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On the Panel with the Risen Christ Adored by
Brothers of the Confraternity of the Disciplinants
from the Collection of Nizhny Novgorod State Art
Museum and Its Author

The panel in the Nizhny Novgorod State Art Museum (Ill. 116-117) constitutes a funda-
mental breakthrough in the reconstruction of the historical and artistic context of the early
Quattrocento Emiliano, in particular that of Ferrara'. This significance is primarily due to the
painting’s date, namely 1423, which narrows the focus and establishes the piece as a primary
source document.

Secondly, the group of people kneeling before Christ can be identified as the brothers of the
Confraternity of the Disciplinants, the one that patronized this work, which is a rare artifact
in the field of the study of medieval confraternities. In fact, the artistic heritage of confrater-
nities in Emilia is not as plentiful as in Veneto, Umbria, and Marche?, despite the great and
widespread presence of confraternities all over the region.

In 1909°, the work was acquired by the Alexander III Museum of Fine Arts in Moscow
(later known as the Pushkin Museum) as a bequest of Mikhail Sergheevich Schekin, a for-
mer Russian consul in Trieste and an important art collector of Italian primitives, whose
collection was greatly valued by Lionello Venturi®. As I have already specified’, the painting
was formerly in Giuseppe Villetti’s collection in Ferrara. The collector (1831-1884) was an
“industriante” (as we can read in the catalog), and, in 1877, he presented the work in the
antique art section of the Esposizione provinciale di Ferrara®. After the show, the panel could
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study which is the present one; C. Guerzi [16, pp. 93-94, fig. 6]. What is hereby presenting must be considered
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For the general information on the collector see: V. Markova [21, I, pp. 6-7]; L. Venturi [29, pp. 3-4].
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That is to say: “n. 20. Giuseppe Villetti. Cristo Risorto, d’ignoto autore, del 1423”: Esposizione provin-
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have been possibly taken away from Ferrara, considering that these sorts of events were often
arranged to create conditions to alienate the works of art owned by private collectors’. This
information, even if it does not determine the ultimate provenance of the work, allows us to
assume that it came from Ferrara and to argue that the painting subsequently entered the
collection of the Russian consul.

On the recto, the panel shows Risen Christ coming out from the sepulcher with his right foot
raised from its edge; the right hand holds a vexillum with the cross on it, which bends around
his head. The composition shows a non-ordinary solution, which is reflected in the lower un-
dulated strip of the mantle flowing out from the scenic space. The flowing purple mantle with
a golden hem (edged with floral stamps to form a unique regular filament; Ill. 118) drapes
around the body of Christ revealing his wounded ribs. Two barren rocks surround the center
of the Rising Christ; the foreground lower part is occupied by soldiers sleeping on both sides
of the sarcophagus. They have complex and varied postures, which are characterized by chain
mail iron shirts realized through evenly etchings on the pictorial surface with a widespread
impressed “unghiato” (nail shaped, ndr)” motif, which is very distinctive for the artist’s tech-
nique [8, p. 38]. Right in the center, there is a group of brothers in adoration of Christ, which
is clearly indicated by the left-hand finger of Christ. The capes worn by the brothers, with an
opening in the back, leave no doubt about the customary discipline of the group. There are
just traces left by the etchings, that is, the traces of the preliminary sketch with the very scarce
remains of the original pigment, which determines the lack of information useful to recognize
the actual brotherhood. Indeed, the fewest — just barely visible — white pigment traces could
be associated with the preparation of the substrate rather than with the actual color of the
confraternity’s own vest. The date 1423 is painted in black with Arabic numerals and located
on the left side of the sarcophagus, just below of its edge. Some leafy branches on the left are
squeezed between the sarcophagus and the pulled-out lid, forming a slight ascending trend
from right to left. This solution could be either an effort to render the third dimension, though
with a quite empirical application of perspective, or an escamotage to cope with the apparently
problematic underestimated dimension of the sepulcher compared to the dominant figure of
Christ, even if the disproportion is accentuated by the bottom-up vision of the composition.
However, the idea of painting a larger sarcophagus, incontrovertibly better proportioned to
the whole context, was incompatible with the width of the panel. Doing it in a different way,
that is, omitting a part of it, implies a continuity with the external, out-of-the-panel, space,
and is considered a weird inventiveness in the design of an important iconographic element
involving the iconic image of the confraternity. Such a choice could have been seen as an
iconographic risk since the image of the Risen Christ was distinctive and characteristic of the
confraternity in public events. Its public function can be comprehended through the traces of
painting still visible on the verso (Ill. 117), scarcely commented on by the critic likely because
of its problematic state of preservation. In particular, Victoria Markova, who has published
the most extensive research, claims that the verso “is prepared to present the Mother of God
surrounded by rays” [20, pp. 26-27], on the basis of the information she found in the manu-
script catalog of Schekin’s collection. Markova also states that the image was realized at a later

ciale [9, p. 21]; as for Giuseppe Villetti’s collection and his son Aldo, who would become an art dealer, see
respectively: G. Agostini, L. Scardino [1, pp. 256, 279 nr. 23]; L. Scardino, A. P. Torresi 26, p. 19].

7 As already noticed in relation to the local exhibitions as a preparatory momentous to alienate works:
M. Toffanello [28, p. 19].



C. Guerzi 469

time as proved by — not better specified — scientific analysis. In 2015, the work underwent
another restoration to consolidate the painting surface®, which, however, could not improve
the “readability” of the verso where just a faint shadow was discernible. On the verso, there was
anything but a shadow. Despite all these constraints and even if I was not able to analyze the
painting directly, I would say, with caution, that the most noticeable evidence for a tentative
interpretation of the traces is an equilateral triangular halo right above the figure. The body is
standing but not sitting on the throne; the trace of the drapery, although faint, seems to show
leitmotifs compatible with an early Quattrocento work. However, the halo is the undeniable
attribute of Our Lord as well the rays etched all around the outline of the figure. These latter,
still, complete or simulate the almond of light through which the Divine reveals Himself,
even if the rays do not count as the main attribute of God the Father. It is more important to
underline instead that this representation is inserted inside a concave multilobe outline which
is visible in the upper edge and placed in the uppermost area, which was probably done in a
second phase’®. The concavity that permitted to hook a protruding frame is now lost, as well
as the whole frame of the works, and, as it often occurs with these fragile artifacts. The conse-
quence is the loss of basic information. It comes to mind that if this theme had the function
of framing the entire figure of God the Father, it could have been invented and/or conceived
either to highlight the verso figure, or to link the recto and verso iconography, perhaps in
connection with the devotional practices of the confraternity. Generally, mixtilinear frames
were used to point out the principal subject of the painting, and even if there are some ex-
amples from Vitale da Bologna’s workshop, we need to mention the famous panel painted by
Vitale for the Disciplinants Bianchi Brothers of Santa Maria Novella in Ferrara, a brotherhood
founded in 1343. The work, now at the Pinacoteca Vaticana, is recorded as the first painting of
the oratory'’. The recto shows the brothers in the act of adoring the divine group surrounded
by a rich and elaborate multi-lobed gilded engraved frame. The corners are surmounted by
two overarches with an elegant flower that opens between two fleshy leaves, which an almost
recent restoration confirmed as painted together with the main subject and not added in a
later period, as it was stated in the past times''. This motif is quite easy to trace in the very
Trecento Bologna school. We can take as an example the panel by Simone di Filippo at the
Museo di Santo Stefano in Bologna, already shifting toward the gothic as indicated by the
turgid lushness of the corolla, also recently restored'?. Besides, if on the one hand it is difficult
to imagine that the Risen Christ — an image, as said, venerated and identifiable element for
the public and private acknowledgment of the confraternity - is not the principal side of the
artifact, it seems equally difficult to think that the work was not conceived from the beginning
with a recto and a verso. Indeed, besides the traces of pigment on both sides, the dimensions
(105x54.8 cm), the verticality of the format, and the cusp-shaped typology suggest that it
is a movable artefact — and thus a processional standard". The support is made by a single
32 mm thick axis, flattened along the edge', poplar wood, a typical essence used in the Padana
region for this type of artifacts. The loss of the frame does not permit to figure out how a work

As precised by Natalia Svirina in a written communication on February, 13, 2023.
? V. Markova [20, pp. 26-27].

10 On the oratory and the confraternity see: C. Guerzi [13, pp. 85-118].

1 As already said: C. Guerzi [15, pp. 375-376; fig. 8].

12 Recently restored: A. Pachera [25, pp. 114-129].

B On standard on panel see: V. M. Schmidt [27, pp. 15-20].

" V. Markova [20, pp. 26-27].



470 WckycctBo PeHeccaHca

as such could be carried around, since the frame was also crucial to hook a pole or a support
used to transport the standards'.

In Schekin’s collection, the painting was attributed to Beato Angelico, as it was common in
that time period, especially with regard to the works close to the so-called Italian Primitives.
It was Markova (1986) who first published it as a work of an “Ignoto pittore italiano della
prima meta del Quattrocento’, observing similarities with the Salimbenis; this attribution is
still kept in the recent Museum catalog'®. It was Andrea De Marchi [7, p. 92 note 89; 8, p. 52
nr. 132] to return the work to an emiliano background, in particular to a corpus of works re-
lated to Trinity (Ferrara, Pinacoteca Nazionale di Palazzo dei Diamanti; Ill. 119), name-piece
of Maestro G.Z.: a painter that nowadays is mainly identified with the documented Michele
di Iacopo dai Carri, a pivotal personality to understand the artistic environment of Ferrara at
the age of Nicolo III d’Este, in connection with Iacopo della Quercia in Ferrara and to Franc-
esco Lola in Bologna'. This proposed attribution was fully accepted by Daniele Benati, Keith
Christiansen, and then by myself's.

A comparison with the Resurrection, a fresco painted by the artist in the Oratory of SantApol-
linare in Ferrara (Ill. 120), the former headquarters of the Confraternity of Battuti Neri, is neces-
sary. The work was completed by the second decade of the Quattrocento, as we can assume from
the reading of the incomplete date “141<...>”, which can be seen on the sepulcher at the open-
ing of the dedicatory inscription, of which the letters “MI <...>” are the only ones left and have
to be related with the name of Dai Carri®. This juxtaposition reveals a stylistic evolution that
must be considered with caution because of the state of preservation and different techniques
and dimensions used in his works. When Dai Carri, the possible artist, makes mobile paintings,
he prefers loose strokes and likes to paint motifs taken from Altichiero, the inspiring master, to
whom he is indebted in the Resurrection. Indeed, at this time he was able to dramatically receive
the lesson of Gentile da Fabriano. The way the artist realized the fresco shows the sensitivity
to the naturalistic data and elements which derive from Gentile and make the Resurrection,
painted for the Confraternity, a watershed in his production. The pattern he proposes in this
work, as amply noted by the scholars, has a precedent, even if not exact, in the homonymous
drawing found in the Martirologio® (Venezia, Fondazione Giorgio Cini; Ill. 121). The codex
probably belonged to the same brotherhood and was connected to the practice followed by the
confraternity from the beginning. The oldest nucleus of the manuscript could probably be dated
back to the beginning of the 15 century, as well as the above cited miniature. The work is by
the Maestro del Martirologio dei Battuti Neri from Ferrara, who is renowned as one of the most
typical personalities of early 15"-century Ferrara for his staunch adherence to the new reading
of Giotto carried out by Altichiero. The adhesion is clearly evident in the spatial boxes used to
set drawings, in the geometrically constructed figures, and in the use of vernacular models. This
language detectable in Dai Carri’s juvenile works is also present in the works of Maestro di San
Romano and, in certain aspects, in the works of Maestro di Vignola?'. However, after complet-

15 V. M. Schmidt [27, p. 62].

le V. N. Krivova, I. Mironova [19, p. 190 (n. 136)]. I thank Natalia Svirina for the bibliographic advice.

7 To set the critical frame: D. Benati [4, pp. 60-83]; C. Guerzi [16, pp. 88-117]; C. Guerzi [18, pp.
203-245]. On the Bolognese activity, assigned by myself to the artist see also lastly: C. Guerzi [17 in c.s.].

18 D. Benati [3, p. 25]. K. Christiansen [5]; as for what concerns what I assumed: see supra note 1.

1 Assigned to Michele dai Carri by Andrea De Marchi [8, p. 37]; see: D. Benati [4, p. 72].

2 On this codex (inv. 2501/2) see: C. Guarnieri [12, pp. 321-333].

2 I had already covered the similarities between the Maestro del Martirologio and the Maestro di San
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ing this work, the likely-to-be Dai Carri imposes himself as the bridge-head to Gentile da Fab-
riano, whom he had known through his Venetian works and, perhaps, through those present in
Ferrara, according to some ongoing research based on highly evaluated hypotheses??. Among
Gentile’s works in Ferrara there was the Madonna con il Bambino (now in the Pinacoteca in Fer-
rara, formerly in Vandeghini Baldi’s collection), which probably came from the Church of Santa
Maria dei Servi, where Dai Carri (worked?) from time to time, as permitted by other commit-
ments he had gotten in Ferrara. In the city, Dai Carri collaborates with Francesco Lola*. Around
1404, recent documentary findings suggest that he worked at the court of Nicolo III d’Este*.
The relation between the subject matter of the fresco and that of the panel has convinced
me that the work at the Museum in Nizhny Novgorod may have served as the standard of the
Ferrarese confraternity. This conjecture is supported by the remaining black pigment still visi-
ble along the edges of the capes of the brothers®. Notwithstanding the lectio facilior it is worth
saying again that the year 1423 firmly puts the work in the context of the penitential move-
ment in the 15% century. That was the time when the great penitential manifestations were over
and new confraternities were about to flourish following up Manfredi da Viterbo’s preaching
(1417) or that of San Bernardino da Siena, one of the most inspiring Franciscan personali-
ties®. As an example, it is worth to remember that in Bologna, following up San Bernardino da
Siena, the old and famous Disciplinants Confraternity of Santa Maria Mezzaratta, for which
Vitale da Bologna had worked too”, was founded again and named after the name of Good
Jesus?. This new phase is recorded in a Memoriale dating back as early as 1585 — et del mille
quatrocento trenta vel circa vene nella citta di Bologna il glorioso Santo Bernardino a predicare
et detti huomini ricorsero al detto Santo et li dissero come questa Compagnia d’huomini soleva
essere in tanta copia et fervore et che era mancata di spirito et de huomini. Intendendo questo,
detto Beato comincio a predicare et ricordare alla citta questa devota compagnia et fece tanto che
detta Compagnia ritornd al suo pristino stato, anci laugmento di huomini ed di fervore. Vedendo
il predetto Santo havere fatto tal frutto non volse lassare detta Compagnia senza memoria di lui
et volse che si domandasse la Compagnia del Bon Jesti <...> Et havendo detto Santo spirito di
profecia, promesse a detti huomini ax parte Dei che tutti quelli che seriano dessa non patireb-
bero morte di peste”. The year del mille quatrocento trenta vel circa — 1423 to be exact — is
given in the scholarly sources of Bologna®, which also provide the basic information related

Romano during my PhD research study: C. Guerzi [14, pp. 56-61].

= A mindful discussion in: D. Benati [4, pp. 72-73].

» After my PhD results, this argument was recently studied — C. Guerzi [17 in c.s.] — even if a subse-
quent work, which collects sources, is being completed.

24 D. Dameri, A. Ludovisi [6, pp. 32-33]

» C. Guerzi [16, p. 94].

26 P. L. Meloni [22, p. 28]. San Bernardino preached in Bologna many times; for sure in 1424, but perhaps
also before: D. Pacetti [24, p. 52].

7 See: A. Volpe [30].

» It seems fair to launch the present hypothesis, even if on the brotherhood there is an ongoing broader
documentary research conducted by myself. However, a first idea about the new and important headquarters
of the confraternity can be seen: M. Fini [11, p. 44].

» ACYV, Bologna, Recuperi beneficiari, fasc. 665, 4; this quote, excerpted from the memorial of the confra-
ternity going back to 1585, is cited by M. Fanti [10, p. 57] and P. L. Meloni [22, p. 69 note 44].

0 Starting from the bolognese scholar father Pellegrino Antonio Orlandi (sec. XVII-XVTII), see also: M.
Fanti [10, p. 70].
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to the white capes worn by the members of the confraternity®'. Indeed, if the date 1423 could
be contextualized in the historic information of the brotherhood, it would be sufficient to
identify the confraternity as the commissioner of the standard, now in Nizhny Novgorod, and
Dai Carri as its presumed author. Usually, the dates marked on the artifacts commissioned by
confraternities refer to crucial events in their history, such as a refoundation and/or a statuto-
ry reform. Considering the existing relation between Dai Carri and Bologna, we must assume
that the presumed standard was conceived for that context, where Dai Carri is documented
from 1402 to 1419. At that time, the artist was highly acknowledged at home and he managed
a network of relations with the families close to the court, which made the painter the pivotal
artist in Ferrara at the sunset of the Middle Ages®>. Therefore, he became a benchmark in the
local artistic scenario and a leading protagonist among the active workshops of the city. Over
the course of this extraordinary cultural season, which coincides with the reign of Alberto V
d’Este (1388-1398) and of his son Niccolo III (1393-1441), Ferrara played a leading role in
the context of the European courts and, above all, opened the path to the Renaissance which
would bloom during the reigns of Leonello, Borso, and Ercole.
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Abstract. The article is the study-case of the panel with the Risen Christ Adored by Brothers

of the Confraternity of the Disciplinants, dated 1423, preserved at the Nizhny Novgorod State
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Art Museum. This work is discussed in the context of the artwork of the painter Michele di
Tacopo Dai Carri from Ferrara, the presumed author of a corpus of works grouped under the
name of the so-called Maestro G.Z. The work from the Russian museum, which entered the
artist’s catalogue because of the undeniable stylistic relationship with the other works, is now
the only surely dated painting of the group, and therefore, the only chronological reference
which allows to establish the sequence of the works by the painter.

The article, besides demonstrating the significance of the Nizhny Novgorod panel and con-
firming its attribution to the Master G.Z. identified with Dai Carri, clarifies the provenance
of the work, analizes iconography of the depictions on the both sides of the panel, sheds light
on its function as a processional standard of a disciplinants confraternity, and considers the
painting in the artistic context of the Ferrara and Bologna during the reign of Nicolo IIT d’Este
(1393-1441) and within the new artistic trends expressed by Alberto da Campione and Ja-
copo della Quercia, and those, originated by the presence of Gentile da Fabriano in Venice.

Keywords: Confraternity, Disciplinants, panel painting, Emilia confraternities, Ferrarese
painting, Schekin collection, Nicolo IIT d’Este age, late Gothic age

Haspanmue cratbu. O xaptuHe «Bockpecumit XpucToc ¢ MOKIOHARIIVMUCA YI€HAMU
OparcTBa ¢Iare/UIaHTOB» U3 KOJUIEKLVM HVDKeropoicKOro rocygapCcTBEHHOIO XyfiOXKe-
CTBEHHOTO MYy3esl 1 €€ aBTOpe

Caepenist 06 apTope. IBepun, Kbsapa — KaHIUIAT MCKYCCTBOBEMIeHN, Tpodeccop. AKa-
memust Vssmnpix Vickyccrs B bononbe. Via Belle Arti 54, 40126 Bonousbs, VMranus. chiara.
guerzi@ababo.it; ORCID: 0000-0003-1389-3541

AnHoTranmsa. B craTbe paccmarpuBaercs KapTuHa «Bockpecmmit XpuUcTOC ¢ IOKTOHAI0-
IUMUCS WIeHaMM OpaTcTBa (IareJUIaHTOB», JATMPOBaHHasA 1423 TOIOM M XpaHALIAACA B
cobpanyy HInbkeropomckoro rocyapcTBeHHOTO XYOKECTBEHHOro Myses. IIpousseneHue
aHA/IM3UPYETCA B KOHTEKCTE XY/IO>KECTBEHHOI JIeATENbHOCTI U3BECTHOTO IO JIOKYMEHTAM
¢deppapckoro xynoxHrka Mukene nu Skono gau Kappu, KoTopoMy ucciiefoBaTe I IIpHUIII-
CBIBAIOT PAabOTBI, paHee CrPYIIIMPOBAaHHBIE BOKPYT JaBLIEro ¥MsA 00601 IpyIiiie IpousBe-
TeHNs, IOMEYEHHOT0 MOHOTrpaMmoit G.Z., a Takxe U KapTuHy 13 Hinkeropopckoro myses.
B crarbe, KpoMe 3TOrO, yTOUHAIOTCA HEKOTOPOE aCHEKThI MPOUCXOXKIAECHNUA IPOU3BEIEHNA
U ero ObITOBaHMA B MCTOPUYECKVX KOJUIEKIVAX, @ TAKXKe aCIIeKThl TUIIOJIOIMU CaMOToO IIPO-
U3BeleHNA U ero GYHKLUY, B TOM 4MCIIe ¥ B CBeTe BO3MOXKHBIX B3aVIMOOTHOILIECHWIT ME&XIY
(dheppapckoit 1 60IOHCKOI XY/0)KeCTBEHHOI CPeoiL.

ABTOp IpejyIaraeT HOBYIO MIKOHOIPa(pM4eCcKyIo TPAaKTOBKY IIOXO COXPAaHMBLIETOCS U30-
OpaxxeH1sI Ha 060POTHOI CTOPOHE JOCKU U BBICKAa3bIBAET IIPEAIIONIOKEHNE O TOM, YTO IIPO-
U3BeleHMe UCIIONb30BAIOCh B Ka4eCTBe IIPOLIECCHOHHOIO IITaHfapTa deppapcKuM Opar-
CTBOM (p/1are/IaHTOB.

KiroueBble croBa: 6parcTBa, (rare//IaHThl, )KMBOINCH Ha JepeBe, OpaTcTBa B OMMINN,
XKVMBOIINCD (eppapcKoit mKonsl, kowtekuys llexuna, Hukono III 1'Scre, mo3mHAA roTrka
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. 116. Maestro G.Z. (presumably Michele di lacobo M. 117. Maestro G.Z. (presumably Michele di lacobo
dai Carri), Risen Christ adored by brothers of the dai Carri), Risen Christ adored by brothers of the
Confraternity of the Disciplinati, 105x55 cm, recto. Confraternity of the Disciplinati, verso. Nizhny
Nizhny Novgorod, Nizhny Novgorod State Art Museum. Novgorod, Nizhny Novgorod State Art Museum.
Courtesy of the Nizhny Novgorod State Art Museum Courtesy of the Nizhny Novgorod State Art Museum

ll. 118. Maestro G.Z.
(presumably Michele di
lacobo dai Carri), Risen
Christ adored by brothers
of the Confraternity of the
Disciplinati, detail of the
recto. Nizhny Novgorod,
Nizhny Novgorod State Art
Museum. Courtesy of the
Nizhny Novgorod State Art
Museum
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lll. 119. Maestro G.Z. (presumably Michele di
lacobo dai Carri), Trinity. Ferrara, Pinacoteca
Nazionale © Pinacoteca Nazionale di Ferrara

llI. 120. Maestro del Martirologio dei Battuti Neri di Ferrara,
Martirologio of the Battuti Neri of Ferrara, Risen Christ,
carta 12 verso. Circa 1400, Fondazione Giorgio Cini.
Venezia, © Fondazione Giorgio Cini

lll. 121. Maestro G.Z. (presumably Michele di lacobo
dai Carri), Risen Christ adored by brothers of the
Confraternity of the Battuti Neri. Ferrara, Oratorio
dell’Annunziata. Photo: Chiara Guerzi



