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Thirty -one  portraits illustrated here resemble the artist. In at least 

three double -portraits, each figure resembles the other.  

 

All the portraits  are from the London and/or Madrid version of 

Renaissance Faces . A few of the self -portraits were in the Prado version 

of the exhibition as well.  

There will be 85 portraits on show at the National Gallery, 77 of which 

are paintings.  

The number in parentheses by each title identifies its entry in the Prado 

catalogue.   
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A rare  display of great portraits , Renaissance Faces , arrives at Londonõs 

National Gallery in mid -October after several months, in expanded  form,  in 

Madrid.  It will still be very impressive. As an important exhibition on our  

subject, this entire issue is devoted to it. This  series began three  months 

ago with the revelation that early Netherlandish portraits, long heralded as 

the first visual evidence of a new interest in individual identity, are not 

portraits as we think of them at all . The patrons surely thought so but not 

the artists. Some of t he best known  portraits  are so similar to the artistõs 

own face or to one another that they can never have been intended as a 

true likeness .1 That is why art scholarshipõs practice of using  the sitterõs 

biography to understand the art  is so  misguided . Yet, though few art 

scholars  ð writers by trade - grasp  that òevery painter paints himself ó, many 

visual artists have and still do .  

Cindy Sherman and Yasumasa Morimura , for instance , have photographed  

themselves in the guise of  other  people  or as figures in famous works of art 

for decades . They may lack the craft, originality and creativity of, say, Titian 

but  they understand  than a generation of art scholars. Take a look at four 

portraits by Titian, all in the exhibition.  
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                               Pope Paul III by Tit ian (London only)                                                 Titian by Titian     
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          Charles V by Titian  (115, Madr id only)                                                                   Titian by Titian    
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      Philip II by Titian  (118 Madr id only)                           Titian by Titian  
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                         Federico II Gonzaga  by Ti t ian (30, Madr id only)                                           Titian by Titian     
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Margaret van Eyck by van Eyck (16)   Van Eyck by Van Eyck (London only)     
  

The Spanish -language catalogue (the only one available so far ) proposes 

that a portrait õs prime purpose was to record the sitterõs likeness 

accurately while demonstrating  with strange logic  that many are full of 

intentional distortions. 2 However, j ust as I showed  in Issue 1 that  Margaret 

van Eyckõs face has been changed to  match her husbandõs (above) so Lorne 

Campbell  notes how van Eyck changed the manõs face in the Arnolfini 

Portrait  from what he had earlier  sketched  in the  underdrawing . He 

enlarged the  eyes, nose and mouth and placed them higher up  the  head.  

Campbell believes those changes were intended to make the  face more life -

like yet, as I reveal  here , they also  allow ed Arnolfiniõs face to become a 

precise metamorphosis of Van Eyckõs own self -portrait.  
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Arnolfini by Van Eyck       Van Eyck by Van Eyck            Both faces at left fused  

The Italianõs long nose , longer  than in the underdrawing , now matches 

the proportions of the artistõs exactly , as do his eyebrows and the 

almond -shape of his eyes . (Disregard the eyelids ). The mid -line of their 

lips is positioned identical ly  with both their lower lips  markedly off-

center, as Margaretõs is also in her portrait . That must be significant. 

Even  their chins , after Van Eyck widened Arnolfiniõs, now match  though  

one is cleft. Finally , when the two finished faces are superimposed, the 


