Stacey, Roman Monarchy and the Renaissance Prince (Cambridge: 
Cambridge University Press, 2007). Also see Andrew Wallace-Hadrill, ―The Emperor and His 
Virtues,‖ Historia: Zeitschrift für alte Geschichte 30 (1981): 298-323. 
 
80 For commentary and a full translation of the text, see Woodward, Vittorino da Feltre, 93-118. 
 
81 Woodward, Vittorino da Feltre, 98. Charles Rosenberg has suggested that Vergerio‘s text, a 
copy of which was owned by Federico da Montefeltro, influenced Justus van Ghent‘s double 
portrait of the duke and his young son Guidobaldo (Urbino, Galleria Nazionale delle Marche, c. 
1476-77). Rosenberg argues that the image presents the duke as an ―example of living worth‖ for 
the heir and also notes the possibility that Vergerio‘s text similarly influenced Federico da 
Montefeltro‘s later incorporation of painted portraits of both ancient and contemporary 
exemplars, including Vittorino da Feltre, into the program of decoration for his studiolo in the 
Palazzo Ducale in Urbino (c. 1474). For these observations, see Charles M. Rosenberg, ―The 
Double Portrait of Federico and Guidobaldo da Montefeltro: Power, Wisdom, and Dynasty,‖ in 
Federico di Montefeltro: lo stato, le arti, la cultura, ed. Giorgio Cerboni Baiardi, Giorgio 
Chittolini, and Piero Floriani (Rome: Bulzoni Editori, 1986), 2:219-220, esp. n. 20. 
 
82 Although Vergerio was in Florence (1397-1400) during the first years of Vittorino‘s study in 
Padua, he maintained close ties with Padua and did not resign his position at the university there 
until 1405, during Vittorino‘s residence. For Vergerio‘s whereabouts, his likely impact on 
Vittorino and the popularity of the treatise, see Woodward, Vittorino da Feltre, 6, 14-16, 93-118; 
and David Robey, ―Vittorino da Feltre e Vergerio,‖ in Vittorino da Feltre e la sua scuola: 
umanesimo, pedagogia, arti, ed. Nella Giannetto (Florence: Olschki, 1981), 241-53. 
 
83 Woodward, Vittorino da Feltre, 103-4, 112-16. 
 
84 Quoted in a discussion of the literary topos of the ideal ruler as combining skill in arms with 
wisdom gained through study of letters by Ernst Robert Curtius, European Literature and the 
Latin Middle Ages, trans. Willard Trask (New York: Pantheon Books, 1953), 173-82. For Isidore 
of Seville‘s role in codifying the topos, see also Aldo Scaglione, Knights at Court: Courtliness, 
Chivalry and Courtesy from Ottonian Germany to the Italian Renaissance (Berkeley: University 
of California Press, 1992), 144-45, 235.  
 
85 Woodward, Vittorino da Feltre, 95, 112-14. 
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86 Alberti, On Painting, Grayson, ed., 35. 
 
87 Pius II, Commentaries, eds. and trans. Margaret Meserve and Marchello Simonetta, 2 vols. 
(Cambridge: Harvard University Press, 2004-7), 1:371, 373. 
 
88 Pisanello‘s visual panegyric to Ludovico‘s fortitude and wisdom anticipated a similar 
glorification of Federico da Montefeltro‘s rule in Justus of Ghent‘s painted panel of the duke 
with his son, Guidobaldo (see n. 81 in this chapter). Wearing full body armor, an allusion to 
fortitude and the active life, the Duke appears seated at a lectern, the book in his hands testifying 
to his wisdom and learning. Pisanello‘s medallic adumbration of Ludovico‘s virtues and the 
emphasis on the balance of wisdom and fortitude again appears to anticipate the major program 
devoted to the same themes (in painting and intarsia) for Federico da Montefeltro in the studiolo 
at Urbino, for which see Luciano Cheles, ―‘Topoi‘ e ‗serio ludere‘ nello studiolo di Urbino,‖ in 
Federico di Montefeltro: lo stato, le arti, la cultura, eds. Giorgio Cerboni Baiardi, Giorgio 
Chittolini, and Piero Floriani (Rome: Bulzoni, 1986), 2:269-86. 
 
89 Hill, Corpus, no. 194. For the medal and imagery as attesting to Ludovico‘s possession of the 
virtue of Faith (specifically the emblematic use of dogs in Mantegna‘s Camera Picta and the 
Gonzaga emblem of the cane) see Signorini, OPVS HOC TENVE, 186-94 and 209-10; idem, 
―AENIGMATA,‖ 61-66. See also M. Rossi, ―Le medaglie,‖ 46, no. 14; and M. Rossi, ―Le 
medaglie dei Gonzaga: catalogo,‖ 398-400, no. V.6 and V.6a. 
 
90 For the imprese, see Signorini, OPVS HOC TENVE, 194-204, 210-13; and idem, 
―AENIGMATA,‖ 47-52, 77-78. 
 
91 The inscription is: •FIDO • ET • SAPIENTI • PRINCIPI • FEDES • ET • PALLAS • 
ASSISTVNT 
 
92 Earlier studies of art specifically related to the relic are many, and include those of Marita 
Horster, ―Mantuae Sanguis Preciosus,‖ Wallraf-Richartz-Jahrbuch 25 (1965): 151-80; Visite dei 
Pontefici e la reliquia del Preziosissimo Sangue, exh. cat., vol. 1, Storia e arte religiosa a 
Mantova (Mantua: Casa del Mantegna, 1991); Giannino Giovannoni, ―Riti e apparati di 
ostensione della reliquia del Preziosissimo Sangue desumibili dalle monete e medaglie 
gonzaghesche,‖ in Leon Battista Alberti: architettura e cultura, atti del convegno internazionale 
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CHAPTER SIX 

 

CONCLUSION 

 
 

This study has been devoted to one of the signal creations of Renaissance art, the cast 

portrait medal, developed by Pisanello in the 1430s and 1440s and subject to continual 

elaboration thereafter. My examination focuses on the earliest examples of the type that Pisanello 

produced for the Este of Ferrara and the Gonzaga of Mantua. To situate their innovations in what 

I see as the appropriate ideological context, I began the study with the pair of medallions 

depicting the Roman emperor Constantine and the Byzantine emperor Heraclius produced at the 

court of Jean, Duc de Berry (c. 1402). I demonstrate that the Berry medallions were based upon a 

familiar class of Byzantine sacred objects, enkolpia, which bore a traditional association with 

pious warfare. The medallions thus identified the patron as maintaining the French royal tradition 

of righteous martial activity to defend Christianity from its enemies. I argue that the Berry 

medallions provided the primary models for Pisanello's first medal dedicated to the Byzantine 

Emperor John VIII Palaeologus (c. 1438-39) who traveled to Italy to promote the reunification of 

the eastern and western Churches and to encourage the western powers to defend the Byzantine 

empire.  

My analysis of the Palaeologus medal demonstrates that Pisanello purposefully updated 

the iconography and form of the French prototypes, incorporating imagery drawn from 

illustrations of the Queste del Saint Graal, a French chivalric tale identified with crusader efforts 

in the East. The imagery, in part, honored Pisanello‘s patron, identified here as either Niccolò 

d‘Este or his son and designated heir, Leonello, rulers of Ferrara, hosts of the Church Council, 

and famed condottieri. The Este claimed descent from the French royal line and for this reason 

could be said to have continued the prestigious tradition of both imperial and French responses to 

threats against Christianity.  

In two linked chapters I then explored how the political motivations that figured 

prominently in the genesis of the Palaeologus medal became the basis for a programmatic series 

of medals that Pisanello created for Marchese Ludovico Gonzaga of Mantua, one each dedicated 

to himself, to his father, Gianfrancesco, to his sister, Cecilia, and to the court humanist Vittorino 
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da Feltre. The medals dedicated to Ludovico and his father feature warrior types that identify the 

Gonzaga condottieri as Christian soldiers in the imperial tradition. The medals dedicated to 

Cecilia and Vittorino feature Eucharistic imagery that identifies each subject as a virtuous 

exemplar while simultaneously recalling Gonzaga protection of the Mantuan relic of the Precious 

Blood. The four objects are united by shared iconographic references to the patron‘s imperial 

lineage, personal piety, and military prowess. Much as Jean de Berry‘s medallion series and the 

Palaeologus medal had for their patrons, Pisanello‘s Gonzaga medals functioned as part of a 

broader campaign to secure and promote Ludovico Gonzaga‘s position by identifying him as an 

imperial Christian warrior.  

Investigations of the sources for and meaning of the earliest cast portrait medals are 

traditionally contextualized through reference to the humanist revival of antique forms of 

personal commemoration. One of the most important contributions of the present study is to 

recognize the broad range of formal and iconographic sources that Pisanello employed. The 

origins of the emergent sculptural form lay not in a generalized revivalist effort or the 

indiscriminant adoption of ancient Roman prototypes, but in the synthesis of a series of nearly 

contemporary models that bore imperial Christian meaning, many of them appropriated from the 

French courts. Each of the patrons studied here utilized the sculptural form of the medal to 

promote his personal or dynastic rule. An essential component of that address was to employ a 

form that from its inception was identified with a distinguished tradition of Christian military 

triumph, traced to ancient Rome, but including as well Byzantine imperial and French royal 

models. That combination was especially appealing to Pisanello‘s signorial patrons, many of 

whom were professional military leaders eager to proclaim their authority.  

An equally important contribution of this study resides in demonstrating that, from its 

antecedents in the Berry medallions and formal recollection of Byzantine sacred objects, the cast 

portrait medal was aligned with one of the most pressing political and religious concerns of the 

period, the protection of Eastern Christendom from Ottoman incursion. As such, the earliest 

medals responded directly to the contemporary political and religious concerns of their patrons. 

This analysis delineates the important role that the small, portable, and reproducible medals 

played in their patrons‘ efforts to shape personal and dynastic identity. 
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Expanded Analysis of Pisanello’s Medallic Oeuvre 

All of Pisanello‘s medals, approximately twenty-five extant objects in addition to the one 

dedicated to John Palaeologus, were produced during the brief period between the Council of 

Ferrara and Florence and the fall of Constantinople in 1453.1 That fact, not considered in 

previous studies of the artist‘s medallic oeuvre, has direct implications for future study of 

Pisanello‘s and other early medals. Chapters Four and Five demonstrated that Ludovico 

Gonzaga‘s adoption of the medal was inspired by a desire for identification with the same 

Christian concern that motivated production of the Palaeologus medal. A brief examination of 

the medals that Pisanello produced for two other patrons, Domenico Malatesta, ruler of Cesena 

and Cervia (r. 1429-1465), and King Alfonso I of Naples (r. 1443-1458), in the context of the 

patrons‘ political concerns and contemporary historical events, suggests that those objects also 

identified their patrons with that same range of Christian and political concepts.  

Pisanello‘s medal depicting Domenico Malatesta (Malatesta Novello) (c. 1448?) (fig. 74), 

younger brother of Sigismondo Malatesta of Rimini, is often compared with the Palaeologus 

medal based on the compositional similarities between the medal reverses.2 The Domenico 

Malatesta reverse shows a dismounted knight in a rocky landscape kneeling at prayer before the 

figure of Christ upon the cross. Just as the Palaeologus medal reverse has sometimes been 

identified as illustrating an episode from the life of the titular subject, so too has the reverse of 

the Domenico Malatesta medal. The image is frequently read as commemorating Domenico‘s 

vow, made after the battle of Montolmo in 1444, to build a hospital dedicated to the Crucifix, 

which he did in 1452.3  

The identification of the iconographic source for the Palaeologus medal imagery in 

Chapter Three suggests new insights into the sources for and Christian meaning of the Domenico 

Malatesta medal iconography. The medal imagery closely recalls images and narratives 

recounting the adventures of Lancelot in the Queste del Saint Graal, the same source that 

inspired the Palaeologus medal reverse. In the Queste, Lancelot has a series of revelations that 

eventually lead him to repent past misdeeds. The knight encounters a cross atop a plinth on 

several occasions during his journey. According to the Queste text, Lancelot rides alone in 

darkness until he ―reach[es] a stone cross at the parting of two paths in a deserted place.‖4 

Lancelot believes there may be writing beneath the cross but cannot be certain. Seeing a chapel 

beyond the cross, Lancelot dismounts, tethers his horse to an oak tree and hangs his shield from 
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the same tree. Unable to enter the chapel, he lies down and has a dream of the Holy Grail. In 

Lancelot‘s dream, the Grail cures an injured knight who, in turn, kisses the cross. Later, Lancelot 

encounters a series of hermits who interpret his visions and guide his conversion. One of the 

religious men suggests that, as penance for his past deeds, Lancelot wear a ―coarse and prickly 

hair shirt‖ that will protect the knight and keep him pure.5 Wearing the shirt beneath his armor, 

Lancelot once again sets out in search of the Grail. He comes again to a fork in the road marked 

by a cross. Lancelot removes his helmet and kneels before the cross, saying prayers to the 

Savior.6 

The profile portrait of Domenico Malatesta on Pisanello‘s medal may have been inspired 

by the Lancelot narrative. The fur trim that adorns the front of the subject‘s over shirt is deeply 

and delicately defined; it also appears to extend all the way down the back of the bust. Might the 

pronounced emphasis on the fur-like texture of the garment be suggestive of Lancelot‘s emblem 

of purity and virtue, the ―coarse and prickly‖ hair shirt? The medal reverse also recalls the 

penitential nature of the Lancelot Queste narrative. The image appears as a composite of the 

several episodes in which Lancelot found himself alone at the foot of a cross. As in the first 

instance, the horse is tied to a tree. The kneeling figure of the knight praying to the crucified 

savior recalls not only Lancelot‘s final prayer at the foot of the cross but also the action of the 

injured knight healed by the Grail in Lancelot‘s vision.  

Shared references to the Queste narrative and the compositional similarities between the 

medals of Domenico Malatesta and John Palaeologus suggest the dynastic links between the 

subjects and identify Domenico with the religious and military ideals represented by the 

emperor. As discussed in Chapter Four, compositional and iconographic similarities between the 

medals of Gianfrancesco Gonzaga and John Palaeologus served a similar function. Like the 

Gonzaga, Domenico Malatesta claimed a close familial link with the Palaeologi via the 1421 

marriage of his aunt Cleopa Malatesta to Theodore, Despot of Morea. Domenico was also, like 

both Niccolò and Leonello d‘Este, a papal vicar; in other words, he truly was a Christian warrior. 

Domenico was, in fact, in joint command of the papal army, along with the condottiere 

Francesco Piccinino, when he was defeated at Montolmo. The compositional and iconographic 

similarities between the medals of Domenico Malatesta and John Palaeologus, and their shared 

sources in Queste narratives and imagery, provide further evidence that rulers on the Italian 

peninsula recognized the origins and multivalent significance of the form inaugurated in the 
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medal dedicated to the Byzantine emperor and that Pisanello adapted the iconography of the new 

sculptural type, including its Christian and militant significance, to suit the needs of his Italian 

patrons. 

The propaganda value of identification with the Queste narrative and imagery as a 

signifier of military prowess and support for a new crusade is suggested by King Alfonso V of 

Aragon‘s adoption of the Siege Perilous as a personal insignia. The Siege Perilous was the seat at 

Arthur‘s Round Table that would consume the unworthy occupant in flames. After his protracted 

struggle for control of Naples, Alfonso entered the city in triumph as King Alfonso I of Naples 

on 26 February 1443. The entry festivities included a Siege Perilous mounted upon a float.7 The 

attractiveness of the Siege Perilous to Alfonso is clear. Just as Galahad, called to seek the Grail, 

was the only knight who could sit without danger in the perilous chair at the Round Table so, 

too, had Alfonso been called to the seat of power in Naples. One contemporary remarked, ―No 

one [else] . . . was worthy of sitting in this Siege Perilous except the lord who subjugated this 

Kingdom [of Naples].‖8 The ephemeral, festive apparatus was made permanent in the frieze on 

the Triumphal Arch executed by Pietro da Milano, Francesco Laurana and others as the entry 

point to the Castel Nuovo (1453-58, 1465-71). The relief depicts Alfonso seated in the Siege 

Perilous beneath a baldachin. The baldachin is decorated with crosses that recall the arms of the 

Latin Kingdom of Jerusalem, established after the First Crusade in 1099 and lost in 1291. 

Alfonso‘s acquisition of Naples carried with it the title King of Jerusalem first claimed by 

Baldwin of Boulogne (r. 1100-18). Not coincidentally, Alfonso also claimed ownership of the 

relic of the Holy Grail.9  

Although the iconography of Pisanello‘s three extant medals (executed c. 1448-49) for 

Alfonso of Naples has not previously been aligned with his wider identification with Queste 

themes or support for a crusade, recent research suggests that this will prove a fruitful avenue of 

inquiry.10 Sarah Kozlowski proposes that Alfonso‘s claim to the title King of Jerusalem was a 

motivating factor in his patronage of Pisanello‘s medals. She identifies a Pisanello drawing of 

Jesus as a design for a medal in the series, suggesting that the images would have formed a 

visual genealogy that identified Alfonso as successor to dominion in the Holy Land.11 The 

multivalent significance of the image of a boar hunt on the reverse of one of the medals (fig. 75), 

recalling the image of the imperial boar hunt in the Hadrianic tondi on the Arch of Constantine, 

is especially evocative of the themes discussed in the present study.12 The imperial and 
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particularly Christian meaning of the imagery is suggested by the revised reading of the hunting 

imagery on the Palaeologus medal reverse provided in Chapter Three. 

Alfonso‘s ambivalence to crusade has been the subject of much conjecture. Whatever his 

actual intentions, the king certainly recognized the profitability of identification with crusader 

efforts to first protect and then reclaim Constantinople.13 A tract written by the humanist Flavio 

Biondo titled De expeditione in Turchos (1453) exhorted the king to crusade and eventually free 

the Holy Land. Another epistle penned in 1455 by the humanist Gianozzo Manetti on behalf of 

Alfonso implored Pope Calixtus III to appoint the king leader of the papal troops in a mission to 

reclaim Constantinople.14 Particularly evocative of the ancient lineage that Alfonso saw himself 

as continuing is Biondo‘s suggestion that ―King Alfonso would take up [the cross] not for the 

recovery of the Holy Land as did the aforesaid Heraclius and Godfrey, not for the aid of 

Constantinople against the Turks as did the above mentioned Louis, but rightly for the defense of 

the Christian faith. . . .‖15 While disclaiming that the effort would be for the Neapolitan king‘s 

personal glory, Biondo‘s text identified Alfonso with a series of model crusaders, among them 

Heraclius and Saint Louis. Both of those historical figures were, we have seen, commemorated 

in one way or another in the French pre-cursors of Pisanello‘s medals.  

Scholars frequently acknowledge that Pisanello‘s medals for Filippo Maria Visconti and 

Sigismondo Malatesta signalled the military prowess of the patrons and glorified their military 

activities as within the chivalric visual tradition.16 The political and religious value of those 

images has yet to be fully considered but the martial nature of the iconogrphy suggests that 

essential elements of the meaning assigned here to medals commissioned by other of Pisanello‘s 

signorial patrons was retained. The full significance of the medals Pisanello dedicated to 

independent condottiere who were not (or not yet) rulers, particularly those dedicated to Niccolò 

Piccinino and the young Francesco Sforza, both likely created c. 1441 when the subjects were in 

the employ of Filippo Maria Visconti, also bears further consideration within the context 

suggested in the previous chapters.17  

Implications for Future Study 

The present study offers a wide range of implications for future investigations of the 

earliest Renaissance medals. As the examples cited above suggest, considerable work remains to 

be done to advance understanding of the full range of sources for and meaning of the artist‘s 

medallic oeuvre. Future scholars will hopefully consider the variety of contemporary visual and 
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textual sources to which, as this study demonstrates, the artist and his patrons turned when 

creating the objects. Iconological analysis of these and Pisanello‘s other medals offers fertile 

ground for art-historical analysis. Consideration of the contemporary political and religious 

context surrounding the objects‘ production provides an avenue to a more nuanced picture of 

how the earliest medals served the patrons who commissioned them. Especially intriguing is 

consideration of the cast portrait medals produced by other artists, including Matteo de‘ Pasti 

(1420 – 1467/68), during Pisanello‘s lifetime particularly the diffusion of the sculptural form and 

adaptation of its meaning amongst a variety of patrons. That the Christian associations here 

defined for the earliest medals were retained, even when produced by other artists, is suggested 

by the burial of Sigismondo Malatesta. When his tomb was opened seven medals by Matteo de‘ 

Pasti arranged in the shape of a cross were found placed carefully on the body of the condottiere-

ruler.18 The earliest cast portrait medals are here defined as engaging the same concerns that 

motivated monumental commissions in painting and sculpture. As this study makes clear, 

analysis of the medals must be more fully situated in the mainstream of art-historical research to 

fully understand the visual discourse between artists, patrons, and viewers in the early modern 

period. 
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1 Hill catalogues 25 extant examples of Pisanello‘s medals (including the Palaeologus medal); 
the last dated example (1449) depicts Alfonso I of Naples. See Hill, Corpus, nos. 19-44. That 
author concludes with a list of 20 additional medals attributed to Pisanello in primary sources but 
not known otherwise. On Pisanello‘s possible self-portrait medal, not included by Hill, and now 
frequently attributed to an unnamed Ferrarese medalist, see the entry by Yevgenia Schukina in 
Scher, ed., Currency of Fame, 58-59.  
 
2 The medal is Hill, Corpus, no. 35. See also G. Pollard, et. al., Renaissance Medals, 1:24-25, no. 
15; and on the date, see Syson and Gordon, Pisanello, 38, 113. 
 
3 Scher, ed., Currency of Fame, 51. 
 
4 Burns, trans., Quest, 20. 
 
5 Ibid., 39, 42. 
 
6 Ibid., 42. 
 
7 For the entry, including visual and literary descriptions of Alfonso as a ―second Caesar‖ and a 
―second Galahad,‖ as well as other examples of Siege Perilous imagery utilized at Alfonso‘s 
court, see Woods-Marsden, ―Art and Political Identity,‖ 14-15, 27-30 nn. 24-28. Alfonso also 
acquired a suite of tournament armor with the Siege Perilous emblazoned upon the breastplate 
and an elaborate helm crest, or cimiero, that featured the insignia. The helmet design is 
documented in a drawing attributed to Pisanello, who arrived at Alfonso‘s court in 1448. See 
Syson and Gordon, Pisanello, 67-70. The drawing is at the Musée du Louvre (Inv. 2295 r). 
 
8 Quoted in Woods-Marsden, ―Art and Political Identity,‖ 15. 
 
9 Syson and Gordon, Pisanello, 241 n. 74. 
 
10 The medals are Hill, Corpus, nos. 41-43 (which is shown in variations). 
 
11 Sarah K. Kozlowski, ―A Convergence of Icon and Portrait in Naples around 1450‖ (paper 
presented at the annual meeting of the Renaissance Society of America, Los Angeles, CA, 
March, 2009); idem, ―Convergences of Portrait, Icon, and Tomb in Fourteenth and Fifteenth 
Century Naples‖ Ph.D. dissertation (Yale University, 2010). 
 
12 The medal is Hill, Corpus, no. 42. Another possible source for the medal reverse was a second 
century Roman sarcophagus now at the Palazzo Ducale in Mantua; for that, see Syson and 
Gordon, Pisanello, 130-33. 
 
13 For Alfonso ―taking the cross‖ in the 1450‘s, see Ward Mahnke, ―Political Career,‖ 225. 
Kenneth Setton notes the king, ―. . . would not risk an expedition against the Turks, even though 
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he entertained the irresponsible dream of re-establishing the Latin empire of Constantinople, 
with himself as emperor.‖ See Setton, Papacy and the Levant, 2:99 esp. n. 73. 
 
14 For the tracts exhorting the king to crusade or promoting him as a crusade leader, including 
those by Biondo and Manetti as well as others by George of Trebizond and Poggio Bracciolini, 
see Bisaha, Creating East and West, 25-27, 37, 81-85.  
 
15 Quoted by Bisaha, Creating East and West, 26. 
 
16 The medals are Hill, Corpus, nos. 21, 33-34. See, most recently, G. Pollard, et. al., 
Renaissance Medals, 1:8, no. 3, 20-23, nos. 12-14.  
 
17 The medals are Hill, Corpus, nos. 22 and 23. See, most recently, G. Pollard, et. al., 
Renaissance Medals, 1:9-11, nos. 4-5. 
 
18 See G. Pollard, et. al., Renaissance Medals, 1:54, no. 37. 
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Figure 1. Pisanello, Medal of John VIII Palaeologus, c. 1438. Bronze, 102.7 mm (diameter). Inv. 
A.169.1910, Victoria and Albert Museum, London. 
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Figure 2. Constantine Medallion, after 1402. Silver, 88 mm (diameter). Bibliothèque national de 
France, Paris.
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Figure 3. Heraclius Medallion, after 1402. Silver, 97 mm (diameter). Bibliothèque nationale de 
France, Paris. 
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Figure 4. Apse Mosaic (detail), c. 1130. Basilica of San Clemente, Rome. 
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Figure 5. Apse Mosaic, late 13th century. Basilica of St. John Lateran, Rome. 
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Figure 6. Limbourg Brothers, Heraclius Returns the Cross to Jerusalem, 1413-16. Fol. 156v, 
Belles Heures, The Cloisters Museum & Gardens, New York. 
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Figure 7. Limbourg Brothers, The Meeting of the Three Magi, 1411-16. Fol. 52r, Très Riches 
Heures, Musée Condé, Chantilly. 



233 
 

 

 

 

 

 

 

Figure 8. Solidus of Constantine I, c. 324-25. Gold. 
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Figure 9. Coin of Heraclius, 610-641. Gold. Inv. B 7471, British Museum, London. 
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Figure 10. Seal of Jean, Duc de Berry, c. 1410. 95 mm (diameter). Bibliothèque nationale de 
France, Paris. 
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Figure 11. Beresford Hope Reliquary Cross (closed and open), early 9th century, Byzantine. Gold 
and enamel, 87 mm high (closed). Inv. 265.A.1886, Victoria and Albert Museum, London. 
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Figure 12. Gold and Enamel Reliquary Cross (open), early 11th century, Byzantine. Gold and 
enamel, 61.2 mm high (cross). British Museum, London. 
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Figure 13. Double-sided Enkolpion, 14th century. Cast silver (?), gilt, 36 mm (diameter). 
Vatopaidi Monastery, Mt. Athos. 
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Figure 14. La Grande Châsse aux reliques, Sainte-Chapelle (arrow added for emphasis), c. 1460. 
Ms. 67, Petit Psalter, The Morgan Library & Museum, New York. 
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Figure 15. Charles V giving a piece of the True Cross to Jean de Berry, 1372. AE II 393, 
Archives nationales, Paris. 
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Figure 16. Trier Ivory, 6th Century. Cathedral Treasury, Trier. 
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Figure 17. Julius Caesar, fragment from Tapestries of the Nine Worthies, c. 1400-10. Inv. 
47.101.3, The Cloisters Museum & Gardens, New York. 
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Figure 18. Medallion with Madonna and Child. Bronze, 96.5 mm (diameter). Inv. 2181, 
Staatliche Museen, Berlin. 
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Figure 19. Limbourg Brothers, Exaltation of the Cross, 1411-16. Fol. 193r, Très Riches Heures, 
Musée Condé, Chantilly. 
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Figure 20. Pisanello or his circle, Portrait of John VIII Palaeologus, c. 1438. Inv. 2478v, Musée 
du Louvre, Paris. 
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Figure 21. Pisanello, Preparatory Drawings for Palaeologus Medal, c. 1438. Inv. 1062r, Musée 
du Louvre, Paris. 



247 
 

 

 

 

 

 

 

Figure 22. Pisanello, Preparatory Drawings for Palaeologus Medal, c. 1438. Inv. 1062v, Musée 
du Louvre, Paris. 
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Figure 23. Pisanello, Preparatory Drawings for Palaeologus Medal, c. 1438. 1961.331r, Margaret 
Day Blake Collection, The Art Institute of Chicago, Chicago. 
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Figure 24. Pisanello, Preparatory Drawings for Palaeologus Medal, c. 1438. 1961.331v, Margaret 
Day Blake Collection, The Art Institute of Chicago, Chicago. 
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Figure 25. Pisanello, Drawings of a Horse, c. 1438? Inv. 2468r, Musée du Louvre, Paris. 
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Figure 26. Giovanni Badile, Frescoed window surround with image based on Pisanello‘s medal 
of John Palaeologus, 1443-44. Chapel of San Gerolamo, Santa Maria della Scala, Verona. 
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Figure 27. Verso of Seal of John VIII Palaeologus from the Decree of Union, July 6, 1439. Gold, 
47 mm. ASV, A.A. Arm. I-XVIII.398, Archivio Segreto Vaticano, Vatican City. 
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Figure 28. Pisanello, Portrait of Leonello d‟Este, c. 1441. Tempera on panel. Accademia Carrara, 
Bergamo. 
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Figure 29. Leon Battista Alberti, Self-Portrait Plaque, c. 1434-36. Bronze, 20.1 cm (height). 
Samuel H. Kress Collection, National Gallery of Art, Washington, D. C. 
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Figure 30. Piero della Francesca, Flagellation, c. 1470. Tempera on panel. Galleria Nazionale 
delle Marche, Palazzo Ducale, Urbino. 
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Figure 31. Frieze with Battle at Milvian Bridge and tondi of bear hunt and sacrifice to Diana, 
Arch of Constantine (southeast attic), dedicated 315. Rome. 
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Figure 32. Pisanello, St. Eustache, c. 1438-42. Tempera on panel. Inv. NG1436, National 
Gallery, London. 
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Figure 33. Piero della Francesca, Battle of Constantine and Maxentius, c. 1452-66. Fresco. San 
Francesco, Arezzo. 
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Figure 34. Parting of Galahad and Melias, Pavia or Milan, c. 1380. Fol. 13v, ms. fr. 343, 
Bibliothèque nationale de France, Paris. 
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Figure 35. Attributed to the Master of the City of Dames, Le Chevalier Errant and his squire 
before the cross, Paris, c. 1401-5. Fol. 3v, ms. fr. 12559, Le Chevalier Errant, Bibliothèque 
nationale de France, Paris. 
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Figure 36. Attributed to the Master of the City of Dames, Le Chevalier Errant and his squire 
part before the cross, Paris, c. 1401-5. Fol. 3v, ms. fr. 12559, Le Chevalier Errant, Bibliothèque 
nationale de France, Paris. 
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Figure 37. Pisanello, Medal of Leonello d‘Este, c. 1441-44. Bronze, 68 mm (diameter). Formerly 
private collection, London. 
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Figure 38. Giovanni Badile, Frescoed window surround with image based on Pisanello‘s medal 
of Leonello d‘Este (facing image of Palaeologus medal), 1443-44. Chapel of San Gerolamo, 
Santa Maria della Scala, Verona. 
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Figure 39. Pisanello, Medal of Ludovico Gonzaga, c. 1447. Bronze, 102 mm (diameter). Inv. 
A.66.1910, Victoria and Albert Museum, London.
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Figure 40. Pisanello, Medal of Gianfrancesco Gonzaga, c. 1447. Bronze, 98.6 mm (diameter). 
Collezione medaglie Rizzini 1992, 8, Museo Civico, Brescia.
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Figure 41. Pisanello, Medal of Cecilia Gonzaga, dated 1447. Bronze, 87 mm (diameter). 
Ital. 572.15, Bibliothèque nationale de France, Paris. 
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Figure 42. Pisanello, Medal of Vittorino da Feltre, c. 1447. Bronze, 67 mm (diameter). 
Inv. 18200141, Münzkabinett, Staatliche Museen, Berlin. 
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Figure 43. Pisanello, Arthurian Frescoes, detail of southeast wall showing elaborate 
cimieri, c. 1447. Palazzo Ducale, Mantua. 
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Figure 44. Pisanello, Arthurian Frescoes, detail of southeast wall showing page with 
battaglio, c. 1447. Palazzo Ducale, Mantua. 
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Figure 45. Justus von Ghent, Portrait of Vittorino da Feltre, c. 1474. Oil on panel. Inv. MI 645, 
Musée du Louvre, Paris. 
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Figure 46. Medal of Ludovico Gonzaga, c. 1433. Bronze, 42.5 mm (diameter). Inv. 18216320, 
Münzkabinett, Staatliche Museen, Berlin. 
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Figure 47. Marchesano of Ludovico Gonzaga, Mantua, 1465. Gold, 23 mm (diameter). Museo 
Numismatico Fondazione Banca Agricola Mantovana, Mantua. 
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Figure 48. Michelino da Besezzo (illuminator), Eulogy for Giangaleazzo Visconti, 1402/3. Fol. 
7r, ms. lat. 5888, Bibliothèque nationale de France, Paris. 
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Figure 49. Michelino da Besezzo (illuminator), Eulogy for Giangaleazzo Visconti, 1402/3. Fol. 
12v, ms. lat. 5888, Bibliothèque nationale de France, Paris. 
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Figure 50. Scriptores Historiae Augustae Vitae diversorum principum, c. 1435-40. Fol. 114v, 
Ms. E. III. 19, Biblioteca Nazionale Universitaria, Turin. 
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Figure 51. Medallion of Constantine, Ticinum, 315. Silver. 
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Figure 52. Pisanello, Medal of Filippo Maria Visconti, c. 1441. Bronze, 101 mm (diameter). Inv. 
1923,0523.1, British Museum, London. 
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Figure 53. Pisanello, Medal of Sigismondo Malatesta, 1445. Bronze, 101.2 mm (diameter), ex. 
from Hill, Corpus, no. 34. 
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Figure 54. Quarto di grosso of Ludovico Gonzaga, inscribed IN HOC SIGNO VINCE, Mantua, 
c. 1444-50. Silver. Image from Numismatica Varesi. 
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Figure 55. Ducat of Ludovico Gonzaga, Mantua, c. 1445. Gold. Inv. 1937.146.1800, American 
Numismatic Society, New York. 
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Figure 56. Coin of Constantine, Constantinople, 327. Silver, 18 mm (diameter). Inv. 
1890,0804.11, British Museum, London. 
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Figure 57. Pisanello, Portrait of Margherita Gonzaga, c. 1436-38. Tempera on panel. Inv. RF 
766, Musée du Louvre, Paris. 
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Figure 58. Ghirlandaio, Portrait of Giovanna Tornabuoni, after 1490 (?). Tempera on panel. 
Thyssen Bornemisza Collection, Lugano. 
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Figure 59. Niccolò Fiorentino, Medal of Giovanna Tornabuoni (obverse), 1486. Bronze, 78 mm. 
1957.14.882, Samuel H. Kress Collection, National Gallery of Art, Washington, D. C. 



285 
 

 

 

 

 

 

 

Figure 60. Unicorn Capture, c. 1200-25. Fol. 31v, Latin 2495 B, Bibliothèque nationale de 
France, Paris. 
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Figure 61. Unicorn Capture and Kill, Italian, c. 1425. Fol. 004v, MS Douce 241, Book of Fate, 
Bodleian Library, Oxford. 
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Figure 62. Pisanello, Study of a Goat. Inv. 2412, Musée du Louvre, Paris. 



288 
 

 

 

 

 

 

 

Figure 63. Bedford Master, Charity, Paris, c. 1430. Fol. 117r, MS M.359, The Morgan Library & 
Museum, New York. 
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Figure 64. After Mantegna, Design for Tarot card: Charita, Mantua (?), c. 1465. KH-28-4, no. 
38, Bibliothèque nationale de France, Paris. 
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Figure 65. After Mantegna, Design for Tarot card: Speranza, Mantua (?), c. 1465. KH-28-4, no. 
39, Bibliothèque nationale de France, Paris. 
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Figure 66. Michelino da Besozzo, Coronation of Giangaleazzo Visconti in Heaven, 1402/03. Fol. 
1 (det), ms. lat. 5888, Bibliothèque nationale de France, Paris. 
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Figure 67. Bartolomeo Melioli, Medal of Ludovico Gonzaga, 1475. Bronze, 80 mm 
(diameter). A.209.1920, Victoria and Albert Museum, London. 
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Figure 68. Crucifixion with the ―Pelican in Piety,‖ c. 1360. Palatine Chapel, Palazzo Ducale, 
Mantua. 
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Figure 69. Altar antependium with Marian hortus conclusus, c. 1480. Landesmuseum, Zurich. 
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Figure 70. Grosso of Gianfrancesco Gonzaga, Mantua, between 1433-44. Silver, 25 mm 
(diameter). Formerly Magnaguti Collection. 
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Figure 71. Comparison: Reverses of figures 39 and 41.  
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Figure 72. Comparison: Reverses of figures 39 and 42. 
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Figure 73. Galahad‟s vision of the Pelican, Pavia or Milan, c. 1380. Fol. 40v, ms. fr. 343, 
Bibliothèque nationale de France, Paris. 
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Figure 74. Pisanello, Medal of Domenico (Novello) Malatesta, c. 1448. Bronze, 85.7 mm 
(diameter). 1957.14.607a/b, Samuel H. Kress Collection, National Gallery of Art, 
Washington, D. C.  
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Figure 75. Pisanello, Medal of King Alfonso I of Naples, c. 1449. Bronze, 108 mm 
(diameter). Inv. GIII, Naples 3, British Museum, London. 
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APPENDIX 

 

JEAN DE BERRY’S JOYAUX 
 

 

Numbers in the table signify inventory entry numbers. 

 

Joyau 

1401-03 

Inventory 

1413 

Inventory 

1416 

Inventory 

Julius Caesar  178 195 229 

Augustus 
 

198 230 

Tiberius 
 

197 1190 

Philip the Arab 
 

55 
 

Constantine 
 

199 231 

Constantine (gold copy) 
 

201 232 

Heraclius 
 

200 1191 

Heraclius (gold copy) 
 

202 233 

Jean de Berry 
  

234 
 



302 
 

 
BIBLIOGRAPHY 

 

 

Published Primary Sources 

 

Alberti, Leon Battista. The Family in Renaissance Florence. Translated by Renee Neu Watkins. 
Columbia, SC: University of South Carolina Press, 1969. 

 
–––––. On Painting and On Sculpture: The Latin Texts of “De pictura” and “De statua.” Edited 

and translated by Cecil Grayson. London: Phaidon, 1972. 
 
–––––. On the Art of Building in Ten Books. Edited and translated by Joseph Rykwert, Robert 

Tavernor, and Neil Leach. Cambridge: MIT Press, 1988. 
 
–––––. De equo animante/Il cavallo vivo. Translated by Antonio Videtta with a preface by 

Charles B. Scmitt. Naples: CeS.M.E.T., 1991. 
 
Alghieri, Dante. The Divine Comedy: Paradiso. Translated by Charles S. Singleton. Princeton: 

Princeton University Press, 1975. 
 
Bisticci, Vespasiano da. Vite di uomini illustri del secolo XV. Translated by William George and 

Emily Waters as Renaissance Princes, Popes and Prelates: The Vespasiano Memoirs, 
Lives of Illustrious Men of the 15th Century. New York: Harper & Row, 1963. 

 
–––––. Vite di uomini illustri del secolo XV. Edited by Paolo D‘Ancona and Erhard 

Aeschlimann. Milan: Ulrico Hopli, 1951. 
 
Boas, George, trans. The Hieroglyphics of Horapollo. 1950; Reprint, Princeton: Princeton 

University Press, 1993. 
 
Burns, E. Jane, trans. The Quest for the Holy Grail. In Vol. 4 of Lancelot-Grail: The Old French 

Arthurian Vulgate and Post-Vulgate in Translation, edited by Norris J. Lacy, 3-87. New 
York and London: Garland Publishing, Inc., 1995. 

 
de Voragine, Jacobus. The Golden Legend: Readings on the Saints. Translated by William 

Caxton. 7 vols. 1483. Reprint, edited by F. S. Ellis, London: J. M. Dent & Co., Alden 
House, 1900. http://www.fordham.edu/halsall/basis/goldenlegend/. 

 
Eusebius. Eusebius: Life of Constantine. Translated by Averil Cameron and Stuart George Hall. 

Oxford: Oxford University Press, 1999. 
 
de Mézières, Philippe. Le songe du vieil pèlerin. Edited by G.W. Coopland. 2 vols. London: 

Cambridge University Press, 1969. 
 



303 
 

Gill, Joseph, ed. Quae supersunt actorum graecorum concilii florentini. Rome: Pontificium 
Institutum Orientalium Studiorum, 1953. 

 
Hoffman, Georg. Andreas de Santacroce, advocatus consistorialis. Acta latina concilii florentini. 

Rome: Pontificium Institutum Orientalium Studiorum, 1955. 
 
Isidore of Seville. The Etymologies of Isidore of Seville. Edited and translated by Stephen A. 

Barney, et. al. Cambridge: Cambridge University Press, 2006. 
 
Laurent, Vitalien, trans. Les mémoires du grand ecclésiarque de l‟église de Constantinople 

Sylvestre Syropoulos. Paris: Éditions du Centre National de la recherche scientifique, 
1971. 

 
Nerlius, Antonius. Breve chronicon monasterii mantuani Sancti Andreae ord. Benedict. Ab anno 

MXVII usque ad MXXXXCVIII. In Rerum Italicarum Scriptores ab anno aerae 
Christanae 500 ad 1500, edited by L. A. Muratori. Milan: Societas Palatinae, 1738. 

 
Ovid. Metamorphoses. Loeb Classical Library. 1999. 
 
Pius II. Commentaries. Edited and translated by Margaret Meserve and Marcello Simonetta. 2 

vols. to date. Cambridge: Harvard University Press, 2004-7. 
 
Pliny the Elder. The Natural History. Loeb Classical Library, 1938-63.  
 
Vasari, Giorgio. Le opera di Giorgio Vasari: le vite de‟ più eccellenti pittori, scultori ed 

architettori. Edited by Gaetano Milanesi. 9 vols. Florence: G.C. Sansoni, 1878-85. 
 

Secondary Literature 

 

Alexander, David. ―Pisanello‘s Hat: The Costume and Weapons Depicted in Pisanello‘s Medal 
for John VIII Palaeologus.‖ Gladius 24 (2004): 135-86. 

 
Ames-Lewis, Francis. ―Art History of Stilkritik?: Donatello‘s Bronze David Reconsidered.‖ Art 

History 2, no. 2 (1979): 139-55. 
 
Anderson, J. K. Hunting in the Ancient World. Berkeley: University of California Press, 1985.  
 
Angelov, Dimiter G. ―Emperors and Patricians as Ideal Children.‖ In Becoming Byzantine: 

Children and Childhood in Byzantium, edited by Arietta Papaconstantinou and Alice-
Mary Talbot, 85-126. Washington, D. C.: Dumbarton Oaks, 2009. 

 
Atiya, Aziz S. The Crusade in the Later Middle Ages. 1938; Reprint, New York: Kraus, 1965. 
 
Aymard, Jacques. Les chasses romaines: des origines à la fin du siècle des Antonins. Paris: E. de 

Boccard, 1951. 
 



304 
 

Baert, Barbara. A Heritage of Holy Wood: The Legend of the True Cross in Text and Image. 
Translated by Lee Preedy. Leiden and Boston: Brill, 2001. 

 
Baiardi, Giorgio Cerboni, Giorgio Chittolini, and Piero Floriani, eds. Federico da Montefeltro: lo 

stato, le arti, la cultura. 3 vols. Rome: Bulzoni, 1986. 
 
Barker, John W. Manuel II Palaeologus (1391-1425): A Study in Late Byzantine Statesmanship. 

New Brunswick: Rutgers University Press, 1969. 
 
Bath, Michael. ―Imperial renovatio Symbolism in the Très riches heures.‖ Simiolus 17 (1987): 5-

22. 
 
Beaune, Colette. The Birth of an Ideology: Myths and Symbols of Nation in Late-Medieval 

France. Translated by Susan Ross Huston. Edited by Fredric L. Cheyette. Berkeley and 
Los Angeles: University of California Press, 1991. 

 
Beer, Jeanette. ―Julius Caesar, Philip Augustus and the Anonymous Translator of Li Fet des 

Romains.‖ In Vol. 2, The Medieval Translator, edited by Roger Ellis, 89-97. London: 
Centre for Medieval Studies, 1991. 

 
Belleguet, M. L., ed. Chronique du Religieux de Saint-Denys. 3 vols. 1839-52; Reprint, Paris: 

Editions du Comité des travaux historiques et scientifiques, 1994. 
 
Bellinger, Alfred R. and Philip Grierson, eds. Catalogue of the Byzantine Coins in the 

Dumbarton Oaks Collection and in the Whittemore Collection. 5 vols. Washington, D. 
C.: Dumbarton Oaks Research Library and Collection, 1968-99. 

 
Bellosi, Luciano. ―The Chronology of Pisanello‘s Mantua Frescoes Reconsidered.‖ The 

Burlington Magazine 134, no. 1075 (1992): 657-660. 
 
, ed. L‟oro di Siena: il tesoro di Santa Maria della Scala. Milan: Skira, 2001. 
 
Benigni, U. ―Mantua.‖ In New Advent: The Catholic Encyclopedia. Vol. 9. New York: Robert 

Appleton Company, 1910. http://www.newadvent.org/cathen/09611b.htm. 
 
Bergstein, Mary. ―Donatello‘s Gattamelata and its Humanist Audience.‖ Renaissance Quarterly 

55, no. 3 (2002): 833-68. 
 
Berti, Giordano. ―I cosiddetti Tarocchi del Mantegna.‖ In A casa di Andrea Mantegna: Cultura 

artistica a Mantova nel quattrocento, edited by Rodolfo Signorini with the collaboration 
of Daniela Sogliani, 298-307. Milan: Silvana Editoriale, 2006. 

 
Bestor, Jane Fair. ―Kinship and Marriage in the Politics of an Italian Ruling House: The Este of 

Ferrara in the Reign of Ercole I (1471-1505).‖ Ph.D. diss., University of Chicago, 1992. 
 



305 
 

–––––. ―Bastardy and Legitimacy in the Formation of a Regional State in Italy: The Estense 
Succession.‖ Comparative Studies in Society and History 38, no. 3 (July, 1996): 549-85. 

 
–––––. ―Marriage and Succession in the House of Este: A Literary Perspective.‖ In Phaethon‟s 

Children: The Este Court and Its Culture in Early Modern Ferrara, edited by Dennis 
Looney and Deanna Shemek, 49-85. Tempe, AZ: Arizona Center for Medieval and 
Renaissance Studies, 2005. 

 
Bini, Daniele, ed., ―Genealogia dei Principi d‘Este.‖ In Gli Estensi: La Corte di Ferrara, edited 

by Roberto Iotti, 95-145. Modena: Bulino, 1997. 
 
Birbari, Elizabeth. Dress in Italian Painting, 1460-1500. London: John Murray, 1975. 
 
Bisaha, Nancy. ―Petrarch's Vision of the Muslim and the Byzantine East‖ Speculum 76 (2001): 

284-314. 
 
–––––. Creating East and West: Renaissance Humanists and the Ottoman Turks. Philadelphia: 

University of Pennsylvania Press, 2004. 
 
Black, Jane. Absolutism in Renaissance Milan: Plentitude of Power Under the Visconti and the 

Sforza, 1329-1535. Oxford: Oxford University Press, 2009. 
 
Bleckmann, Bruno. ―Sources for the History of Constantine.‖ In The Cambridge Companion to 

the Age of Constantine, edited by Noel Lenski, 14-31. Cambridge: Cambridge University 
Press, 2006. 

 
Boccia, Lionello Giorgio. Le armature di Santa Maria delle Grazie di Curatone di Mantova e 

l‟armatura Lombarda del „400. Milan: Bramante editrice, Busta Arsizio, 1982. 
 
von Bode, W. ―Die Medaille von Johann Duc de Berry und ihr mutmasslicher Künstler Michelet 

Saulmon.‖ Archiv für Medaillen und Plaketten-kunde 3 (1921): 1-11 
 
Bourne, Molly. Francesco II Gonzaga: The Soldier-Prince as Patron (Rome: Bulzoni, 2008) 
 
–––––. ―The Art of Diplomacy: Mantua and the Gonzaga.‖ In The Northern Court Cities of Italy, 

edited by Charles Rosenberg, 138-95. Cambridge: Cambridge University Press, 2010.  
 
Braghirolli, W., P. Meyer, and G. Paris. ―Inventaire des manuscrits en langue française possédés 

par Francesco Gonzaga I, Capitaine de Mantoue, mort en 1407.‖ Romania 9 (1880): 497-
514.  

 
Branca, Daniela. I romanzi italiani di Tristano e la Tavola Ritonda. Florence: Leo S. Olschki, 

1968. 
 
Breillat, Pierre. ―La Quète du Saint-Graal en Italie.‖ Melanges d‟archéologie et d‟historie 54, no. 

1 (1937): 262-300. 



306 
 

 
–––––. ―Le manuscrit Florence Palatin 556, La Tavola Ritonda et la liturgie du Graal.‖ Mélanges 

d‟archéologie et d‟histoire 55, no. 1 (1938): 341-73. 
 
Brunelli, G. ―Este, Leonello (Lionello) d‘.‖ In Vol. 43, Dizionario biografico degli italiani, 374-

80. Rome: Istituto della Enciclopedia Italiana, 1993. 
 
Bugslag, James. ―St. Eustache and St. George: Crusading Saints in the Sculpture and Stained 

Glass of Chartres Cathedral.‖ Zeitschrift für Kunstgeschichte 66 (2003): 441-64. 
 
Bunn, Patrick M. Constantine and Licinius. Vol. 7, The Roman Imperial Coinage. London: 

Spink and Son, Ltd., 1966. 
 
Burns, E. Jane. ―Introduction.‖ In Vol. 1, Lancelot-Grail: The Old French Arthurian Vulgate and 

Post-Vulgate in Translation, edited by Norris J. Lacy, 3-87. New York and London: 
Garland Publishing, Inc., 1995. 

 
Burkhardt, Jacob. The Civilization of the Renaissance in Italy. 1860; Reprint with trans. Peter 

Burke, London: Penguin, 1990. 
 
Bury, J. B., et. al. The Cambridge Medieval History. 8 vols. Cambridge and New York: 

Cambridge University Press and MacMillan, 1911-36. 
 
Busby, Keith. Codex and Context: Reading Old French Verse Narrative in Manuscript. 2 vols. 

Amsterdam and New York: Rodopi B.V., 2002. 
 
Bynam, Carolyn Walker. ―The Blood of Christ in the Later Middle Ages.‖ Church History 71, 

no. 4 (2002): 685-714. 
 
––––– . Wonderful Blood: Theology and Practice in Late Medieval Northern Germany and 

Beyond. Philadelphia: University of Philadelphia Press, 2007. 
 

Cappelli, A., ―La biblioteca Este nella prima metà del secolo xv.‖ Giornale storico della 
letteratura italiana 14 (1889): 1-30.  

 
Capuzzo, Robert. ―Note sulla tradizione e sul culto del Sangue di Cristo nella Mantova 

medievale.‖ In Visite di Pontefici e la reliquia del Preziosissimo Sangue, edited by 
Rodolfo Signorini. Vol. 1, Storia e arte religiosa a Mantova. Mantua: Casa del 
Mantegna, 1991. 

 
Carpeggiani, Paolo and Chiara Tellini Perina, eds. Sant‟Andrea in Mantova: un tempio per la 

città principe. Mantua: Publi-Paolini, 1987. 
 



307 
 

Castelli, Patrizia, ed. Ferrara e il Concilio, 1438-1439: atti del convegno di studi nel 550th 
anniversario del concilio dell‟unione delle due chiese d‟oriente e d‟occidente, Ferrara, 
3-24 novembre 1989. Ferrara: Università degli Studi, 1992. 

 
Cavallaro, Anna. ―Studio e gusto dell‘antico nel Pisanello.‖ In Da Pisanello alla nascita dei 

Musei Capitolini: l‟antico a Roma alla vigilia del rinascimento, 89-105. Milan: 
Mondadori, 1988. 

 
Cavallo, Adolfo Salvatore. The Unicorn Tapestries at the Metropolitan Museum of Art. New 

York: The Metropolitan Museum of Art and Abrams, Inc., 1998. 
 
Chambers, D. S. ―Sant‘Andrea at Mantua and Gonzaga Patronage 1460-1472.‖ Journal of the 

Warburg and Courtauld Institutes 40 (1977): 99-127. 
 
Chambers, David and Jane Martineau, eds., Splendours of the Gonzaga. London: Victoria and 

Albert Museum, 1981. 
 
Chaubet, Daniel. Le chevalier errant. Turin: Centro interuniversitario di ricerche sul viaggio in 

Italia, 2001.  
 
Cheles, Luciano. ―‘Topoi‘ e ‗serio ludere‘ nello studiolo di Urbino.‖ In Vol. 2, Federico di 

Montefeltro: lo stato, le arti, la cultura, edited Giorgio Cerboni Baiardi, Giorgio 
Chittolini, and Piero Floriani, 269-86. Rome: Bulzoni, 1986.  

 
Cicognara, Leopoldo. Storia della scultura dal suo risorgimento in Italia . . . Vol. 5. Prato: I 

Frat. Giachetti, 1824): 
 
Clark, Willene B. A Medieval Book of Beasts: The Second-Family Bestiaries: Commentary, Art, 

Text, and Translation. Woodbridge and Rochester: Boydell Press, 2006. 
 
––––– and Meradith T. McMunn. Beasts and Birds of the Middle Ages: The Bestiary and its 

Legacy. Philadelphia: University of Pennsylvania Press, 1989. 
 
Clough, Cecil H. ―Chivalry and Magnificence in the Golden Age of the Italian Renaissance.‖ In 

Chivalry in the Renaissance, edited by Sydney Angolo, 25-48. Woodbridge and 
Rochester: Boydell Press, 1990). 

 
Colenbrander, Herman T. "The Limbourg Brothers: The Joyaux of Constantine and Heraclius, 

the Tres Riches Heures, and the Visit of the Byzantine Emperor Manuel II Palaeologus to 
Paris in 1400-1402." In Flanders in a European Perspective: Manuscript Illumination 
around 1400 in Flanders and Abroad, edited by Maurits Smeyers and Bert Cardon, 171-
84. Louvain: Peeters, 1995. 

 
Coniglio, Giuseppe. Mantova: la storia. Vol. 1. Mantua: Istituto Carlo d‘Arco per la storia di 

Mantova, 1961. 
 



308 
 

–––––. I Gonzaga. Milan: dall‘Oglio, 1967. 
 
Connolly, Thomas. Mourning into Joy: Music, Raphael, and Saint Cecilia. New Haven and 

London: Yale University Press, 1994. 
 
Cordellier, Dominique. Pisanello: La princesse au brin de genévrier. Paris: Musée du Louvre, 

1996. 
 
––––– and Bernadette Py, eds. Pisanello: Actes du colloque organisé au musée du Louvre/1996. 

2 vols. Paris: La documentation Français-musée du Louvre, 1998. 
 
Cordellier, Dominique, ed. ―Documenti e fonti su Pisanello (1395-1581 circa).‖ Verona 

Illustrata 8 (1995). 
 
Corradini, E. ―Medallic Portraits of the Este: effigies ad vivum expressae.‖ In The Image of the 

Individual: Portraits in the Reanissance, edited by N. Mann and L. Syson, 22-39. 
London: The British Museum Press, 1998. 

 
Cotgrave, Randle. A Dictionarie of the French and English Tongues. London: Adam Islip, 1611. 

http://www.pbm.com/~lindahl/cotgrave/. 
 
Cotsonis, John A. Byzantine Figural Processional Crosses. Washington, D. C.: Dumbarton Oaks 

Research Library and Collections, Trustees of Harvard University, 1994. 
 
Cox-Rearick, Janet. Dynasty and Destiny in Medici Art: Pontormo, Leo X, and the Two Cosimos. 

Princeton: Princeton University Press, 1984. 
 
Crouzel, Henri. ―Le christianisme de l‘empereur Philippe l‘Arabe.‖ Gregorianum 55 (1975): 

545-50. 
 
Crum, Roger. ―Roberto Martelli, the Council of Florence, and the Medici Palace Chapel.‖ 

Zeitschrift für Kunstgeschichte 59 (1996): 403-17. 
 
Cummins, John. The Hound and the Hawk: The Art of Medieval Hunting. New York: St. 

Martin‘s Press, 1988.  
 
Cunnally, John. ―Qui sic amat alienas imagines: Ancient Coins as Sources of Virtù in 

Renaissance Italy.‖ In Images of the Illustrious: The Numismatic Presence in the 
Renaissance, 34-39. Princeton: Princeton University Press, 1999. 

 
–––––. ―Changing Patterns of Antiquarianism in the Imagery of the Italian Renaissance Medal.‖ 

In Perspectives on the Renaissance Medal, edited by Stephen K. Scher, 115-36. New 
York: Garland Publishing, Inc. and The American Numismatic Society, 2000. 

 
Curley, Michael J., trans. Physiologus: A Medieval Book of Nature Lore. 1979; Reprint, 

Chicago: University of Chicago Press, 2009. 

http://www.pbm.com/~lindahl/cotgrave/


309 
 

 
Curtius, Ernst Robert. European Literature and the Latin Middle Ages. Translated by Willard 

Trask. New York: Pantheon Books, 1953. 
 
Daley, Brian E. ―The ‗Closed Garden‘ and the ‗Sealed Fountain‘: Song of Songs 4:12 in the Late 

Medieval Iconography of Mary.‖ In Medieval Gardens, edited by Elisabeth B. 
MacDougall, 255-78. Vol. 10, Dumbarton Oaks Colloquium on the History of Landscape 
Architecture. Washington, D. C.: Dumbarton Oaks, Trustees for Harvard University, 
1986. 

 
Daly, Peter M. ―The Pelican in Her Piety.‖ In Emblem Scholarship: Directions and 

Development, edited by Peter M. Daly, Jack Hopper, and Daniel S. Russell, 83-108. 
Turnhout: Brepols, 2005. 

 
Dean, Trevor. ―Lords, Vassals and Clients in Renaissance Ferrara.‖ The English Historical 

Review 100, no. 394 (Jan., 1985): 106-119. 
 
–––––. Land and Power in Late Medieval Ferrara: The Rule of the Este, 1350-1450. New York 

and Cambridge: Cambridge University Press, 1988. 
 
de Chancel-Bardelot, Béatrice and Clémence Raynaud, eds. La Sainte-Chapelle de Bourges: Une 

fondation disparue de Jean de France, duc de Berry. Bourges: Musée du Berry, 2004. 
 
Degenhart, Bernhard. Pisanello. Turin: Chiantore, 1945. 
 
–––––. ―Ludovico II. Gonzaga in einer Miniatur Pisanellos.‖ Pantheon 30 (1972): 192-210. 
 
–––––. ―Pisanello in Mantua.‖ Pantheon 31 (1973): 364-411. 
 
De Prano, Maria. ― To the Exaltation of his Family‘: Niccolò Fiorentino‘s Medals for Giovanni 

Tornabuoni and His Family.‖ The Medal 56 (2010): 15-25. 
 
Diekstra, F. N. M. ―The Physiologus, the Bestiaries and Medieval Animal Lore.‖ Neophilologus 

69, no. 1 (1985): 142-55. 
 
Dunlop, Anne. Painted Palaces: The Rise of Secular Art in Early Renaissance Italy. University 

Park: The Pennsylvania State University Press, 2009. 
 
Durand, Jannic and Marie-Pierre Lafitte, eds. Le trésor de la Sainte-Chapelle. Paris: Réunion des 

musées nationaux, 2001. 
 
Dureau, Yona. ―The Metamorphosis of a Signifier vs. an Iconic Signified: The Unicorn – A Case 

Study.‖ Semiotica 128, nos. 1-2 (2000): 35-68. 
 
Earl, James W. ―Saint Margaret and the Pearl Maiden.‖ Modern Philology 70, no. 1 (1972): 1-8. 
 



310 
 

Ehresmann, Donald L. ―The Iconography of the Cismar Altarpiece and the Role of Relics in an 
Early Winged Altarpiece.‖ Zeitschrift für Kunstgeschichte 64 (2001): 1-36. 

 
Einhorn, Jürgen W. Spiritalis unicornis: das Einhorn als Bedeutungsträger in Literatur und 

Kunst des Mittelalters. Munich: Fink, 1998. 
 
Englen, Alia, Emanuela Ercolani Cocchi, and Paola Giovetti, et. al., eds. La sezione 

gonzaghesca: monete, medaglie, pesi e misure mantovane nell‟età dei Gonzaga. Mantua: 
Museo Civico di Palazzo Te, 1987. 

 
Evans, Helen C., ed. Byzantium: Faith and Power (1261-1557). New York: Metropolitan 

Museum of Art; New Haven and London: Yale University Press, 2004. 
 
Fajen, Robert. Die Lanze und die Feder: Untersuchungen zum Libre du Chevalier errant von 

Thomas III., Markgraf von Saluzzo. Wiesbaden: Reichert, 2003. 
 
Falcioni, Anna, ed. Le donne di casa Malatesta, Rimini. 2 vols. Rimini: Ghigi, 2005. 
 
Fasanelli, James. ―Some Notes on Pisanello and the Council of Florence.‖ Master Drawings 3, 

no. 1 (1965): 36-47. 
 
Flaten, Arne R. ―Identity and the Display of medaglie in Renaissance and Baroque Europe.‖ 

Word & Image 19, nos. 1-2 (2003): 59-72. 
 
Freeman, Margaret B. The Unicorn Tapestries. New York: The Metropolitan Museum of Art, 

1976. 
 
Freeman, Nancy. ―La chevalerie celestiel: Spiritual Transformation of Secular Romance in La 

queste del Saint Graal.‖ In Romance: Generic Transformation from Chrétien de Troyes 
to Cervantes, edited by Kevin Brownlee and Marina S. Brownlee, 93-113. Hanover and 
London: University Press of New England, 1985. 

 
Freyhan, R. ―The Evolution of Caritas in the Thirteenth and Fourteenth Centuries.‖ Journal of 

the Warburg and Courtauld Institutes 11 (1948): 68-86. 
 
Friedländer, Julius. Die italianischen Schaumünzen des fünfzehnten Jahrhunderts, 1300 -1490. 

Berlin, 1881; Reprint, Bologna: Arnaldo Forni, 1976. 
 
Frolow, Anatole. La relique de la Vraie Croix. Paris: Institut français d'études byzantines, 1961. 
 
–––––. Les reliquaires de la Vraie Croix. Paris: Institut français d'études byzantines, 1965. 
 
Gandhilhon, René. Inventaire des sceaux du Berry: antérieurs a 1515. Bourges: A. Tardy, 1933. 
 
Gaposchkin, M. Cecilia. The Making of Saint Louis: Kingship, Sanctity, and Crusade in the 

Later Middle Ages. Ithaca and London: Cornell University Press, 2008. 



311 
 

 
Garin, Eugenio, ed. Il pensiero pedagogico dello umanesimo. Florence: Guiuntine and Sansoni, 

1958. 
 
Gentile, Maria Teresa. ―L‘immagine del pellicano e la figura di Vittorino da Feltre.‖ In Vittorino 

da Feltre e la sua scuola: umanesimo, pedagogia, arti, edited by Nella Gianetto, 213-31. 
Florence: Olschki, 1981. 

 
Gerola, Giuseppe. ―Vecchie insegne di Casa Gonzaga.‖ Archivio storico lombardo 45, ser. 5, no. 

17 (1918): 97-110. 
 
Gerstel, Sharon E. J. ―Art and Identity in the Medieval Morea.‖ In The Crusades from the 

Perspective of Byzantium and the Muslim World, edited by Ageliki E. Laiou and Roy 
Parviz Mottahedeh, 263-85. Washington, D. C.: Dumbarton Oaks Research Library and 
Collection, 2001. 

 
Ghinassi, Giovanni. ―Viaggio a Gerusalemme di Nicolò d‘Este descritto da Luchino dal Campo 

ed ora per la prima volta messo in luce da Giovanni Ghinassi.‖ In Vol. 1, Miscellanea di 
opuscuoli in editio o rari dei secoli XIV e XV, 99-160. Turin: Union e Tipografico 
Editrice, 1861. 

 
Gianetto, N. Vittorino da Feltre e la sua scuola: umanesimo, pedagogia, arti. Florence: Olschki, 

1981. 
 
Gill, Joseph. The Council of Florence. Cambridge: Cambridge University Press, 1959. 
 
–––––. Personalities of the Council of Florence. New York: Barnes and Noble, 1964. 
 
Ginzburg, Carlo. The Enigma of Piero. Translated by Martin Ryle and Kate Soper. London: 

Verso, 1985. 
 
Giovannoni, Giannino. Mantova e i tarocchi del Mantegna. Mantua: Casa del Mantegna, 1987.  
 
–––––. ―I Gonzaga custodi del Graal: un‘ipotesi d‘interpretazione del ciclo cavallaresco di 

Pisanello.‖ In Il sangue e la coppa: itenerari graaliani nella Mantova matildici e 
gonzaghesca, edited by Giannino Giovannoni and Giovanni Pasetti, 83-115. Mantua: 
Provincia di Mantova and Casa del Mantegna, 1993. 

 
–––––. ―Riti e apparati di ostensione della reliquia del Preziosissimo Sangue desumibili dalle 

monete e medaglie gonzaghesche.‖ In Leon Battista Alberti: architettura e cultura, atti 
del convegno internazionale (Mantova 16-19 novembre 1994), 351-53. Florence: L. S. 
Olschki, 1999. 

 
Giovetti, Paola. ―Medaglie per la corte mantovana nel Quattrocento.‖ In A casa di Andrea 

Mantegna: cultura artistica a Mantova nel Quattrocento, edited by Rodolfo Signorini 
with collaboration from Daniela Sogliani, 102-11. Milan: Silvana, 2006. 



312 
 

 
Girolla, Pia. ―La biblioteca di Francesco Gonzaga secondo l‘inventario del 1407.‖ Atti e memorie 

della R. Accademia virgiliana di Mantova 14-16 (1923): 30-72.  
 
Goldstaub, Max and Richard Wendriner. Ein Tosco-Venezianischer Bestiarius. Halle: M. 

Niemeyer, 1892. 
 
Gombrich, E. H. ―Renaissance and Golden Age.‖ Journal of the Warburg and Courtauld 

Insitutes 24, no. 3/4 (1969): 306-9. 
 
Grabar, André. L‟empereur dans l‟art byzantin. 1936; Reprint, London: Varorum, 1971. 
 
Graham, Victor. ―The Pelican as Image and Symbol.‖ Revue de littérature comparée 36 (1962): 

235-43. 
 
Gregori, Mina, ed. In the Light of Apollo: Italian Renaissance and Greece. 2 vols. Athens: 

Hellenic Culture Organization, 2003-4. 
 
Grierson, Philip. Byzantine Coins. Los Angeles: University of California Press, 1982. 
 
––––– and Alfred R. Bellinger, eds. Catalogue of the Byzantine Coins in the Dumbarton Oaks 

Collection and in the Whittemore Collection. 5 vols. Washington, D. C.: Dumbarton 
Oaks Research Library and Collection, 1966-99. 

 
Grossi, Pier Luigi. ―Catalogo delle monete.‖ In Il comune, i Gonzaga capitani generali del 

popolo di Mantova e vicari imperiali, I Gonzaga marchesi di Mantova (1117-1530). Vol. 
3, Monete e medaglie di mantova e dei Gonzaga dal XII al XIX secolo, la collezione della 
Banca Agricola Mantovana. Milan: Electa, 1997. 

 
Guiffrey, Jules J. ―Médailles de Constantin et d‘Héraclius acquises par Jean, duc de Berry en 

1402.‖ Revue Numismatique 3rd ser., 8 (1890): 87-116. 
 
–––––. ―Les medailles des Carrare seigneurs de padoue executees vers 1390.‖ Revue 

numismatique (1891): 17-25. 
 
–––––. Inventaires de Jean Duc de Berry (1401-16). 2 vols. Paris: E. Leroux, 1894-96. 
 
Gundersheimer, Werner L. Ferrara: The Style of Renaissance Despotism. Princeton: Princeton 

University Press, 1973. 
 
Gussone, Nikolaus. ―Adventus-Zeremoniell und Translation von Reliquien Victricius von 

Rouen, De laude sanctorum.‖ Frühmittelalterliche Studien 10 (1976): 125-33. 
 
Hallit, Joseph. ―La croix dans le rite Byzantin histoire et théologie.‖ Parole de l‟Orient 3, no. 1 

(1972): 286-302. 
 



313 
 

Hamilton, Marie Padgett. ―The Meaning of the Middle English Pearl.‖ PMLA 70, no. 4 (1955): 
805-24. 

 
Hankins, James. ―Renaissance Crusaders: Humanist Crusade Literature in the Age of Mehmed 

II.‖ Dumbarton Oaks Papers 49 (1995): 124-31. 
 
Hedeman, Anne D. The Royal Image: Illustrations of the Grandes Chroniqes de France, 1274-

1422. Berkeley: University of California Press, 1991. 
 
Heinlen, Michael. "An Early Image of a Mass of St. Gregory and Devotion to the Holy Blood at 

Weingarten Abbey." Gesta 37 (1998): 55-62. 
 
Heiss, Aloïss. Les médailleurs de la Renaissance. 9 vols. Paris: J. Rothschild, 1881-92. 
 
Herald, Jacqueline. Renaissance Dress in Italy, 1400-1500. London: Bell & Hyman, 1981.  
 
Hill, George F. Pisanello. London: Duckworth and Co., 1905. 
 
–––––. ―Note on the Mediaeval Medals of Constantine and Heraclius.‖ The Numismatic 

Chronicle (1910): 110-16. 
 
–––––. ―Classical Influence on the Italian Medal.‖ The Burlington Magazine 18 (Feb., 1911): 

259-63, 266-68. 
 
–––––. A Corpus of Italian Medals of the Renaissance before Cellini. 2 vols. London: British 

Museum, 1930.  
 
Hoffman, Bernard. ―Barbara von Hohenzollern, Markgräfin von Mantua: ein Lebensbild aus dem 

XV. Jahrhundert.‖ Jahresbericht des Historischen vereins in Mittelfranken 41 (1881): 1-
51. 

 
Holtz, Mark Daniel. "Cults of the Precious Blood in the Medieval Latin West." Ph.D. diss., Notre 

Dame University, 1997. 
 
Holum, Kenneth and Gary Vikan. ―The Trier Ivory, Adventus Ceremonial, and the Relics of St. 

Stephen.‖ Dumbarton Oaks Papers 33 (1979): 113, 115-33. 
 
Horster, Marita. ―Mantuae Sanguis Preciosus.‖ Wallraf-Richartz-Jahrbuch 25 (1965): 151-80. 
 
Housley, Norman. The Later Crusades, 1274-1580: From Lyons to Alcazar. New York: Oxford 

University Press, 1992. 
 
Huppert, G. ―The Trojan Franks and their Critics.‖ Studies in the Renaissance 12 (1965): 227-41. 
 
Husband, Timothy B. The Art of Illumination: The Limbourg Brothers and the Belles Heures of 

Jean de France, Duc de Berry. New Haven and London: Yale University Press, 2008. 



314 
 

. 
Ikonomaki-Papadopoulos, Yota, Brigitte Pitarakis, and Katia Loverdou-Tsigarida. Enkolpia: The 

Holy and Great Monastery of Vatopaidi. Mt. Athos: The Holy and Great Monastery of 
Vatopaidi, 2001. 

 
Ippolito, A. Menniti. ―Este, Niccolò d‘.‖ In Vol. 43, Dizionario biografico degli italiani, 396-

403. Rome: Istituto della Enciclopedia Italiana, 1993. 
 
Isager, Jacob. Pliny on Art and Society: The Elder Pliny‟s Chapters on the History of Art. 1991; 

Reprint, London and New York: Routledge and Odense University Press, 1998. 
 
James, Carolyn. ―The Palace Bentivoglio in 1487.‖ Mitteilungen des Kunstihistorischen 

Institutes in Florenz 41, nos. 1-2 (1997): 188-96. 
 
Janson, H. W. The Sculpture of Donatello. Princeton: Princeton University Press, 1963.  
 
–––––. ―The Equestrian Monument from Cangrande della Scala to Peter the Great.‖ In Aspects of 

the Renaissance: A Symposium, edited by Archibald Lewis, 73-85. Austin: University of 
Texas Press, 1967. 

 
–––––. ―The Right Arm of Michelangelo's Moses.‖ In Festschrift Ulrich Middeldorf, edited by 

Antje Kosegarten and Peter Tigler, 241-47. Berlin: Walter de Gruyter, 1968.  
 
Jardine, Lisa and Jerry Brotton. Global Interests: Renaissance Art between East and West. 

Ithaca: Cornell University Press, 2000. 
 
Jenkins, Marianna. ―The Iconography of the Hall of the Consistory in the Palazzo Pubblico, 

Siena.‖ The Art Bulletin 54 (1972): 430-51. 
 
Johnson, Eugene J. S. Andrea in Mantua: The Building History. University Park and London: 

The Pennsylvania State University Press, 1975. 
 
Jones, Mark. The Art of the Medal. London: Trustees of the British Museum, 1979. 
 
–––––. ―The First Cast Medals and the Limbourgs: The Iconography and Attribution of the 

Constantine and Heraclius Medals.‖ Art History 2 (1979): 35-44. 
 
Jones, Mark Wilson. ―Genesis and Mimesis: The Design of the Arch of Constantine in Rome.‖ 

Journal of the Society of Architectural Historians 59, no. 1 (2000): 50-77. 
 
Jones, Tanja L. ―Classical Chastity and Chivalric Tradition: Pisanello‘s Portrait Medal of Cecilia 

Gonzaga.‖ Athanor 23 (2005): 15-23. 
 
–––––. ―The Constantine and Heraclius Medallions: Pendants between East and West.‖ The 

Medal 56 (Spring, 2010): 4-13. 
 



315 
 

Juřen, Vladimír. ―A propos de la médaille de Jean VIII Paléologue par Pisanello.‖ Revue 
numismatique ser. 6, 15 (1973): 219-55. 

 
–––––. ―La fortune critique de pisanello médailleur (xve-xixe siècle) Essai de Bilan.‖ In Vol. 1, 

Pisanello: Actes du colloque, 1996, edited by Dominique Cordellier and Bernadette Py, 
438-41. Paris, La documentation française-musée du Louvre, 1998. 

 
Kartsonis, Anna.―Protection Against All Evil: Function, Use and Operation of Byzantine 

Historiated Phylacteries.‖ Byzantinische Forschungen 20 (1994): 73-102. 
 
Katzenellenbogen, Adolf. Allegories of the Virtues and Vices in Medieval Art: From Early 

Christian Times to the Thirteenth Century. London, 1939; Reprint, Nendeln, 
Liechtenstein: Kraus, 1968. 

 
Kay, Richard. ―The Sun.‖ In Dante‟s Christian Astrology, 98-136. Philadelphia: University of 

Philadelphia Press, 1994. 
 
Kazhdan, Alexander P., et al., eds., The Oxford Dictionary of Byzantium. 3 vols. New York and 

Oxford: Oxford University Press, 1991. E-Reference edition, 2005; http://www.oxford-
byzantium.com.proxy.lib.fsu.edu/entry?entry=1174.e3633. 

 
Kessler, Herb L. and Johanna Zacharias. Rome 1300: On the Path of the Pilgrim. New Haven 

and London: Yale University Press, 2000. 
 
King, Catherine. ―Filarete‘s Portrait Signature on the Bronze Doors of St. Peter‘s and the Dance 

of Bathykles and his Assistants.‖ Journal of the Warburg and Courtauld Institutes 53 
(1990): 296-99. 

 
King, Margaret L. ―Thwarted Ambitions: Six Learned Women of the Italian Renaissance.‖ 

Soundings 59 (1976): 280-304. 
 
––––– and Albert Rabil, Jr., eds., trans. Her Immaculate Hand: Selected Works By and About 

The Women Humanists of Quattrocento Italy. Binghamton, NY: Medieval and 
Renaissance Texts and Studies, 1992. 

 
Kirsch, Edith W. Five Illuminated Manuscripts of Giangaleazzo Visconti. University Park and 

London: The Pennsylvania State University Press, 1991. 
 
Klein, Holger A. ―Eastern Objects and Western Desires: Relics and Reliquaries between 

Byzantium and the West.‖ Dumbarton Oaks Papers 58 (2004): 283-314. 
 
Kohlers, Johann David. Vol. 17, Historischer Müzbelüstigung. Nuremberg, 1745. 
 
Kozlowski, Sarah K. ―A Convergence of Icon and Portrait in Naples around 1450.‖ Paper 

presented at the annual meeting of the Renaissance Society of America, Los Angeles, 
CA, March, 2009.  



316 
 

 
–––––. ―Convergences of Portrait, Icon, and Tomb in Fourteenth and Fifteenth Century Naples.‖ 

Ph.D. diss., Yale University, 2010. 
 
Krautheimer, Richard. ―Alberti‘s Templum Etruscum.‖ Münchner Jahrbuch der bildenden kunst, 

ser. 3, 12 (1961): 65-72; Reprinted, idem. Studies in Early Christian, Medieval, and 
Renaissance Art. New York: New York University Press, 1969, 333-44. 

 
Kristeller, Paul. ―Barbara von Brandenberg: Markgräfin von Mantua.‖ Hohenzollern Jahrbuch 3 

(1899): 66-85. 
 
Kruse, Norbert. ―Die historischen Heilig-Blut-Schriften der Weingartener Klostertradition.‖ In 

Vol. 1, 900 Jahre Heilig-Blut-Verehrung in Weingarten (1084-1994), edited by Norbert 
Kruse and Hans Ulrich Rudolf, 77-123. Sigmaringen: Thorbecke, 1994.  

 
–––––. "Der Weg des Heiligen Bluts von Mantua nach Altdorf-Weingarten." In Vol. 1, 900 

Jahre Heilig-Blut-Verehrung in Weingarten (1084-1994), edited by Norbert Kruse and 
Hans Ulrich Rudolf, 57-76. Sigmaringen: Thorbecke, 1994. 

 
Lavin, Irving. ―Pisanello and the Invention of the Renaissance Medal.‖ In Italienische 

Frührenaissance und nordeuropäisches Spätmittelalter: Kunst der frühen Neuzeit im 
europäischen Zusammenhang, edited by Joachim Poeschke and Francis Ames-Lewis, 67-
84. Munich: Hirmer, 1993. 

 
–––––. ―Michelangelo, Mosè e il ‗papa guerriero.‘‖ In Il ritratto nell‟Europa del cinquecento: 

atti del convegno (Firenze, 7-8 novembre 2002), edited by Aldo Galli, 199-215. Florence: 
L. S. Olschki, 2007. 

 
Lavin, Marilyn Aronberg. Piero della Francesca: The Flagellation. 1972; Reprint, Chicago: The 

University of Chicago Press, 1990. 
 
–––––. The Place of Narrative: Mural Decoration in Italian Churches, 431-1600. Chicago: 

University of Chicago Press, 1990. 
 
Lazaris, Stavros. ―L‘empereur Jean VIII Paléologue vu par Pisanello lors du Concile de Ferrare-

Florence.‖ In L‟eglise dans le mond byzantin de la IVe croisade (1204) à la chute de 
Constantinople (1453), 8th Symposion Byzantion, Strasobourg, France 2002, 293-324. 
Amsterdam: Adolf M. Hakkert, 2007. 

 
Lazzarini, I. ―Gonzaga, Carlo.‖ In Vol. 57, Dizionario biografico degli italiani, 693-96. Rome: 

Istituto della Enciclopedia Italiana, 2001. 
 
–––––. ―Gonzaga, Cecilia.‖ In Vol. 57, Dizionario biografico degli italiani, 696-98. Rome: 

Istituto della Enciclopedia Italiana, 2001. 
 
Le Bohec, Yann. The Roman Imperial Army. 1989; In translation, London: Batsford, 1994. 



317 
 

 
Lehoux, Françoise. Jean de France, duc de Berri, sa vie, son action politique (1340-1416). 4 

vols. Paris: A. and J. Picard, 1966-68. 
 
Lippincott, Kristin. ―The Genesis and Significance of the Fifteenth-Century Italian Impresa.‖ In 

Chivalry in the Renaissance, edited by Sydney Anglo, 49-76. Suffolk: The Boydell Press, 
1990. 

 
–––––. ― Un Gran pelago : The Impresa and the Medal Reverse in Fifteenth-Century Italy.‖ In 

Perspectives on the Renaissance Medal, edited by Stephen K. Scher, 75-96. New York: 
Garland Publishing, Inc., 2000. 

 
L‘Orange, H. P. and A. von Gerkan. Der spätantike Bildschmuck des Konstantinsbogens. 2 vols. 

Berlin: Walter de Gruyter, 1939. 
 
Lockwood, Lewis. Music in Renaissance Ferrara, 1400-1505. Cambridge: Harvard University 

Press, 1984. 
 
Lo Monaco, Francesco. ―Per la fortuna medievale di Cesare.‖ In Giulio Cesare: l‟uomo, le 

imprese, il mito, edited by Dario Cimorelli, 89-93. Milan: Silvana Editriale, 2008. 
 
Longtin, Rachelle. ―Constantine and Christianity: The Numismatic Evidence.‖ The Journal of 

the Classical & Medieval Numismatic Society 1 (September, 2000): 5-27. 
 
Luciano, Eleanora. ―Diva Isotta and the Medals of Matteo de‘Pasti: A Success Story.‖ The 

Medal 29 (1996): 3-17 
 
–––––. ―Medals of Women from the Italian Renaissance Courts: From Cecilia Gonzaga to 

Isabella of Aragon.‖ Ph.D. diss., Indiana University, 1997. 
 
–––––. ―Which Paola? A New Identification for the Medal of Paola Gonzaga.‖ The Medal 35 

(1999): 33-36. 
 
Lupack, Alan. The Oxford Guide to Arthurian Literature. Oxford: Oxford University Press, 

2005. 
 
Luzio, A. ―I Corradi di Gonzaga, signori di Mantova.‖ Archivio storico lombardo 40 (1913): 

247-83. 
 
MacCormack, Sabine G. ―Change and Continuity in Late Antiquity: The Ceremony of 

Adventus.” Zeitschrift für alte Geschichte 21 (1972): 721-52. 
 
–––––. Art and Ceremony in Late Antiquity. Berkeley: University of California Press, 1981. 
 
MacGregor, James B. ―Negotiating Knightly Piety: The Culture of the Warrior Saints in the 

West (1070-1200).‖ Church History 73 (2004): 317-45. 



318 
 

 
Magee, James. ―Crusading at the Court of Charles VI, 1388-1396.‖ French History 12 (1998): 

367-83. 
 
Magnaguti, Alessandro. Studi intorno alla zecca di Mantova. Milan, 1913; Reprint, Bologna: 

Arnaldo Forni 2000. 
 
Mahnke, Elisabeth Ward. ―The Political Career of a Condottiere-Prince: Ludovico Gonzaga, 

1444-1466.‖ Ph.D. diss., Harvard University, 1974. 
 
Malacarne, Giancarlo. ―Lettura storico-iconologia di uno stemmo araldico gonzaghesco.‖ Civiltà 

mantovana n.s. 18 (1987): 1-30. 
 
–––––. ―Gli stemmi della città e del comune di Mantova.‖ Civiltà Mantovana 3rd ser. 27, no. 2 

(1992): 5-17. 
 
Marincola, Michele D., Anne L. Poulet, and Stephen K. Scher. ―Gothic, Renaissance and 

Baroque Medals from the Museum of Fine Arts, Boston.‖ The Medal 9 (1986): 79-105. 
 
Marinesco, Constantin. ―Deux empereurs byzantins en occident: Maneul II et Jean VIII 

Paléologue.‖ Compte-rendus des séances de l‟Académie des inscriptions et belles-lettres 
101, no. 1 (1957): 23-35. 

 
Marlow, Elizabeth. ―Framing the Sun: The Arch of Constantine and the Roman Cityscape.‖ The 

Art Bulletin 88 (2006): 223-42. 
 
Martindale, A., ―Painting for Pleasure – Some Lost 15th Century Secular Decorations of 

Northern Italy.‖ In The Vanishing Past: Studies of Medieval Art, Liturgy and Metrology 
Presented to Christopher Hohler, edited by A. Borg and A. Martindale, 109-32. Oxford: 
B. A. R., 1981. 

 
Mattingly, Harold. ―Virgil‘s Fourth Ecologue.‖ Journal of the Warburg and Courtauld Insitutes 

10 (1947): 14-19. 
 
–––––. Augustus to Vitellus. Vol. 1, Coins of the Roman Empire in the British Museum. London: 

Trustees of the British Museum, 1965. 
 
Mazzacco, Elizabeth H. D., ―An Italian Reaction to the French prose Lancelot-Grail Cycle: 

Matteo Maria Boiardo and the Knight‘s Quest for Identity.‖ In The Lancelot-Grail Cycle: 
Text and Transformations, edited by William W. Kibler, 191-205. Austin: University of 
Texas Press, 1994. 

 
McCrory, Martha. ―Medaglie, monete e gemme: etimologia e simbolismo nella cultura del tardo 

Rinascimento italiano.‖ In La tradizione classica nella medaglia d‟arte dal Rinascimento 
al Neoclassico, Atti del convegno internazionale, Castello di Udine, 23-24 October 1997, 
edited by Maurizio Buora and Massimo Lavorone, 39-52. Trieste: ER, 1999. 



319 
 

 
McKenzie, Kenneth. ―Unpublished Manuscripts of Italian Bestiaries.‖ Transactions and 

Proceedings of the Modern Language Association 20, no. 2 (1905): 380-433. 
 
Medica, Massimo. ―Matteo de‘ Pasti e l‘enluminure dans les cours d‘Italie du Nord, entre le 

gothique finissant et la Renaissance.‖ In Vol. 2, Pisanello: Actes du colloque, 1996, 
edited by Dominique Cordellier and Bernadette Py, 499-533. Paris, La documentation 
française-musée du Louvre, 1998. 

 
Meiss, Millard. French Painting in the Time of Jean de Berry: The Late Fourteenth Century and 

the Patronage of the Duke. 2 vols. New York: Phaidon, 1967. 
 
–––––. French Painting in the Time of Jean de Berry: The Limbourgs and their Contemporaries. 

2 vols. New York: George Braziller, 1974. 
 
Mergiali-Sahas, Sophia. ―Byzantine Emperors and Holy Relics: Use, and Misuse, of Sanctity and 

Authority.‖ Jahrbuch der Österreichischen Byzantinistik 51 (2001): 41-60. 
 
Meroni, Ubaldo, ed. Mostra dei codici gonzagheschi: la biblioteca dei Gonzaga da Luigi I ad 

Isabella. Mantua: Biblioteca comunale, 1966. 
 
Meserve, Margaret. ―Italian Humanists and the Problem of the Crusade.‖ In Crusading in the 

Fifteenth Century, edited by Norman Housley, 13-38. Handsmill, Basingstoke, 
Hampshire and New York: Palgrave Macmillan, 2004. 

 
––––– and Marcello Simonetta, editors. Pius II: Commentaries. 2 vols. Cambridge: Harvard 

University Press, 2004, 2007. 
 
Mommsen, Theodor E. ―Petrarch and the Decoration of the Sala Virorum Illustrium in Padua.‖ 

The Art Bulletin 34 (1952): 95-116. 
 
Monteverdi, Angelo. ―La leggenda di S. Eustachio.‖ Studi Medievali 3 (1909): 169-229.  
 
Muratova, Xenia. ―La production des manuscrits du Physiologus grecs eluminés en Italie aux 

XVe – XVIe siecles et leur place dans l‘histoire de la tradition de l‘illustration del 
Physiologue.‖ Jarhbuch der Österreichischen Byzantinistik 36, no. 6 (1982): 327-40.  

 
Nelson, Robert S. ―The Italian Appreciation and Appropriation of Illuminated Byzantine 

Manuscripts, ca. 1200-1450.‖ Dumbarton Oaks Papers 49 (1995): 209-35. 
 
–––––. ―Byzantium and the Rebirth of Art and Learning in Italy and France.‖ In Byzantium: 

Faith and Power (1261-1557), edited by Helen C. Evans, 512-23. New York: 
Metropolitan Museum of Art; New Haven and London: Yale University Press, 2004. 

 



320 
 

Nori, Gabriele. ―La corte itinerante: il pellegrinaggio di Nicolò III in Terrasanta.‖ In Vol. 1, La 
corte e lo spazio: Ferrare estense, edited by Giuseppe Papagno and Amadeo Quondam, 
233-46. Rome: Bulzoni editore, 1982. 

 
Novati, Francesco. ―I codici francesi dei Gonzaga secondo novi documenti.‖ Romania 19 (1890): 

161-200. 
 
Olivato, L. ―La principessa Trebisonda; per un ritratto di Pisanello.‖ In Ferrara e il Consilio, 

1438-39; Atti del convegno di studi nel 550th anniversario del concilio dell‟unione delle 
due chiese d‟oriente e d‟occidente, edited by P. Castelli, 193-211. Ferrara: Università 
della Studi, 1992. 

 
Osborne, John. ―St. Peter‘s Needle and the Ashes of Julius Caesar.‖ In Julius Caesar in Western 

Cultlture, edited by Maria Wyke, 95-109. Malden, MA: Blackwell, 2006. 
 
Paccagnini, Giovanni. ―Il ritrovamento del Pisanello nel palazzo ducale di Mantova.‖ Bollettino 

d‟Arte, Jan.-Mar. (1969): 17-19. 
 
–––––. Pisanello. Translated by Jane Carroll. Phaidon: New York, 1973. Originally published as 

Pisanello e il ciclo cavalleresco di Mantova. Venice: Electa, 1972. 
 
Pächt, Otto. ―Early Italian Nature Studies and the Calendar Landscape.‖ Journal of the Warburg 

and Courtauld Institutes 13 (1950): 13-47. 
 
–––––. ―The Limbourgs and Pisanello.‖ Gazette des Beaux-Arts 62 (1963): 109-22. 
 
Paglia, E. ―La Casa Giocosa di Vittorino da Feltre in Mantova.‖ Archivio storico lombardo 11 

(1884): 150-55. 
 
Palagia, O. ―Hephaestion‘s Pyre and the Royal Hunt of Alexander.‖ In Alexander the Great in 

Fact and Fiction, edited by A. B. Bosworth and E. J. Baynham, 167-206. New York and 
Oxford: Oxford University Press, 2002. 

 
Parani, Maria G. Reconstructing the Reality of Images: Byzantine Material Culture and 

Religious Iconography (11th-15th Centuries). Leiden and Boston: Brill, 2003. 
 
Pastoureau, Michel. ―La naissance de la mêdaille: le problème emblématique.‖ Revue 

numismatique 6th ser., 24 (1982): 206-21. 
 
–––––. ―Une image nouvelle: la médaille du xve siècle.‖ The Medal 9 (1987): 5-8. 
 
Patlagean, Evelyne. ―Della chasse et du Souverain.‖ Dumbarton Oaks Papers 46 (1992): 257-63. 
 
Paulmier-Foucart, Monique and Mireille Schmidt-Chazan. ―La datation dans les chroniques 

universelles françaises, du XIIe au XIV e siècle.‖ Académie des inscriptions et belles-
lettres 126, no. 4 (1982): 778-819. 



321 
 

 
Pauphilet, A., ed. La Queste du Saint Graal. Vol. 22, Classiques français du moyen âge. Paris: 

Campion, 1923.  
 
Pecorari, Giuseppe. ―Per un culto pubblico al Presiosissimo Sangue in S. Andrea a Mantova.‖ In 

Visite di Pontefici e la reliquia del Preziosissimo Sangue, edited by Rodolfo Signorini, 
57-59. Vol. 1, Storia e arte religiosa a Mantova. Mantua: Casa del Mantegna, 1991. 

 
Peretti, G. ―Pisanello a Marmirolo: un document inédit.‖ In Vol. 1, Pisanello: Actes du colloque, 

1996, edited by Dominique Cordellier and Bernadette Py, 29-41. Paris, La documentation 
française-musée du Louvre, 1998. 

 
Perkinson, Stephen. The Likeness of the King: A Prehistory of Portraiture in Late Medieval 

France. Chicago and London: The University of Chicago Press, 2009. 
 
Petrini, Enzo. ―Delle lettere di Vittorino da Feltre.‖ In Vittorino da Feltre e la sua scuola: 

umanesimo, pedagogia, arti, edited by Nella Giannetto, 235-40. Florence: Olschki, 1981. 
 
Piltz, Elisabeth. Le costume officiel des dignitaires byzantins à l‟époque Paléologue. Uppsala: S. 

Academiae Upsaliensis, 1994. 
 
Pincus, Debra. ―Christian Relics and the Body Politic: A Thirteenth-Century Relief Plaque in the 

Church of San Marco.‖ In Interpretazioni Veneziane:  studi di storia dell'arte in onore di 
Michelangelo Muraro, edited by David Rosand, 37-57. Venice: Arsenale editrice, 1984. 

 
Pisanello: le peintre aux sept vertus, exhibition catalogue. Paris: Réunion des Musées 

Nationaux, 1996. 
 
Pisetzky, Rosita Levi. Storia del costume in Italia. 5 vols. Milan: Istituto Editoriale Italiano, 

1964. 
 
Pitarakis, Brigitte. ―Objects of Devotion and Protection.‖ In Byzantine Christianity, edited by 

Derek Krueger, 164-81. Minneapolis: Fortress Press, 2006. 
 
Pollard, J. Graham. Italian Renaissance Medals in the Museo Nazionale of Bargello. 3 vols. 

Florence: Studio per edizioni scelte, 1984. 
 
–––––.―Le medaglie dei Gonzaga.‖ In I Gonzaga: monete, arte, storia, edited by Silvia Balbi di 

Caro, 383-87. Milan: Electa, 1995. 
 
–––––, with Eleanora Luciano and M. Pollard. Renaissance Medals. 2 vols. The Collections of 

the National Gallery of Art: Systematic Catalogue. New York and Oxford: Oxford 
University Press, 2008. 

 
Portier, Lucienne. Le pélican: histoire d‟un symbòle. Paris: Editions du Cerf, 1984. 
 



322 
 

Puppi, Lionello. ―La principessa di Trebisonda.‖ In Verso Gerusalemme: immagini e temi di 
urbanistica e di architettura simboliche, 44-61. Rome and Reggio Calabria, 1982. 

 
–––––, ed. Pisanello: una poetica dell'inatteso. Milan: Silvana, 1996. 
 
Raby, Julian. ―Picturing the Levant.‖ In Art in the Age of Exploration: Circa 1492, edited by Jay 

A. Levenson, 77-81. Washington, D. C.: National Gallery of Art, 1991. 
 
Rapp, Anna. Der Jungbrunnen in Literatur und bildender Kunst des Mittelalters. Zurich: Juris-

Verlag, 1976. 
 
Rayna, R., ―Ricordi di codici francesi posseduti dagli Este nel secolo xv.‖ Romania 2 (1873): 49-

58. 
 
Reeves, Marjorie M. The Influence of Prophecy in the Later Middle Ages. London, Oxford 

University Press, 1969. 
 
–––––. ―Some Popular Prophecies from the Fourteenth to the Seventeenth Centuries.‖ Studies in 

Church History 4 (1971): 107-34. 
 
–––––. ―Joachimist Influences on the Idea of a Last World Emperor.‖ In Vol. 2, Joachim of 

Fiore in Christian Thought: Essays on the Influence of the Calabrian Prophet, edited by 
Delno C. West, 511-58. New York: Burt Franklin & Co., 1975.  

 
–––––. Joachim of Fiore and the Prophetic Future: A Medieval Study in Historical Thinking. 

SPCK: London, 1976; Phoenix Mill: Sutton, 1999. 
 
Restle, Marcell. ―Ein Porträt Johannes VIII Palaiologos auf dem Sinai.‖ In Festschrift Luitpold 

Dussler: 28 Studien zur Archäologie und Kunstgeschichte, edited by J. A. Schmoll gen. 
Eisenwerth, Marcell Restle, and Herbert Weiermann, 131-37. Munich: Deutscher 
Kunstverlag, 1972. 

 
Robey, David. ―Vittorino da Feltre e Vergerio.‖ In Vittorino da Feltre e la sua scuola: 

umanesimo, pedagogia, arti, edited by Nella Giannetto, 241-53. Florence: Olschki, 1981. 
 
Ronchey, Sylvia. ―Orthodoxy on Sale: The Last Byzantine and the Lost Crusade.‖ In Elizabeth 

Jeffreys, ed. Proceedings of the Twenty-First International Congress of Byzantine 
Studies, London 21-26, August, 2006, 313-44. Aldershot: Ashgate, 2006. 

 
Rosati, Francesco Panvini. ‗La monetazione dei Gonzaga dal 1328 dal 1701: note di carattere 

generale.‖ In I Gonzaga: monete, arte, storia, edited by Silvana Balbi di Caro, 135-37. 
Milan: Electa, 1995.  

 
Rosenberg, Charles M. ―The Double Portrait of Federico and Guidobaldo da Montefeltro: Power, 

Wisdom, and Dynasty.‖ In Vol. 2, Federico di Montefeltro: lo stato, le arti, la cultura, 



323 
 

edited by Giorgio Cerboni Baiardi, Giorgio Chittolini, and Piero Floriani, 213-22. Rome: 
Bulzoni Editori, 1986. 

 
–––––. The Este Monuments and Urban Development in Renaissance Ferrara. Cambridge: 

Cambridge University Press, 1997. 
 
Ross, Marvin. ―A Byzantine Gold Medallion at Dumbarton Oaks.‖ Dumbarton Oaks Papers 11 

(1957): 247-61. 
 
Ross, Marvin C. Jewelry, Enamels, and Art of the Migration Period. Vol. 2, Catalogue of the 

Byzantine and Early Mediaeval Antiquities in the Dumbarton Oaks Collection. 1965; 
Reprint, with an addendum by Susan A. Boyd and Stephen R. Zwirn, Washington, D. C.: 
Dumbarton Oaks Research Library and Collection, 2005. 

 
Rossi, F. ―Pisanello et la représentation des armes: réalité visuelle et valeur symbolique.‖ In Vol. 

1, Pisanello: Actes du colloque, 1996, edited by Dominique Cordellier and Bernadette 
Py, 297-333. Paris, La documentation française-musée du Louvre, 1998. 

 
Rossi, Massimo. ―Le medaglie dei Gonzaga: Catalogo.‖ In I Gonzaga: moneta, arte, storia, 

edited by Silvana Balbi di Caro, 394-446. Milan: Electa, 1995. 
 
–––––. ―Le medaglie.‖ In Le medaglie dei Gonzaga, edited by Silvania Balbi de Caro, 35-146. 

Vol. 8, Monete e medaglie di Mantova e dei Gonzaga dal XII al XIX secolo: la collezione 
della Banca Agricola Mantovana. Milan: Electa, 2001. 

 
–––––. ―La monetazione quattrocentesca a Mantova.‖ In A casa di Andrea Mantegna: cultura 

artistica a Mantova nel Quattrocento, edited by Rodolfo Signorini with collaboration 
from Daniela Sogliani, 92-101. Milan: Silvana, 2006. 

 
Rubin, Miri. Corpus Christi: The Eucharist in Late Medieval Culture. Cambridge: Cambridge 

University Press, 1991. 
 

Rushing, James A. ―Adventure in the Service of Love: Yvain on a Fourteenth-Century Ivory 
Panel.‖ Zeitschrift für Kunstgeschichte 16 (1998): 55-65. 

 
Saalman, Howard, Livio Volpi Ghirardini, and Anthony Law. ―Recent Excavations under the 

‗Ombrellone‘ of Sant‘Andrea in Mantua: Preliminary Report.‖ The Journal of the Society 
of Architectural Historians 51, no. 4 (1992): 357-76. 

 
Scaglione, Aldo. Knights at Court: Courtliness, Chivalry and Courtesy from Ottonian Germany 

to the Italian Renaissance. Berkeley: University of California Press, 1992. 
 
Scheller, Robert W. ―Imperial themes in Art and Literature of the Early French Renaissance: The 

Period of Charles VIII.‖ Simiolus 12 (1981-82): 5-69. 
 



324 
 

–––––. ―Ensigns of Authority: French Royal Symbolism in the Age of Louis XII.‖ Simiolus 13 
(1983): 75-141. 

 
Scher, Stephen. ―The Medals in the Collection of the Duke of Berry.‖ Master‘s thesis, Institute 

of Fine Arts, New York University, 1961. 
 
–––––. ―Immortalitas in nummis: the Origins of the Italian Renaissance Medal.‖ Trésors 

monétaires. suppl. 2 (1989): 9-19. 
 
–––––. ―An Introduction to the Renaissance Portrait Medal.‖ In The Image of the Individual: 

Portraits in the Reanissance, edited by N. Mann and L. Syson, 1-26. London: The British 
Museum Press, 1998. 

 
–––––. ―The Mysterious Medals of Jean de France, duc de Berry: Probing the Mind of a Great 

Patron.‖ In Federation internationale de la medaille, 27th Congress (Weimar, 2000), 
edited by W. Steguweit and M. Heidemann. Berlin: Deutsche Gesellschaft für 
Medaillenkunst, 2001. 

 
–––––, ed. The Currency of Fame: Portrait Medals of the Renaissance. New York: 

Frick/Abrams, 1994. 
 
Schianchi, Lucia Fornari and Nicola Spinosa, eds. I. Farnese arte e collezionismo. Milan: Electa, 

1995. 
 
Schiesari, Julianna. ―Alberti‘s Cavallo vivo, or The ‗Art‘ of Domination.‖ In Beasts and 

Beauties: Animals, Gender, and Domestication in the Italian Renaissance, 45-53. 
Toronto: University of Toronto Press, 2010.  

 
Schlosser, Julius von. ―Die ältesten Medaillen und die Antike.‖ Jahrbuch der Kunsthistorischen 

Sammlungen des allerhöchsten Kaiserhauses 18 (1897): 64-108. 
 
Schmitt, Annegrit. ―Pisanello et l'art du portrait.‖ In Vol. 1, Pisanello: Actes du colloque, 1996, 

edited by Dominique Cordellier and Bernadette Py, 341-49. Paris, La documentation 
française-musée du Louvre, 1998. 

 
Schmitt, Oliver Jens. ―Historischer Kommentar zum Panegyrikos des Isidor von Kiew auf Kaiser 

Johannes VIII. Palaiologos (1429).‖ Master‘s thesis, University of Vienna, 1997. 
 
Schraven, Minou. ―Out of Sight, Yet Still in Place: On the Use of Renaissance Portrait Medals as 

Building Deposits.‖ Res (Spring/Autumn, 2009): 182-93. 
 
Schroeder, Horst. Der Topos der „Nine Worthies‟ in Literatur und Bildender Kunst. Göttingen: 

Vandenhoeck and Ruprecht, 1971. 
 
Schwoebel, Robert. The Shadow of the Crescent: The Renaissance Image of the Turk. 

Nieuwkoop: B. de Graaf, 1968. 



325 
 

 
Seragnoli, Daniele. ―Visioni di spettacolo al tempo del concilio.‖ In Ferrara e il Consilio, 1438-

39; Atti del convegno di studi nel 550o anniversario del concilio dell‟unione delle due 
chiese d‟oriente e d‟occidente, edited by P. Castelli, 45-55. Ferrara: Università della 
Studi, 1992. 

 
Setton, Kenneth M. ―The Emperor John VIII Slept Here . . . .‖ Speculum 33, no. 2 (1958): 222-

28. 
 
–––––. The Papacy and the Levant (1204-1571). 4 vols. Philadelphia: The American 

Philosophical Society, 1976-84. 
 
Ševčenko, Nancy P. ―The Limburg Staurothek and its Relics.‖ In Vol. 1, Thymiama stē mnē tēs 

Laskarinas Boura, edited by Maria Basiliake, 289-94. Athens: Museum Benake, 1996. 
 
Seymour, Jr., Charles. ―Some Reflections on Filarete‘s Use of Antique Visual Sources.‖ Arte 

Lombarda 38/39 (1973): 36-47. 
 
Shepard, Odell. The Lore of the Unicorn. London: Allen & Unwin, Ltd., 1930; Reprint, New 

York: Dover, 1993. 
 
Sherman, Claire Richter. The Portraits of Charles V of France, 1338-80. New York: New York 

University Press for the College Art Association, 1969. 
 
Signorini, Rodolfo. In traccia del magister pelicanus: mostra documentaria su Vittorino da 

Feltre. Mantua: Comune of Mantua, 1979. 
 
–––––. ―Gonzaga Tombs and Catafalques.‖ In Splendours of the Gonzaga, edited by David 

Chambers and Jane Martineau, 3-13. London: Victoria and Albert Museum, 1981. 
 
–––––. OPVS HOC TENVE: la camerà dipinta di Andrea Mantegna. Parma: Artegrafica Silva, 

1985. 
 
–––––. ―AENIGMATA: ‗Designi d‘arme e d‘amore‘ ossia imprese e motti su medaglie e monete 

di prìncipi Gonzaga e di tre personaggi coevi.‖ In Stemmi imprese e motti gonzagheschi, 
37-180. Vol. 2, Monete e medaglie di Mantova e dei Gonzaga dal XII al XIX secolo. 
Milan: Electa, 1996. 

 
–––––, editor, with collaboration from Daniela Sogliani. A casa di Andrea Mantegna: cultura 

artistica a Mantova nel Quattrocento. Milan: Silvana, 2006. 
 
Simeoni, Luigi. ―Gli affreschi del Badile in S. Maria della Scala di Verona.‖ Nuovo archivio 

veneto n.s. 8 (1906): 1-18. 
 
Simons, Patricia. "Women in Frames: The Eye, the Gaze, the Profile in Renaissance Portraiture." 

History Workshop 25 (1988): 4-30. 



326 
 

 
–––––. "Portraiture, Portrayal, and Idealization: Ambiguous Individualism in Representations of 

Renaissance Women." In Language and Images of Renaissance Italy, edited by Alison 
Brown, 263-311. Oxford: Claredon Press, 1995. 

 
Sommer, H. Oskar, ed. The Vulgate Version of the Arthurian Romances, Edited from 

Manuscripts in the British Museum. 8 vols. Washington, D. C.: Carnegie Institution, 
1908-16.  

 
Spatharakis, Iohannis. The Portrait in Byzantine Illuminated Manuscripts. Leiden: Brill, 1976. 
 
Spencer, John R. ―Filarete, the Medallist of the Roman Emperors.‖ The Art Bulletin 61 (1979): 

550-61. 
 
Sperling, Christine M. ―Donatello‘s ‗David‘ and the demands of Medici Politics.‖ Burlington 

Magazine 134 (1992): 218-224 
 
Spiegel, Gabrielle M. ―Geneology: Form and Function in Medieval Historical Narrative.‖ 

History and Theory 22, no. 1 (1983): 43-53. 
 
Stacey, Peter. Roman Monarchy and the Renaissance Prince. Cambridge: Cambridge University 

Press, 2007.  
 
Stahl, Alan and Louis Alexander Waldman. ―The Earliest Known Medalists: The Sesto Brothers 

of Venice.‖ American Journal of Numismatics 5-6 (1993): 167-88. 
 
Stones, Alison. ―The Illustrations of the French Prose Lancelot, 1250-1320.‖ Ph.D. diss, 

University of London, 1970-71. 
 
–––––. ―The Illustrations of BnF, fr. 95 and Yale 229: Prolegomena to a Comparative Analysis.‖ 

In Word and Image in Arthurian Literature, edited by Keith Busby, 206-83. New York 
and London: Garland, 1996. 

 
Suerbaum, Almut. ―The Middle Ages.‖ In A Companion to Julius Caesar, edited by Miriam 

Griffin, 317-34. Malden, MA; Blackwell, 2009. 
 
Swain, Elisabeth Ward. ―Strategia matrimoniale in casa Gonzaga: il caso di Barbara e 

Ludovico.‖ Civiltà mantovana n.s. 14 (1986): 1-13. 
 
–––––. ―‘My excellent and most singular lord‘: Marriage in a Noble Family of Fifteenth-Century 

Italy.‖ The Journal of Medieval and Renaissance Studies 16, no. 2 (1986): 171-96. 
 
–––––. ―The Wages of Peace: The condotte of Ludovico Gonzaga, 1436-1478.‖ Renaissance 

Studies 3, no. 4 (1989): 442-52. 
 



327 
 

Syson, Luke. ―The Circulation of Drawings for Medals in Fifteenth-Century Italy.‖ in Designs 
on Posterity: Drawings for Medals, edited by Mark Jones, 10-26. London: British Art 
Medal Trust, 1994. 

 
–––––.―Circulating a Likeness: Coin Portraits in Fifteenth-Century Italy.‖ In Likeness and 

Presence: Portraits in the Renaissance, edited by N. Mann and L. Syson, 113-25. 
London: British Museum Trust, 1995. 

 
–––––. ―Consorts, Mistresses and Exemplary Women: The Female Medallic Portrait in 

Fifteenth-Century Italy.‖ In The Sculpted Object: 1400-1700, edited by Stuart Currie and 
Peta Motture, 43-64. Brookfield: Ashgate Publishing, Co., 1997. 

 
–––––. ―Opus pisani pictoris: Les médailles de Pisanello et son atelier.‖ In Vol. 1, Pisanello: 

Actes du colloque, 1996, edited by Dominique Cordellier and Bernadette Py, 377-425. 
Paris, La documentation française-musée du Louvre, 1998. 

 
–––––. ―Holes and Loops: The Display and Collection of Medals in Renaissance Italy.‖ Journal 

of Design History 15 (2002): 229-44. 
 
––––– and Dillian Gordon. Pisanello: Painter to the Renaissance Court. London and New 

Haven: National Gallery Company, 2001. 
 
Talbot, Alice-Mary. ―Theodore II Palaiologos.‖ In The Oxford Dictionary of Byzantium, edited 

by Alexander P. Kazhdan. Oxford: Oxford University Press, 2005. http://www.oxford-
byzantium.com.proxy.lib.fsu.edu/entry?entry=1174.e3633. 

 
Tarducci, Francesco. ―Gianfrancesco Gonzaga, signore di Mantova (1407-1420): Studi e 

ricerche.‖ Archivio storico lombardo, 3rd ser., 17 (1902): 310-60; 18 (1902), 33-88. 
  

Tervarent, Guy de. Attributs et symboles dans l‟art profane. 3 vols. Geneva: E. Droz, 1958-64.  
 
Teza, E. ―Otium Senense.‖ Rivista critica della letteratura italiana 1 (1884): 154-57. 
 
Thesaurus cultus et rituum antiquorum. 5 vols. Los Angeles: J. Paul Getty Museum, 2004-6. 
 
Thiébaux, Marcelle. The Stag of Love: The Chase in Medieval Literature. Ithaca and London: 

Cornell University Press, 1974.  
 
Thierry, Nicole. ―Le culte du cerf en Anatolie et la vision de Saint Eustache.‖ Monuments et 

mémoires 72 (1991): 33-100. 
 
Thunϕ, Erik. Image and Relic: Mediating the Sacred in Early Medieval Rome. Rome: Erma di 

Bretschneider, 2002. 
 



328 
 

Tinagli, Paola. ―Profile Portraits in the Quattrocento: Virtue and Status.‖ In Women in Italian 
Renaissance Art: Gender, Representation, Identity, 47-83. Manchester and New York: 
Manchester University Press, 1997. 

 
Todorow, Maria Fossi. I disegni del Pisanello e della sua cerchia. Firenze: L.S. Olschki, 1966. 
 
Toesca, I. ―Lancaster e Gonzaga: il fregio della ‗Sala dei Pisanello‘ nel Palazzo Ducale di 

Mantova.‖ Civiltà Mantovana 7 (1973): 361-77.  
 
–––––. ―A Freize by Pisanello.‖ Burlington Magazine 116 (1974): 210-14. 
 
–––––. ―More about the Pisanello Murals at Mantua.‖ Burlington Magazine 118 (1976): 627-28. 
 
–––––. ―Altre osservazioni in margine alle pitture del Pisanello nel Palazzo Ducale di Mantova.‖ 

Civiltà Mantovana 11 (1977): 358-59. 
 
–––––. ―Lancaster and Gonzaga: the Collar of SS at Mantua.‖ In Splendours of the Gonzaga, 

edited by D. Chambers and J. Martineau, 1-2. London: Victoria and Albert Museum, 
1981. 

 
Toews, John B. ―Formative Forces in the Pontificate of Nicholas V.‖ The Catholic Historical 

Review 54, no. 2 (1968): 261-84. 
 
Tomalino, Raffaele. ―Ludovico II Gonzaga.‖ In Il comune, i Gonzaga capitani generali del 

popolo di Mantova e vicari imperiali, I Gonzaga marchesi di Mantova (1117-1530), 99-
100. Vol. 3, Monete e medaglie di mantova e dei Gonzaga dal XII al XIX secolo, la 
collezione della Banca Agricola Mantovana. Milan: Electa, 1997. 

 
Torelli, P. ―Capitanato del popolo e vicariato imperiale come elementi costitutivi della Signoria 

bonacolsiana.‖ Atti e Memorie della R. Accademia Virgiliana di Mantova, n.s., 14 (1921): 
73-221. 

 
Toynbee, J. Roman Medallions. Vol. 5, Numismatic Studies. New York: The American 

Numismatic Society, 1944. 
 
Tuck, Stephen L. ―The Origins of Roman Imperial Hunting Imagery: Domitian and the 

Redefinition of Virtus Under the Principate.‖ Greece & Rome 52, no. 2 (2005): 221-45. 
 
Van den Broek, Roelof. The Myth of the Phoenix According to Classical and Early Christian 

Traditions. Translated by I. Seeger. Leiden: Brill, 1972. 
 
Venturi, Adolfo. Le vite de‟ più exxellenti pittori scltori e architetti scritte da M. Giorgio Vasari 

pittore e architetto aretino, I. Gentile da Fabriano e Pisanello, edizione critica con note. 
Florence: G.C. Sansoni, 1896. 

 



329 
 

Verdier, Philippe. ―A Medallion of the ‗Ara Coeli‘ and the Netherlandish Enamels of the 
Fifteenth Century.‖ Journal of the Walters Art Gallery 24 (1961): 8-37. 

 
–––––. ―La naissance à Rome de la vision de l‘ara coeli.‖ Mélanges d‟ecole française de Rome. 

Moyen-Age, temps modernes 94 (1982): 85-119. 
 
Vickers, Michael. ―Mantegna and Constantinople.‖ Burlington Magazine 118, no. 883 (1976): 

680-87. 
 
–––––. ―Some Preparatory Drawings for Pisanello's Medallion of John VIII Palaeologus.‖ Art 

Bulletin 60 (1978): 417-24. 
 
Visite dei Pontefici e la reliquia del Preziosissimo Sangue. Vol. 1, Storia e arte religiosa a 

Mantova. Mantua: Casa del Mantegna, 1991. 
 
Viti, Paolo, ed. Firenze e il Concilio del 1439: convegno di stdi, 29 novembre-2 dicembre 1989. 

Florence: L.S. Olschki, 1994. 
 
Wallace, William. ―The Bentivoglio Palace Lost and Reconstructed.‖ Sixteenth-Century Journal 

10 (1979): 97-114.  
 
Wallace-Hadrill, Andrew. ―The Emperor and His Virtues.‖ Historia: Zeitschrift für alte 

Geschichte 30 (1981): 298-323. 
 
Walter, Christopher. The Warrior Saints in Byzantine Art and Tradition. Aldershot: Ashgate, 

2003. 
 
Ward, Marvin James. ―A Critical Edition of Thomas III, Marquis of Saluzzo‘s ‗Le Livre du 

Chevalier Errant‘ (French Text).‖ Ph.D. diss., The University of North Carolina at 
Chapel Hill, 1984.  

 
Warnke, Martin. The Court Artist: On the Ancestry of the Modern Artist. Köln: DuMont 

Buchverlag, 1985; Translated by David McLintock, Cambridge: Cambridge University 
Press, 1993. 

 
Warr, Cordelia. ―Religious Dress in Italy in the Late Middle Ages.‖ In Defining Dress: Dress as 

Object, Meaning and Identity, edited by Amy de la Haye and Elizabeth Wilson, 79-92. 
Manchester: Manchester University Press, 1997. 

 
Wegener, Wendy. ―Mortuary Chapels of Renaissance ‗condottieri‘.‖ Ph.D., diss., Princeton 

University, 1989. 
 
Weichenrieder, Lukas. "Das Heilige Blut von Mantua." In Vol. 1, 900 Jahre Heilig-Blut-

Verehrung in Weingarten, edited Norbert Kruse and Hans Ulrich Rudolf, 331-
36.Sigmaringen: J. Thorbecke, 1994. 

 



330 
 

Weiss, R. ―The Medieval Medallions of Constantine and Heraclius.‖ The Numismatic Chronicle 
3 (1963): 129-44. 

 
———. Pisanello‟s Medallion of the Emperor John VIII Palaeologus. London: The British 

Museum, 1966. 
 
———. ―Le origini franco-bizantine della medaglia italiana del rinascimento.‖ In Venezia e 

l‟oriente fra tardo medioevo e rinascimento, edited by Agostino Pertusi, 329-50. Venice: 
Sansoni, 1966. 

 
———. The Renaissance Discovery of Classical Antiquity. Oxford: Blackwell, 1969. 
 
Welch, Evelyn Samuels. ―The Image of a Fifteenth-Century Court: Secular Frescoes for the 

Castello di Porta Giovia, Milan.‖ Journal of the Warburg and Courtauld Institutes 53 
(1990): 163-84. 

 
———. ―Painting the 15th-century Palace.‖ In Mantegna and 15th -Century Court Culture, edited 

by Francis Ames-Lewis and Anka Bednarek, 84-92. London: Dept. of Art History, 
Birbeck College, University of London, 1993. 

 
———. ―The Art of Expenditure: The Court of Paola Malatesta Gonzaga in the Fifteenth 

Century.‖ Renaissance Studies 16, no. 3 (2002): 306-17. 
 
———. ―The Gonzaga Go Shopping: Commercial and Cultural Relations between Mantua and 

Milan in the Fifteenth Century.‖ In Leon Battista Alberti e il Quattrocento: studi in onore 
di Cecil Grayson e Ernst Gombrich, edited by Luca Chiavoni, G. Ferlisi, and M. V. 
Grassi, 269-84. Florence: Olschki, 2001. 

 
Westfall, Carroll William. In This Most Perfect Paradise: Alberti, Nicholas V, and the Invention 

of Conscious Urban Planning in Rome, 1447-55. University Park and London: The 
Pennsylvania State University Press, 1974. 

 
White, Carolinne, translator. Early Christian Latin Poets. London and New York: Routeledge, 

2000. 
 
Wind, Edgar. ―The Case History of a Pattern.‖ Journal of the Warburg and Courtauld Institutes 

1 (1937-38): 322-40. 
 
Wood, Jeryldene M. Women, Art, and Spirituality: The Poor Clares of Early Modern Italy. 

Cambridge: Cambridge University Press, 1996. 
 
Woods-Marsden, Joanna. ―French Chivalric Myth and Mantuan Political Reality in the Sala del 

Pisanello.‖ Art History 8 (1985): 397-412. 
 
———. ―‘Ritratto al Naturale‘: Questions of Realism and Idealism in Early Renaissance 

Portraits.‖ Art Journal 46 (1987): 209-16. 



331 
 

 
———. The Gonzaga of Mantua and Pisanello's Arthurian Frescoes. Princeton: Princeton 

University Press, 1988. 
 
———. ―How Quattrocento Princes Used Art: Sigismondo Pandolfo Malatesta of Rimini and 

cose militari.‖ Renaissance Studies 3 (1989): 387-414. 
 
———. ―Art and Political Identity in Fifteenth-Century Naples: Pisanello, Cristoforo di 

Geremia, and King Alfonso's Imperial Fantasies.‖ In Art and Politics in Late Medieval 
and Early Renaissance Italy:  1250-1500, edited by Charles M. Rosenberg, 11-37. Notre 
Dame, IN: University of Notre Dame Press, 1990. 

 
———. ―The Gonzaga of Mantua.‖ Schifanoia 10 (1990): 27-30. 
 
 ———. Renaissance Self-Portraiture: The Visual Construction of Identity and the Social Status 

of the Artist. New Haven and London: Yale University Press, 1998. 
 
———. ―Visual Constructions of the Art of War: Images for Machiavelli's Prince.‖ In 

Perspectives on the Renaissance Medal, edited by Stephen K. Scher, 47-73. New York, 
London: Garland Publishing, Inc. and The American Numismatic Society, 2000. 

 
———. ―Portrait of the Lady, 1430-1520.‖ In Virtue and Beauty: Leonardo‟s Ginevera de‟Benci 

and Renaissance Portraits of Women, edited by David Alan Brown, 62-87. Washington: 
National Gallery of Art, 2001. 

 
Woodward, W. H. Vittorino da Feltre and Other Humanist Educators: Essays and Versions. 

1897; reprint, Cambridge: Cambridge University Press, 1912. 
 
Wright, Amy Johnson. ―The Bible of Borso d‘Este: Christian Piety and Political Rhetoric in 

Quattrocento Ferrara.‖ Ph.D. diss., Florida State University, 2003. 
 
York, Jr., John M. ―The Image of Philip the Arab.‖ Historia 21 (1972): 320-32. 
 
Zerbato, Rita. ―Giovanni Badile copia quattro medaglie del Pisanello: Precisazioni.‖ Arte Veneta 

31 (1977): 170-71. 



332 
 

 
BIOGRAPHICAL SKETCH 

 

 

A native Floridian, Tanja L. Jones holds a BA and a MA in Humanities and a graduate 

minor in Post-Secondary Education from Florida State University. Prior to returning to 

university in 2003 to pursue the doctoral degree in Art History, Jones was first an Educator and 

then the Curator of Education at The Cummer Museum of Art & Gardens in Jacksonville, 

Florida (1998-2002). She was also employed by the Florida Department of State, Division of 

Cultural Affairs as a Grant Administrator (2002-2003) and has worked for International 

Programs at Florida State University. 

 

Jones‘s primary area of research focuses upon the Italian Renaissance courts of northern 

Italy, particularly the Gonzaga court in Mantua. Her interests include small-scale sculptural 

objects, especially medals, and issues surrounding their patronage and political value. Related 

areas of research include gender-based issues, especially as concern innovations in personal 

commemoration during the fifteenth century, and objects demonstrating intersections between 

the courts of Italy, France, and Byzantium. Jones has taught numerous courses for the 

Department of Art History at Florida State including the Introductory Survey to Art History, 

Early Italian Renaissance Art, Later Italian Renaissance Art and a senior undergraduate seminar 

entitled Renaissance Bodies: Portraits in Early Modern Italy. Her publications include two 

articles presenting initial research towards the dissertation. The first, entitled ―Classical Chastity 

and Chivalric Tradition: Pisanello‘s Portrait Medal of Cecilia Gonzaga,‖ was published in the 

2005 issue of the journal Athanor. The second, ―The Constantine and Heraclius Medallions: 

Pendants Between East and West,‖ was published in the Spring 2010 issue of The Medal, journal 

of the British Art Medal Society. 


