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ABOUT THIS BOOK

Leonardo da Vinci never ceases to amaze. After five hundred years, we are now able to read the narrative of his secret history — one that, during his lifetime, he could not reveal.

This research originates from an intuitive vision, initially based on the interpretation of signs and symbols within his paintings, and later developed through the identification of the “codes” Leonardo used to communicate his messages. These codes take the form of constellations: universal and immutable geometric configurations of stars that generate the structural framework of his compositions, placed at precise points identifiable by name (image rebuses).

The subsequent decoding of these rebuses through anagrams gives rise to hidden words and secret meanings, as already described in the first publication, The Secrets of Leonardo.

This new volume summarizes the previous analyses, opens a new chapter of interpretation, and concludes with a surprising narrative.

Leonardo’s pupil, Francesco Melzi, left behind a secret within his own paintings. By using the same codes, he recounts the final year of Leonardo’s life — his death and his burial.

ABOUT THE AUTHOR

Maurizio Pecorari, born in 1961 and residing in the province of Parma, is a painter and decorative artist. He completed his artistic training at the Paolo Toschi Art Institute in Parma and at the Brera Academy of Fine Arts in Milan.

He studied painting and drawing under masters Luciano Ugoletti, Beppe Devalle, and Luciano Fabro; art history with Luciano Caramel and Tommaso Trini; and aesthetics with Francesco Leonetti. He has participated in the restoration of major works of art, including Benedetto Antelami’s Baptistery of Parma and Antonio Allegri, known as Correggio, notably the Dome of San Giovanni in Parma.


“But the secret to be kept and shared is a fitting metaphor, because we humans love secrets, and they set us in motion. A secret is something to be discovered — it deserves the effort of searching for it, the resources to go and retrieve it, the ingenuity to overcome the resistances that guard it.”



(Mauro Pellegrini)

PREFACE

Leonardo da Vinci is one of the most studied figures in human history, yet also one of the least understood. His life has been reconstructed through documents, testimonies, and interpretations that are often contradictory. Between biography and myth, an essential part of his story has remained unresolved.

This book does not arise from a historical thesis, nor from a desire to overturn established narratives. It emerged from observation: a slow, repeated, and intuitive observation of Leonardo's paintings. Over time, what initially appeared as isolated details began to organize themselves into a coherent system of signs, signals, and symbols.

Leonardo — The First Book of Secrets offers a new approach to the work of Leonardo da Vinci, based on the systematic decoding of the visual and linguistic structures embedded in his paintings.

Rather than proposing a biography or a speculative theory, the book examines Leonardo's use of pictorial rebuses, anagrammatic constructions, and metalinguistic codes as a deliberate method of visual writing. Through close observation of gesture, composition, geometry, symbolic correspondence, and language, I reconstruct a coherent system through which Leonardo encoded words, names, and narratives within the architecture of his images.

By analyzing his principal works — the Virgin of the Rocks, the Mona Lisa, the Last Supper, and others — a coherent and intimate narrative emerges: Leonardo speaks to us of his own origins and of his mother, Caterina. It also brings to light a hidden account of Florence in the second half of the 1400s, and of the first voyages to the continents we now call the Americas.

This book does not ask the reader to believe, but to observe, verify, and see. I begin with a summary explaining my method for reading Leonardo's paintings, as described in my earlier book I segreti di Leonardo. Le parole svelate (The Secrets of Leonardo: The Words Unveiled).

Interpreting the signs, signals, and symbols within Leonardo da Vinci's paintings opens a new perspective on the story of his life; his depictions take on new meaning, and the identities and attributions of his portraits become certainties. A second layer of reading is defined by “pictorial rebuses” — an intuitive leap, built through the association of body-forms that develop along the compositional “force lines”, or structure, of the paintings. A third layer arises from a particular signal I identified in the painting known as the Salvator Mundi: here, through a subliminal message, Leonardo makes visible the first semantic code, which we may call a “constellation” — geometric patterns that appear to us as apparent coordinates, forms unchanging across time and space. The encoding of the constellations follows a game I will now explain, while the decoding gives rise to word-forms.

The codes used are geometric coordinates of luminous points, identifiable as constellations. In the Salvator Mundi, this constellation is confined to that of Delphinus, within the crystal sphere. One might judge this detail to be merely poetic; in reality it is a subliminal cue — Leonardo is telling us that we can see within, in depth. The dolphin is represented as a symbolic figure in the painting, recognizable in the drapery of the shoulder (a doubled signal). Subsequent verification, including the use of a computer application, showed that Leonardo used constellations as a creative and compositional principle in designing his paintings.

Astronomy is an ancient science that past civilizations held in great regard, allowing them to approach and interpret mysteries. The shapes of these constellations were drawn and named throughout human history, after natural elements — animals such as the Dolphin, the Serpent, the Fox, the Lion, the Eagle — or after mythological figures, such as the Lyre (linked to Orpheus, musician and singer), Perseus (victory), or Cerberus (guardian of the dead). Testing shows that Leonardo used constellations thematically, in order to convey the meaning of phrases and the content the work expresses. The positions of the stars correspond proportionally to elements represented in the painting, giving rise to word sequences we call “rebuses.” In some cases the words must be interpreted according to the conventions of the period — the name of a garment, for instance, or a reference to archaic language. This is where the “secret code,” simply called the “anagram,” comes into play: sequences of anagrammed words that form coherent, meaningful phrases. Repeated verification of these astral overlays shows that Leonardo used at least nine constellations: Lyra, Delphinus, Perseus, Vulpecula, Virgo, Aquila, Serpens, Leo, and Cygnus. In some cases, within a single painting, he combines two to six constellations with great skill, overlapping them to create multiple layers of phrasing. All the anagrams that have been resolved give shape to a new narrative; the resulting phrases carry names and meanings that interrelate, with every letter used finding its place within a coherent syntax.

What became clear from the very beginning of this journey is that Leonardo held secrets he could not tell in his lifetime, in defense of his own existence and of those bound to him by name, friendship, and honor — and for this reason he remained silent until his death.

I believe I can affirm that the content of Leonardo's story emerges only after five hundred years; his masterful ability to translate signs from image into word conveys to us both the narrative and the poetry — everything was before our eyes, yet we could not see it.

This reading of mine, born from close attention to certain paintings — the Virgin of the Rocks, exhibited at the Louvre, and later the Procession of the Magi by Benozzo Gozzoli (Palazzo Medici Riccardi) — led me to an extraordinary result, following a path that I describe in what follows.

The symbolic images within the paintings examined here reveal a single common denominator: “uncomfortable truths” — truths that could not be spoken aloud at that moment in history. Leonardo tells his own story through subliminal, meaningful figurative elements, bringing to light the events of his life, his knowledge, and the bond that connected him to the American continent since childhood.

After five hundred years, his poetry emerges by his own will. His story lay before our eyes and we could not see it — but now it is clear. The semantic and metalinguistic codes he devised within the structure of his paintings give us his most intimate words, his denied truths, and his poetry.

I ask readers to forgive the quality of the image renderings that follow; they certainly do not do justice to the art. Their purpose is solely to demonstrate Leonardo's constructive method, his semantic codes, and the decoding of their content.

METHODOLOGICAL NOTE

Language, Rebus, and Anagrammatic Structures

The interpretive method used in this book is based on visual rebuses, anagrammatic constructions, phonetic correspondences, and metalinguistic associations deliberately embedded in the paintings of Leonardo da Vinci.

It is essential to state clearly that these mechanisms are intrinsically language-dependent.

The rebus images, name constructions, and anagrams analyzed in this work function exclusively in Italian, with occasional recourse to Latin variants historically accessible to Leonardo. They are grounded in the phonetic, grammatical, and semantic structures of those languages and cannot be reproduced or regenerated in English without distortion.

For this reason, the English edition of this book should be understood as explanatory rather than generative.

Wherever the method depends on rebus sequences, anagram resolutions, or phonetic constructions, the original Italian structures are preserved and shown explicitly, followed by an analytical explanation in English. This allows the reader to verify the mechanism directly, without relying on belief or conjecture.

This approach follows established practices in philology, semiotics, and the analysis of historically coded texts.

Italian remains the operative language for demonstration; English serves as the interpretive lens.

Chapter One

LEONARDO ACCORDING TO FREUD

The story familiar to us runs as follows: “Leonardo da Vinci was an illegitimate son, born of a relationship between the twenty-four-year-old Piero, a notary in Vinci, and Caterina, a woman of modest social standing. The birth of the first grandson was recorded by the grandfather Antonio, Piero’s father and himself a notary.” Vasari, in his writings, states: “Leonardo was born of good blood” — that is, of a “noble” family.

Freud’s writings on Leonardo and Michelangelo opened a new path, offering fresh perspectives on the mysteries surrounding the lives and works of these geniuses of the Italian Renaissance. The insight of the father of psychoanalysis was extraordinary; he identified the artists’ personalities through the process of “sublimation” — the transformation of thought into form.

Before proceeding with my own argument, I believe it correct and necessary to summarize Freud’s analysis.

Leonardo, Freud, and the Kite

In 1910, Freud published his essay Leonardo da Vinci and a Memory of His Childhood.

The starting point for the reconstruction of Leonardo’s childhood is a note the artist left in the Codex Atlanticus, recounting a childhood fantasy of his own.


“It seems that I was always destined to be so deeply concerned with vultures, for I recall as one of my very earliest memories that while I was in my cradle a vulture came down to me, opened my mouth with its tail, and struck me many times with its tail against my lips.”



Freud sets out his thinking on this account and develops a complex, detailed analysis; he draws specifically on his psychoanalytic theories to describe the artist’s childhood development, his relationship with his mother Caterina, and ultimately to account for his complex sexuality. I cite only a few points here. Considering the account of the fantasy, Freud addresses the symbolic figure of the vulture: “regarded by the ancients as a creature of a single, female sex, fertilized by the force of the wind, it had become, in Christian patristic tradition, a symbol of the birth of Christ.” From Freud’s text emerges, essentially, a phallic symbolism associated with the child’s fantasy.

Leonardo is thought to have spent his earliest childhood years exclusively with his mother. Historical sources tell us that at the age of five the child was taken from his birth mother and went to live with his father and his father’s young wife, Donna Albiera.

Leonardo’s childhood would therefore have been marked by an intense attachment to his natural mother, most likely colored by “erotic” undertones and by the condition of being a “fatherless child.”

For Freud, then, the vulture is the mother, while the tail is the phallus; thus, in young Leonardo’s fantasy, the animal is conceived as a sexual attribute of the mother.

Freud also interprets art history’s most famous smile
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