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The Nude Mona Lisa and the Precise Identification of the Loggia 
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Introduction 

 

In May 2024, following an article in The Guardian, news spread worldwide that an Italian geologist and art historian, Ann 

Pizzorusso, had successfully identified the mountains that provided the model for the background of the Mona Lisa, along 

with the bridge depicted there1. Without a precise definition, she located the mountains in the Lecco area and identified the 

 
1 5ŀƭȅŀ !ƭōŜǊƎŜΥ ¢ƘŜ DǳŀǊŘƛŀƴΥ aȅǎǘŜǊȅ ƻŦ ǿƘŜǊŜ aƻƴŀ [ƛǎŀ ǿŀǎ ǇŀƛƴǘŜŘ Ƙŀǎ ōŜŜƴ ǎƻƭǾŜŘΣ ƎŜƻƭƻƎƛǎǘ ŎƭŀƛƳǎ  
мм aŀȅ нлнп ǿǿǿΦǘƘŜƎǳŀǊŘƛŀƴΦŎƻƳκŀǊǘŀƴŘŘŜǎƛƎƴκŀǊǝŎƭŜκнлнпκƳŀȅκммκǿƘŜǊŜπƳƻƴŀπƭƛǎŀπǿŀǎπǇŀƛƴǘŜŘπƳȅǎǘŜǊȅπǎƻƭǾŜŘπƎŜƻƭƻƎƛǎǘπŎƭŀƛƳǎ   



bridge on the painting as the Azzone Visconti Bridge in Lecco, which is still in use today. 

This study not only aims to refine and correct these claims but also sets itself the bold goal of determining in the Lecco region 

which building, which part of it, and even on which still-existing stone floor the model might have sat, and where Leonardo da 

Vinci may have painted her. After identifying the location, with this knowledgeτand by interpreting information previously 

overlooked in Mona Lisa researchτI will attempt to identify the lady seen in the painting(s) and to uƴŘŜǊǎǘŀƴŘ [ŜƻƴŀǊŘƻΩǎ 

creative motivations behind the various versions of the Mona Lisa. 

While of course I take existing research results into account, using and citing them where necessary, given the extensive 

literature on the subject and the often non-consensual nature of professional viewpoints, instead of providing detailed 

evaluations and comparisons of these theories, I will outline my own conception and follow its internal logic. 

 

Leonardo around Lake Como and the Adda Valley 

 

Leonardo is known to have visited the area around Lake Como, near Lecco, several times, and he studied the Adda Valley in 

detail due to his investigations into the regulation of waterways. After leaving Florence and entering the service of Ludovico 

Sforza, in 1490 he examined the Lombard canals, and in 1492 he also traveled in the Lake Como area, for example to Como 

and Bellagio2. It is very likely that already in the 1490s he was well familiar with the Brianza region3. Later, in 1507, he studied 

the flow of the Adda, as again in 1рмлΦ Lƴ мрмм ƘŜ ƳƻǾŜŘ ǘƻ ǘƘŜ ±ƛƭƭŀ aŜƭȊƛ ƛƴ ±ŀǇǊƛƻ ŘΩ!ŘŘŀΣ ǿƘŜǊŜ ǳƴǘƛƭ мрмо ƘŜ ǇǊƻŘǳŎŜŘ 

drawings of the surrounding landscapes. 

Beyond these, due to a lack of sources, our knowledge of when, why, and at whose commission Leonardo may have stayed in 

the Adda Valley and near Lecco is quite fragmentary, but it is easy to imagine that during his first Milanese period (1482ς

1499), in addition to the dates mentioned above, this may have occurred on several further occasions. I assume that 

[ŜƻƴŀǊŘƻΩǎ ŘǊŀǿƛƴƎǎ w[мнп13 and RL12414 may have been created in the same building where the Mona Lisa was paintedτ

meaning that Leonardo demonstrably visited it. The building in question is the Rocchetta di Airuno, from the loggia of which 

the very same view opens up as we see in [ŜƻƴŀǊŘƻΩǎ ŘǊŀǿƛƴƎΦ ς Figure 1 

  

Figure 1 

 

This coincidence was already mentioned in a 2019 study4, though its significance was not elaborated there. For clarity, below I 

superimpose the graphic from that studyτwhich identifies the mountains and the Adda River in LeoƴŀǊŘƻΩǎ ŘǊŀǿƛƴƎτonto 

the actual landscape. ς Figure 2. The match is undeniable. The mountains at various distances from the vantage point align in 

ǊŜƭŀǘƛƻƴ ǘƻ ŜŀŎƘ ƻǘƘŜǊ ŜȄŀŎǘƭȅ ŀǎ ƛƴ [ŜƻƴŀǊŘƻΩǎ ǎƪŜǘŎƘΣ Ƨǳǎǘ ŀǎ ŘƻŜǎ ǘƘŜ ǿƛƴŘƛƴƎ !ŘŘŀ wƛǾŜǊ ōŜƭƻǿΦ .ƻǘƘ ǘƘŜ ŀngle and the 

 
2 https://brunelleschi.imss.fi.it/itineraries/itinerary/ChronologyLeonardo.html   
3 CƻƴŘŀȊƛƻƴŜ [ƻƳōŀǊŘƛŀ ǇŜǊ ƭϥ!ƳōƛŜƴǘŜ Υ [9hb!w5h 9 L t!9{!DDL 5L [ha.!w5L! π ±ƛŜ ŘϥŀŎǉǳŀ Ŝ ǾƛŜ Řƛ π сфΦǇŀƎŜ   
4 ANGELO RECALCATI: 'And This May Be Seen' Leonardo da Vinci and the Alps -169.p.   



elevation correspond to the view from the loggia of the Rocchetta di Airuno. (Only the height of the Resegone is rendered 

with some inaccuracy.) ς Figure 3 

 

Figure 2 

 

 

Figure 3 



 

The Nude Mona Lisa 

    

   

 

Before discussing the building itselfτthe Rocchetta di Airunoτin more detail, we can already establish that Leonardo was 
there, and the breathtaking panorama that opens from it, in my view, also served as the background for the work known as 
the άbǳŘŜ aƻƴŀ [ƛǎŀέ. If this is so, it would also prove that the other versions of the Mona Lisa were likewise created in the 
former fortress5. 

The Nude Mona Lisa or Mona Vanna ŎƘŀǊŎƻŀƭ ŘǊŀǿƛƴƎΣ ƪŜǇǘ ƛƴ ǘƘŜ /ƻƴŘŞ aǳǎŜǳƳΣ ƭŀǎǘ ŎŀƳŜ ƛƴǘƻ ƳŜŘƛŀ ŀǘǘŜƴǘƛƻƴ ƛƴ нлмтΣ 
ǿƘŜƴ ǘƘŜ [ƻǳǾǊŜΩǎ ŜȄŀƳƛƴŀǘƛƻƴǎ ǎǳƎƎŜǎǘŜŘ ǘƘŀt it is, at least in part, likely the work of Leonardo himself. This further supports 
what art historians have long assumed: that Leonardo painted the Mona Lisa multiple times, in different waysτor at the very 
least, participated in their creation. I will return to this subject in more detail later. 

 
5 Walter Isaacson: Leonardo Da Vinci, Helikon, 2018 - p596   



Alongside the Mona Vanna ŎƘŀǊŎƻŀƭ ŘǊŀǿƛƴƎ ƛƴ ǘƘŜ /ƻƴŘŞ aǳǎŜǳƳΣ ǘƘŜǊŜ ŀǊŜ ŀƭǎƻ ǇŀƛƴǘŜŘ ǾŜǊǎƛƻƴǎ ƻŦ ǘƘŜ Nude Mona Lisa 
that feature backgrounds, and these resemble one another. Since Leonardo himself also painted the Nude Mona Lisa6, it is 
reasonable to assume that the version attributed to one of his pupilsτsome suggest Salaiτis the closest to the original. This 
ƛǎ ǊŜƛƴŦƻǊŎŜŘ ōȅ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ǘƘƛǎ ǾŜǊǎƛƻƴ Ƴƻǎǘ ŎƭƻǎŜƭȅ ǊŜǎŜƳōƭŜǎ [ŜƻƴŀǊŘƻΩǎ ŎƘŀǊŎƻŀƭ ŘǊŀǿƛƴƎΦ 

This is significant because the most obvious difference between the Mona Lisa and the Nude Mona Lisa, aside from the 
absence of clothing, lies in the landscapes of the background. While the background of the Mona Lisa is complex, constructed 
almost dreamlike from numerous, richly detailed elements, the background of the Nude Mona Lisa appears realistic. The truly 
remarkable discovery, however, is that it shows a striking similarity to the landscape visible from the loggia of the Rocchetta 
Řƛ !ƛǊǳƴƻΦ ¢ƘŜ ǊŜǎŜƳōƭŀƴŎŜ ōŜŎƻƳŜǎ ŜǾŜƴ ƳƻǊŜ ŎƻƴǾƛƴŎƛƴƎ ǿƘŜƴ ǿŜ ǊŜŎƻƴǎǘǊǳŎǘ ƻƴ ǎƛǘŜ ǘƘŜ ƳƻŘŜƭΩǎ ŀǇǇǊƻȄƛƳŀǘŜ ƻǊƛƎƛƴŀƭ 
position. ς Figure 4 

 

   

Figure 4 

 

The composition is revealing even at first glance. On the left, beneath the shoulder, we see the steep slope of a rocky 

mountain, while to the right of the neck rises a gentler slope. Another important detail is the presence, at neck level on the 

left-hand slope, of a body of waterτthe Lake Garlate. ς Figure 5 

  

 
6 https://www.smithsonianmag.com/smart-news/experts-think-nude-mona-lisa-could-have-been-drawn-leonardo-da-vinci-
180971644/   



Figure 5 

 

The Landscape on the Right Side 

In the landscape visible to the right of the shoulder, every characteristic element can be matched to the real landscape, and 

they are rendered with near-perfect accuracy. ς Figure 6. A detailed description is provided in Figure 7. 

 

 

 

 

Figure  6 



   

(The rising silhouette, the shape of the peak, then the gradual softening of the slope) 

 

   

(The more distant peak visible to the right of the summit. Leonardo may have shifted these closer together in order to 

preserve the V-shaped composition.) 

 

 

     

ό¢ƘŜ άōǳƳǇǎέ ƻŦ ǘƘŜ ƴŜŀǊŜǊ ƘƛƭƭǎƛŘŜ ŀƴŘ ǘƘŜ Ŧŀƛƴǘ ǎƛƭƘƻǳŜǘǘŜ ƻŦ ǘƘŜ Řƛǎǘŀƴǘ Ƴƻǳƴǘŀƛƴύ 

 



   

   

(The rocky parts on the steeper slopes of the hillside) 

 

 



    

(At the very base of the steep slope, a flat, basin-like oval areaτtoday inhabitedτDt{ прϲпуϥпоϦb фϲнрϥпнϦ9ύ 

Figure 7 

 

The Landscape on the Left Side 

hƴ ǘƘŜ ǿƻƳŀƴΩǎ ƭŜŦǘ ǎƛŘŜΣ ǘƻƻΣ ǘƘŜ ǎƛƳƛƭŀǊƛǘȅ ƻŦ ǘƘŜ ƭŀƴdscape is evident. Although here, because of the rocky outcrops 

overgrown with trees, a completely precise identification is more difficult, and Leonardo may have treated the elements of 

the landscape more freely, the overall impression of hills, mountains at varying distances, and the water surface shows a high 

degree of agreement. The distant Grignetta mountain is not shown by Leonardo, likely because the mass rising next to the 

head would have disrupted the V-shaped composition. ς Figure 8 

    

Figure 8 

 

The Yellowish Background 

Another argument supporting the Rocchetta di Airuno as the location is the sharply contoured, yellowish-colored arch, 

contrasting with the bluish background, visible between the balustrade and the distant blue-toned landscape. ς Figure 9. 

Looking northwestward from the loggiaτthat is, in the direction of the female figureτthere once stretched a castle wall, 

situated lower down ς Figure 10 ς whose line is still clearly discernible today. ς Figure 11 



   

Figure 9 

     

Figure 10        Figure 11 

From this it is not difficult to imagine the then more intact walls, curving around the terraced height. ς Figure 12. This also 

answers why, in the painting, we have the impression that beyond the wall there is a depth separating us from the distant 

landscapeτfor this is indeed the case in reality. 

 

    

Figure 12 

 



The Loggia 

The mentioned loggia at the Rocchetta di Airuno consists of a longer north-western part and a shorter north-eastern part set 

at right angles. Entering the loggia, the panorama itself almost naturally suggests the locationτthe very archτbefore which 

Leonardo may have painted his mysterious sitter. This is the second-to-last arch of the north-western section, when viewed 

from the entrance. ς Figure 13. The arch to the left of this one is blocked by the terrain, which obstructs the view. The arch to 

the right is not only about 20 cm narrower (ca. 180 cm instead of ca. 205 cm), but the buttress there also limits the panorama. 

It is surely no coincidence that precisely opposite the arch in question, the loggia widens and even accommodates a stone 

table. 

     

Figure 13 

 

The Parapet 

The top of the parapet is visible in almost every painting, but it is most clearly discernible in the Prado Mona Lisa, where even 
the ground can be made out. Comparing this with on-site measurements (ca. 34 cm thick, ca. 57 cm high) and photographs, 
one can state that the proportions of the parapet at the Rocchetta are very similar to those of the parapet depicted in the 
painting. ς Figure 14 

   



   

Figure  14 

¦ƴŦƻǊǘǳƴŀǘŜƭȅΣ ǎƻǳǊŎŜǎ ŀǊŜ ǎƛƭŜƴǘ ǊŜƎŀǊŘƛƴƎ ǘƘŜ ŘŀǘŜ ƻŦ ǘƘŜ ƭƻƎƎƛŀΩǎ ŎƻƴǎǘǊǳŎǘƛƻƴΣ ōǳt the Convento della Misericordia at 
Missaglia, located only about 10 km from the Rocchetta, is known to have been built in the late 15th century, and the stylistic 
resemblance is clear. ς Figure 15 

 

Figure 15 

 

The Columns 

The columns at the Rocchetta are Tuscan-style columns, of the type widely used during the Renaissance, the same style as 
those seen in the paintings. However, there are also small differences that require explanation. The most conspicuous is that 
in the paintings the columns appear much closer together than in reality (except in the Nude Mona Lisa). Yet this fact does 
not disprove that the Mona Lisa paintings were made at the Rocchetta, because if Leonardo (or his pupils) had intended to 
represent the real distances between the columns, then the columns in the different paintings would appear at equal 
intervals. But this is by no means the case. ς Figure 16 



    

Figure 16 

 

In reality, the columns are about 205 cm apart, and if the model were placed in the center according to the composition of 
the painting, depicted frontally, then the most beautiful part of the panorama would simply not be visible. ς Figure 17 

 

 

Figure  17 

 

For Leonardo, the symmetry of the columns framing the painting vertically and the parapet framing it horizontally was clearly 
more important than spoiling the composition in favor of literal accuracy. Leonardo devoted little attention to the bases of 
the columns, at most rendering them slightly less massive than they actually are. While their style is consistent across all the 
paintings, their proportions and degree of detail vary ς Figure 18 ς and it is telling that in the Louvre Mona Lisa, considered 
the most accomplished, the columns are hardly visible at all. I will discuss the reason for this later. 

 



  

Figure  18 

 

The Nude Mona LisaΣ ƘƻǿŜǾŜǊΣ ǎǘŀƴŘǎ ƻǳǘ ƛƴ ǘǿƻ ǊŜǎǇŜŎǘǎ ōȅ ŦƻƭƭƻǿƛƴƎ ǊŜŀƭƛǘȅΥ ŦƛǊǎǘΣ ƻƴƭȅ ŀ ǎƛƴƎƭŜ ŎƻƭǳƳƴ άŦƛǘǎέ ƛƴǘƻ ǘƘŜ 
ǇƛŎǘǳǊŜΣ Ƨǳǎǘ ŀǎ ƛƴ ǊŜŀƭƛǘȅΤ ǎŜŎƻƴŘΣ ǘƘŜ ōŀǎŜ ƻŦ ǘƘŀǘ ƻƴŜ ŎƻƭǳƳƴ ǎǘǊŀƴƎŜƭȅ άƘŀƴƎǎ ƻǾŜǊέ ǘƘŜ ǘƻǇ ƻŦ ǘƘŜ ǇŀǊŀǇŜǘΣ ǎƻmething we 
can still verify at the site today. ς Figure 19 

 

      

Figure  19 

 

Lǘ ǎƘƻǳƭŘ ŀƭǎƻ ōŜ ƴƻǘŜŘ ǘƘŀǘ ŀōƻǾŜ ǘƘŜ ōŀǎŜǎ ƻŦ ǘƘŜ wƻŎŎƘŜǘǘŀΩǎ ŎƻƭǳƳƴǎΣ ǘƘŜ ŘŜŎƻǊŀǘƛǾŜ ŜƭŜƳŜƴǘǎ ǘƘŀǘ ŀǊŜ ǎǘƛƭƭ ǾƛǎƛōƭŜ ƻƴ ǘƘe 
painted columns are now missing. According to Davide Maria Vertemara, these were often made of terracotta in the 15thς
16th centuries, and while therefore not durable, their traces are still visible on every column today.7 ς Figure 20. I have not 
been able to establish exactly when these repairs were made, but on a postcard from the early 1940s, the columns still seem 
to show deeper grooves, suggesting that the repairs cannot have been done before the 1940s. ς Figure 21 

 

 
7 Davide Maria Vertemara: MONNA LISA LANDSCAPE FROM ROCCHETTA OF AIRUNO   



    

Figure 20      Figure 21 

  

Perspectives 

When examining the different versions of the Mona Lisa, it is striking that they often differ in terms of perspective. At times 
the model is closer to the parapet, at other times further away; sometimes the parapet is shown from a lower angle, 
sometimes from a higher one. We can rightly assume that Leonardo, true to his nature, was experimentingτsearching for the 
perfect angle and distance for his painting. 

Here it is worth turning to RaphŀŜƭΩǎ ŘǊŀǿƛƴƎΣ ǿƘƛŎƘ ƘŜ ƳŀŘŜ ŀŦǘŜǊ [ŜƻƴŀǊŘƻΩǎ ǇŀƛƴǘƛƴƎΣ ŀƴŘ ǿƘƛŎƘ ŘƛŦŦŜǊǎ ŦǊƻƳ ǘƘŜ ƻǘƘŜǊ 
Mona Lisa versions in two ways: first, the woman is shown here from the lowest perspective; second, she is not seated in an 
armchairτinstead, she rests her arms on a long, straight surface. In principle, of course, it is possible that Raphael drew the 
work from memory afterwards and simply erred in these differences, but this explanation seems implausible. The drawing is 
highly detailed, and considering only the precise and delicate rendering of the hands, it is hard to believe that Raphael would 
have been such a poor observer as to recall the details so exactly while forgetting that Mona Lisa sat on a chair. We may 
therefore reasonably assume that there once existed a version by Leonardo in which Mona Lisa was not seated on a chair, 
and was seen from a lower perspective. Knowing the loggia, it is not difficult to find the place where, from such a perspective, 
Mona Lisa could have been painted resting on a tabletop. ς Figure 22. Reconstructing this at the site makes the assumption 
appear quite justified. ς Figure 23 

   

Figure 22 

 



  

Figure 23 

 

It is also worth examining how Leonardo experimented with correcting and conveying perspective while still preserving a 
symmetrical composition. This was necessary because, although he represented the loggia frontally and symmetrically, 
knowledge of the site makes clear that, due to the panorama, he had to sit slightly to the left of the lady. This discrepancy is 
signaled by the fact that in the Nude Mona Lisa, the lines of the parapet do not align, while in the Louvre version, the top of 
the parapet to the right of the model is slightly narrower and rises at an angle of about 8 degrees. ς Figure 24 

 

 

 

 

Figure 24 



 

The Backgrounds of the Louvre and Prado Mona Lisa 

First, it is important to clarify that the two paintings mentioned in the title were created simultaneously, since the corrections 
visible on the Louvre Mona Lisa were carried out in parallel on the Prado Mona Lisa8. This means that while Leonardo was 
working onτand correctingτhis own version, his pupil copying him was likewise adjusting the Prado version. On this basis, 
we should not expect any major formal differences in the rendering of the background, and for the sake of simplicity, I will not 
distinguish between the two paintings from this perspective in what follows. 

Having been able to identify with certainty the background of the Nude Mona Lisa as the view opening from the loggia of the 
Rocchetta di Airuno, the question arises whether the backgrounds of the Louvre and Prado Mona Lisa paintings are solely the 
ǇǊƻŘǳŎǘǎ ƻŦ [ŜƻƴŀǊŘƻΩǎ ƛƳŀƎƛƴŀǘƛƻƴΣ ƻǊ ƻŦ ƴŀǘǳǊŜ ƛǘǎŜƭŦΦ aȅ ŀǎǎǳƳǇǘƛƻƴ ƛǎ ǘƘŀǘ ǘƘŜ ŎƻǊǊŜŎǘ ŀƴǎǿŜǊ ƛǎΥ ōƻǘƘΦ [ŜƻƴŀǊŘƻ ŀŘƳƛǊŜŘ 
the creations of nature but used them through his own creative power9, in the way that suited him best. This will be 
significant later, in interpreting the meaning of the painting. 

Thus, Leonardo did not wish to reproduce exactly the marvelous rock formations he had seen around the Rocchetta di Airuno 
in the precise locations where they sǘƻƻŘΦ wŀǘƘŜǊΣ ŀǎ ŀƴ ŀǊǘƛǎǘƛŎ ŎǊŜŀǘƛƻƴΣ ƘŜ ŀǎǎŜƳōƭŜŘ ŀ ƪƛƴŘ ƻŦ άǎŜƭŜŎǘƛƻƴέ ƻŦ ǘƘŜƳΣ 
sometimes modifying them slightly, then arranging them into a unified composition. Leonardo evidently made bold use of 
artistic freedom, retaining only the peculiar, distinctive character of the forms. Already dreamlike in themselves, these rock 
formations he transformed through art into a unified fairy-tale world, which he placed as the fitting backdrop to the enigmatic 
smile in his masterpiece. Without embarking on an exhaustive art historical analysis, the message could be briefly 
summarized as follows: enduring beauty can only be created by nature with the help of the human creator. Perhaps this was 
[ŜƻƴŀǊŘƻΩǎ ŀǊǘƛǎǘƛŎ ŎǊŜŘƻτand why he labored so long over this work, why so many versions were born, and why he sought 
the right angles and distances to such an extent. 

If all this is true, then the distinctive rock formations borrowed from nature must be recognizable in the painting. What could 
these be? Rocks and mountains so characteristic and striking that they would stand out in a region already rich in dramatic 
natural sceneryτŀƴŘ ǘƘǳǎ ŎŀǇǘǳǊŜ [ŜƻƴŀǊŘƻΩǎ ŀǘǘŜƴǘƛƻƴ ŀƴŘ ƛƳŀƎƛƴŀǘƛƻƴ ŘǳǊƛƴƎ Ƙƛǎ ǘƛƳŜ ƛƴ ǘƘŜ [ŀƪŜ /ƻƳƻ ŀǊŜŀΦ L ƘŀǾŜ ōŜŜƴ 
able to identify eight such formations with a high degree of probability, though no doubt those who know the region well will 
find a few more. ς Figure 25 (Formations 5 and 6 are not clearly visible in the Louvre Mona Lisa). 

   

 
8 Museo Nacional del Prado YT: https://www.youtube.com/watch?v=WJxXdUZF0HA - 6m30s, 9m43s   
9 Walter Isaacson: Leonardo Da Vinci, Helikon, 2018 - p.321   



   

Figure 25 

 

1. Mount Resegone near Lecco (GPS 45.846300872546806, 9.39284372103953) 
About 10 km from the Rocchetta, the mountains towering above Lecco are impossible to overlook, and certainly this was also 
ǘƘŜ ŎŀǎŜ ƛƴ [ŜƻƴŀǊŘƻΩǎ ǘƛƳŜΦ /ƻƳǇǊŜǎǎŜŘ ǎƻƳŜǿƘŀǘ ƛƴ ǘƘŜ ǇŀƛƴǘƛƴƎΣ ǘƘŜ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ŦƻǊƳǎ ŀǇǇŜŀǊ ŀƭƳƻǎǘ ŦƭŀǿƭŜǎǎƭȅ ƛƴ 
succession. The only difference is that the peak indicated with the blue arrow is noticeably higher in the painting than in 
reality. (Perhaps here too, as mentioned earlier, the reason lies in compositional considerations.) 

 

  

 



  

 

2. Grignetta (rock formations of the mountains above Lecco) 
It is uncertain how high Leonardo ascended during his travels in the region, but he likely encountered similar rocky formations 
in many places. 

 

  

 



 

3. The mountains behind the Santuario di S. Martino (GPS 45.843468389588914, 9.344388949915821) 
8 km from the Rocchetta, these mountains form the dramatic backdrop of a church that has stood there since the early 
Middle Ages. We cannot know for certain whether Leonardo ever visited the site, but while in the area the mountains surely 
could not have escaped his attention. 

 

  

 

4. South of Capiate, once perhaps a marshy area (GPS 45.7729673949836, 9.425959737527927) 
This landscape is clearly the closest to the Rocchetta, and based on this, the river meandering beside the Adda toward 
Capiate, only about 1 km away, as well as its smaller branching arms, appear to be represented. The lowland, meandering, 
perhaps somewhat marshy terrain takes on an autumnal, yellowish hue. ς Figure 26 

 

  



 

 

Figure  26 

 

¢Ƙŀǘ ǘƘŜ ǊƛǾŜǊ рлл ȅŜŀǊǎ ŀƎƻ ŦƭƻǿŜŘ ƛƴ ŀ ƭŜǎǎ ǊŜƎǳƭŀǘŜŘ ŎƘŀƴƴŜƭ ǘƘŀƴ ǘƻŘŀȅ ƛǎ ǎǳǇǇƻǊǘŜŘ ōȅ ƻƴŜ ƻŦ [ŜƻƴŀǊŘƻΩǎ ŘǊŀǿƛƴƎǎΦ Lƴ ǘƘŜ 
upper left corner the Rocchetta can be seen, and below it the winding course of the Adda, which in the section marked with a 
red arrow indeed appears to fan out slightly, just as in the painting. ς Figure 27 

 

 

Figure 27 

 


