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EARLY CHRISTIAN ART.

CHAPTER I
DECLINING SCIOOL OF GIOTTESQUES.

There are+many second rate Giottesques deserving
attention and sindy, whose lives and works do not stand
in immediate relation to the direet line of progress in
Florentine art. A narrative professing to traco that pro-
eress may venture to forget them for a while; but can-
not omit them altogether, It may therefore be neceszary
fo vovert to a time much carlier than that to whick the
study of Masolino, Masaccio and Angelico had bronght
the reader, and recuk to memory the days when "reddaeo
Haldi, doparting coutont from a world in which he had
cwrned  fame and riches, entrusted his son Agnolo to
Giovanni da Milano and Jacopo di Casentino,

Jacopo heads a class of inferior painters who succeeded
each other with great regularity of mediocrity, yet amongst
whom perclmnct* one or two of. merit superior to the rest
may be foind. Such an one is Spincllo Aretino, who
deserves a bigher piacs than others already noticed as
pupils or followers of great masters in the main line of
art descent. But he takes rank in this class, beeause of
his intimate connection with the second rate Giottesques,
and beeause he did nothing to save his suceessors from
declinii ¢ to the low <tandard of Neri di Bicei.  Giovanni

voL. 1l . 1 .



2 FARLY, CIIRISTIAN ART. Cnir. 1

da Milano, ono of those who led up to Masaccio and
Angelico, Jacopo di Casentino who headed the decline of
a branch respectable under Spincllo, but, despicable "in
the Bicei, thus stood at cross ways; and, as the. ascent
in one path has been described, an attcmpt shall now be
made to sketeh the descént in the other.

Jacopo di Casentino, related to the family of Messer
Cristoforo Landino of Pratoveeohio, was introduced to
Taddeo Gaddi while the latter wa- engaged in the
decoration of a chapel in the chureh of Sasso della Vernia
in Cagentino, and followed him to ¥lovence.! Thanks, no
doubt, to the recommendation of the Gaddi, e found
sufficient employment iu the eapital, working at first as
a subordinate, and at last as an independent artist.
Three tabern: acles, erected in the Mereato Veechio, at the
angles of the Piazza 8. Niceolo and the garden of the
lmtnn, were entrusted to him to decorate w1tlx 'thm'pu.ce
or freseos; and the ornamentation of the pilasters, ceilings, .
and faces of Orsunmichele was about the nost important
work which he was commissioned to exceutes IHere he
painied sixtoen DPatriarchs and'prophets in the ceilings,
aud ‘scenes from the life of the Virgin and saints in the
walls and pilasters.? But, as in the tabernacles nothing
of his manner remains, so in the walls of Orsanmichele
the frescos have disappeared. The pilasters and one of
the ceilings, however? siiil preserve vestiges of life sized
figures, an anuunciation and a Trinity in the usnal form,
the fragments of which dizclose, beneath much dust, traces
of Jacopo’s weak Giottesque manner.! If, however,
Jacopo is entitled to little attention, as a painter he
deserves credit .for an organizing -epirit, and for the

—_——— —_ -
.

! Vas. Vol. IL. p.p. 178—9. Dol Tho spectator may still per-
Migliore all but proves the truth coive that the nude in Jacopo di
of Vasari's statement as to the, Casentino was of a coarse fiery
fumily of Jacopo. Vide annot. tone. On comparison of other
to Vas. p. 178, . X\\-urlm, it is obvions that Vasari

2 Vas, Vol 11, p, 179, eorrectlv assigns the figures at

3 Where fonr saintahaverecent- | Orsanmicheld to him, Vas. Vol. Il
Iy been reseued from whitewash. | p. 179,



Cuar, T, TJACOPO DI CASENTINO. 3

business like assiduity with which he founded in 13491
the company of painters under the patronage of the
'Virgin, 5. S. John the Baptist, Zanobi, Reparata and Luke,
thus giving to his profession a standing of its own. The
corporation then formed remained second to the art or
guild of the barber —+ surgeons, and grocers, which ax early
as 1335, had established rules for the conduct of such of
its membors as devoted themsclves -to the career of
painters.?  Four Captains, four councillors and two clerks
wore appointed to the company, — all of them painters at
Florence in 1349, the majority of whom, excepting Jacopo
and Bernardo Daddi, have left not a single work behind.
The Captains or councillors did not think it necessary to
draw up such extensive regulations for the administration
of their eraft as had been cmbodied in the earlier statute
of Sienna, but they made provisions for the eleetion of
their officers, for monthly meetings in the ¢b dch of 8,
Marin Nuova, and for the entrance and other fees to
which the corporation might consider itself entitled; the
whole preceded by an appeal to the religion of the mem-
bers, of which the following may be taken ag an amusing
specimen:

“As It is our opinion that during this our dangerous pil-
grimage on carth, we should bave 8. Luko Evangelist as a
speeial advoeate botween us, the divine majesty and the

" gloviona Virgin Mary, and at tlie samo time that her servants
should be pure and free from sin, we do hereby order that
all who do ar shall inscribe their names ns membery of this
sompany , Lo they malo or female, shall countritely confess
their sing, or at least make proof of an intention to do so
on the nearest possible oceasion ... .5 and whoever joins this
hody is. bound daily to tell five paternoster and five Ave
Marin; and should he omit or be constrained by circum-
stances to negleet this duty and forget these prayers ono
day, he shall tell them the next, or whenever the matter
may come within his memory.”

T See tho statutes in Gy e, [Gaye having misread the original
Cartogpio. ub. suap. Vol | MS, which is much nbraded.
p. 32, with the false date of 13340, 2 See thesoy rules in Gaye,

. 1*
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The statute and organization of the company of painters
was registered hefore a notary in 1354, up to which time
it is evident th" $ Jacopo di Casentino remained in Florence. !
How much longer after this he resided there is as un-
certain as the date of Taddeo Gaddi’s death or Agnolu's
birth. But if Arezzo owed to him, as Vasari states, thg
regulation of the water works of the Tonte Guinizelli,?
the date of his return to that city was 1354. Here he
scems to have executed a vast number of frescos, the
majority of which have perished. Tarts of the -Duomo
Vecchio, which had been thrown down in Vasari's time,
and of the Vescovado, were decorated hy him,? and the
canons of the Pieve employed him in_ various parts of the
church of S. Bartolommeo. In a recess, in the right hand
corner of the side facing -the portal of that edifice, the’
visitor to Arezzo may see a dead Saviour by him,- lying
as in a coffin, naked, with lis arms crosscd over his
breast, bewailed by the Virgin and 8. John Evangelisf.
Much injured by time and other ciauses, this work may
be noted ag being coloured in glaring tones of & coarse
substance, and as exhibiting Giotlesque types and drapery
on a low and rude scale. Jacopo may have had a just
idea of proportion, and may have proved a desire o master
details of form, but he showed a not unusual neglect in
drawing extremities and lack of power in shaping out the
several parts of the human frame. Whilst feet or hands
display a wooden clumsiness, the face is rendered from a
poor and common type alike devoid of energy or feeling.?

in the state originally due to the

Carteggio. ub. sup. Vol
Romana.

1L
p. 39.

! 1le executed for the Company
of 8. Luke in 8. Maria Nunova
a picture of 8. Luke, painting
the Virgin, with portrafts of the
members of the guild in the pre-

della, These have unfortunately,
perished.
2 Vas. Vol. II. p, 180, See

annot. of Vas. note 1 top, 180,
in which it is affirmed that thesn‘
wuter works were in 13561 veplaced

3 Vas."Vol. 1L p, 179, the Vesco-
vado with a story of 3, Martin,
4 TTalf fignres. 8. John wailing
rests his head on lhis right hand.
In the vaulting, the Jamb between
8.8. Bartholomew and Donato,
the latter miscalled Dby Vasari
l’llﬂ]
5 Beaides this fresco in . Bav-
tolommeo he painted the pancl
for the high altar,
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Yet, as we have scen, Vasari did not hesitate to assign
to Giotto a fresco of S. Francis and S.. Dominick in the
Pieve! marked by faults similar to those of the fresco
in S. Barfolommeo, which less partial critics may assign
to Jacopo. Taking these works as a guide we may assign
to him further a .lunette frosco of the Pieta above the
gate of ‘the old Fraternita di S. Maria della Misericordia,
now a library and muséwn at Arezzo, hitherto attributed
to Spinello.? , .

A better work .and of interest is an altarpiece painted
for the church of S. Giovanni Evangelista in his native
place Prato Vecchio,® and now in the National Gallery,*
where Jacopo illustrated the scenes of the life of S. John
Evangelist which Giotto had previously used in the
Peruzzi chapel *at S. Croce. His comparative medio-
crity may be proved by the poverty of his concep-
tion, the vulgarity of his types or action and the
feebleness of his execution. Yet his defects are partly
covered by a certain vehemence of hand and exaggeration
of expression or movement.®

Of equal intcrest and better execution is a predella at
the Uffizi® in which a religious ceremony, at the centre,
is flanked by two scenes from the life of S. Peter and
eight figures of saints. The value of this picce lies chicfly
in a lively colour and flowing drapery, which reveal the
master of Spinello. A more modern altarpicce of the
same class in the passage of the Uffizi represents the

! Vas. Vol. I. p. 815, See antea

in Giotto. 8, Francis holds a book,
8. Dominick a lily.
"2 Vas, Vol. 1I, p. 183, Ilalf
figures, the dead Saviour is sup-
ported naked and erect betweon
the Virgin and the Evangelist.
The head of the Saviour is.da-
maged and that of a 8. John ob-
literated, but the style, forms and
colour are the same as thosc of
Jacopo at S. Bartolommeo,

® According to Vasari, he also
painted at Poppi in Casentino.
Vol, II. p. 179. s

4 No. 580.

5 This piece is of a dry tem-
pera with verde shadows. 1t passed
into the National Gallery from
the Ugo Baldi collection. The
subjects arc: uppet course, centre,

.the resurrection, the limbo, the

donor and family under the pro-
tection of the two8.S.Johns. Above
this upper course: the Trinity, the,
Yirgin, and angel annunciate.
Pediment: scenes from the life of
the .Evangelist. Pilasters: Saints.

6 No. 1292,
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coronation of "the Viigin', a subject which is 1epeated{in
the same style in a panel in the magazines of the Louvze.
The collection of the late Mr. Bromley comprised amonf;st
others a series of ‘five half-lengths of the Saviour betwyen
S.S. Peter, Paul, Bartholomew and Francis assigned'to
Giotto, but executed in the .style of Jacopo’s fresco in
S.- Bartolommeo at Arezzo.

The penod of Jacopo’s death hins not been ascertain:d,
but he died at ecighty years of age and was buried in
S. Agnolo an abbey of the Camw]doles at Pratovecchiv.!

His cotemporary and colleague in the council- of the -
company of S. Luke at Florence, Bernardo Daddi, painted
the chapels of S. Lorenzo and of S. Stephano de Pule” e
Berardi in S. Croce, a.nd the gates of the old city of
Ilorence.?

The ounly remaining frescos - of Daddi, that have been
preserved, are those of S. Stefano which represent the

martyrdom of S. Lawrence and S. Stephen and have been
injured by time and retouching. .They betray the: weakneis
of an artist of a lew order, not ignorant, however, of the:
laws of composition as they were known to most inferior
Giottesques. Vasari calls Bernardo Daddi a pupil of Spi- .
nello,® but this is inconsistent with the only dates of his life.
He was enrolled as a member of the company of 8. Luke
in 1355,% having been of the council in 1349. He had one
son called Daddo, registered in the same company in 1351,
and free of it in 1358, a second called Simone who is
mentioned with Ristoro Cione in a rccord of 1366,% and he died
in 1380.% Spinello was of a later time, as may be shown
presently. No doubt-Bernardo Daddi’s manner has a general
relation to those of Spinello and Parri Spinelli, but this
proves only that he and Jacopo di Casentino had a com-
mon style which the Spinelli inherited.

s

1 Vas, (Vol. IL. p. 184) who
further mentions the following
works which have perished: fres.
cos at Arezzo in the Cappella

del, and beneath the organ iy the
Picve. (Ib. p. 181)

2 Vas. Vol, I, p. 181,

3 Ibid. Vol 1[ . 181,

di 8. Cristofano in 8. Domenivo,
in the Compagnia Vecchia of S,
Giovanni di Peduecci, in the Cap-
pella Nardi of 8. Agostino (Vol. I,
p. 180) in the palacc of the cita-

4 Gualandi, ub sup. Ser, VI.
p. 177,

® Del Migliore. Vol. IL

p. 182,

¢ Vas. Vol. IL. p. 182, Ho wyas

Vas.
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Of Daddi's_ paintings on the gates of Florence hardly. a
vestige remains, and the fragments only sufficer to convince
the spectator that they were of Daddi’s time. .

Spinello of Arczzo was in’cvery "sense superior to
Jacopo di Casentino and Daddi. TIssued from a Ghibeline
Jamily which had taken refuge at Arezzo about 1308,
he nevertheless devoted himself to painting; and though
‘his father Luca Spinelli' did nothing for his education, and
allowed him to learn the rudimenfs alone, he rapidly
at‘ained proficiency, so that after a slight course of in-
struction under Jacopo di Casentino, he turned out at the )
age of twenty a bettor painter than his mastér. He was a
man of great merit, following the- style developed by
Jacopo and Daddi; but he rose ahove them by studying-
p re Gioitesque models from which, aided by indubitable
v.,our and energy, he formed a manner bold, animated®
and picturesque. He represented the spirit of Giotto at
the close of the fourtcenth contury better than any artist
of that time; and he undoubtedly played in painting the
greatest part of that period. <

His style may be studied to the best advantage at
S. Miniato outside Florence, in the Campo Santo of Pisa,
and above all, in the public palace of Sienna. His altar-
picces and pictures arc less favorable to his greatness
than his wall paintings; but in this he shared a pecu-
liarity common to all the Ilorentines. Many galleries
have pictures inscribed with his name; but these are .
medioere when compared with his frescos; and it would
be evident from a glance, were it not proved in other
ways, ‘that he trusted much of this specics of work to
assistants. Takix;g therefore his wall paintings - for a
guide, one can see that he possessed Giotto’s maxims of
composition, and that he distributed his subjects grandly
and broadly. He proved himsclf at times, however,

buried, says the Arctine, in 8. Feli- | Luicee, which confirms Vasari’s
cita. statement. That his father Luda

1 In the inscriplion of Spinello’s { was a Ghibeline of the Spinelli
pictures, and in the records ve-|family is only affirmed by the
specting him, he is called Spincllo ! latler.
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more Siennese than.Florentine by falling into capricious
or fantastic’exaggeration. One seldom misses a stamp of
force; stern character, or boldness of attitude in his figures;
but though- true in movement and expression they are
often defective in the total of the proportions. He does
not go into the detail of the form of the human frame;
but neglects the extremities and articulations, so that
the action is broken or incomplete; and his- personages
tread t06 often on an’ oblique not on a horizontal plane.
He drew freely and easily, sometimes carelessly. His
daapenes have breadth and an easy sweep, and clothe
his figures with perfect fitness. His hardy ease of hand
results in breadth of light and shade. Spinello, in
a word, had. many of the qualities .of Giotto, combined
awith some Siennese character, which we find to some
extent already in his master Jacopo. His colour has
the gaiety of the latter, whilst his defects of design
are those common to Agnolo Gaddi. Yet Agnolo
had more severity and -was more firmly attached to
pure Giottesque maxims, and Spinello, compared with
Giotto, is a bold decorator, careless of form and of
detail.

Were it not almost certain that the fresco in the lunctte
above the portal of the ex-Fraternita della Misericordia
at Arezzo was executed by Jacopo di Casentino,! it
should be assigned to Spinello’s early time. It might be
considered in this case as his weakest effort. So litile,
however, of Spinello’s works at Afezzo has been preserved,
and so few dates are recorded in his life by Vasari, that
it is difficult to follow his progress. Still one may assume -
that he proceeded with Jacopo di Casentino., to Florerice,
where *he painted, about 1348, the choir of 8. Maria
Maggiore for Filippo Cappelli, two chapeis in the Carmine,®

1 See antea. Christ to give scats in Paradise-
® At the Carmine, says Vasari, |to her sons, when Zebedee, James
he painted the chapel of S.8. Ja- |and John, Teave their ncts, in an-
copo and Giovanni Evangelista, |other chapel scenes from the life
when the wife of Zebedee askslof the Virgin (Vol. 1I. p, 186—T7),
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one in S. Trinita and three altarpieces for the church of
8. Apostolo, the church ‘of 8. Lucia di Bardi and the
chapel of the Peruzzi in S. Croce.' Bottari was able to
note that the freseos in S. Maria Maggiore were painted
in verdaccio or dead colour, and were going to ruin.?
They had been “whitewashed in ‘Riclia’s time,® and are
lost to the present generation, like those of the Carmine,
S. Lucia, and S. Croce. ,
Recalled to®Arezzo by his fellow citizens, Spinello de-
monstrated his powers of rapid execution in almost all the
«churches of the city and its vicinity. He painted in 1361,
the picture of the high altar in the Abbey of the Camaldoles
in Casentino;? and, betwcen that date and 1384, when after
‘the sack of the town, he took refuge in Florence,> he
attended fo commissions of the most extensive nature fore
frescos and altarpieces.S Besides these which have
perished, he.executed other works of no inconsiderable
kind. 'With success and not without grace, he painted
the annunciation on an altar to the right as one enters
the church of S. Francesco,” arranging the figwves with
taste, and expressing, in the angel especially, a fair
amount, of religious feeling, Near these pictures, which a
restprer has somewhat damaged, he painted frescos on the
wall between the chapel and the belfry, traces of which
have recently been recovered from whitewash, a figure
of a bishop and of one carrying an infant still revealing
his stylo.* In the bell room of the same church Spinello

‘VaS‘m (Vol. IL. p. 186—7)

5 Ibid. Vol. IL p. 194
says with reference to the choir

¢ In the Duomo Vecchio and the

of 8. Maria Maggiore that Spi-
nello painted it for Barone Cap-
. pelli; but this is probably an error
as the patronage of the high altar
was only obtained by Darone’s
son in 1348. (dee Richa. Vol.TIL

p. 282.)

2 Bottari, in notes o Yasari.
Vol. 1L p. 186.

3 Richa, Chieso. Vol. .1IL
p. 280,

4 Vas, Vol. IL. p. 189,

Pieve. Ibid. p. 187—9; in S. Lau-
renting, the Lompagma della Nun-
ziata, 8.8. Marco, Giustino, Lo-
renzo and the Speda:letto Ibid.
p. 192-3. .

7 In the chapel of Messer Giu-
liano Baccio. Vas. Vol. IL. p. 188,

8 Vas, Vol. II. p. 188, mentions
thoso, and hesides, paintings .in
the Cappella de’ Marsuppini, re-
presenting Pope Honouus con-
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depicted scenes from the .lcgcnd of the Archangel Michael
most of which arc greaily injured. In one of the luncttes
the Saviour, enthroned amongst angels, orders S. Michael!
to expel from his throne the rebel Lucifer and his angels.
Beneath this the Archangel, poised on the dragon, is
seen in the act of striking him, whilst on each side,
angels and demons struggle for the mastery, — a fantastic
medley of celestial warriors and cvil spirits in the forms
of serpents. Here we find the counterpart of the frescos
in S. Maria degli Angeli at Arezzo, decorated with the
same subjects by Spincllo, but since obliterated with the
e\cephon of three heads. transferred -to canvass. which are
now in the hands of Mr. Layard, and were exhibited at
Manchester.? Though in bad condition these frescos still
rhave the spirit and character of the master.?

The Annunciation, in a tabernacle outside the church
of the Annunziata, rwals in religious feeling and grace,
as well as in beauty of composition that of . Francesco.
The calm attitude of the Virgin is not less good than
the action of the .angel whose flying drapery shows that
he has but just alighted.?

Spinello’s bold ease of hand and lively colour, his broad
arrangement of groups, his power in giving ready mqtion
to figures, without any special accuracy of drawing, his

firming the rules of the order of
S. Francis, '

! On his left.

2 Vas. Vol. IL. p. 197. Another
of the sides of the bell room cut
in two by the wall of a passage
leading from the church to the
sacristy contains remains of a
fresco representing the vision of
the Archangel to the Pope Gre-
gory on the mgle of Adrian at
Rome, which has since been called
from this miracle the Castle of
S. Angelo, and scenes from the
life of 8. Egidius, |

8 Especmlly the vision.

4 The Virgin sits with a boolk,
anrml on one knee with nrms
crossed on his breast. ‘The spirit

of the Holy Ghost and the form
of the infant Saviour descend as
if from the Eternal in.the lunette
above, now oblitcrated.

A Virgin giving the breast to
the infant Saviour (half figures)
known as the Madonna del Latte
and executed for the church of
S, Stefano fuor d’Arezzo is now
in 8. Bernardo, where of old were .
other works by BSpinello, (Vas,
Vol. II. p. 190 and 193.) On the
facade of the ex-hospital of Spi-
rito Santo, he paintdd the descent
of tha Holy Spirit, tlwee scenes
from the legend of 8.8. Cosmo
and Damian, a Noli me langere
of which the remains are now all
but obliterated.
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ability in rendering sweep ‘of drapery are illustrated in
S. Domenico of Arezzo, where an altar to the left of
the portal is decorated with the majestic erect forms of
S.8. James and Philip, between side panels representing
scenes from. the lives of these saints.?

Vasari justly praises- another of Spinello’s frescos in
Arezzo, a tabernacle above the door leading into the Com- -
pagnia della Miscricordia.? The colossal Trinity depicted
there, although repainted in its' lower half, is worthy of
distinct attention.® The -head of the Eternal, of a fine
and powerful type, a well proportioned figure of the Re-
deemer, not without religious feeling, impart to the whole
subject a certain grandeur, whilst the general effect is
helghtened by vigorous colour.

A virgin between S.S. James and Anthony assigned to
the master in the company. of* the Purraciuoli at Areazo,-
bears the date of 1377 and might prove, if .the fresco
be authentic, that Spinello was still at the time in his

native city. :

According to a tradition existing to the present day, his
shop was situated near the Via Sacra at the corner of
the Via della Tolletta. A room is shown on the ground
floor of a house on that site, in which a half figure of a
Virgin annunciate is preserved on a wall, with a winged
Saviour above and to the right of it, both figures dis-
playing truly the style of Spinello.

At Florence he was employcd by an Arctine, Don
Jacopo, general of the congregation of Monte Oliveto to
paint for the church of that name an altarpicce illustra-
ting the lives and martyrdom of various saints. The
central panel has disappeared; but a gable and predella

.

t Vas. Vol. IL p. 192, The} 2 Of old della Trinita. Vas,
scenes from the life of 8. James| Vol. 1L p. 193,
on the left, those from the life .
of 8. Philip on the right, Some| 3% Tour angels supporting the
of the heads in theso have been|'trinity have also been injured,
injured by retouching, Two sce-| as well as 8.8, Peter, Cosmo and
nes from the life of 5. Catherine | Damian in the vaulting,
aro ahbove the rest. .
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are still in the gallery of Sienna,!.the wings in the gal-
lery of Mr. Ramboux at Cologne.? On the pediments of
thesé. are the words:

“Magister. Simon Cini. de Florentia. mt‘tlmwt. Gabriellus.
Saraceni de Senis. auravit MCCCLXXX . ]

The names of the carver and gllder, two dlﬁ'erént per-
sons in that age, are thus duly recorded. That.of Spi-
nello, the painter, is absent. Ilis .signature, however,
"may have been on the central panel, as Vasari completes
- the inscription, adding that the date was 1385.% 'The
fragments of predella and pinnacle at Siennat have all
the breadth of Spincllo, and are much injured, but are
not different in “this from the sides’ at Cologne. thtlc
more than two years afer this, the sacrisly, a lofty
square chamber on the South side of the choir of S..Mi-
niato al monte’ near Florence , was completed in accord-~
ance with. the last will of Nerozzo degli. Alberti; and
Don Jacopo D’Arezzo, for whom Spinello had alrcady
executed the altarpicce of Monte Oliveto, ordered of the
artist the frescos of the walls,® on which he represented
the legend of S. Benedict.

In the delineation of these subjects Spinello showed his
usual vigour and skill, and surpassed himself in the last
scene of all, depicting S. Benedict' extended on his couch
and bewailed' by his brethren in various degrees of af-
fliction, in a composition of a grand and decorous order.
He was, indeed, more than usually successful in the

! Siennose Cat. 12,

2 32 to 87 of Ramboux Catalo-
gue. 82; — 8.5.Nemesius and John
the Ba,ptlst with predella, con-
taining the decapitation of the
former, and Ilerods’ feast, and
Isaiah in the gable point. 83; —
8.8. Benedict and Lucilla with a

3 Vas, Vol. IL p. 194

¢ Fragment of pediment is num-
bered 245 in the cat. of 1860, that
of the pinnacle 246. The subject
of the predella_is the death and
transit, that of the pinnacle the
coronation of the Vingin

5 Vas. Vol. II.

predella on which are the death of
S. Benedict, and the decapitation
of 8. Lucilla. 84; — 8, Philip hold-
ing a hook, 83. 8. James with
staff and hook. 86. An apostle
-with a book. 87, A saint in monk-
ish dress.

190, By ‘the
will of Nerozzo, dated 1377, we
have the exact period when these
frescos were commissioncd of Spi-
nello. Vide Cenni Storici di S.
Miniato, ub. sup. p. 156 and fol-
lowing.
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drawing, proportion, and detail of this fresco. Ilis dra-
peries ‘are broad and easy; and in spite of the injuries
of time, the whole still presefves much of his transparent
well relieved and powerful colour, as-well as the marks
of Lis peculiar dexterity of hand. Some of the frescos
of the series are not faultless in distribution. They be-
tray casual neglect and carelessness. Yet in general they
show so much life and.energy; and are so fairly sustained
. by general laws of composition, vigour-of character, and
bold facility of handling, .that the total impression is grand.
To' Spinello’s assistant Niccolo di Pictro Gerini the com:
paratively feeble evangelists in the ceiling may be assigned,
as they are not unlike the works of that master and his
son Lorenzg which shall be presently noticed."

Spinello’s increasing fame now attracted the notice of the
indefatigable Parasone Grasso of*Pisa, who after exhaust-
ing the illustrations of the Pisan hero S. Raineri, now
bethought him of two other saints whose lives and mi-
racles might fitly adorn the still vacant spaces of the
Campo Santo. Spinello was accordingly comnissioned in
1391 to paint on the South wall, by the side of the mi-
racles of S. Raineri, thosé of the S.S. Ephesus and

Pétitus. ‘

The legend relates that Ephesus was presented to the
Emperor Diocletian, who promoted- him to a high command;
but that after he had braced on his armour, and was ready
to start against the Christians, the Saviour appeared to
warn him against the entorprise. Ephesus turned accordingly
against the pagans of Sardinia, receiving, ere he sprung
into the saddle,” a banner of Vietory blazoned with the arms
of Pisa, from ‘the hands of tlie Archangel Michael, who rode
with him in the subsequent fight with the host of his angels,
and wlio ensured a decisive victory, Appearing afterwards
before the praetor of Sardinia, he was sentenced to the stake;
and only escaped by prayer from the flames, to perish
immediately afterwards by the sword of the executioner.
These incidents were depicted by Spinello in three parts
of the upper course of the wall at the Campo Santo, whilst
in three parts of the lower he represented scencs {rom the
life of 8. Potitus which have disappeared with the exception
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of the decapitation, and the cariage of the-Saint’s body to
Alexandria. In the first compartment of the upper course
nothing wemains but fragments of the fresco of the Saint
before Diocletian and the appearance of the Saviour! to
S. Ephesus. In the sccond the Lord, appearing to the left,
the saint, kneeling in the midst .of his officers, recciving
the bannex from the archangel on howeb'tck, and the battle,
are depicted. In the third the saint is brought before the
praetor of Sardinia, and taken to the stake; the flames slay
the executioners, and Ephesus is decapltated

In such “stirring scenes as these, 'Spinello’sl art no
doubt shone ‘to advantage; and even now that the form
of the compositions is no longer traceable, his power and
boldness are to be distinguished. .In the battle scene and
by the fire of the stake where the soldiers of the guard
fall back from the flames which respect the 'saint, there
is a-hardihood of action and an attempt at foreshortening,
here and there not unworthy of admitation. Nor was
Spinello so exclusively attentive to expressing passion in
the heads of combatants and guards, but that in the face
of Ephesus he could show the- influence of tenderer
feclings. The fragments of the Campo Santo are, how-
ever, most advantageous to Spinello, as they prove that
. he had the Giottesque quality of lively and transparent
colour which is, indeed, far more apparent in the series
due to his industry than in the neighbouring one of the
sorrows of Job so long assigned to Giotto.

The records of the Campo Santo may be consulted
for the fact that Spinello received from Parasone and his
successor Como de Calmulis, 150 florins of gold for the
three frescos of S. Ephesus, and 120 florins f01 the three
-of S. Potitus, and that the whole labour was completed
in March 1392 (Pisan style).?

From Pisa Spinello probably procceded to Florence,
where, in 1400 and 1401, he is known to have painted
altarpieces for S.S. Croce and Felicita; but he had re-

1 Whose form is now oblitérated. p. 118, Spmclh is there ecalled,
> See the originals copied in|“olim Luce’ or the son of the
Forster, Beitriige, ub sup. | late Lucas.
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solved to spend his old s#ge, at Arezzo; and it is pro
bable that about this time he finished the fall of the an-
gels in’ 8. Maria degli Angeli.! But so far from dying
of fright of his own picture of Lucifer, as Vasari states,?
he listened -to the overtures of Caterino Corsino “operaio”
of S. Maria of Sienna to come and paint there;® and in
answer to a letter from him replied in September 1404,
in the following characteristic manner: '

“Magiare mio carissimo. Let me know when; and if
you wait me at onces I am ready. My fellow citizens beg
that I may from hence forth remain at their service, and
they have great confidence in me, but ‘that is more of their
kindness than my deserts, I am, however, ready to come
as T promised. Write to me, I am ready for your ser-
vice,” 4 .

Urged no doubt to join at once, Spinello arrived on the
15t of October, engaging to serve for a year at Sienna, in
any*work of ‘the’Duomo which might be entrusted to him.
Ilis son Gasparre, better known as Parri accompanied him,
and: they were quickly installed in the house of Domenico,
di Niccolo, wherc one Namno di Paolo was ordered to at-
tend and furnish them with wood, wine, salt, oil and other
things.® ' T'hey laboured together in the Duomo till the end
- of summer 1405, with but one interruption in January (140%
—1405) when Spinello went on leave to Arezzo and left
Sienna on the 17" of August. A present to the gossip of
the lodgings, wife of Domenico di Niceolo, is recorded. Of
the: works in the Duomo, however, nothing has been pre-,
éervetl, yet seven months of labour at the rate of eleven
and a half florins a month might have had a result worthy
of remembrance.$ :

In all likelihood Spinecllo then proceeded immediately to
Florence where he painted for Leone Accaiuoli the chapel of
» Dardano Accaiuoli in 8. Niccolo, and other portions of the
same edifice, incorporated later into S. Maria Novella. In
the present I'armacia, a room called “Stanza delle Acque”
is still decorated with Spinello’s frescos of scenes from ghe
passion, the greatdr part of which arc concealed by medicine

i Now obliterated. . £ PDoe. Sen. ub. sup. Vol. II,
? Vol. II. p. 198, p. 19. .. ‘
3 The “condotto? or contract 5 8de the original record in
is dated the 20t of Aug, 1404, |Doec. Semn: Vol. II, p. 19,
Doc. Sen. Vol. IT. p. 18, U Ibiﬁ'- Vol. IL. p. 19,
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bottles and shelves, — work of hasty execution, inferior to that
of 1407 at Sienna, and betraying the ‘extensive employment
of pupils.! More correspondence Hetween Spinello -and the,
Siennese-in April 1406,2? without results. In June, howeven'
(1407 old style), he signed a new contract, and in March
1407—8, returned fo his old quarters at Sienna with Parri,
to execute the frescos of the Sala df Balia in the public
palace, in conjunction with Martino Bartolommei,® who de-
corated the ceiling and framework. with festoons and alle-
gorical figures of little value. Here Spinello illustrated in
sixteen parts the animated story of the Vene ian campaign
against Frederick Barbarossa, interesting to the Siennese
from the share which legendary history assigns in it t6 Ro-
lando Bandinelli promoted to the pontificate under the name
of Alexander the Third.! Exeeuted with great dexterity
and frecdom, and more than usually successful in composi- -
tion, *these frescos are the best that remain to us of Spi-
nello. " The whole of the chapel with its waggon roof is
adorned with paintings, Above the entrance a mnaval, en-
counter is represented, over which two lunettes contain
smaller compositions. In one of these the Pope running
away in ‘the white garb of a pilgrim and admirably draped,
is a prominent figure. Alexander again may be seen in a.
.picture of ‘the side opposite the entrance, proudly led on
horseback by the Emperor Barbarossa and the Doge of Ve-
nice, both of whom hold the rein at each side, whilst in
rear, a suite of cardinals and deacons is relieved on a distance
of ships and harbour, and in front a procession of clergy
‘advancing to meet the Pope completes the picture.® TIn the
‘lower course of the wall to the left, the Pope and his cars
dinals are grouped about the body of the Emperor; the
Doge Zani receives from Alexander the sword which is to be
wielded against Otho,® and in the lunette is the coronation of

1 Two inscriptions in Richa,
prove that these frescos of S.
Niccolo were executed in 1405,
and Vasari errs in the date of
1334 because he found that in
thityearDardano Accaiuoli caused
the chapel to be built. The paint-
ings were commissioned by Leonc
in 1405. Vide Vas. Yol. 1I. p.p.
1856,

2 Doe. Sen. Vol. IL p. 20.

3 Ibid. Vol. IL p. 33.

4 The subjects were traced for
r

*

Spinelli by one Bottus Bene-~
dieti. Ibid. Vol, II. p. 383,

% In a lunette above this the
Pope gives Barbirossa his bless-
ing. 'The lunette to the right is
damaged. In the lower course of
the left wall Pope and cardinals
are grouped about the body of
the Emperor, lying in front of
them, a figure renewéd apparently
in the 16 century by Stefano
Sagsetta’s pupil Pietro di Gio-
vanni Pueci.

6 Cardinals surrounded the Pope
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Pope Alexander. Therbest maintained of these frescos is
that of Zani before’ Alexander, the most animated and

best -arranged that -of tho' Pope on .horseback led by Bar-

barossa; and the figures on horseback as well as the horses

themselves axe fine and fairly In motion. Though all the

scenes are not equally well distributed, and the defective

form and perspective of the architecture makes planes ob-

lique which should be horizontal,! still the general impres-

sion is favorable. because of the excessive speed and bold-

ness of the execution, a comparatively fair- breadth of light

and shade, gay, vigorous and transparent colour, sweeping

drapery and a gencral aspect of life and motign. There is.
in fact a decorative unity in the whold which is cffective.

But there is still much- to reprove in the drawing .of the

hands, feet and attienlations, and in that of many short

and :thickset fizures.. Colour seems to have been obtained

by simple means, first of all by systematic rapidity of
hand, and then by the use of white undergrounds for-high

flesh lights, warmed up with transpavent glazes. The share

of Parri in these labours is evidently sccondary; because

all the frescos are by one band and in one characteristic
style. } )

The latest record respecting Spinello and the labours at
Sienna is the 11™ of July 1408, after which perhaps Spi-
nello retired to Arezzo, where he died, aged ninety two,
leaving hehind Parri and another son named Forzore -to
follow the professions of painter and goldsmith.® Several
pictures by Spinello have been preserved. One, a Madonna
amongst saints and angels in the Academy of Arts? at Flo-
rence, originally painted for S. Andrea of Lucea, is intéer-
csting for the inseription: “Hoc opus pinxit Spinellus Luce
Aritio D .I.'A. 1391.” Tt is a damaged, feebly executed pro-
duction without the fire of the master. . .

" A banner painted on both sides for the Brotherhood of
S. Sepolero at Gubbio, now in the hands of the Marchese
Ranghiacci,® has all the character of the master and is one

Soldiers with papal and Venetian
flags are about the doge in the
left foreground. On the arch in
the centre of the chapel, Alexan-
der in pilgrim’s is garb discovered
at Venices In the vaulting are
the symbols ofy the Evangelists,

U With tho vesult that fignrés
do not tread on a proper plane,

voL, 11,

2 Doe. Sen, Vol, IL p. 33.

3 Vas, Vol. II. p. 198.

4 No. 85. Gallery of old pictures.
The Virgin enthroned nnder gnard
of angels between 8.8, Paulinus
John the Baptist, Andrew and
Mathew. The two angels to the
left of the Virgin are gone, those
to the right are in adoration.

5 At Gubbio. .

g 2

]
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* of the best examples in privaie hands. On one face is the
Flagellation. On the other the Magdalen, enthroned amidst
a glory of eight playing angels, holds in her right the oint-
‘ment and in her left a crucifix. Four brothers of the Fra-
ternity’ kneel in pairs below; the whole inclosed in
-painted architecture adorned with medallions of saints.!

Three figures of 8.8. John the Baptist, John the Evan-
gelist and James the elder, all but life size, executed for
the hospital church ,of 8. Giovanni e Nigcolo at Florence,
aire now" in the National Gallery and have been mentioned
as rather in the character of the school of Orcagna.?

As a final example of Spinecllo, and an illustration of
the manner in which he allowed his assistants.to share
the honours of publicity with him, one may notice an al-
tarpiece in three compartments executed for the monastery
of S. Felicita at Florence and now in the Academy of
Arts,? inscribed at the base of the central panel as follows:

“Questa tavola fece fare cl capitolo convento del mo-
nasterio di Sancta Felicita, de’ danari.del decto monasterio,
al tempo dclla Badessa Lorenza de’ Mossi in anno domini
1401.” :

It is proved: by records® that the centre, representing
the coronation of the Virgin, was painted by Lorenzo di
Niccolo Gerini, the side to the right by Niccolo di Pictro,
father of Lorenzo, and the side to the left by Spinello.®
But for the record it would be difficult to assign to each
of these painters his share in the entire work. That of
Spincllo is undoubtedly beneath his usual powers, and in
harmony with the third rate talent exhibited by Lorenzo

1108. Berlin Cat.), and the annun-

1 Of these vestiges only remain,
ciation, all dssigned to the master

2 Purchased from the Ugo Baldi

Collection and now No. 581 of
the National Gallery Catalogue.
As examples of pictures which
are not by Spinello the following
may be registered. A tabernacle
exhibited at Manchester by G. E.
H. Vernon Ksq, M. P, (No. 27 of
"Cat. Manchester Exhib.) by some
master of the close of the 14t

century, The adoration of Christ
and Circumejsion (No, 1102 of)
Berlin Cat.). TheL.ast Supper (No. |

&

in the Berlin Gallery.

‘3 At FJorence under No. 35.
Hall of large pictures.

4 Vide annot. to Vas. Vol IIL
p- 197 and Gaye, Carteggio
Vol. I p. 483, -

5 Side to right, 8.8. Peter, John
'(a]hc Evangelist, James and Bene-
ict.

Side to left, S.§. John the Bap-
tist, Mathew and Felicita. Pedi-
ment, six saints.
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and Niccolo. These were, however, painters extensively
employed in their time, though unknown or neglected by
Vasari. Of Niccolo di Pietro the earliest. and most im
portant work is a series of frescos'in the e\;-chaptelhouse
of S. Bonaventura of the convent of S. Francesco at Pisa.
" The name of the painter may be found om a bracket
above the entrance door, as follows:
Nicolaus
tr. Pitor
de Florent.
e, M8 ...
MCCCI .
or as copied by Lasinio!’ Nlcolaus Petri pitor de I‘lmentm
depinsit an. D. MCCCLXXXXII.
At Prato there are, frescos by  the same hand 51gned
Niccolo di Piero- Gerini.
At S. Bonaventura » Gerini painted scenes from the
Passion.

He placed in the sides of the emtrance $.8. Lawrence,?
and John the Baptist,® on the entrance ‘wall to the left,
Judas selling himself, on the left side of the chapterhouse,
.the last.supper, the washmg of the apostles’ feet, Christ on
“the Mount of Olives, and the capture. On the s1de opposite,
‘the door, the flagellation, Christ carrying his cross, the cru-
clﬁxmn, the deposition, and the burial; on the side to the
right, the resurrection, Noli me tangele,, and ascension; on
the wall of the door to the right, the descent of the Ho])
Spirit.

There are now but fragments of Judas selling himself,
and of the frescos on the wall to the left, hardly. any-
thing remains. The ﬂagellation, the carriage of the cross
and the crucifixion itself are in an equally bad state, and
the deposition is partly injured by the fall of the inton-
aco or abragion of the colour; but in this last composi-
tion, enough remains to justify an opinion as to the pow-

1 Tav. II. of Raccoltan de Pit-| 2 Now all but gone.
ture antiche intaglinte da Paolo .
Lasinio designate da_Gidseppe| 3 This one of the finest figures
Rossi. Pisa MDCCCXX, here.
. 2 £
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ers of the paiuter. A group of long slender figures of
a-weak character represents the Malys about the Virgin
and the Virgin herself. Their long thin necks and small
chins, their mouths’ writhing to express grief, display de-
feets similar to those conspicuous in frescos decorating
the sacristy of S. Croce at Florence which may for that
reason be assigned -to Niccolo Gerini.! The subject as
a whole is not ill arranged; but. being an imitation of
others of the same kind by artists of note, and there-
fore typical, it cannot be accepted as a proof of Niccolo’s
power. In.the Entombment, the naked frame of the Sa-
viour is extended.on a winding sheet, held up at -eaeh
end by two apostles. The Virgin embraces as she raises
the head of the Redeemer, and an apostle at each side
kisses the hands, whilst the Marys and others stand around
in-attitudes of lamentation. With a slight change in the
position of some of the figures, the fresco is a ‘mere
repetition of a picture at -the Academy of Arts in Flo-
rence assigned to Taddeo (iaddi;® and in both, ‘the
same character may be noticed. 'We may conceive Niccolo
Petri Gerini to have issued from the school of Taddeo
Gaddi who is known to have been still alive in 1360.
His last work is ddted 1401; his education in every case
Florentine; and in these frescos of Pisa the continuation
of the school of Taddeo Gaddi may be traced.® The ve-
surrection is, like the Entombment, a typical composition.
The Saviour sets his foot on the sidé of the sepulehre,

raising his right arm and grasping a banner in his left.
Clothed in his white winding sheet which is fairly folded,
his movement is not-without grandeur. The typc and out-
lines of this figure are the best in the chapterhouse. The
Noli me tangere though less good is Kardly less interesting,
the action of the Magdalen being ready, and the ‘group
recalling that of Giotto.> A certain amount of grace,

1.8ee antea in Taddeo Gaddi. 4 In the left hand corner thero
2 No. 81 t are but traces of two soldiers
o- sec antea. asloep at the foot of the scpulchre,

3 Of this Entombment parts of | 3 The dress of the Magdalen is
intonaco and of colour are gone. | discoloured.
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natural movement, fair 'shape and drapery-likewise mark
the ncighbouring group of ‘the "Marys. A thoroughly
Giottesque form; again, may be noticed in tlie ascension.!
In general the remains of these damaged frescos? would
prove that Niccolo was a diligent and careful painter,
whose colour wants force and fusion, though it has a
certain liveliness and gaiety. In the draperies, the chang-
ing hues appear to have been favorites. The outlines
and frames of the figures are reminiscent of the Giottes-
que type, but inferior to those of Spinello, to whom' in-
deed, Niccolo was also- second in composition. -'On. the
other hand he tried to finish hands, feet, and articulations,
and was in this not only above Spinello, but beyond
Agnolo Gaddi. -Still his painting, compared to that of
either of thosc masters, is lifeless and third rate.
Reverting for an instant-to the Entombment in the Aca-
demy of Arts at Florence assigned to Taddco Gaddi:
The spectator may mnote in the composition, which is
formed of life size figures, complete want of rest and over-
charge of figures. The Saviour, ascending in the upper pat,
is of noble and, good proportions, the face youthful and the
attitude fair, but the angels are in -vehement, action.? In
the principal scene, the Saviour lies very long on the tomb
with hips cnveloped in a drapery, but the spectator has
before him a stiff, hard corpse, of which the form has been
sought out and studied without the genius of ensemble so
striking in Giotto. Some merit may be detected in the sofl
exprossion of the face, but the flesh tints are light and flat,
hence comparatively unrelieved. The- remaining figures arc
long and slender like those of Taddeo Gaddi and affect his

peculiarities of shape, but some of the types are very
commont and the Virgin, at the Saviour's head, has the

. -

! The Saviour of fair character! polini, on whose tomb are those

and proportions in an elliptical
glory is surrounded by a choir of
12 angels playing, whilst below,
the Virgin, . Marys and apostles
stand under guard of two angels.
The foreground is discoloured,

¢ Rumohr (Forschungen Vol, I,
P. 224) records that the paintings
were executed for Lorenzo Ciam-

words: ¢, MCCCLXXXX die XX
mensis Aprilis, qui Laurentius
fecit ipsum capitulum, pictura et
sedibus adornari.”

3 Pheir white dresses are res-
tored,

4+ For instance, that of S. John
kissing the hands of the Saviour
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pointed chin usual in Niccolo Gerini. The outlines are well
defined, but coarse.- The picture as a whole does not im-
prove on acquafhtance, being at first sight more pleasing
than on closer examination. The draperies are overcharged
with lines and folds; and gay changing hues appear again
to ‘have been preferred by a painter who can.be no other
than Gerini.? ’

Analogy of manner connects him [again with the frescos
of the sacristy of 8. Croce at Florence which not only
resemble those of S. Bonaventura at Pisa, but others to
be mentioned at Prato. Here Gérini seems to have painted
by the side of a crucifixion executed by a better Giottesque
than himself,? Christ swrrounded by the Virgin and apostles,
cairying his cross, the resurrection and ascension. The
Saviour turns,” as .he carries his cross, to look at the
Virgin stretching her hands towards him from out the group
of the Marys, who are sternly kept back by a soldier. In
her action, the combination of vehemence, feeble form
and unnoble expressioh which characterizes Gerini at Pisa,
is again displayed. In the resurrection, the Saviour is
but a répetition of that in the frescos at S: Buona-
‘'ventura, and has the same type and character as that
in the altarpiece assigned to Taddeo Gaddi at the Aca-
demy of Arts.? Similar forms, spirit, and drawing, again,
are noticeable in the ageension. At Prato, in’the ex-chapter-
house of the convent of S. Francesco, Gerini's style may
be studied, with the certainty arising from the fact that
beneath the figure of S. Bartholomew, which, with those
of S.S. Chiara, Catherine and John the Baptist, stand
guard on the lintels of the entrance door, the words *“Ni-
cholo di Piero Gerini, dipintore ...." are inscribed. There
he painted scenes from the legend of S. Mathew including
his death, and scriptural incidents.? Executed later than
those of Florence and Pisa, these reveal a peculiarity sel-.
dom to be found in the works of a truly great artist, a de-
cline following upon advance in years. The figures are
-donger, slenderer, more stiff and lifeless, and less carefully
executed than previous ones. A-crucifixion on the wall op-

! The figure -at the Saviow’s| 2 No. 31 vide ante.
feet is partly, and two figures| * On-the wall facing the en-
more to the right totally re-|trance the crucifixion with the
painted. Magdalen at the foot of the cross
2 Vide antea; and this is an opi- ; and the usual attendant scenes, all
nion already expressedby'6rgter | but obliterated and in the ceiling
JBeitrige ub, sup. p. 207. the four Evangelists, ’
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posite the entrance, and the ceiling freseos are, indeed, so
pacdr that they may be by Lorenzo. In this third rate style
it might be possible to quote, as by Niccolo, an infinity of
works assigned in numerous galleries to Giotto, Taddco
Gaddi, and Orcagna.!

The records of Del Migliore also contain reference to
the painter under the dates 1380 and 1383, and prove
the existence of Masa his widow in 1389.2

Lorenzo di Niccold ‘succeeded to the medioerity of his
father. His most important labour is the coronation of
. the Virgin and adoration of the Magi, a predella altarpiece
in the church- of S. Domenico at Cartena.®

Beneath the adoration is the painter’s name: “Laurentius
Nicholai mé pinsit” and the following:-

“Chosimo ¢ Lorenzo *di Medici da Firenze ano data
chuesta tavola a frati di Séo Bomenicho dé oservanza da
.Chortona per lanima loro ‘e di loro passati MCCCCXXXX.”

Taken in 1438 from the convent of S. NMark at Florence,
where it had onte stood, it was sent by Coswo and Lo-
renzo de’ Medici to Cortona',! where it was long considered
in spite of the signature to be an altarpiece by Angelico.

Imposing in its total aspect and better than the work of
Lorenzo in the joint altarpiece of himself, his father and
Spinello, this is still a third rate Giottesque work of which

11n the Palazzo Reale at Parma,
is a ‘“death of the Virgin'’, in the
Royal Gallery an upper composi-
tion belonging to the same altar-
piece, represonting the gift of the
girdle to 8. Thomas, placed under
the name of Giotto, but in reulity
by Niccolo Gerini.. In a room
called la Scoletta or Coro of the
church of 8. Giovanni at Pesaro
is an altarpiece by Niccolo with
a mutilated inscription: ... de
Florentia 1400.”” The Madonna
is enthroned under the guard of
two angels. In the side panels,
the Archangel Michael weighing
the souls and St. Francis are
placed.

A picture of the coronation of
the Virgin in the Zecca of Flo-
renca is noted by Gaye, who
publishes a record proving that

-

it was painted in 13873 by Jacobo
Cini (can lhe be related to Jacobo
Cini the carver of the altarpiece
by Spinello, sec ante), Simone
and Nicholaus, the latter sup-
posed to be Gerini.

2 Gaye Carteggio Vol. I1. p.
433. o .

3 The Virgin is between ten
saints. Above, the angel and Vir-
giln annunciate at cach side of a
Trinity. Below, the adoration of
the Mngi? at cach sido ‘of which
are 4 scenes from the life of 8. Do-
minick, octagonal pilasters, angels
and saints,

4 Vide Chron. di S. Marco,
in annot. to Vas. Vol. IV. p. 51.
The letter of thanks from the
Prior of Cortona for the-present
is published by Gaye in Carteg-
gio. Vol. L. p. 140,
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the best parts are the compositions in the predella :
figures in the pilasters.

A glorification of S. Bartholomew by this master is
ved amongst a collection located in the Sala dell’
Palazze, now the Comune of S. Gimignano.! It be
following inscriptions. In the hem of the Saint’s
“Laurentius Nicholai de Florentia pinsit,” beneath t]
tral figure:

. “B. Bartolommeus Apostolus, an. MCCCCI questa
fece fare Nicholino di Bindo Kassuecii.”’?

" A Virgin and child from the church of S. Barto
the same hand,? as well as four little pictures. of S.S)
and Gregory with a scene from the lifc of each of
saints are likewise in the gallery at 8. Gimignano.?

In the passage to the Cappella, Medici at 8. Croc
Florence, a Coronation of ghe Virgin, with attendant
and scenes,® may be scen. The style is here a little
than at S.8. Gimignano and Cortona, but the, hand
same. The types are mord regular and pleasing, and
more feeling, Of frescos by Lorenze di Niceold nonl
known, but his manner is to bo found in a Virgin
gels and saints in a tabernacle at 8. Andrea Ravez
near '’Anchetta at no gieat distance from Florence.® At
is the date ‘1400, VIII del Mese Gennaio.” This is ¢
fresco of the lower Giottesque manner at the close o

fourteenth century. s

Lovenzo’s pictures without great excellence are mnot
agreable to look at. He was not a bad painter amongst
third rates. His colour was warm and not without pd
and harmony, and his drawing bold. He was a man

t BEnthroned. With4 scen%,s from [ and Mary Mzigda.len at side. Ab
his life; at the sides a crucifixion | centre, the Trinity, at each
and eight saints in the pediment. [of which the angel and Vi
The altarpiece i No. 2 of the|annunciate, the prophetsJeres
catalogue of a edllection due to|and Isaiah. A lozenge b
the care of the erudite and kindly | bears the date 1410.

Canon Pecoti. . ¢ virgin and child betwe
. . [ angels S.8. Catherine, John

* The altarpiece was originally | paptist (right), Magdalen, ]
in the Collegiata of 8. Gimignano: | (Joft), Six saints in the vault

1 No. 4 of cat. of which S.I Bm'thoiome\lx]' i}s

recognizeable. Abovearch, the

* Nor10 and 11 of cat. Viong in benodietion between t
* 8.8 Poter, Stephen, an apostle | medallions of saints.
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2

able practise, but his work though superior to that
Spinelli does not stand critical exaniination. °

ollowing selection may scrve to illustrate the man-
- school of Niccolo and Lorenzo Gerini.

e Gallery of Fine Arts at Florence,! the Virgin
ild between 8.S. Lawrence and .John Evangelist,
od Sebastian. In the predella, five scenes, more in
ner of the Gaddi and less defective. In the same
?.the Virgin "and child between $.S. Steplren and
a by the same hand as the foregoing. The Trinity3
n 5.8. Romualdo and Andrew, with three scenes
¢ life of.the former in the upper spaces, inscribed:
pellam fecit fieri Johannes Ghiberti pro anima-sua
JCCLXYV.” — The Virgin and child? between
hnce and Julian, ‘Anthony and John the Baptist,
“Santa Maria érate pro nobis anni MCCCCIIIL."
1y be mentioned an altarpiece of some interest in
h all’ Imprunetta near Florence, superior to the
tioned, representing the coronation of the Virgin®
twelve apostles at the sides, and above and below,
scenes from the life of the Virgin and Saviour, be-
s and angels in the pilasters and pinnacles. This
inscribed :

rem ¢t reverentiam matris dei ac semper Virgi-
¢ hec tabula facta fuit tompore Revorendi Domini
tbani pro remedio anime sue et animarum wmajoris
t omnium bencfactorum istius ecelesize. Anno Do-
simo CCCLXX ....V.?

sacdter who should be inclined to trust Vasari, may
rom him that an artist existed at Arvezzo- in the
th century whose talent as a colourist of fresco was
dleled, whose fancy was beyond measure pleasant
apricious, .and who, as a designer, was oscellent.?
has fortunately spared some of the works of Parri
i, who is the subject of this flattery, mercly be-
he was born in Vasari’s own city; and the student
led to withdraw a third rate painter from the place
-

9 Galeric des anciens ta- | the Angeli at Tlorence.»

¢ No. 83.
A7, 5 Vas., Vol. IIL p.p. 144 and fol-
40 from the monastery of | lowing,
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of honour unfairly assigned to-him, and to thy
back into the humble obscurity which he deserve;

A great part of Parri’s works at Arezzo have
but some of those which he completed for S.S. D
and Maria della Misericordia, and others hitherto n
in the Palazzo “della Communita” and in S. Fy
will amply satiate the beholder.

Entering S. Domenico and. looking to the righ
entrance, he.may see a crucifixion framed in a feig
nelling that now cuts off part of the picture, with t
gin and a canonized bishop on one side, S..John Ev;
and another saint on the other. In this fresco heg
the *Saviour depicted-in a long cwmved shape,
without sentiment, or a touch of nature in the a
one who deserves to be called a second Marge
he turns in disgust from this exhibition of low
figures at the foot of the cross, he will find th
*which Vasari truly says: “Parri painted figures mudl
and more slender than any of his predecessors, and
others at the most gave them a height -equal to f
he made them of eleven and sometimes of twelve.
they ungraceful, though lean; but they were unva
round to one side or to the other, because, as
self used to say, they had thus more “bravura”!
distorted, wooden, and hideous, disfigured furthe
ment action and- grimace, these forms can ex
smile in the beholder when he thinks that Vasal
of no common order, could find -something to a
them. In a lumette above this scene, two incide
the life of 8. Nicholas exhibit again superabunda
false and exaggerated actien, draperies so long and
ful as' to smother the frames, and contours of a wi
endless line. Parri did not even retrieve these impexrf
by a feeling for relief or colour. On the contrary, his
are laid on in raw and startling contrasts, of a coars
stance, and with a flatness which-betrays mno no
chiaroscuro.? As is too frequently the case with p
of little interest, particular care has becen lavished o

della Misericordia,3 is now preserved in the ““Sala {
L

1 Vags. Vob. TIL p. 144. the side of the Virgin is r
2 The figure of the bishop by | 38vygs Vol IL g 1:—,0' él
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ile” at Arezzo. ‘This was one of a numerous class
> pictures intended to honour the Virgin Mary, who
posed to have interceded for the people of Arezzo;
' is represented guarded by two angels in flight above
a cloak of such amplitude that beneath it the people
ity, a pope and -a cardinal, find refuge. At the
.S. Gregory and Donato stand ‘erect; and the yghole
ed in a painted frame, embellished in pinnacles
i allegorical virtues in dead colour. Beneath, a
view of the. city completes a picture which cari-
he defects of. Parri. An altarpiece from the same
representing thé sam® subject with 8.S. Lauren-
Pergentino! at the sides, and zesting on a pre-
four parts containing scemes from the lives of the
nts, is a less. defective, but still unpleasant work of
ster "‘now ‘in the “Palazzo  della Communita”, In
er story of this building again, a fresco of the cruci-
ith S. John and the Virgin-in the dislocated attitudes
to Parri, is preserved. In 8. Francesco, he painted
supper? in a less exaggerated style reminiscent of
of Bicci. It may therefore be one of Pai’s early
is as yet comparatively untainted with his later
The S, Christopher in ‘the “Chiesa dell’ Oblata,”
id to-Ye inscribed: ‘“Hoe opus factum fuit anno
COOXLIV die IV. mensis Decembris,” has been
e invisible under a hoarding, the church having
hied as 2 barvack. Italy is unfortunately f{ull of
§ as these, time having spareq the bad in many
bs than the good. But it is unnecessary to expend
er trogble in a search for frescos or pictures like
Parriévho is below the Gerini in talent and infe-
en to Cenni of Volterra. Without a reminiscence
rello’s style, although it is on record that father and
inted together at Sienna in the early part of the
th century, Parri imitates the movements and draperies
'nzo Monaco. He may therefore have known that
But if he studied under Lorenzo Ghiberti and Maso-
rich is improbable, he gained little profit by it, and
initated, in the fifteenth, the bad example which Tom-
isano had already set to the sculptors ef the four-
contury. .
i's poitrait was painte(f by Marco di Montepuleiano

' Veol. II, p. 152 entrance and in part damapged.
frosco is to the left of the 4 Vas. Vol. IIL p. 144,
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.

in the cloisters of S. Bernardo at Avezzo,! and |
mentioned as a pupil of Bieci in the life of that
Vasari. He paipted, in 1448, in terra verde, scencs
life of Benedict in the above mentioned cloister. Tho
Northern and three on the Eastern face are preserve
ﬁvtues in the latter are short dnd- coarse, large
executéd in a style recalling that of the school
nel The painter may therefore have been one
ne]lo’s pupils, for he attempts to rival that painter’s ¢
of hand and- coplcs his movements. e has ecerts
of Lorenzo di Bicei’s dtyle. . In the freseos of the
side on the contrary the exdcution is nearer to tha
renzo di Bieci,, and though inferior, also like thos
Bicei di Lorenzo executed in the celhng of a grea
at 8. Francesco of Arezzo.? . .

The discovery by Signor, Gactano Milanesi of nu
records 1espectmg the famlly of Bicci® has’ throw
upon ‘a. very serious error committed by Vasari.
told by him that Lorenzo di Bicei was born in 1,
~ he learnt under Spinello of Arezzo, and died ab
leaving behind him two sons called Bicei an
Bicci.? © On the very face of these statemicnts
take; for Neri is called by Vasari son é? Bice
his father must have gone by the latter name
of Lorenzo. The fact is that Bicei was born 3
Lorenzo di Bicei and Madonna Lucia d’Angelo d:
He married, in 1418, Benedetta di Amatg Amat
issue Neri who becamec a painter like s fath
thus have three members of this family, Lorenzo
the father, Bicci di Lorenzo the son, and Neri di
the grand-son. Many of the works which Vasari mc
in thc life of Lorenzo di’ Bicci arc proved by rec
have been executed by Bicci di Lorenzo. Of the
father Lorenzo we know that he was a paintd
Vasari’s text suggests a bclief that he confounc

1 Vas. Vol. TIL P: 152, e 3 Bce postea.

"2 Ceilings nssngned by Vas. Vol.| 4 Vas, Vol. IL. p. 228
1V. p. 19 to Lorenzo di Bicci, re-|lowing.
specting whom and Vasari’s error
in nomeneclature a word hereafter.| ° Ibid. p. 232,
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v members of the family together. For instance
that Lorenzo was .a pupil of Spinello; and this

se works were mostly executed in the fourteenth
ccnt'm-y‘ Lorenzo di Bicei’s name, coupled with the cpithet
of “pictPr” has been found in records of 1370, 1375, 1386

aria del Fiore ninety florins of gold for paintings

in that §athedral. In 1409 his name gppears in the register
of the cofmpany of S. Luke as “Lorenzo di Bicei dipintore”.3
Vasari fhimself in his. first edition declares that Lorenzo

d sixty one and.was mourned by Bicci and Neri,
ving that he knew of Bicci’s existence. It'is a
¢ no pictures can be . assigned to Lorenzo. If,
he was a painter. as early as 1370 he was a
:ary of Agnolo Gaddi. There are numerous
at mentioned in the life of Lorenzo di Bicci by
pr in records as by Bicei di Lorenzo; which dis-
mmon character with those of Bernardo Daddi,
1li and Bicci di Lorenzo, but they have an
of greater age than those which are proved
the latter. The cappella S. Jacopo in the
Prato for instance is decorated with frescos
- the lives of 8.S. James and Margaret.

of.the walls reserved for the former, his call to

died agd
thus pr¢
pity tha
however

appearanc
to be by
Duomo  of
illustrating

 onel . . . . -
a O:“ st? lic mission, his baptism of Hermogenes, and mar-
t‘“ du}“ re represented. On the other wall, three scemes
1Y v

fegarvet’s legend, 'including her death, are painted.?
of composition obeyed in the fourteenth century
o fairly maintained by an artist of feeblespowers.
ng slender figures are marked at'times by exag-
Lhction. Unfused flesh tones of thick substance and
) ly tinge, wiry but cm:eful outlines, draperies of
ging tints are characteristic, whilst some Leads are

.

whose
gerateo

annot, to Vasari'Vol.| *In the ceiling, four ovangelists
. " and in the thickness of the en-

I. p 228 eci Opera ub, sup. Vol. | trance wall cight, half figures of
2 pald'l198 502, -503. prophets complete the decoration
IV“. .(Sﬁl‘ andi, ub. sup. Sdér. VL |of the chapel. ’
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Spinello’s son. Scenes from the life of 8. Cecilia
rescued from whitewash in the chapel of the Sacjristy of
the Carmine at Florence partake of the same characffer. .

In Arezzo the ceiling of the choir in 8. Francesco-is ydorned
with the four evangelists and their symbols. Thes¢ Vasari
assigns to. Lorenzo di Bicei,! but as he confounds infvariably
Lorenzo di Bicci with Bicei di Lorenzo, onc canfuot say
whigh of the two he imtends. The figures at. all ‘ev{ents are
sufficiently good, always long and slender, easily”drfaped in
festooned vestments. Though a general resemblance] may be
found between them and the frescos at Prato and tthe Car-
mine, ‘the style here is'somewhat younger, and gnakes a
nearer approach than the rest to the certain works) of Bicei
di Lorenzo. Vasari, as we have seen, assigns these tolI5irenzo
di Bicci, adding that the painting of the chapel Y‘h\s com-
pleted by Piero della Francesca after he left Loxetto for
fear of the plague. It is on record that the pla Aie raged
at Loretto in 1447—52. Bicei di Lorenzo was then ?llSt dead;
(1452) so that the .probabilify is, Piero della Fraylcesca suc-
ceeded him, and not Lorenzo di Bicci, as Vasari would have
us believe, in the cappella S. Jacopo a rezzo. If
however this work at Arezzo has a general resdinblance to
older paintings such as those of Prator and the armine, it
is possible that the latter may have been by lorenzo di
Bicci, whom Vasari in this case as in so many. ofjhers, cen-
founds with Bicei di Lorenzo.

Biceci's birth has already been given, there ake certain
proofs that he executed the following works,| most of
which Vasari assigns to Lorenzo,

In 1420, he painted for Bartolommeo di Stefano hi Poggi-
bonsi of Ghezzo an altarpiece for S. Egidio of Florence.?
In 1421, he painted scenes from the life of S. Lawience for
Ilarvione de’ Bardi in S. Lucia de’ Bardi.? In 1423, he
executed and sent to Empoli a picture for Simone di
Specchio ‘or Guiducei. In 1424, he was registereld in the
guild of painters at Florence,? and he produced, “in terrd

et

. >
1 Vas, Vol. IV. p. 19. 8 Assigned by Vas. tolf,grenzo.
Vas. Vol. 11, p. 229.
"2 Assigned by Vas. to Lo-| ¢Gdalandi, ubisupi,/, Serie
renzo, Vol, IL. p. 230. VI. p. 178, H
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cotta; a Coronation. of the Virgin, now above the portal of
8, Marja-Nuova,! and the twelve apostles. inside the same
church.? In the same year, he painted in fresco the outer
sides and facades of S. Egidio representing there the con-
secration of the church by Pope Martin the fifth.? -In 1423,
he execited frescos in the chapel of Niccolo da Uzzano in
8. Lucia de Bardi.* About 1427, he painted the initials of
Christ .according to the fashion of S. Bernardino on the
chureh of S. Croce. In 1428, he. commenced the chapel
and altarpiece of Conte di Perino Compagni in S. Trinita
of Florence, with the assistance .of one. Stefano d’ Antonio.
8. Cosmo and Daniian on a pilaster in S. Maria del Fiore
and now in'the Uffizi,® was executed on commission from
Antonio della Casa about 1429. In 1430, he hegan a series
of frescos in S. Benedetto de’ Camaldoli representing S.
Giovanni Gualberto and six incidents of his life; and he pro-
ducedaan altarpicce for Ser Ugolino Pieruzzi.® In 8. Marco
he decé{-ated (1432) the chapel of the heirs of Ser Martino
Martini, and he painted the chapel of the Compagnia del
Tempio in the church of the Camaldoles.” In 1433, Francesco
Galigai commissioned him to paint his chapel in 8. Croce.
In 1438 he finished an altarpiece foxr the chapel of Donato .
Barbadori in S. Felicita, the chapel of the beata Giovanna at
Signa; 143gMbthe tomb of Luigi Marsili in 8. Croce,$ 1440,
figures of \@ostles and saints in a chapel of Santa Croce,
1441 again 1Y this church, the Incredulity of S. Thomas and
a colossal S. Christopher for Tommaso and Lgonardo Spinelli,
assisted Domenico Veniziano in the great chapel of S. Egidio
in 8. Maria Nuova, 1445, began to paint at Arezzo,” and in
1452 died at Florence and was buried at the Carmine.!?
Of all these works, some, as has heen seen, remain.
In the S.8. Cosmo and Damian of the Uffizi, the colour is

1 Agsigned by Vasari to
Dello Vol. IIL. p. 46.

2 Tbid, .

T3 Assigned by Vasari to Lorenzo,
Vol. II. p. 230. .

4 Assigned to Lovenzo by Vas.
Vol. IL p. 229, .

8 First corridor No. 14. In
a predella gre two scenes of the
saints’ lives,

¢ With the assistance of Ste-
fano d’Antonio and Bonaiuto di
Giovanni. .

7 Again with the aid of Stefanc
d’Antonio.

-
f Assigned to Lorenzo by Vas.
Vol, II. p. 231, d

® We may thus quote of Bieci
di Lorenzo the joke arising.from
his rapidity of hand applied by
Baldinueei (op. Vol. 4. p. 508)
to Lorenzo di Bicei: “Fill the por-
ringers (for dinner? I shall paint
a saint and come.’

10 These faets are all taken from
Carlo Milanesi’s records Gior. Stor.
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a little sombre and wants relief, but the outlines are care-
ful, and though'in the same style, are morc -modern in
appearance than those of Prato and the Carmine. Of the
other works in S. Maria del Fiore, the saints beneath the
windows of the chapel are in part repainted, in part re:
newed altogether. The -apostles in pilasters noticed by
Vasari! have perished. The terra catta above the portal of
S. Maria Nuova or S, Egidio, as it'is now called, exists,
those originally inside the edifice are gone. To resume;
Bicei di Lorenzo shows himself connected with the schools
of Daddi and Parri Spinclli. None of the works assigned
"by Vasari to Lorenzo di Bicei are by him, but on the -
contrary by his son. Neither deserve to be classed above
the third rate artists of their country. . }

As for Neri di Bicci he brought art to the levél of a
trade; and his shop was that ‘of a house painter. ' He has
left a diary of his daily occupations which may be found
in a good commentary to the life of Lorenzo di Bicci in
Vasari.* His numerous altarpieces and pictnres merely
prove that he knew the mechanical part of- gl business; -
and his industry was so great that he filled @If Tuscany .
with pictures at the time when Ghiberti, Donatello, Paolc
Uccelli, Masaccio and Angelico laboured. Those who may
still desire to study his manner may look at his master-
piece in the Regio Lotto, of old S. Panerazio at Florence,
representing S. Giovanni Gualberto enthroned between ten
saints in scats. The abbot of S. Pancrazio kncels at one
side (the left), the scene being laid in an architcctural chapel
of a round form.” Two medallions above contain saints
holding scrolls, and two curtains which hang in festoons
at each side of the picture are inscribed with the names
of the saints within. Though restored this is a fair
specimen of Neri's manner. S. Giovanni Gualberto is-not
without characfer, but the forms and details are false,
the extremities not drawn, the movements exaggerated.

degli archivi Toseani nb, sup. 34 1 .
Quart. 1860 p.p. 3 to 10, 2 \‘77::: XS} IIII D. 231,
! . 11. p. 986,
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A sad colour pervades the whole; and in general it may
be said that Neri’s work is flat, raw ind tone, inharmonious
and mechanical. There are no less than four annunciations
by him in'the Academy of Arts at Florence,! and numbers
of, pictures in churches which need not be mentivned.

1. No, 39. proved to have been |26 of Cat. Galerie des anc:ens
painted in 1458. No. 7—12, No. tableaux.

VOL. II.
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CHAPTER II.
DUCCIO. UGOLINO AND SEGNA.

Duccio was the first great painter of the pure Siennesc .

school. His career began after that of Cimabue; carlier
than that of Giotto; and he occupies in the annals of his
country almost as much space as they jald together in
the annals of Florence. He reformed~1 manner
and created a new one which was long sc™nd only to
that of Florence, but which clung too firmly to time-
honoured forms of composition and old technical methods
of execution. His cotemporaries and successors Ugolino,
Segna, Simone Martini, the Lorenzetti and Taddeo Bartoli
did no more in the fourteenth century than follow the
wake which marked his track. They hardly improved the
system which he had ‘galvanized into life.

The Lorenzetti, it is true, assumed and embodied some
of the practise of the Florentines, infusing into their grand
and admirable works some of the spirit of Giotto. They
cleared for a moment the barrier which separated the
two "great schools of Central Italy. But the effort was
momentary, and Taddeo Bmtoh, at the close of the four-
teenth century was as clearly in the beaten ,path as the
second rates of Sienna up to the expansmn of his pecu-

liar genius.
Thus confined within a narrow circle, the Siennese re-

-
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‘mained true to a system "Of their own , which they cor-
rected in the -fullest measure of which it was capable,
mthout an abandonment of principles sacred alike from
"custom and prejudice. Chiefly in technical methods of exe-
- cution was it that they followed traditional habits. They
" had, one should think, before their eyes the Siculo-
Byzantine examples, whose studied and careful execution, ’
whose minute precision of drawing and detail, whose
powerful and lively colour and elegant ornament were
greatly to be admired. They succeeded in rivaling
these models, carrying ornamentation beyond an acces-
sory and making it a principal feature in their pictures.’
They pulsued this path so far that, not merely their
draperies, but a nimbus, a gilt backgxound and the frame
which enlivened the composition, were stamped with
the most exquisite designs of leaves and branches, with
human heads for flowers, or arabesques of a more gene--
ral form, relieved, coloured and gilt, with all the deli-
cacy of a tasteful oﬁental style.” That, in such a pur-
.suit of detail, the essentials of composition and form
should not have sunk into complete oblivion is re-
markable. The result, however, was a material check
to the progress of severe simplicity and grandeur, by
which the perfect subordination of each part fo the
whole, and the grand development -which characterized
the Florentines were, rendered impossible: That colour
should .become a special study under these circumstances
was natural. Tempera-pictures, though brilliant and
vigorous in tone, could hardly attain light keys of har-
nmony, s0 long as the old system was maintained, This
system' the Siennese adhered to with extraordinary per-
distence; and we may inquite why they did so, when in -
fresco.they followed other methods. For a people of a
gay and lively spirit, the Siennese were much more
patient as tempera painters, than the Florentines. The
reason is to be found in their fondness for ormament

! This is essentially truc of Simone Martipi.

3%

.
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_ which required time and trouble to work out. Their
. rivals ; of more simple taste, preferred mastery and breadth
of handling. A TFloredtine altarpiece might be seen
at a greater distance, a Siennese panel invited' closer
“attention; but, for this véry cause, it demanded more
minute finish and more time. A system which had the
‘advantage of affording time for finish might be essential,
it was certainly practlsed by the Siennese, -and necessarily
involved the continuance of the old technical methods.
. These methods may be summed up in a few words.
Having prepared their Taterials with thie care peculiar to ..
the oldest painters, and covered their panel with a cloth
to keep the joints together, as the artists of every school
did .in that age; they primed it with a white ground of
“gesso” on which the drawing was engraved with the
_ minutest attention. The flesh tints were then laid on in one
general and dense coat of verde, covermg the light parts
as well as those intended to be in shadow. Upon this
universal glound they began to model, by laying in
the lights in a copious stippling, seeking the form by
the direction of its lines. Having thus obtained light
and shadow by the juxtaposition of the stippling with
the original verde, they melted the colours toggther by
working them over and over with excessive labour and
patience till the forms had gained a sufficient amount of
‘rounding. This slow process was facilitated by the
peculiar capacity for moistness in the original verde.
Ruddier tones were now stippled on to the cheeks and
lips; high. light to the most projecting points, and the
whole was finally fused together by transparent glazes.

' But nothing that the artist could do sufficed to produce
_any more than a low key of harmOny, beeause the deep
.verde always reappeared and absorbed too much light -to
allow of the quality of brightness and -clearness. The
stippling never.succeeded in creating perfect semitones,
so that a sharp contrast invariably existed between the
light which was téo yellow, and the shadow which re-
mained too green. At first perhaps, these defects were
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less visible, becausc of thé glazes, but, as in Cimabue’s
pictures, painted with paler verde on the same principle,
so in the altarpieces of Sienna, these light and fugitive
tints were the first to disappear by abrasion, and the
surface was left too green in shadow, too red in the lips
and cheeks, too yellow in the highest places. The dra-
peries were produced in another way, where the nature
of the colour allowed it, with a general tone, strengthened
by deeper glazes of the same in shadow and lighter pre-
parations for the highest lights.!

In fresco, the Siennese never-covered the white into-s
naco with a’ general verde tint in the flesh. They merely
marked the contours and shadows with a reddish brown of
a liquid texture, or with red lines and pale verde shadows,
mapping out from the first distinct planes, so that light
colour never came over dark, and this Simone and the
Lorenzetti produced frescos uniting power to brightness
and clearness of surface. Rejecling in paintings on the wall
the system which enabled them to be minute, because
frescos need not be seen closely, they attained to great
perfection, fusing the lights and semitones into the shadows,
so that at timés they had even the defect of flatness,
obtaining relief by means exacily the veverse of those
employed in tempera.

True to the old and typical fmms of composmon which
preceding ages had created, Siennese painters preserved
also that vehemence of action which had been traditional,
and failed to .appreciate the decorous simplicity of the
Florentine revival. Hence an absence of balance in
pictures, superfluity or insufficiency in composition as in
groups’ and figures. The intention® was too frequently
Jbetter than the result; and movements might usually be
found bold to exaggeration. A stern, sometimes convulsed,

! With lake reds the white|juxtaposition with blue or yellow
ground acted as a repulser being|lights. The result was clearness.
allowed to peep through; ' and}aund transparence in drapery con-
sometimes, transparent darle red trasting advantageously with the
eshadows thus obtained, stood in|flesh tints.
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expression and forced motion in males contrasted with
a languid or -affected tenderness and grace in females.
Gazing eyes in the first proclaimed fearlessness and mas-
culine passion, muscular forms suggested energy and
force. In the second, long parallel lids all but closed
over the iris, long narrow heads with slender frames or
round faces. on corpulent ones were characteristic. Dra-
.peries, otherwise massive and of a fine cast, clung to the
shape and exposed its pecuhantles Broken, cramped
and strange action of hands and fingers supplied the place
wof natural gesture. Thin and pointed in females, the ex-
tremities were short, coarse, muscular, and -bony'in males.
Superabundance of character, form and motion in men
was the heirloom of éarﬁer art, affected softness and
gentleness in women a pure Siennese element; and in
this respect Cimabue furnished the model which artists
. of the sister republic exaggerated in imitation.

If it should be inquired, which of the painters of Sienna
most completely displays these general features, one might
answer that Simone Martini is their best representative,
being above all an easel painter, whilst the Lorenzetti
are, as Ghiberti so truly remarked, the dramatic creatars
of the school, men of great intellect and imbued with
the qualities which in their fullest measure combined
to form the greatness of Giotto. ‘Whilst, the latter really
incarnated the ideas of the age of Dante, and gave to -
a new and youthful art the true feeling and grandeutr
which Angelico remodelled into religious pathos, and Ma-
saccio raised to the grandiose, the Siennese revelled in
a medley of coarser elements and affectations of grace
and tenderness, read8rning the ‘old drefs with new' embel-
lishments, infusing brilliancy into colour and taste iato
ornament, but never rejecting the old types or forms.
Based on solid foundations, the Florentine school ad-
vanced rapidly and easily to the perfection of the six-
teenth century, being led by its admirable comprehen-
sion of the laws of distribution and division of space
to the study of perspective, whilst the Siennesé res
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mained enchained in the fetters of old custom. Yet
Sienna was not without her own essential originality. She
rivalled Flovence in political independence at least in the
fourteenth century; and in an age of uncontrolled passion,
she stamped art with an unmistakeable impress. Her
architecture, sculpture, painting, were all her own, as
different as her people from those of Florence; and this
difference extended not merely to Sienna but to all Um-
bria. The Florentine was sfaid and grave, the Siennese
and Umbrian gay and lively. A barrier, overleaped per-
haps by oné painter, parted the masters of the rival re-
pubhcs, and this, to a certain extent, favoured the
originality of Sienna, which, with less independence, might
"have lost herself in, imitation; and thus failed of that
legitimate influence which she wielded in Italy. She re-
mained second to Florence, because she created no rival
to Giatto, but otherwise she stood on an equality and
contended with her for the palm of “excellence, the
Siennese Duccio, Ugolino, Lorenzetti, competing with the
Florentings on their own ground; though Sienna boasted of
no great Florentine within her walls before Spinello and
Donatello. Sienna, however, may still justly affirm that
her influence was after Giotto’s death more extensive than
that of Florence. Orcagna tempered classical grandeur
with Siennese gentleness and grace. Traini imbibed
lessons from the works if not from the precepts of Simone |
and the Lorenzétti, and combined Florentine with Siennese
character. Giovanni da Milano derived from Sienna his
brilliancy of colour, his grace of motion in females, his
finish and breadth in dr raperies and costume, his minuteness
and care in exquisite and precise outlines, betraying, one
should think, his contact with Simone. Lorenzo Monace
and Spinello took something also from the same sources
and set an example to the many subordinates who are
ever .ready to receive impressions wherever they may come
from. At Pisa, where Siennese painting was always a
.favorite, the local art thongh sevond rate was but another
edition of that of Duccio and his followers; and Taddeo
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Bartoliy reigned supreme there in the fourteenth century.
The Siennese therefore made an ample. return- for the
profit which they had gained from the sculpture of Nic-.
cola and Giovanni, though- Pisa was not able to take
advantage of that return and progress as Sienna had
done. The grand and’ exclusive field of Sienna’s influence,
however, was Umbria. Orvieto owed to her all that she
yielded in sculpture or painting: Gubbio, Fabriano and
" neighbouring cities produced examples that can hardly be
distinguished from those of Sienna herself; and, at the close
of the fourteenth century, Taddeo Bartoh contributed
mamly to the formation of the’school of Perugis which,
rising as it were from the ashes of Gubbio and Fabriano,
laid the foundation of its 'gleatness, and outliving that. of
Sienna, rivalled in number if not in quality the painters of
the fifteenth century at Florénce. The school which pre-
ceded Perugino was impressed with something of Siennese
character, which Perugmo himself inherited in more
abundance than the Florentine. He was a graceful,
sometimes affected .and tasty, more gentle than severe
colourist. Yet Florence in the fifteenth century gave more
in quality if less in quantity, and' towered then as ever
over all Ttaly; and if she found in Sienna a rival in the
fourteenth, she left her behind in the next age, when
Ghiberti, Donatello, Brunelleschi, Paolo Uccelli, Angelico,
Masaccio, Ghirlandaio, showed themselves to be of a dif-
forent scantling from that of Domenico di Bar tolo, Sano di
Pietro, Benvenuto di Giovanni, Matteo di Giovanni di
Bartolo, Girolamo di Benvenuto, Lorenzo di Pietro, called
Vecchietta, Francesco di Giorgio or Jacopo della Quercia.
From its rise in the fourteenth centary the course of .
Siennese art might have been predicted. Starting on a
basis narrow as compared with Giotto’s, it was sure to
be distanced. Sienna bequeathed, however, ere she fell
a school to Perugia which took her place and contributed
much to the education of the immortal Raphael.

. No record of Duccio’s birth has been preserved, bt
a picture is said to exist in the Museum of Nancy with
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the painter’s signature and the date of 1278.! It is va-
guely .affirmed that his name is in Siennese vecords of
the year 1282.® That he was in 1285 in Florence is
certified by ra mdst interesting contract,® from which it*
appears that he bound himself on ithe 15% of April 1o
execute for the company of S. Marfa, having a chapel in
S."Maria Novella, a large altarpiece 6f the Virgin and
- child and other figures for-the sum of 150 florins. In
this record he is called Duccio agnd Duccius quondam
. Boninsegna of Sienna.? In spite of a clause which bound
him to pay fifty florins as a fine- for mot performing
his contract, it is not likely that he painted an altarpiece
for S. Maria Novella, for no picture of the kind is known
to have existed there, and it is mentioned by no historians,
but, more conclusive still, he seems to have been at
Sienna in Qctober 1285,° and to have been paid for
the ornament of ane of the. books of the Biccherna, ®
being apparently appointed to an office which up to that
time had been filled by the Siennese Dietisalvi.? He
continued in that office at least up to the year 1291, in
which payments on that account were made to him.® In
December 1302 he was engaed on a “Majesty” for the
altar of the chapel in the Palazzo pubblico of Sienna whose
size and importance can only ‘be conceived from the
sum which he had already received before its completion.®
In October 1308, Jacomo Giliberti Mariscotti being
master of the works of the cathedral, Duccio declared

-

1 “Puecio me faccieb. anno s.
MCCLXXVIIL” Vide sulla sto-
ria civileetartisticaSenese,
by Gaetano Milanesi. 8° Si-
enna 1862, p. 89.

? Doc. Sen. ub. sup Vol. L
p. 168. Della Valle, Lett. Senese,
Vol. L. p. 277. - -

8 Originally in the Dominican
convent of 8, Marco.
4 Doe, Sen. ub. sup. Vol I,
p. 1568, The termination of Bonin-
segna, induced Tizie (MSS.) to
affirm that Duccio was a pupil of
Segna.

5 Vasari says, Duccio painted
an annunciation in S. Trinita of
Florente. But no such picture
exists. Vas, Vol. IL, p. 167.

¢ Rumohr, ub. sup. For-
schungen, Vol. II. note to p. 11,
Eight and ten soldi was the pice
for each book.

7 Vide Ante, Dietisalvi.

8 Rumohr, ub. sup. Vol. IL
p. 1L

2 48 livres. See in Rumohrv,
ub. sup. Vol. IL p.p. 11, 12,
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himself ready to undertake the picture of the high altar.
He* promised; on condition of receiving sixteen soldi per
diem, to devote his whole time to the execution of that
work, the panels and materials’ being furnished for his
use.! He went into harness at once, obtained an advance
of fifty livrés from *Jacomo on the 20" of December,?

and diligently proceeded to fulfil his contract. *Weeks,'
months, a year, spent in continuous labour had not
brought the vast-and, difficult labour to completion, but,

on the 9 of June 1310, it was finished and transpmted

" amidst public rejoicings from Duccio’s shop in the Casa’

de’ Muciatti, outside the gate a Stalloreggi, to its place
in the cathedral.® Business was .entirely suspended on
this festive occasion. All the shops of Sienna were clo-
sed. .The. archbishop headed the procession of clergy
and friars, the “Nine” of the government, the officers of
the “comune” and.the people followed with tapers in their
hands, and last'came, in true Oriental fashion, the women
and children, all marching with great solemnmity to the
sound of tlumpets ahd ringing of bells, the highest in .
rank or dignity clustering about the picture, and doubt-
less Duccio himself enjoyimg the popular enthusiasm and
clamour. Fifty years before, the same gay and mercu-
rial people had assigned .to the Virgin on the high altar
of the Duomo the signal Victory of Monte-Aperto, and
devoutly laid their pious and grateful offerings at the fect
of the Madonna-delle Grazie. 'Now, the victory was for-
gotten. The Virgin whose intercession had procured it
was deposed and transferred to a place of less honour;?
and Duccio was the hero of the hour.® He deseived it.
On a surfa,ce fourteen feet long and Seven feet high, he

1 Doc. Sen. ub, sup. Vol I
p- 166.

2 Ipid. Vol. I. p. 170.

3 The chronicler says, the altar-
piece cost a sum total of- 3000
floring, or about £ 1000 of our
money

4 The Virgin in question was
removed to the altar of S. Boni-

fazio in the Duomo. Vide Della
Valle, Lett. Senese, Vol. II.

. 68.

"5 His altarpiece d1d not remain
in its place 200 years. - It was re-
moved in 1506 to make room for
a bronze tabernacle by Lorenzo
di Pictro, or Vecchietta, Vide
annot, to Vas, Vol. II. p. 167,
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had placed the Virgin, seated with the infant Christ in a
vast throne,! richly covered with tapestry and ornaments.
‘Four angels reposed, with their heads on their hands, on
the triangular back of the throne. Two more at cach
side held the arms with their hands and a file of six to
the.right and left formed the main body of the celestial
watchers. In front of these stood saints.? Whilst before
-these again, in adoration of the “Majesty” of the Virgin
knelt the four bishops,® protectors of Sienna. On the
front of the hexagonal stool of the throne Duccio had
written the words: :
&“Mater. sancta. Dei. sis. Caussa. senis. requiei. sis.
.Ducio. vita. te. guia. depinxit. ita.*

This was not, however, an altarpiece intended to' be
seen from one quarter only. It was to be visible from
both sides. So having depicted on the one hand the
“Majesty”, Duccio divided the surface of the opposite
face into twenty eight paris, devoting. two thrown into
one to the two principal scenes of the story he intended
to illustrate, which was that of the Passion.® Thus start-
ing from the left, where, on a panel twice as high as iis
neighbour, he placed the entrance of Christ into Jerusa-

1 Strange that Ghiberti should
(Comment. ub. sup. p. XXVIL.)
state that Duccio here painted
the coronation of the Virgin., Va-
sari who could not find Ducecio’s
altarpiece and admits that he
knows not where it is, repeats
Ghiberti’s mistake. Vol. I], p. 166,
The Saviouris dressed in a mus-~
lin veil and violet -damask tunic
shot "with gold. The Virgin in a
red tunic shot with gold and a
blue mantle.

2 §.8. John Evangelist, Paul,
Catherine (left), John the Bap-
tist, Peter, Agnes (right).

8 To the left 8.8. Savinus and
Anganus. To the right 8.8. Ores-

centius and Victorius. The whole ]

altarpiece on a pediment 1!/, foot
high divided into twelve framcs
each filled by an apostle.

4 The a and u in caussa, the
t in te, and de in depinxit are
now obliterated.

5 It is not known that this side
of Duccio’s altarpiece was finished
as early as the other. Certainly
the forepart, or “Majesty’’, was
taken in June in procession to
the cathedral; for a charge of
12 livres 10 soldi for trumpeters
and tapers is preserved (Doec.
Sen. Vol. I p. 169); bhut it
appears from a record of a meet-
ing of the “Nove’” of Siemna
on the 28th Nov. 1310, that the
Duomo altarpiece was still un-
finished, and a separate account
without date vefers to |the pay-
ment for 38 panels of the “back
part of the tavola’ at the rato of
21/, floring of gold per panel to
Duceio, (Ibid. Vol. I, p. 178,)
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lem, he unfolded the whole of the melangholy ﬁragedy
down to the meeting of Emmaus. The central composi-
tion in the upper course is a crucifixion, and in the
pediment are eighteen scenes illustrative of the Saviowr’s
history before the entrance int6 Jerusalem, and after his
ascension. Dismembered and sawed in its thickness, so
that. the faces are now parted, the “Majesty” of Duccio
has "been removed from the high altar and placed in one
end of the transept, whilst the twenty six scenes form-
ing the opposite side, are at the end of the other.!

This altarpiece of which the greater part is'in good
condition is to Duccio what the Scrovegni chapel at Padua
is to Giotto. It serves not merelys to characterize the
manner of the great reformer of the school of’Sienna,
and show what vigour and perfectioh he introduced, but
it foreshadows the future, as it retraces the past. Con-
tinuing an old art whose types and forms’ he religiously
maintained, Duccio set an’ example from which his suc-
cessors hardly deviated; which they constantly repeated
with but slight modifications, just as the Giottesques,
after the death of Giotto, clung-to his creations and re-
peated his forms of composition and spirit of delineation.:

In the distribution’of the principal scene of his altar-
piece, in the prominent stature of the Virgin enthroned
in the midst df a triple row of angels and saints, Ducecio

t The apostles of one pediment
have been placed above the “ma-
jesty” in a straight row so that
two of the central ones are gone;
and the two ‘next on each side
are brought to a triangular form
by the projecting pinnacle of.the
central panel, The pediment of
the opposite side iz dismembered;
‘and each piece hangs separately
in the sacristy of the Duomo.
Thesg picces represent: 1. The
annunciation; 2. the adoration of
the Kings; 8. the presentation in
the temple; 4. the flight into Egypt,
these two larger than the rest
3 feet 2 by 1 foot and !,; 5. the
massacre of the innocents; 6, the

-

dispute in the temple; 7. Christ ap-
pearing to the apostles ; 8. Christ’s
sermton to them; 9. the incredu-
lity of, 8. Thomas; 10. the Mar-
riage of Cana; 11. the miraculous
draught: 12. Christ at the table.
addressing the apostles; 13. the
descent of the Holy Spirit; 14, the
Virgin ‘receiving 8. Peter and the
apostles: 15, announcing her ap-
proaching death; 16, the apostles
carrying the Virgin to the tomb;
17. the Saviour receiving the Vir-
gin’s seul, with the apostles about
in Erief and 8. Joseph lamenting;
and 18. the Virgin deposited in
the sepulchre.
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preserved the order which was considered sacred at his
time. Transforming, however, the “art of ‘his predeces-
sors, he gave to the Virgin a regular shape and good
proportions.! The drapery of her mantle is simple and
well cast, and ‘her attitude in the carriage of the Saviour
graceful and easy. The face of the latter is gentle,
plump, and regular, the forehead full and the short locks
curly. A small mouth and eyes no longer expressing
terror or immobility "in their gaze, contrast favorably
with previous efforts at Sienna. The action of the infant
is natural and kindly. The group has more grace than
majesty or solemmity, and thus, from the very rise of the
school, its chief peeuliarity was apparent. Broad mus-
cular *forms, heads generally large in contrast with
the frame, round eyes imparting an expression of stern
gravity, marked features, massive knotted hair and
beards, characterize as of old the figures of Peter and
Paul, as they stand by the Virgin. ‘A wild austerity
appears in the features of 8. John the Baptist; but face,
form and character are in the mould of the old period.
A more rational definitien of detail in the nude, in the
articulations -and extremities than hitherto, a tendency
to smalness in the latter are mnoticeable in the princi-
pal figures . and in the subordinate -ones in the pedi-
ment.? But Duccio was better in females, whose attitudes
and proportions are truer and more correct than those
of males. A feminine res8rve, a soft feeling in the long
narrow .faces in spite of aquiline profiles, gentleness rather
than grace, make them pleasing; whilst draperies of good
lines, and free from angularity, contribute by their ar-
rangement about the head and frame to an elegant en-
semble. Large oval heads with hair brushed back and
bound by cinctures, which fling the locks profusely down,
a thin neck, slender hands and fingers, betray in
Duccio a partiality for the consecrated type of angels.

— :
! Some charm is gone. owing|ing in oil not only in the inner

to the abrasion of the colour in{parts but in the outlines.

the flesh tints, and some retouch- 2 Jor jnstance Peter and Paunl,
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Yet even these are improved by softness of features or
tenderness of expression; and those whose heads may
be seen reposing so confidently on.the back of jthe Vir-
gin’s throne, are not without charm. A new feeling was
thus infuséd into the antique mould, proclucmg a novel
- character at times, disclosing the earnestness of the
struggle for a change at othefs.! Drawn in with exces-
sive firmness,s yet with’ the minutest care, the figures
reveal in Duccio the cleanliness of a Dutchman, whilst
the exquisite tracery of ornament and embroidery? prove
his taste and patience, his anxiety %o use nome but
the very choicest materials. Fused and rounded with
the utmost labour the tones combine Powelfu], colour
with lucid softness; but the verde underground exercises
_ its usual influence, peering through the lights and glazes
and lowering the general key of harmony. A certain
flatness, caused by the absence of sufficient relief, is
likewise striking, whilst at' the same time, the planes of
light and shade- remain somewhat detached.? Te re-
sume, colour was already the best feature of the school
thus founded by Duccio. A characteristic diversity marked
the treatment of male and female figures, and ornament
was tastefully but abundantly ysed.

Duccio again gave to the twentye six scenes of the
Passion, forming originally the reverse of the altarpiece,
a'clear impression of life and power, and displayed ta-
lents of a first rate order, but, had he not exhibited in
the composition, form, action and character of the persons
represented, the exaggeration peculiar to the old schools,
he would have been greater. It was.not within the scope

and the ‘other pediment apostles| ® The altarpiece has been split
(half figures). into seven and retouched along
. . the flaws; the flesh tones of some
.o b The feeblest and ilenderest heads are rubbed down as in the .
figures in the “Majesty” are the|g Savinus, the Virgin, the infant
four kneeling protectors of Sienna. | g, viour and some of the angels.
2 The Virgin’s dress in the ““Ma~]Some of the draferies, the Vir-
jesty’”” has embroideries like thosec | gin's mantle and others are also
of Cimabue and other painters of | injured,
the period.

-
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of his genius, howcever, {o preserve o simple, or equal
grandenr. Like all those whom he followed or preceded,
he had uo great mean to guide him, aud the decornus
simplicity of the Florentines wasx out of his character.
In the foanuscripts of the twelfth and previous cen urices, !
in the subordinate scenes which explain or develop
the interest of the crucifixions in early tjmes, in the mo-
saics of Monreale or the bronze gates of Ravello and
S. Raineri at Pisa, the typical compositions which Duccio
reprocuced gre to be found, and thus the leading genius
of the school of Siemma clung to the traditions wlhich
Florence rejected or altered. * Duceio’s «Christ on the
Mgunt of Olives”, is yemarkable for the samo packed
company of apostles as that of the, Monreale mosaists,
Aiffefing from it only by the additional boldness of the
atiitudes. 1lis Clhrist in limbo is the old pictwre of the
Saviour preeminent in stature, treading on he prostiate
Lucifer,, triumphant with the eross and bhayner as in the
Darberini Exultet and the Minerva MS. of 1he twelfth
cr:ntui‘y, draving the sinmers out of Ilades, whose gates
lic broken on the ground. The only change is in the
execution and the study of nature which marks the heads.
In the¢ Noli me tangere again, the Redeemer with the
triple cross and banner, crectrand colossal as in the “cap-
ture” of thoe Upper chureh of Assisi, is only worthy of at-
tention for & new effort to produce ready action. The vehe-
mence of the carly period is still marked in the Magdaulen,
whoie expression is more of grief than longing.  Duccio, in
fact, repeated the typical episode of the Barberini Faultet
at the very period when the pilgrims to Assisi might ad-
mire the beautiful conception of the subjeet which tiiotto
had left there. Nothing finer had ever been produce t in
the olden time than the “Marys at the Sepulchre,” whe-
tlier considered in reference to type or to form and action.
Duceiv eould therefore have done no better than to eopy

JURREE - o — - — —

' Tar instanes the MonoToglo, fented in the technical manner of
My, 1680 ot (o Vot e and the | the Sienncse,
Burbevini Iixnlt t (hich 8 ex. .
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it, as he ¢id, representing the angel seated .on the tomb
and poinling out the way taken by the Redeemer tu the
Marys and the Virgin, who in a dramatic and sculptaral
attitude listen to the wouls Bat, before him , the painters
of the crucifixes of S. Marta at Pisa and of Lucca, and
those of the Upper church of Assisi had sct the example.
In the deposition from the éross, where he likewise, ap-
plied the typical arrangement and disttibution known to
the painters of the 8. Marta crucifig, the founders of
the Ravello gates and the sculptors of Pisa and Lucca,
‘Duccio appreciated and did not alter a composition marked
by dramatic incident and passion, which strangely gnough
the Giottesques previots' to Antgnio Veniziano entirely
neglected, whilst they preferred, and the Siennese left out,
the Picta, a, subject admirably treated by Giotto and the
¥lorentines. Without much noW¥leness of type or cha-
racter, the Christ of Duccio has suffering features; bui
tio intelligence of form and anatomy displayed by the
puuler was great considering the period.  Still he made
ao attempt to idealize like Giotto afid contented himself
with an imitation of nature’s flesh and bone in somewhat
vchement action.  Similar force and exwggelation may be
trated in the Entombment, where the passion natural to
the mother cmbracing her Son for the last time, is ren-
dered in a degree unusually intense. The Magdalen; with
her arms outstretched towards heaven, may be studied as
the very reverse of that conceived by the Florentiunes, by
Giotto in the crucificion of the Lower church at Assisi
or ip the Pieta of the Secrovegni dmpel This figure
alone, in its vehemence, might deinonstrate that in Duccio
an accurate study of nature predominated; that physical
force was before decorous passion, religivus character” an
accessory. Old types, well presented in their old garb,
but with something beyond the old imitation of natpre, —
more could not l)egwlcqujled That this was the di cetion
of thonght in Duccio is shown in a fine composition wlire
dvamatic arrangemdnut is combined with realistic action
and o great study of nature in the development of mus-
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CHRIST'S ENTRY INTO JERUSALEM: -

Compartment from a large altarpised by Duetiogf Sicna
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cular details. 8. Peter sits in the .midst of a group, and
warms the soles of his feet at a fire.” On the left, a wo-
man points at him ‘with indignant decision, whilst he
shrinks from her objurgations, and obviously mutters the
denial. "The entrance into Jerusalem, a double panel at
the left lower angle of the altarpiece, opens the story’of
the Passion, and is a faithful jmitation of a time-ho-
noured subject, a tasteful miniature in colour and exe-
cution. The last scene of the Passion equal in sizé to
the foregoing, but occupying the centre of the altarpiece,
is the crucifixion, in which Duccio may again be com-
pared with Giotto. Here it is at once clear that the
two men were of a different, artistic fibre. The Christ
of Duccio is not the caricature which we find in Deodato
Orlandi or others of that time, but it -has not the finely
chosen form of Giotto. The body hangs supine on the
cross. It is long and ill conceived in shape as in move-
ment. Suffenng is depicted with some realism in a face
aged by pain and privation, and the high forehead and
brow are contracted by spasms, and disfigured with mus-
cular plojections. The hair streams’ wildly about. The
figure is lean, long, and withered, outlined with an evi-
dent desire’ to render the anatomy of the nude, and thus
sought out. in the parts to the detriment of the whole.
- Yet as the other figures pmtake more or less of the same
defects, there is still an unity in the picture. The four-
teen angels ‘who form a flight as of birds round the top
of the cross, are in that strangely vehement action which
is ever plesent even in the feeblest of the old models;
and this, in Duccio, is not only characteristic of the mo-
vements, but of the featires.. The nude of the thieves
is not to be distinguished from that of the Saviour, but
we may adinire the great force and realism of the figures,
and Duccio’s display of the study of flesh and muscle in
them:- Below,. the action is divided into two principal
gloups somewhat _theatrically arranged. To the left the
_Viigin, a long-and sleader form, sinks back into the arms
of the Marys and women about her, clutching as she
yoL. 1m. g _ 4
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swoons, at the Evangelist. To the right a multitude of
soldiers, and in front the priests and peoplé.

With respects to -the eighteen panels forming the pedi-
ment of this portion of the altarpiece mothing can Ibe
added to that which has already been said. Duccio ex-
hibited in this work alone the energy and power of a
man superior to all in his immediate proximity; but,
whether we consider the spirit of his composition, or his
technical execution, he was not a creator, because he re-
mained true to old typical forms and to the technical
methods which characterized ‘alike Cimabue and Deodato
Orlandi. More masterly in his work than the formeyr he
gave to Sienna a title to claim and hold the position
of a school of colour. At once the Giotto and Cimabue
of his country he was the most dramatic artist that
Sienna hed produced, being rivalled in force only by
the Lorenzetti, in grace only by Simone. Duccio’s career
closes in 1320, after which ho vecord of his existence
has beén found.! The historians of Sienna note a Vir-
gin and child by him in 8. Donato of Sienna inscribed
with the words “Duccius ‘Boninsegne de Scnis.” But
this picture has disappeared.? A fair remnant of his
manner, a small altarpiece of the Crucifixion with the
Flagellation and Entombment on the wings in the Bro-
therhood of the Madonna below the Spedale of Sienna,
-remained long a worthy example of his talent. In con-
ception, composition, forms, types and spitit, this was a
picture reminiscent of the altarpiece of the Duomo and
an interesting relic of Duccio. But in October 1860 the
sides had been removed, the centre was regilt and res-

! DollaValle (Lettore Se-
nege. Vol I, p. 69) says, Duccio
died in 1340. The annot. of Vas,
Vol. IL. p. 168 say, the latest date
is 1339, but do not prove it. They
add that Duccio had two sons
Galgano and Ambrogio, but this
" is manifestly an error, as Gae-
tano Milanesi would have noted
the fact in Doc. dell’ Arte Sen,

To him we owe the statement
that nothing is known of Duccio
after 1820. Vol. L. p. 168.

2 Doc.dell’” arte Sen. Vol. 1.
p. 168. It is proved further, that
Ducecio was not, as Visari states,
the author of the pavement in
the Sienna Duomo. Vide Rumohr,
Forschungen. Vol. II. p. 38,
and Doc, dell’ arte Sen. Vol. L.

*
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tored, and the whole so remodernized as.to deprive it
of all value. )

The Academy of Arts at Sienna, contains two pictures
of Ducdio, the first of which, a Virgin with saints and
attendant scenes, damaged and’ discoloured in many parts,
obliterated in others, is still in his manner!; the second
likewise a Virgin and child amongst saints, in which
his spirit and manner are equally visible.* The Saviour
in benediction on the central upper gable exhibits the form.
and charactér of a Christ in the topmost pinnacle of a
complicated altarpiece in the’ same style, now in the cha-
pel to the right as one enters the Spedale of Sienna.3
This picture bears an_inscription on the lower border of
the central panel as follows: “Del tempo di Mattéo di
Giovanni.” The forgery, for such it is, will ‘deceive no
one who can compare the altarpiece with those of Duccio,
and knows that Matteo di Giovanni lived between 1420
and 1495. ) :

If Duccio left pictures behind at Pisa, Lucca, and Pistoia,*
they have perished; and though Tolomei notices one of
his works,® and others are still shown at the latter
place, they may be-passed over as spurious.® '

p. 176, and that he is not the
aunthor of the design for the Log-
gia of 8. Paolo at Sienna. Doe.
Sed. Vol. IL p. 93,

! No. 28 of Cat. a triptych not
intended to close. The Virgin
enthroned holds the Saviour grasp-
ing flowers between S.S. Peter
and Paul, Two angels form the Vir-
gin’s immediate guard. In the pedi-
ment are 8 busts of saints, Above,
a coronation of the Virgin -vith
angels leaning their heads on the
throne, and saints around, In the
gable points, the annunciation be-
tween the birth of Christ, the fla-
gellation, the carringe of the
cross, the cruecifixion, the depo-
sition, and the entombment.

‘2 No. 27 of Cat. Half fignres.
ere the infant brings togother the
sides of it little dress. Right 8.8,

.
.

Pauland Augustin; left 8.8, Peter
and Dominick; above, Christ in
benediction between four angels.

3 In a central arched space the
Virgin and child are enthroned
between S.8, John Evangelist and
Agnes, John the Baptist and Mary
Magdalen, each of these being in
a separate compartment lower
than that which the Virgin oc-
cupies, The upper course of gach
of those panels is divided into
two, containing, in the centre,
Moscs barelicaded and David with
2 diadem; right Jeremiah, Isaiah,
Daniel and Malachi; left Joseph,

- Jaeob, Japhet, and Abraham. Tho

altarpiece is much damaged.

4 Vas. Vol. 11, p. 167.

5 Tolomei. Guida di Pis-
toia p. 84

¢ Three life size fignres of 8.8,

4% .
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One of Duccio’s finest works, a crucifixion, Virgin and
child and attendant episodes, second only in importance
to the altarpiece of thé Duomo of Sienna, is in the col-

lection of late H. R. H. Prince Albert;

Manchester.!

and *was at

Another picture of interest by Duccio is in the Natio-
nal Gallery -after having been in Pisa and in the collection
of Mess. Lombardi and Baldi at Florence.?2 At Cologne

~in the Ramboux collection,

Baptist and two apostles
Duccio.

the sermon of S. John
Peter and Paul,® are by

‘ r

Cotemporary with Duccio , and, like him, a patriarch

John the Baptist, James, and An-
thony the Abbot are in the Aca-
demy of Pisa as Duccio’s. Another
part of the same altarpiece, in
the Sala Capitolare of the Duomo,
representing S. Michael fichting
the dragon, a bishop and S, Rai-
neri, is inscribed “Opus Dueceii
Boninscgne filii Senensis ante
anno MCCCLVII confectum.” Nei-
ther of these parts is by the
master, but the, character of the
painting is not unlike that of
Lorenzo di Ni¢colo Gerini.

1 A small crucifixion by Duccio,
formerly in the Bammeville col-
lection, afterwards in that of the
late Mr, Bromley (at whose sale
it was sold to M*. Anthony for
250 guineas) is most important as
giving us an. excellent example
of a rare master. The composi-
tion is of about 20 figurves per-
fectly preserved, uniting all the
qualities of Duccio’s style. It
prefigures Simone’s style as it
may be seen in a -picture of
the Antwerp Galléry. A morsel
by the master is & pinnacle con-
taining the Saviour crucified, with
the Virgin and Evangelist above
o picture in the manner of the
Bicei in possession of Messrs
Lombardi at Florence. The Sa-
viour crucified occupies the centre,
with two angels above and’ the
Virgin and Evangelist below. The

left wing in two courses ecom-
Pprises the annunciation and the
Virginand child enthroned amongst
four angels. The right wing cou-
tains 8. IPrancis_recciving the
Stigmata,.bencath which the Vir-
gin and Saviour (the Saviour is
in the act of benediction) are re-
presented on & common thronce
surrounded by a choir of angels.

2 No. 666. Virgin and child be-
tween 8.8, Dominick and Cathe-
rine. Abbve, David and G- pro-
phets.

3 Nos, 68—170. No. 66 8.8, James
and John the Baptist, No. 67 the
Magdalen and 8. Dominick as-
signed to*Duccio, are by another
hand, perhaps Nicholaus Segna,

A Madonna and saints, half
length from Christchurch Oxford

was exhibited at Manchester un- °
der Dueceio’s name but his manner .

is not to be traced there.

Della Valle mentions a Virgin
and child with ineidental pictu-
res, and figures of sgints in tho
convent of Mona Agnese atSienna,
and a Madonna in tho sacristy of
S. Francesco of the same city,
but these were not signed Dby
Duccio, and the writer ecannot be
trusted in his judgment of pictures
unauthenticated by records. Del-
la’ Valle, Lettere Senese.
Vol. II, p. 75. Noither of these
pictures is noit fo be fpund,

*
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of the Siennese school, is Ugolino respecting whom there
"are no authentic records, and of whom one picture only
has an inscription without date. Vasari’s “statement that
he' died in 1349,' Baldinucei’s that he died in 1339,2
are equally anworthy of credit. It is affirmed that one
Ugolino Neri, the gmndson of Guido Guarnieri of Sxenna,_
lived at Sienna in 1317;% but another record immortalizes
also an unknown painter of 1324, Ugolino di Pietro;
arid copious evidence of the existence "of one Ugolino
Veri, a goldsmith, is in the Sicnnese records of 1329—57.%
The latter is clearly not the man whose life Vasari has
written, and Signor Gaetano Milancsi's guess, that Ugo-
lino Neri is the painter allnded to by the Aretine, is but
a guess. Nor, strange to relate, is it principal]ly in
Sicnna that we must seek the vestiges-of an artist who
not only followed the old style like Duccio; but whe ex-
aggerated it even mofe than that master. It is in Flo-
rence that Ugolino laboured most; there that his only
inseribed picture occupied an honorable place in the
church of 8. Croce, and that'a number of works in his
peculiar manner arc preserved. Ugolino, during his stay
at Florence, was employed by the Franciscans of 8. Croce’
to paint a picture for-the high altar of that church, and
as Arnolfo did not begin the edifice till 1294, we may
assume that Ugolino’s .work was subsequent to that date
Again, as there is reason to believe that Ugolino executed
a Madonna on a pilaster of Orsanmichele,® as this build-
* ing was crected by Arnolfo in 1284, and the so-called
miracles of that Virgin took place in 1291, we may form
some opm1on as to the period’ about which Ugolino
painted in Florence. _

The altarpiece of S. Croce was a truly Siennese pro-
duction, in form, with the. Virgin and child enthroned
in the centre, saints and apostles in'higher'courses, and

e e e b ——

i Vas. Vol. IL. p. 22, 4 Notes. to Vas, Vol. II.
? Baldinucci, ub. sup. Vol.| & Doc. Sen. ub. sup. Vol II
1V. p. 125, p.p. 2489,

8 (iaetano Milanesi. Della Vera| 6 Not that which now hangs
Etd di Guido &ér ub. sup. p. 9.|there.
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scenes from the .passion on the pediment, the whole
signed “Ugolino de Senis me pinxit.”! Like most pic-
tures of that fime; the altarpiece of Ugolino was with-
drawn from' its place of honour, and stowed away. " It
remained unheeded for centuries in the dormitory of the
convent, where Della Valle saw it,2 and having been
sold for a song found its’way in fragments into the Ott-
ley: collection. Three panels of apostles in couples, two
single figures of saints and six parts of the predella, ex-
clusive of the central Virgin and child, are in the col-
lection of the Rev. John Fuller Russell near Enfield, and
were exhibited at Manchester.3 In these a colour.and ~
technical execution like those of Duccio, Simone and other
Sienngse, may be.traced. The figures are long and bony,
the movements more vehement and exaggerated, than those
of Duccio. Following' this ‘trustworthy guide one may
assign at once to Ugolino an altarpiece with half ﬁgures
of the Vlrgm between four saints, w1th the Saviour in
benediction between four angels in the pionacle now in
the Ga,llery of M. Rambouk at Cologne. (No..31—37.) It
is a picce showing the passage from Duccio to Simone
and the Lorenzetti, and perhaps less sharply contrasted
in tone than the foregoing. .

A crucifix, in which the Saviour has seven -fect of
stature, at the Servi of Sienna, is assigned to Stefano
Sassetta, a painter of the fifteenth cerrtury. It is true, the
manner approaches to'that of Sassetta, yet the painting
seems to be of an older time and of a style such as we
find in Ugolino.* '

1 Centre, the Virgin and child Lett Ben,
enthroned between six half length

gaints. Upper course, six panels

2 Della Valle,
Vol. IL. p. 202.
8 Two half lengths of 8.8, An-

with two apostles in each. Gablo
points, with each a half length
of a saint. Pediment, centre, the
Virgin and child, with compmt-
ments at each side containing the
Lagt Supper, the Capture, the
Flagellation, Christ’s carriage of
the cross, the Deposition and En-
tombment.

drew and Bartholomew (somewhat
abraded), pinnacles from“the same
altarpiece were in the late. M,
Davenport Bromley’s collection at
Wootton,

4 In the crucifix at the Servi
is a small figure at the base, of
a monk in prayer. A crucified
Saviour at the Academy of Sienna
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To him may be assigned the repainted heads of the
Virgin and child by Guido in S. Domenico of Sienna;
the technical style of the restored parts being more re-
miniscent of his comparative adherence to old methods
than of Duccio.

A damaged altarpiece in the Siennese form. with the
Virgin and child énthroned between four saints, the Sa-
viour ahd saints in the gable points, the Ecce Homo and
saints in.the pedimenty! is preserved in the sacristy of
S. Croce at Florence, and is like one df his works. ’

The colo_ssal Madonna in the tabernacle of Orsanmichele,
with the infant on her knee, caressing her, and holding
a bird, and the glory of cight angels, of whom two in
front wave censers, have characteristics of the close
of the fourteenth century, and something of Siennese pecu-
liarity, and Lorenzo Monaco is much more likely to have
painted them than Ugolino.? Nor must it be forgotten,
that Vasari does not protend that Ugolino produced a Vir-
gin on panel at Orsanmichele, but that he executed it-
on a pilaster, a siatement in which he is confirmed by
the testimony of Villani. : .

A coronation of the Virgin with the usual choirs of
angels and saints about the throme is exhibited in the
Academy of Arts at Florence under Ugolino’s name,3-
and supposed to be the original referred to by Vasari as
having been painted for the high altar of S. Maria No-
vella. But the style is that of an inferior artist of the
_time of Agnolo Gaddi.

(No. 42 of Cat.) is flanked by
‘figures of the Virgin and Evan-
gelist. The Magdalen grasps the
foot of the eross, the draperies
of all the figures, the.whole of
the Magdalen are repainted. A
Calvary at the Louvre is the usual
composition with the Evangelist
on one.side, the Virgin fainting
in the arms of the Marys on the
othar (No. 212), .

.1 Of the four saints at the Vir-
gin’s sides, one a 8. Jehn the
Baptist, another 8, Irancis show-

ing the Stigma at his side, The
Saviour in the gable point is in
benediction between S.S. Anthony
of Padua, Peter and Paul. An
angel is on guard at the extremos
of the line. The Tece Homo in
the pediment is between 4 saints,
one of them S, Louis.

2 Lanzihasno doubt that Ugolino

"painted this Virgin. Vol. I. p. 276.

3 No. 1 of Cat. Galerie des
anciens tableaux. “
4 Vas. Vol IL. p. 21. This

altarpiece was removed by the
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Vasari, finally alludes to a crucified Saviour,-a Mag-
dalen and Evangelist, with two pairs of kneeling monks
at the sides executed by Ugolino for the chapel of Ri- -
dolfo- de Bardi at 8. Croce.! No such picture exists
there now. - . '

Another painter of the early school in Sienna who re-
mained partial to the oldest forms, ahd who is conse-
quently related to Ugolino rather ‘than to Simon¢ or the
Lorenzetti, was Segna, who is seid to have finished for
the Biccherna in* 1305—-62 a picture, part of which,
with his signature, is in the Academy of -Axts at Sienna.
A better, -and hitherto unknown, example of "this master
is a “Majesty,” with the usual garland of angels about
the back and arms of the throne and four miniature
donors kneeling in the foreground, in the church of Casti-
glione Fiorentino at no great distance from Arezzo. This
picture, in the same form as the Majestys of Cimabue at
the Rucellai and Louvre, bears an inscription hitherto
"concealed by the beading of a black frame to the fol-
lowing effect: .

~“Hqc opus pinxit Segna Senensis.”

The infant Saviour standing, draws together a yellowish
-veil that covers his mother’s head, and with his left hand
kecps his'own little red mantle about his neck. A certain
majesty marks the Virgin’s form and proportion, and the
face, though of no new type, but_,oval, broad at the
brow and small at the chin, is enlivened by large but
regular eyes. Sharp and precise lincs confine the ‘parts
and mark the.details, a wrinkle uniting the brow over a
long nose somewhat depressed at the end. A fairly pro-’
portioned neck supports the head, whose ‘drapery is co-.
vered by the yellow veil. Thin long fingered hands have
an additional peculiarity of the Siennese, thumbs resting on
no muscular base and having no apparent bond with the
rest of the parts. Aged features, yet plump cheeks and
swelling lips, a high round forch_ead, gazing eyes, and round

Dominicans, as theirs was by the{ Vas. Vol, II, p, 22. .
Camaldoles of the convent of the | 1 Vas. Vol, II. p. 22, .
Angeli, for the sake of substituting| 2 Vide annot. to Vas. Vol. IL
one by Allori. Yide annot. to|p, 165



Cuap. II. CSEGNA. 51

balled nose, are marked in the Saviour, whose nude form
betrays incomplete anatomical study in Segna. The toes are
lined as if on lifeless blocks in.the old style; but the dra-
pery is broad in fold and richly shot with gold lines. The
two angels, resting their heads on the back of tlie tlnone,
now usual in Sienna, are here, one of them all but gone;?
but the forms and features of the celestial messengers , of
whom six surround the Virgin, arc old and ugly,® the eyes
being large and open, the underlips overhanging and the
necks slender and lon§ On the extreme angles of the
foreground . Glegmy, with a diadem and book, a feeble
figure of angular forms, and S. John the Baptlst with a
protruding lower jaw, stand guardians of four donors, whose

names are inscribed beneath their kneeling figures: Mona
Vanna to the left behind her husband Goro di Fino, Mona
Miglia to the right behind Fino di Bonajuncta.? This well
preserved and most intercsting example of Segna shows that
the master practised the methods common to Ugolmo whose
soft and lustrous surface he equalled.’

At the top of the stairs leading into the convent of
S. Francesco in (Jastel Fiorentino a not ungmceful Ma-
donna in Segna’s manner may be scen. There is, how-
ever, some affcctation of singularity in the Virgin's man-
ner of "holding ihe infant with her hands between his
legs, and the frame of the child is colossal and ill de-
signed.

A Jlarge crucifix in the Abbey of S. Fiore at Arezzo
Teveals the same hand; and the star formed panels at
the base and summit of the cross arc like those of the
crucifix at the Servi at Sicnna. '

Begna’s inscribed works at the Academy of Sienna®
.are four panéls representing the Virgin, S.S. Paul, John,
Evangelist, Bernard and another saint, sll in'thc lean
character [peculiar to the master, fine in drapery,
and not without an intention of grace in the move-
ment ‘of the Virgin. Time has, however, much injured

—_— —_— - ———

1 That to the left. 4 This picture is 9 £, 2. high

.2 The two angels next to those by5 4I£ Zome places the fallen

16.“"."15 on the back of the throne | .4 exposes and hardeds the
are injured, parts

8 At the extreme loft, 8 No. 29 of Cat,
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the flesh surfaces. Originally executed by Segna for the
Abbazia di S. Salvatore alla Berardenga it is signed on
the sword of S. Paul withthe words:

. “Segna me fecit.’’?!

- In the National Gallery, is a well preserved panel
by Segna of the crucifixion between the Virgin a.nd S.
John.?

Two: panels in the same gallery representlng S.S. An-
sano and Galgano and executed by Segna, according to
the catalogue, for the Palazzo Publico in 1314, are less
characteristic of his manner -than other unauthenticated
productions.3

To conclude with other pwtures which have the ap-
pearance of a continuation to those of Ugolino and Segna,
one may notice in the Academy of Sienna a crucifix dis-
posed in reference to the figures like that of the Abbey
of 8. Fiore, but darkened, and slightly damaged, as-.
signed to one Masarello di G1gho, with the date of 1305,
but evidently of a later time.4 A Virgin and child of this
collection stated to be by Gxgho, a painter of 1249, illus-
trates the well known mania of antedating pictures.® The
style of this work is of the fourteenth century, and re-
miniscent of Niccola di Segna, of whom something may
be said in this place. e is the author of a crucifix in
the Academy of Sienna arranged like that jpst. mentioned
and inscribed: ,

“Nicholaus Segna fecit hoe opus MCCCXLYV.”6 -

Though here we fund ourselves in the middle of the
fourteenth century, the execution and technical method is
the old- Siennese of the thirteenth century, the Saviour’s

e

of the transverse heam. Another
erucifix with similar figures, but
much damaged, may be scen in
the Seminario Vescovile at Pienza
near Sienna, and is by the same
hand as the crucifix in the Aca-

{ In 8. Francesco of Lucignano
in Valdicchiana, an altar to the
right of the entrance is adorned
with a Virgin and child in the
character of Segna,

2 No. 567.

8 Nos, 31 and 32 of Cat.

4 No. 27 of Cat. With the Sa-
viour in benediction above, the
Virgin and 8. Jokn at the ends,

demy.,

® Vide ante, Giglio. No. 32 of
the Cat.

8 No. 70 of Cat.
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head resembling in size that of Ugolino at .the Servi, but
being more erect as regards the figure™

An altarpiece in the Sacristy of the church of S. Chiara
at Borgo S. Sepolcro, representing the Resurrection and
various saints, with a predella -containing five scenes
from the Passion, is executed in a manner not unlike
that of Nicholans Segna and would tend to prove that
this artist studied the forms of composition peculiar to’
the Lorenzetti.2 There .is mention of another son of
Segna, Francesco, who painted in 1339 a picture for the
Loggt of the’ Palazzo del Comune al Bagno di Pe-

triuolo.3

L]

1 A quiantity of pictures by Nicho-
laus Segna assigned to abler mas-
ters may be traced in various
galleries. It may be sufficient to
note at Cologne N°s, 38-tq 41, 66
and 67 of the Ramboux collectlon,
the first assigned to Lorenzetti,
the last to Duccio.

redella apart from the

.2 The
tI];e altarpiece with five

rest of

pinnacles, hangs to the parapet 6f
the organ loft. Thg painter, if he
be Nicholaus Segna, was no very
correct one. The Saviour issuing
from the tomb’ is energetic in
aspect, but the execution is coarse,
the extremities ill drawn and the
verde shadows very dark.

% Vide Gaetapo Milanesi Sto-
ria Civile ed Artistica, ub. sup.
p. 90.
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CHAPTER IIL
SIMONE MARTINI.

“Petrarch, sighing through two hundred sonnets,” sings
the chayms of Laura, and soaring high in:realms of fancy
imagihes” ‘her in paladise, whence “Simon” brings her
likeness down to earth,” conwncmg humble mortals of her
celestial beauty, and giving her all but voice and intellect.
It is, in humble prose, that Simone, the great but affected
delineator of female beauty, one day retraced, with art
more perishable than the rhyme of Petrarch, the charms
which were the joy and torment of the poet’s life.? Yet
Petrarch when content to let the muses slumber and drop
the classic contrasts of Pygmalion’ and Polycletus, gave
Simone his proper place amongst the artists of his country.
“] bequeathe, he said in his will, my picture. of the
Virgin by the noble painter Glotto, whose beauty, un-
intelligible to the ignorant, is a wonder to the masters of
the art;”? and in his letters, ‘I have known two painters,
talented both, and excellent, *Giotto of Florenco whose
fame amongst the moderns is great, and Simone of Sienna.”

Simone, second only to Giotto, and famous still after
the Florentine had been consigned to the grave, was born
in 12831 and was son to one Martino. Xe married, in 1324,
Giovanna the daughter 6f Memmo di Filipuccio a painter:®

»

! Le Rime @i Francescolannot. by Jo. H. Acker. Ru-
Petrarca. Vol. 1. Milan 1834.|dolstadt 1711, 12° p. 7. -

12°. Sonnets XLIX and L. p. 7. 3 Opera. Vol, IL p. 725. Epist,

17, 1ib. V.
2 The passage is in Vas. ub. i
sup. Vol. 1. p. 336. But see the Vas. Vol. IL p.p. 96 and 98,
whole will in Paul Manutius,| © Doc, Sen, Vol. I. p. 216.
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His relation by marriage to Lippo, Giovanna’s brother,
eontributed to the error of Vasari who calls him Memmi,
whilst no excuse exists for the assertion thiat Simone was
a disciple of Giotto.! Without pretending to -deny that
the two greatest painters of their age were acquainted
with each other; without contradicting the assertion that
Simone visited Rome, one may assume that Vasari erred in
saying that he was Giotto’s pupil. Simone is obviously
the follower of the purely Siennese manner improved by
Duccio; and this is clear from the earliest of all his frescos.

The Hall of the Palazzo Pubblico at Sienna is adorned
with a wall picture enclosed in a border of medallions and
shields, behring the arms of the Comune and people.
It 4s.a vast piece whose total appearance -<leaves the im-
pression of a tapestry or of a magnified miniature. The
_Virgin, wearing a diadem over her veil of blue, sits on a
throne and gracefally calls attention by a gesture of her right
hand to the infant Saviour standing on her knee and sup-
ported on her left arm. Her ample dvess, minutely engraved
with golden arabesques, luxuriously and somewhat studiousiy
clothes a form more feminine and elegant than majestic. A
certain affectation clings to her and is perceptible in the
movement of the frame, as well as in the action of a heaatiful
hand. The guardians of her throne, angels and saints, are
grouped by her side. On her right S. Catherine looks up
to her, next her, S. John the Baptist with worn features and
straggling wavy locks, then S. Agnes with her head aftectedly
.bent, and carrying the Lamb, the Archangel Michael, a
female with a burning heart and $. Peter holding the keys
stand foremost, whilst, in the same order, an angel and six
saints form a more distant rank. To the left, a female saint
also in a diadem, 8. John the Evangelist, S. Mary Magdalen,
the Archangel Gabriel, a third female saint, and the apostle
Paul with his sword stand similarly in front of an angel

! This thoory is started by Va-| gen. Vol. I, p. 92) seems to think
sari and finds an cager follower|that Giotto’s example inelined
in Baldinucci. But cooler criti-|Simone to modify old Ghristian
cism rejects it as absurd, Baldi-|types by a coutemplation and
nucei, to give hiscase a semblance | varied rendering of nature and
of reality being obliged to fling|life. Ghiberti does not say that
back the birth of Simone into{Giotto was Simone’s wmaster and
remote years of the 13'h century.!he ‘was properly silent on the
Vide Baldinucei, ub.aup. Vol. | subject. '
1V.p.240. Rumohr, (Forschun-
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and six others. SS. Pail, Peter, the two S. Johng and four
of those in rear, carry the poles of a canopy which over-
hangs the group. Atethe Virgin’s feet, two angels kneel with
offerings of flowers. S. Crescentius and S. Victor are on
their knees on one side, S. Savinus and S. Ansanus on the
‘other.! In a medallion in the centre of the upper frame
the Saviour stands in the act of benediction between Isaac
and Moses and David and Jacob in similar ornamental
spaces. The four Evangelists are at the corners, three-pro-
phets in each of the vertical sides. At the centre of the
lower frame, a double headed figure with an octagonal nimbus,
in the sides of which the seven cardinal virtues are depicted,
holds up with one hand a scroll on which the Decalogue is
written, and with the other a scroll also on which are
the seven Sacraments. In two small medallions on each
hand are the .two sides of. the Siennese coin with the«in- -
scriptions= “Sena Vetus civitas Virginis”, and ‘“Alpba et
Omega, principium et finis.” In the centre of a second border
below the first and interrupted by two medallions, one of
which is adorned with a Virgin and child between two angels
with candelabra, is the following partially obliterated:

“Mille trecento quindici vol ...

Et Delia avia ogni bel fior spinto ...

Et Juno gia gridava i’ mi rival ...

S5 A. MAN DI. SYMONE ....?

S. Jerom and’S. Gregory on one side of-the double

headed figure in the principal border, S. Augustin and a
saint whose form cannot be traced, form the total of the piece.

This is an interesting fresco not merely because it is
certainly by Simone but because it seenis to have been.

.

! On the pediment of the Vir-|Responsio Virginis ad dicta
gin's throne are the following Sanctorum, ‘
words: Diletti mei, ponete nelle meti,
Che 1i devoti vostri preghi onesti,
*Le angelichi florechti rose e|Come vorrete voi fard contenti.

. gigli Ma sec i potenti & dehil fien mo-

Onde ¢’adorna lo celesto prato, lesti,

Non mij dilettan piu ch’ e buon|Gravando loro o con vergogne o
consiglii " danni,

Ma talor veggio chi, pei proprio|Le vostre orazion non son per-
stato, . questi .

Disprezza me e la mia terra in-|Ne per (ualunque la mia terva

> guanna. inganna.” .

2. quando parla peggio e piu| 2 The medallionto the right is

lodato gone with the intonaco which

Qon ciaschedun cui questo dir|held the close of the lines of the
condanna. ingeription. ’




Crrar. TIL. FRE§COS AT SIENNA. 63

—

found necessary in Simone’s oiyn time to cut out and to
renew cight of the heads of the principal figures.! The
life size apostles and saints-in the “Majesty”, the S. Peter
and archangels, characterized by the attitudes and draperies
which distiguish them in later pictyres of Simone, the eight
renewed heads, displaying perhaps more affectation of
grace than the older ones, particularly the S. Catherine
and her companion with the diadem, all these figures aré
executed by one man, and point to the natural conclusion
that Simone was obliged to restore a work which he had
originally completed.? The Virgin, the infant, of unusudlly
slender frame, are the. finest part of the picture. The
head of the fornfer in’its tenderness and regularity, that
"of the latter in the form which remained characteristic
not merely of Siinone, but up to Taddeo Bartoli, are
pleasing, and an undoubted -improvement on those of
.Duccio. Simone conceived the infant plump and round
cheeked, with a pouting lip, a vast forehead, short-curly

t These are the heads of S.
Ansano, the two angels offering
flowers, S, Creseenzius, S. Cathe-
rine, the female saint in a dia-
dem opposite to her, and the Vir-
gin and child. The incisions and
joints of the new intonaco are
distinctly visible in these heads
which are well preserved, whilst
in those of $.8. Savinus and Vie-
tor the colours are almost gone.
The hands of S. Peter have been
retouched in the 16'® century ; some
other heads have been injured by
repainting and the picture in ge-
neral has lost the brilliant nature
of fresco from damp and restor-
ing. The left sido of the picture
is that which has boen most es-
sentiully damaged, particularly
by damp, the saints and medal-
lion figures Dbeing reduced to
more ontlines, shadowed with a
reddish Dbrown preparation. No
one will hesitate to admit that
the eight heads rencwed ont fresh
intonnco were executed .by the
artist who had already painted

the whole pictures because the
‘same character is displayed in
the medallions which are the
oldest part of the fresco, and the
new heads. In the Saviour who
gives the benediction, the spec-
tator will find a clear continua-
tion of the 'style of Duccio, and
the manner of Simone as exhibited
in other works produaced at a later
periotl. The head of the Redeemer
like those of the ueighbouring
prophets, exhibits the same cling-
ing to old types and forms of ex-
pression, the same muscular de-
velopment and large gazing round
eyes as marked the previous efforts
of Duccio. But the type of the
Redeemer is sq far improved thpt
it is less aged, more natural and
animated than of old.

2 Ghiberti clearly assigns the
whole fresco to Simone. “Di sua
mano e nel Palagio, in su la Sala,
una nostra Donna col fanciullo
in colly e con molte altre figure
intorne.” Comm. ub. sup. Vot. I.

Vas. p. XXV. :
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locks, and a glance more threatening than kindly. e.
clothed him in a rich dress and thus brought the art to
a point .where it seems to claim admiration more by
richness and copiousness of ornament than by simplicity
or becauty of shape and features. The graceful female
saints reveal the tendency common to Duccio and Simone,
to contrast the stern gravity of males with an excessive
tenderness in the other sex. A most careful execution
maxks every portion of the work which can scarcely be
criticised as to colour.! The composition, too, has the
defects .of Duccio_and is distributed without the perfect
balance of the Florentines. It betrays a wish or the
necessity under which the artist labouréd, of preserving
old forms of arrangement dictated no doubt by custom.
Many writers have ventured to doubt the originality of
this fresco, and pretend that the author was one Mino
who is recorded not only to have painted in 1293 and
1303, but to have detorated the council hall of the Palazzo |
" Pubblico of Sienna in 1289 with a Virgin Mary and saints,
for which hg rececived twenty seven livres.? - The smallness
of the price might have suggested the possibility of an
error; for Simone received in 1321 the same sum cxactly
for the mere vepainting of eight hecads;® but that Mino
is not the painter of the “Majesty” in the present council
hall is clear on many grounds: ‘

Previous to 1288 an edifice on the public square of Sienna
was used as an excise office for oil .and salt and being’
inhabited in the upper stories by the authorities. of the
mint or Bolgano and by the Podesta, was called the Palazzo
del Bolgano. In 288, as appears from the records of the
Consigli della Campagna and of tho Biecherna,! it was

1'Where theintonaco has dropped,
a5 in the medallions of the frame,

tio communis in Consiglio, pro
complemento XX VII qux: debebat
Archiv,

the original preparation appears,
not in verde but of a Drownish
tint marking the outlines and
shadows.

2 1289. XII. Angust. Item XVIII
libr, Mag. Mino pintori pro suo
salario quia depinxit Virginem
Mariam et alios sanctos in pala-

habere pro dicto opere,
Bicch. of Sienna, in Gaetano
Milanesi, Della vera Eta di
Guido Pittore Senese ub.
sup,

3 Vide infra. .

4 Records duc to the research
of Avvocato Regoli of Sienna.
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resolved that the Palazzo del Bolgano should be trans-
formed into the Palazzo Pubblico, and that for that purpose
contiguous, houses should be purchased and appropriated.
Between 1288 ahd 1297 the necessary steps were taken for
this purpose; and in 1297 the edifice was rebuilt and enlarged,
specially in that' part which is occupied by the present
council-hall. Mine therefore, when he painted a Virgin and
saints in 1289, Guido Gratiani, when he executed, likewise
in the Palazzo Pubblico, a Madonna in 1295, did not
labour in or for the present council-hall, for the obvious
reason that that hall was not in existemce. It is also in
the records that the comune of Siepna held its council up
_to 1284 in the old- Palazzo del Bolgano, where no doubt
Mino's virgin existed. ~ Tizio, whose MS. history of Siemna
is still extant, further declares that the Sala del Consilio,
in which the “Majesty” is~depicted, was finished in 1299;
but, that even at that tinre, it remained without its present
pictorial decorations is cleai from the traces which still exist
proving that important changes were made even later. That
these occurred-about 1311 is authoritatively stated in the re-
cords of Sienma. Any one who now .chooses to exhmine the
wall on which Simone’s fresco was painted in 1315, will re-
mark that it had undergone repairs and alterations before
that fresco was executed. Beneath the intonaco on which
the lower border is painted, there are marks, to the right,
of an qpening two feet six in breadth, walled up and
forming originally an arch in part- extendifg within the
lower edge of the fresco. Another opening, about four
feet in breadth had been likewise filled in, and extended to
a spot above the inner border of Simone’s frescd, cutting
with its curve the inscription beneath the feet of the
Madonna and taking in part of the medallion of S. Gre-
gory. The inscription of Simone is on the newly walled
space; and thus every thing points to the fact that Si-
mone painted the fresco in 1315. It is distinctly recorded
that in 1321 he was paid twenty six livres for the renewal
(veactatione) of the “Majesty”,’ and erities inquire, how it
could be that in six years a frosco should require repair. But
many causes might have rendered such a course necessary,
and amongst them chiefly the effect of damp upon the fresco
and an eruption of salt on the.lime of the intonaco. Dr. Gaye
lays great stress upon a petition of 1316 for the rescue
from the effects- of fire and smoke of paintings irl the Sala

! Doc. Sen. Vol. I. p. 217.
voL. 1. ' 5
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or “curtem domus” in which the Podesta lived and todk his
meals.! He assumes that the hall here alluded to is the
Sala del. Consilio; but it is now known that tlie Podesta
inhabited quite another part of the building, antd it is not
likely that he should dwell or eat in a Hall where the chief
magistrates met to deliberate and distribute justice.

No doubt can exist but that even before 1315 Simone
was an_artist of considerable powers and name, not only
at Sienna but, throughout the continent of Italy. Robert -
of Naples who, gs Duke of Calabria, had been in com-
‘mand in Central Italy during the early part of the fourteenth
century,? -was portrayed by the Siennese master. After the
death -of Louis, bishop of Thoulouse, Simone represented
him crowning his brother; and the picture, of life size fig-
ures, is still at Naples, in the ‘church of S. Lorenzo Mag-
giore. Should it be assumed however that.this interesting
pieee,. which bears no date, was executed some years
after the incident which it illustrates, records of certain
authenticity declare how, in 1320, Father Petrus, a friar in
S. Catlierine of Pisa caused a picture to be paintéd by
Simone for the high- altar of his church.® The work "
authenticated by the master’s signature was dismembered
after the retirement of the Dominicans from S. Catherine
of Pisa, but its parts are preserved and independently of
the poetic praise of Petrarch they would suffice to establish
the lasting fame of Simone. .

In a course of seven compaitments he represents the
Virgin and child, (the latter clutching at the bosom-of the Vir-

! Gaye, Cavteggio. ub. sup.
Vol. II. p. 429,

2 In 13056 he commanded
Florentine forces. .

3 “Frater Petrus conversus.. Ta-
bulam pretiosam procuravit fieri
majoris altarig.” Cron.del con-
vento di S, Catering de Risis.
Archiv, Stor.
Executed in 1320 by Simone, says
Bonaini, who proves the fact by
record, note to same page, and in
Mem, Ined, p. 38, where he quo-
tes from the Annal. mss. 8, Cat.

the

Vol. VL. p. 500.]

of Pisa. “Frater Petrus &e. Ipso
etiam urgente ct instante, tabula
quac nune est in Arn majori ibi
posita fuit anno 1320”7 I urther
“Frater Thomas Pratensis ab anno
1320—24 praefuit. Tempore suo
statuit tabulam in majori ara manu
Symonis Senensis.” Thisaltarpiece
seems to be that which Férster
(Beitriige ub. sup. p.p. '167 and
following), describes, carefully ab-
staining to mention where it is, —
pardonable precaution in a col-

lector,
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gin’s dress), between saints.! An upper course dividing each’
.panel into two niches is devoted to archangels and apostles. |
The gable points are decorated with a central figure of the
Retleemer holding the gospel and in the act of benediction and
six prophets. The centre of the pediment, divided into three
parts is filled with an Xcce Homo between the Virgin and
S. Mark, whilst in twelve similar spaces, equally divided at
the sides, stand various male and female saints.?

Graceful as the Madonna appears with the infant Sa-
viour, on her knee, the female saints at the sides are
«still more so.” Nothing more elegant has been produced
by Simone than the slender and bending figure of the
Magdalen delicately holding.the ointment cup in the tips
of her veiled fingers, nothing finer than the red- drapery
lined with green and falling from her gently inclined
head. Finer still, and noble as well as graceful, is the
S. Catherine, whose fair proportions, regular soft fea-
tares and natural attitude are not surpassed in any
subsequent effort of the master. Her. gentle motion and
tender air-enhariced by a diadem and veil covering her
chestnut hair, by a pale yellow dress all spangled with
delicate gold tracery, her fine and regular hands, one of
which plays with a book, are truly admirable.3” Amongst
the saints, S. Peter Martyr in the Dominican dress with
a cicatrix on his head, S. Dominick with the lily and gos-
pel,* are fine. S. John Evangelist, youthful and beardless,
is an improvement on the old type, whilst the Baptist. with
his straggling locks and beard, his meagre and emaciated

. -

1 8.8, John Evangelist, Mary
Magdalen and Peter Martyr, John
. the Baptist, Catherine of Alexan-
dria and Dominick, .

2 §.8. Agnes ahd Ambrose, Tho-
mas Aquinas and Aungustin, Gre-
gory the great and Luke, Stephen
precursor ard Apollonip, Ursula
and Lawrence, Nicholas and Mary
Magdalen, Six of the principal
panels with their upper course
and pinnacles, rescued from a dan-
gerous situation in a billiard room,
are now in the library of.the Se-
minario Vescovile, of old 8. Cathe-

rine of Pisa.The seventh panel con-
taining 8.S. John the Baptist, Paul
and James, and the whole ‘of the
pediment are now in the Academy,
one part containing S.8. Ursula
and Lawrence being from the Or-
fanotrofio and the rest from S.
Catherine. On a border, beneath
the central group of the Virgin
and child, are the words “Symon
de Senis m. .. Pinxit.”

8 The hand with the book has
been, retouched.

4, The hand is damaged as well
as the background and nimbns.

o* o
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“face and form, is but s repetition of a well known mddel.t
The Archangels, in the upper course are striking for their
long and lean shape,? the Saviour in the central pmnacle,
for a thin frame. A youthful face;, broad at the cheeks,
with hair clinging to the head #ll it falls on the should-

~ers, a lock on the forehead are noticeable. The dra-
peries are fine and simple and. the type expresses a soft
tenderness without the weight or noblé gravity of Giotto.3

The Ecce Homo of the pediment is Iikewise noble, but
only an improvement of the older mask in the Italian.
schools of past ‘centuries, still however soft in character,
though of sharp proﬁled features. 8. Agnes, in ‘her
yellow dress shadowed in red, is, one of Simone’s usual

graceful females.

This picture’ does not allow the spectator to- forget that'
Simoné was 1mperfect in expressing the idea of relief,
but the tones are the most powerful, and at the same time
the lightest that he-ever produced on'panel.*

Whilst Simone was thus sending in 1320 ‘a vapital ex-
ample of his talent to the Domlmcans of Pisa, he executed
a similar commission about the same time for another Do-
minican convent; and it is on record that Trasmundo the
predicant blshop of Savona caused an altarpiece, represent-
ing himself kneeling before the Virgin with attendant
saints,® to be painted by Simone for the high altar of

3

1t He holds a double ecross in
his left and raises his right arm.
Thé finish is g0 minute that the
hairs on the flesh are given. He
wears the camel's hair vest and
a red mantle the lights of which
ure the white ground of the panel.
? This is a type and form which
may be found repéated in a pic-
ture of the Sienna Academy, pro-
ving the connection between Sien-
nese art and that which distin-
guishes the frescos assigned to
Taddeo Gaddi at the Cappellone
degli Spagnuoli in 8. Marja No-
vella at Florencé and the frescos
falsely assigned to Simone at the
Campo Santo.

8 Note' the perfect horizontal
straightness of the line of lower
eyelids.

4 The draperies are coloured
in vivid keys and excessively

 transparent where the nature .of

the tint allowed the white ground
to appear. The Iuxitious plenty
of gold ornament -and tracery
is excessive’ and extends to the
decoration,of the frames. An im-
provement, as regards type, upon *
the old forms preserved by Ducuo,
the picture is executed with per-
fect finish,

5 The Virgin and child between
S.8. Mary Magdalen, Peter, Paul
and Dominick (balf lengths).
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S. Domenico of Orvieto.! The picture itself now in the
_Fa.bbrjcieri@ of the cathedral® without its pediment or pin-
nacles, is inscribed: . . .
“.....n de.Senis me pynx.t.....D. MCCCXX...”3
The peculiar grace of the school is conspicuous at a
high standard in' this piece which illustrates Simone’s care
in renderinig figures¥on a small scale on panel. The af-
fectation of-attitude and action so marked-in larger pro-
ductions is not apparent, and nothing can exceed the min-
- .uteness with which the hair outlines and:the details of
locks and beard are realized, . The dresses, in strong
primary harmonies, are of the best kind and the colour,
though slightly abraded in the flesh tints, is admirably
fused in the verde, leaving still however a sense of fldt-

ness and general lowness of. key.

t MS, Chron. Ined. ex-convent
of 8. Domenico, at Orvieto. Tras-
mundo, was of the Monaldeschi
of Orvieto. He paid 100 florins
for the picture.

-2 It had been to Paris and back
at the great Peace,

3 Tt is doubiful whether the date
may not be 1321.

Simone in a graceful marner
and after a fashion glready usecd
by Duccio presents the infant
on its mother’s arm holding the
orb and scroll in its left (with the
words “Ego sum lux mundi”) and
drawing together the sides of its
mantle with its right hand, Mate-
rial affection beams in the soft
and regular featurés of the Virgin,

entleness in her slender figure,

The glazes of the Virgin’s head
ave slightly abraded.) The green
lining of a blhe mantle peeps
outward as it falls in folds from
her forehead, which a transparent
muslin- partly veils. .The more
ovalface of the Saviour discloses
the character of age peculiar to
Duccio more than Simone’s pre-
vious one in the Sala del Censilio
at Sienna. A certain gravity and
weight, some humobility charac-
terize the form, owing no doubt

to the purpose of impressing o
the spectator the idea of Christ's
majesty. The austere features
of 8. Peter with the book and
keys at the Virgin’s side are
the traditional ones (S. Peter
wears a yellow mantle over a
blue tunic and the papal stole,
Small portions of colour in this
figure are gone.), whilst the Mag-
dalen mnear him contrasts as
usual by a figure full of grace, a
slender neck, a pleasing round
head, and delicate hands protected
from contact with a vase of oint-
ment by a transparent veil. A
red mantle drops from the head,
like that of the Virgin, in well
turned folds, With her right hand
she recommends the Lkueeling
miniature of thé bishop of Savo-
na, orozier in hand and mitred,
in prayer at her feet., S. Paul
with the book and sword has the
long face and pointed beard of
the old models. (The upper part
of this figure ig injured.) The
nimbus of the Virgin and that of
the infant, engraved with the usual
scriptural passages, the beauti-
fully stamped ornament of the
trefoil drches over each figure
disclose the patient care and
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Nor was this_the only picture which the master pro-
duced for 01v1eto, a city as remarkable for the possessxon
of great Stennese examples in architecture sculptule and
painting as Assisi had been for Florentine works. Another
Virgin and child; under a trefoil arch at whose sides two
a.ngels1 are depicted in medallions, whilst the.Saviour
is placed in benediction between a blue cherub and .a red .
seraph? in three triangular pinnacles, fill an altarpiece by
Simone which remained in the sacristy of the’chiesa de’
Gesuiti "at Orvieto till it was lately transferred to the
Fabbricieria of the Duomo. Though but recently acknow-
ledged as a work of the master, and unauthenticated by
a signature, this Madonna belongs to the same penod as
the foregoing and is equally fine.3

Less interesting because of the great injury it has sus-
tained is a third altarpiece of the Virgin and saints by Si-
mone, purchased some years since from' a church at Orvieto
by the Cavaliere Mazzocchi of that city. Simone displays
his feeling for tenderness and grace in the attitude of the
infant Saviour patting the chin of the Virgin and striving
to take a flower from her right hand. *

It is not in Orvieto however, but in Assisi that we find

minuteness as well as the fond-
negs for gilt decorations peculiar
to the Siennese,

! With double wings inscribed
“Proni”, and holdmg orb and
sceptre.

* The angel to the left carrying
two tapers, is dressed in red and
inscribed “Seraf’, the other in
blue with a hook:, *“Cherub”,

8 The same graceful group is
formed by the infant and its mo-
thep. The Saviour in henediction
is more modern in type than ‘that
of the Sienna fresco, but still in
its essentials the usual one which
Simone constantly preserved du-
ring the whole of his carder, (Be-
neath him the alpha and omegg)

Damaged “in its lower part and
injured in spots by dropping, the
picture preserves its wax varnish
and glazes,

4 The Virgin in blue mantle
lined “with white, the Saviout ir
2 red mantle, In four side panels.
8. John the Baptist, a female saint,
the Magdalen, and 8. Paul, are de-
picted. In the pinnacle above the
first, an angel sounds & trumpet,
above the second, an angel bems
the cross, the ecrown of thorns the
spunge and nails, whilst above the
third, 4 similar figure carries the
column and flail, and one blowing
a trumpet appears over the all
but obliterated S, Paul. In the
gable the S8aviour shows the lance

wound. .
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Simone executing fresdos. To the former city the master
perhaps sent his altarpieces from Sienna. At Assisi he
laboured in person; mor was it unnatural that a’man of
his.talgnt and fame should think with.some pride of rival-
ling on their dwn ground the greatest Flmentmes, and of
‘breaking a lancc with Giotto. There, ntuch ‘more than at
Avignon, Simone sought to, 1av1sh on his work all the ex-
qulslte finish and freshnéss of power which he possessed;
and in the frescos.which he executed for Cardinal Gen-
tile! in the great basilica, his figures, and chiefly those
which represent saints in. the thickness of the window of
the chapel are finished with the minuteness already’ con-
splcuous in the a.ltarpleccs of Orvigto.

It may be necessary to premise, however, that Vasari,
in a fey observations which he makes in the life of
-Giotto 2" 1espect1ng the pupils of that master, pretends that
.Cardinal Gentile ordered of Puccio Capanpa the frescos
which decorate. his .chapel of 8. ‘Martin at Assisi. The
blunder of confounding a purely Siennese work, the finest
of its kind, with those of a direct disciple of Giotto
is bardly conceivable, but not the less evident; for
although no records justify the belief that Simone painted
this chapel, anid no mention is ‘made of the timie in
* which this occurred, the stylé of Simone is so indelibly
impressed upon the pictures that no doubt can possibly
exist as to the author. Simone -therefore decorated
the whole of the chapel with scenes from  the legend
of 8. Martin, filling not meérely the forepart which is
arched, but the inner portion which has a oromed
ceiling, with- ten subjects, the lunette above the en-
trance with the consécration of Gentile, and ‘the sides
of the windows with figures of Saints. As guardians

! The Franciscan, Gentile de{missions are net given, mnor is
Montefloris, was made cardinal by | there any certainty as to the year
Bouniface the "VITI't in 1298, and |of bis death. It is said, however,
was employed subsequently by |that he died at Avignon whence
Clement the V'® and Benedict the | bis body was taken for burial to
XI'", He was legate of Hungary. | Assisi.

Unfortunately the dates of his| ® Vas, Vol. I, p. 337.
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‘of the sainctity of the place, ecight holy personages staﬁd
in niches in the vaulting of the pomted entrance way.!
In a double course beginning at the base of the side to
the left of the entrance the incidents of S Martms life
are depicted.

In the firsf of these, S. Martin on_horseback saws at
his cloak, whose skirt is held by a beggar on the left.?
The drawing of the horse, outlined and shaded with a
preparation of brown, and the nude of the stiff and ill
conceived beggar remain. Nor can it be concealed that
in the hard form, defective outline and unready action of
the Higure, Simone showed more anxiety to study natu-
ral developments of flesh-and muscle than a noble .form.
A vulgar realistic anatomy, not a grand conception of
shape and proportion is the result.

Next, the saint appears smiling in sleep and sees the
vision of Chrigt.3 Simone had ' already changed to somc,
extent since he painted the Redeemer in benediction in
the Sala del Consilio at Sienna. He gives the Saviounr
at Assisi a 51mple and regular form, a soft e~<p1ess1on,
without muscular protuberances of brow or an angular
and depressed nose. He makes a nearer approach to the
types which Giotto had. left "hard by in' the transept of
the basilica, and creates one more distinct from his own
and Duccio’s previous conceptions.* In this sense Vasari
was vight, if he intended to affirea-that Giotto extended
some of his influence to the Siennese master, though
literally .he had no authority for stating that Simone was
Giotto’s pupil.

3

1 8. Chiara by the side of Eliza-
beth of Hungary, dbove them S.
Louis Rex and 8. Louis of Thou-
louse ; on the opposite side, S. Mary
Magda,len by the side of §. Ca-
therine of Alexandria, and above
them, S. Anthony and 8. Francis.

? The blue mantle hasalmost lost
its colour, the shadows and the
red preparation appearing.

3 To the left behind the bed,

the Saviour, wearing the picce of

mantle cut,from the cloak and
given to the beggar, turhs towards
the angel near him and points
with a convulsive energy in the

Lstretch of arm and fingers to the

sleeper; whilst the angel bends
forward with his arms crossed on
his breast and looks at 8. Martin.

4 The angels forming a glory .

‘round the Saviour gre at the

same ' time of a noble. stature,
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In the left side of the third fresco! where S. Martin
refuses the donative, Julian wears the antique Roman
costume and . affects a certain  classicism. The move-
ment of the fingers of the hand, stretched forth and hold-
ing the baton, is the caricature of' defects which became
conspicuous later in the followers of Michael Angelo, and
is characteristic in Agostino di Federigo.? It would seem,
indeéd, ay if false classicism clung more or less to the
Siennese school from its “very first beginning, and it is
curious to note in the same old painters. the types of the
declining Byzaiitine Italian manner,” and the mannerisms
of the Michaelangelesque imitators of the sixteenth -cecn-
tury.. A wasplike shape .given to the joints of the fingers
by Simong, shows a conventionalism hardly to be expected.
in so early an artist. ‘ .

The sequel of the interview with Julian is told in, the
next picture, differently from the narrative in the com-
mon legend. 8. Martin receives the sword from the
Cesar,® whilst an attendant buckles spurs on his feet and
a third holds a hat on a pole.? This almost colowrless
scene is laid in an interior; and the figures have similar
peculiarities' to the previous ones. It may be remarked,
in. addition,. that the proportions of distant and nearer

slender in the neck, graceful and
birdlike in profiles and expressing
penetration in their soft glance;
but, whilst some are plump and
fat, others are lean; and the grace
which the master usually gives to
females and angels is not equal
throughout, so that he is not free
from the general charge of in-
coherence in style that may be
trnly made against all the painters
of his country,

! Lower course to the right on
entering the chapel. Threesoldiers
stand by a fourth who counts the
sum of ‘an imperial donative,
whilst the Lmperor Julian, with
the staff of command in his hand,
is seated on a Roiman chair. .
Martin, holding the cross in his

left hand, points to it with his
right and pleads for permission
to take orders, in a lame and
affected attitude, (To the left is
a background of tents and horses.
To the right of a high rock in
the' centre distance gtand soldiers
and a camp.) His frame is small,
and action exaggerated.

? In Loggia della Mercanzia at
Sienna for ingtance.

8 Julian stands ol the léft of
the picture,

4 One behind the Emperor car-
ries & hawk on his fist, and two
others behind the saint play a
mandolin and pipes. S, Martin
himself lifts his head and arms
to heaven,
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figures are not mamtfuned that some heads are large.
and coarse, whilst otheérs have fair ploﬁles; and that,
in general, the costumes are more curious than appro-
priate. A Taking the second.course in the same order as
the ﬁlst, we find a much injured representation of the
resurrection of the boy, at whose sides S. Martin, two
grieving females and spectators knecl.’ The next fresco
is sufficiently well preserved to display regulai forfns in.
true and natural shape, pleasdnt features with a gentle
expression. The saint, in ‘episcopals, sits in thought as
if pondering over the words of a kneeling servant read-
ing to him from a book. An attendant strives to attract
his attention by -‘touching his shoulder. Valentinian, in
the next scene kneels at the feet of the saint who motions
him to rise; and the group thus- formed is powerful in
action and expression.? Passing by the vision of two
angels to S. Martin- at the altar, which forms the subject
of the next compartment, the eye is arvested by the.
mournful episode of the saint'’s death on a couch sur-
rounded by kneeling monks. One of them takes the hand
of the corpse, whilst ahother looks grieving at it, and the
clergy read a funeral service at the head. In the upper
spaces, four angels carry the soul to heaven. Simone
clearly remains true to the dld types, presenting in the
angel’s features a-contrast of the strongest kind with other
figures of the same class-in the “vision of Christ to the
slecping saint. The last fresco. of the series shows S.
Martin -recumbent on a tomb, in a church filled with
clergy and people singing the funeral service. At the
head a relic presented by a bishop is embraced by one
of the bystanders. At the feet stand the priests and con-
gr egation.? Cardinal Gentile in the luncttc above the doon,
in frock and cowl, his red hat lying on a balustrade in
the gothic church Whlch forms the backglound, is raised

1 About 15 figures in all. to 8. Martin, beliind whom a
2 The colour of this piece is in kneehng hgme ‘holds a taper.
parts abraded. ! Here and there the colour is

8 The two angels present a cloth | gone.
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~from' his kneeling position by S. Martin.! Natural mowve-
ment marks this, well arranged group; 'and.Simone.shows
that he excelled .in portraiture, keeping art at a higher
level when he had but two figures and a simple action
to delineate, than when struggling with the difficultics of
4 more complicated subjeoct. Fine draperies and lightness
of colour give an additional charmto the scene.2 The
half lengths in the sides of the windows, sepatated.from
cach other by an ornament and the arms of Cardinal
Gentile, ‘ave the finest that Simone ever cxecuted,. being
finished with great care and impressed with a stamp of
nature, truth and force, unusitthlly combined in his works.?
The. designs of the coloured glass in the .windows re-
present S. Martin in episcopals and the Cardinal kneel-
ing, the name “Gentilis Cardinal” being inscribed be-
neath, . )

The spectator reluctantly -admits, after carefully study-
ing the decorations of the chapel, that Simone had not at-
tained the perfect laws of equilibrium in composition, and
that he was thus ignorant of a maxim which peculiarly dis-
tinguished the great Florentines of his time. The subjects
maintain their interest because of their comparative realism,
many figures, if separately viewed and analyzed, showing a
‘certain study of nature, but, in their connection.with the
rest, wanting simplicity. A coarse vigour of expression in
some types cast in the old and consecrated mould, contrasts
with pleasanter and more natural features in others. Simone

1A split in the wall injures|hair*in puffs.) ‘'The Magdalen

this fresco.

2 Of the saints in the entrance
arch, 8. Chiaraisnot without grace,
but her movement is affected. Still
a8 a single figure she pleases more
than the neighbouringone 8, Eliza-
beth of Hungary, a fat-cheeked per-
son, with an aquiline profile, a long
neck hgavily wrinkled beneath-the
chin, and an inordinately small
hoad. (Dressed in a red mantle
shot with gold, holding ler tunic
with he:‘ left hand, wearing her

balancing the vase on the tips of
her fingers, recals to mind, in old
styled gravity and draperies, cer-
tain figuyes of the fresco in the Sala
del Consilio at Sicnna. (The colour
of her dress is gone and the red
preparation alone is visible.) 8.
Catherine *is the most noble and
graceful of all these saints, 8.
Francis, inspired and full of
dignity. .

3 Some have unfortunately been
injured,
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had not that consistent equality and unity of power which
Giotto possessed. His style was a series of contradictions:
In single figures or portraits he excelled; in. action and
incident he was frequently lame and exaggerated.! Enough
_original colour femains to show that in technical execution
he was of superior merit, but he is still minute to a fault
and , as usual; gives but slight relief to his picture by light
and shade.? . C
Though Vasari affirms that Puccio painted a chapel
evidently by Simone, he "admits the presence of the
_latter at Assisi, when stating; truly in- this instance,
that he began certain figares of the Virgin, Louis of
France and. other saints by the-altar of S.  Elizabeth
in the southern transept .of the Lower- church.? These
half lenghts, eight in number, low down in the end of
the transept to the right of - the door leading into the
Cappella Orsini, .and partly on the western - corner, are
all good; and though damaged ‘or abraded, are well co-
loured in a beautifully fused rosy yellow tone. Simone’s
usual flatness and absence of relief prevail, but the most
remarkable feature in the paintings is the exquisite drawing

2

! The draperies never want
sweep, but that is a quality which
Simone inherited from eatlier cen-
turies,

2 The painter who expended on
a fresco the minute attention of
a miniaturist, uses the white ground
forthe highlight, indicating the half
tones and shadows with a liquid
grey, fusing these and the red
outlines into a*warm yellow light,
and glazing the whole sparcly, so
that no trace of that patchiness
which sometimes disfigures tem-
peras, can be found. The several
subjects are inclosed in’ feigned

* ornament, at the corners of which
lozenges are filled with figures
of angels. The colour-is gone
from these frescos in many parts,
and some of the outlines are
marked out afresh with coal. This
has happened particularly to the
fresco of S. Martin before Julian,

and to the Magdalen in the arch
of the entrance. Itis necdless per-
haps to point out that such treat--
ment of valuable frescos by mo-
dern eopyists is unpardonable. Yet
this ¥ening of figures for the sake
of copies was done by draughts-,
men $ent from Rome with the per-
mission of the Academy, and these
so-called artists, but real Vandals,
destroyed, under pretence of per-
petuating, the wall paintings of
S. Martin.

$ Vas. Vol. IL. p. 96. IIe -also
states, that Simone painted or
rather commenced to paint in the
great refectory at Assisi; but these
beginnings have long since dis-
appeared. Besides the saints enu-
merated by Vasari there dre 8.8,
Francis, Louis bishop, Elizabeth
of Hungary, a male and two fe-

males, -
®
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of the light red outlines, and the detdils of hair, beard
. and omament in dress and nimbus. Each of the latter
is stamped-with a new pattern; — one with a garland of
flowers,. another with human heads as blossoms to & tra-
cery of roses, a third with oak-leaves, a fourth with suns
.and moons, Simone illustrating in these figures the oriental
taste exchusively. in fashion at Sienna, and the careful-
ness in secondary paths of arf which made Siennese
painters forget. the great maxims of composition. t

At what -precise ;period Simone laboured at Assisi is’
uncertain, but published Siennese recoids confirm, at least,
such a dipry as the following.

In 1321 he- repaired the freséo of the Sala, del Consilio
at Sienna, and painted a Virgin and saints and a crucifixion
above the altar in the chapel of the “Signori Nove”.? Duy-
ing 1322 he decorated the Loggia of the Palazzo Comune,
painted a S. Christopher in the Biccherna and a shield of
arms for the Podesta.® After his marriage in 1324, he painted
(1325—6) a picture for the Palace of the. Capitano del Po-
polo,* and later in the same year (Sep. 1326) he seems to
" have put in order or repaired some of the city possessions
in Arcidvsso, Castello del Piano and- Schanzano, being al-
lowed by the government the hire of-a hoise and the ser-
vice of an infantry soldier.®

Simone evidenfly kept ‘a regular “bottega” not con-
temning orders for such things as lilies of gold, lions for

the arms.of the Comune or people and ornamental works

generally. 8 ° *

L

i Lippo is said io have com-
pleted this work which Simone
left unfinished (Vas, Vol. IL, p. 96),
but no one can distinguish two
hands in it, Still Simone may
have been assisted here as in the
chapel of Cardinal Gentile, either
by Lippo or his brother Donato,
for we know at any‘rate that the
former was frequently his assis-
tant. -

? Doe. Sen. Vol. 1. p. 217.
This picture was seen by Della
Valle scattersd through the rooms
of the Palazzo. Vide Lett. Sen.
Vol. II. p. 88, The painter re-
cei;ed in payment 30 gold florins.

-

3 Tbid, same page. 26livres 8 soldi
for the first, 20 livres 8"soldi for
fhe 8. Christopher.

4 This is mentioned by Vasari
(Vol. IL p. 88), and is not now
to be seen. Simone received for
it 6 florins at 8 Iivres 7 saldi
8 den. per florin, and later 13 livres
1 soldo 8 den.

® Ibid same page. His pay for
this was 8 livres 1 soldo 15 den.
for.seven. days.

6 Thid. same page. 30 livids,
for 720 double gold lilies worth
10 den. each; 3 livres 4 soldi for
16 double lions at 16 soldi a pisce.
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In 1328 he painted in the Sala del Consilio a fresco
representing the equestrian figure of Guidoriccio Fogliani
de’ Ricei, the -victorious general of Montemassi and Sasso
Forte.! Sienna thus boasts at the present time of two
frescos by Simone. Of pictures by the master it might
have been said hitherto that his native city possessed.
none, for the panels of the Academy are not only un-
Worthy of him, but they would hardly do honour to Lippo.
There is, however, a picture, fine. enough to be his, of -
the -Beato Augustlno Novello and incidents from his
life high up in the, choir of ‘the church of 8. Agos-
tino. Should it be a question, however, whether he or
: LIPPO painted it, one might affirm that, if by the latter,
it is the best he ever produced, and one in which he
successfnlly eqtialled his great relative.. Full of animation.
and of bold movement in the figures, the incidental scenes
are qulte characteristic of Simone’s’ style, dnd the whole
work' is coloured in the soffest and most harmonious .
mamnner, 2 .

The year 1329 still saw Simone busy in Sienna pmntmg
in August two angels for the altar of the chapel of the *Si-
gnori Nove”3 decorating buildings for the Comune at' Sienna

and in PAnsedonia.?

In 1329—30 he painted a figure ‘in

1 Ibid. samé page. He received
for this fresco 16 florins. From
she floor the figure, occupying the
whole extent of the wall, appears
of life size, and sits nobly on a
well designed and well propor-
tioned horse in the heavy panoply
of the time. As a.portrait painter
Simone shows his talent in the

reproduction of a stout soldier of.

fine stature "and mature age in
profile. A head of simple forma
is well rendered and modelled
with great breadth; and the co-
lour, though it has lost freshness,
is powerful and pleasing. A che-
vaux de frise in front of a rock
is commanded by a castle. A se-
cond fortified building and a camp
are in the distance to the right,

2 The three parts of this pict-

ure are inclosed in an arched
rectangle, eath of the parts being
#grched and cusped. *In the centre,
the saint stands nearly life size,
holding a book, receiving inspi-
ration from' an angel at his ear.
The incidents -at the sides are
six in number. In the spandrils of
the central niche are 2 medallions
with half figures of monks. A latin
inscription dgclares the, subject
and states that the pmtum was
formerly in an altar of the old
church of S. Agostino. The Sienna
Guide of 1822, by Guido Mucei
assigns the panel to Lippo Mommi.

8 Ibid, same page, Price 1 livre
5 soldi.

.4 15 days labour.at-15 soldi
p. diem, Total 22 livres 10 soldi.

Ibid, same page. .
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the “Concistoro de’ Nove”.! In 1331—32 he worked oc-
casionally in the Palazzo Comune, at Arcidosso and, Castel
del Piano, and ho executed the pedestal of a cross in the
chapel of the “_Nt)ve”.2 . o .

In 1333 Simone completed for the altar of S. Ansano
in the Duoio, with the assistance of Lippo, the annuncia-
tion now preserved +in the Uffizi at Florence.? The
name of Lippo joins that of Simone in the iyseription,
yet the presence of two hands. cannot be traced in
the picture and apparently the ornamental part which is
superabundant, and began at this time to take an exag-
gerated place in Siennese pictures, was by Simone’s brother-
in-law. This is proved indeed by the record which
states that in 1333 Lippo had 70 florins of gold for adorn-
ing “the columns and nimbuses of the altarpiece of San
Sano”.4 . .

Tizio® relates, and Ghiberti confirms 8, “that Simone
adorned the front of a space on the square of the Papa-,
roni at Sienna, with .a fresco which, according to the
former, represented the Virgin and child with saints, and

-

1 1bid, For 4 livres 5 soldi.

? Ibid, For the pedestal 3 gold
florins, for the rest 22 livres
8 soldi. .

S ¥bid. same page. Nos. 6—8 of
the Cat. Vasari mentions a se-
cond picture executed for the
Duomo, but of this nothing is
known. Vide Vas. Vol. IL p. 88.
The Virgin in the act of receiving
the angel, but shrinking with a
sidelong action and with affected
softness of motion from him, is
rendered with an extraordinary
exaggeration of tenderness in the
close lids and hardly appsarent
iris of the eyes, The angél is
presented kneeling in a dress and
stole, all engraved with embroi-
dery in relief and the woids is-
suing from his mouth are given
in a similar manner. This is
& picture whose affected tender-
ness might well have had influonce
on the school of mystic painters,

On one side 8. Ansano, on the
other 8. Giulitta. In medallions
above cach figure a prophet. The
picture is vertically split and
restored, so that the figure of
the angel is injured. S. Ansano
is marked No; 6, 8. Giulitta No. 8
in the Gallery of the Uffizi. The
picture was still in Sienna in
Della Valle's time. Vide Lett.
Son. Vol. II. p. 83. Bencath tho
central group the following words
ave inscribed:

“Symon Martini et Lippus Mem-
mi de Senis me pinxerunt anno
domini M.CCCXXXIHIL"

4+ Doc. Sen., Vol. I. p. 218,
The.whole picture cost 810 livres
17 soldi. .

*InDoc.Sen. ub. sup, Vol. L.
p. 259. Della Valle adds the date
given by Tizio as 1331.

8 Ghiberti, Com. ub, sup.

| Vol. I. of Vas, p. XXVI,
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according to- the latter a coronation of the Virgin.? Above
the door of the Opera (of.the Duomo), adds- Ghiberti, a
Virgin and child with angels ﬂymg .and supporting a
standard, besides many" saints,? ‘was by Simone. On
the -front of a palace facing the Duomo, if we believe
Della Valle, he painted the Virgin and Redeemer on a
common -throne surrounded by a glory of angels, and
guarded below by four saints in niches. "An inscription
beneath’ the fresco was obliterated with the exception of
-the- words ‘“Anno Domini 1335”.% Ghibeérti also alludes
to two frescos on the front of the Spedale at Sienna which,
like the foregoing have perished. One representing the
marriage of the Virgin , the other ‘“how she is visited by
.many dames and virgins, with ornaments of houses and
ﬁgur S” 4

The Naples picture whose sighature has already been
transcribed, in these pages® decorates an altar'in the church
.of S. Lorenzo Maggiore, and is enciésed in a frame
adorned with the lilies.of France. 8. Louis, archbishop
of Thoulouse, of life size, sits in gentle majesty with the
mitre on his head and a crozier in his right hand; and
with his left holds a crown over the head of his kngel-
ing brother Robert of Naples. The colour is throughout
’ abraded and nothing is left but the engraved outline and

the preparation.® )

1 This fresco is doubtless that|Vide annot. to Vas, Vol, IL
which Ghiberti describes as exe- | note 1 to p. 89. ’
cuted ‘‘sopra alla Porta che va| "¢ Ghiberti. ub. sup. Vas,

a Roma”. Vasari literally inter-
‘preting Ghiberti- says, the fresco
was on the Portone di Camollia
that being the gate which ‘lcads
to Rome’’, but the paintings on
that gate were of a later date, as
is proved by Milanesi, Doc. Sen.
Vol. 1. p. 259.

? Ibid. same pdge, and Vas.
Vol, II. p. 89,

& Della Valle, Lett. Sen.
Vol. IL. p. 98, It is supposed that
this and the Virgin above the
door of the opera of the Duomo
were one and the same fresco.

Vol. 1. p. XXV1.

5 Vide antea Giotto. )
¢ Two diminutive angels flying
above 8. Louis hold over his head
the crown of sanctity. TFive small
compartments into which the pedi-
ment is divided, arc devoted by
Simone to the hfc of 8. Louis.
In the first he stands with his
suite of monks before Boniface
the VIII%, 1In the second he re-
ceives the episcopal consecration,
and in the third he washes the
hands of several pilgrims. His
death, with priests singing the
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It may be noticed that up to 1335 Simone seems very
constantly to have resided at Sienna, and that there are
no proofs of. his presence at a distance ‘from his native
city except at Assisi.! Ghiberti alludes to no pictures
at Rome or at Florence, and the remains in the former
capital do not confirm the assertion of Vasari that Simone
painted there. - The Virgin and: child in the portico of
S. Peter,? a S. Paul and S. Peter in. the Vatican are .
not now discoverable.® The Virgin and child is indeed
said to exist in the ‘chapel of.the Madonna della Boc-
ciata in the “Grotte” of the Vatican, but it is so
ruined that no one can tell whether it be or not by

Simone. :

An altarpiece executed for the Dominicans of S, Catherine
has been noticed in Pisa; this however had been com-

missioned at Sienna.

In the Academy of Pisa a figure

of S. Nicholas enthroned® discloses some characteristic

service at his head, a cripple and
a female possessed of a devil held
by a man in the foreground, re-
cal one of the animatad compo-
sitions at Assisi. In the last com-
gartment a miracle is depicted,

. Louis to the right receiving a

child, and to the left appearing
to its parents, The compositions
scem to be of the period when
the Assisi frescos were executed,
the figures being of a long and
slender shape and akin to those
of Pietro Lorenzetti.
1 Vusari says, thatLippo finished
in 8. Niccola of Ancona -a series
of the Passion commenced by Si-
mone. Yet Simone can hardly
have left as many unfinished pic-
tures as Vasari pretends. Vide
Volt II. p. 96. .

® Vas. Vol. II. p. 87.

8 Ibid., same page. .These are
the figures in which Simone is
said to have counterfeited Giotto's
manner 80 perfectly that he wus
£alled to Avignon! Lanzi does not
dare to deny, though he seems
inclined to doubt, that Simone
shonld have imitated Giotto. Vide

VOL. 1L

Hist, of painting, ub. sup.

Vol..I. p. g79.

4 A “Redeemer in the act of
benediction”, being a triangular
pinnacle of some altarpiece in
the style of the master, may be
seen in the first press to the right
in the Museo Cristiano of the
Vatican (with a background re-
gilt and figure retouched). In the
8th press of the same Museum a
very pretty picture represents the
Saviour crucified and receiving
the lance wound from. Longinus,
the Virgin in & swoon on one
side and the usual groups in the
other, (The Virgin lies here on
the ground in a swoon — an in-
novation on the arrangement of
Duccio.) Medallions in the npper
spaces contain the pelican, 8.8,
Luke and John Evangelist. A
pediment is filled with half length
saints, amongst whom are S.S:
Francis and John the Baptist.
The’ figure of the Saviour, one of
the best in the picture, reveals
the manner and spirit of Simone.

5 In episcopals holding a book
and cross.

6
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features of Simone, though its inferior execution and old
type might point to the feebler talent of Lippo. The
frescos assigned ‘to Simone in. the Campo Santo are ob-
viously by another hand.

Above the architrave inside "the Eastern gate of that
burial place, vestiges are ‘preserved of an ascension of the
Virgin. . The Madonna with her hands united in prayer,!
is carried to heaven in an elliptical glory, held by the
Saviour .and supported by twelve angels in groups of
three.? " The painting, altered by time and repainting, is °
Siennese, but lower in execution than that of even Lippo
Memmi, and therefore neither by him nor by Simone. It
is poor and different in manner from the series in the
Campo Santo attributed to tle same hand. Yet Vasari
enthusiastically and incomprehensibly praises it.% - We
may inquire with .what right he assigns to Simone the
three upper frescos of the series devoted to the legend
of -S. Raineri. They - illustrate the earliest incidents in
the career of the Pisan saint:

Raineri is represented in the first fresco to the left, ar-
rested in the middle of a dance of men and women by
a matron who, singling him out .of a crowd, calls upon him
to follow the example of the good and pious beato Alberto.
Here is a characteristic circular dance of females like those
of Lorenzetti at Sienna and others at 8. Maria Novella;
and a man in_a hood, looking en, resemblss the so- called
Cimabue in the fresco of the Caypellorie. In the next epi-
sode the saint, kneeling at the feet of Alberto, receives the
rays of the Holy Ghost which, in the shape of a dove,
hovers over him.? Finally Rameu kneelmg between a
nimbed personage and a female, receives a blessing from
the Saviour, who appears to him in a church. In the second

are characterized by coarse *and

heavy forms.
8 Vas. Vel. IL. p.p. 91—92.
4 A friar contemplates the scene

1 Originally painted with her
arms crossed over her breast, as
the older and better forms still

appear beneath the modern and
This

ugly red omes now conspicuous.

2 Of these, three to the right
are almost entirely new, whilst
tothe left the intonaco has dropp ed
away. The forms of the remainder
betray a oertain feebleness and

from the opening of a door.
fresco has been much repainted
by the brothers Melani. Vide
Rosgini, Campo Santo. The dis-
tance is architectaral with small
fi gures.
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grand compartment, Raineri’s. journey on board ship to tlie
Holy Land and his miraculously ill scented freight are re-
presented. Several persons stand about an open case, one
of them looking info it and holding his nose, whilst he
shades his eyes with his hand; another starting back with a
gesture.of disgust and holding his nostrils, the saint, with
a natural movement .and soft expression of countenance,
commenting on the miracle and, as it were, explaining
that worldly goods stink in the nostrils.of God.! On the
land to which the vessel is sailing, the Saviour again ap-
pears to Raineri, who, further on, distributes almis and ‘as-
sumes the garb of a pilgrim. Fmally the, Virgin, smrounded
by six angels makes her appearance on a throne.? The
third fresco is devoted to five different incidents, the temp-
tation of S. Raineri by Lucifer, the devil retiring and ap-
pearing in the air with the form of the pilgrim in his arms,

.

then heaving a, stone at him as he stands in prayer. The .

gaint is then seen taming two lionesses® and kneeling

before the vision of Christ between Enoch and Elias, and .

a glory of angels.! Lastly Raineri, at the door of the
monastery, asks for rest and. hospitality, and afterwards
distributes his mirgeulous alms.

These greatly damaged frescos® are by a painter of
Simong’s school and spirit, ‘imitating at least his mode
of composition, but making no approach to his perfection
of execution. A wearying repetition of the'same heads,
figures, and action, a perpetual recurrenge ,of the same
conventionally drawn features, such as half closed.drowsy

eyes, low foreheads, brows bridging the nose, and beards-

of a pointed shape, reveal a painter of no versatility.
A vulgar and low nature is betrayed in the nude; bro-
ken attitudes are indicated by straight or angular lines;
the easy flow of drapery conspicuous’in the Siennese has
disappeared. A melancholy and equal tone overspreads
a surface of a thick and rough texture; opacity has taken
the place of Simone’s liveliness and vigour. The yel-

! This is one of the best pre-| 2 These are very stmnge.and
served figurcs in the fresco. In| quite ideal specimens of the felipe
the water, fishes disport them- | fribe.

sclves. 4 These are all but obliterated.
? These angels aré loss damaged | ® Damaged by time and by res-
than other figures. toring.

6*
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lowish flesh tints, shadowed.in red, are defective in relief;
the draperies of undecided tones are copiously adorned
with arabesques of the saine colour, and ‘the drawing is
rude, mechanical, and coarse. Darmaged by time -and
by restorers, the series is remarkable for the total
absence of all Simone’s qualities; and if it. should ap-
pear-that the compositions were originally his, the execu-
tion will surely be found to have beén that of a later
painter of an inferior order. Happily evidence proves
conclusively enough that the frescos of S. Raineri at Pisa
were only commenced thirty years after Simone’s death.
The book of receipts and expenditure of the Campo Santo
contains a discharge from the painter Andrea di Fldrentia,
acknowledgmg the payment of five hundred and twenty
nine livres ten pence of Pisa, being the balance of a
sum due to him for pamtmg the story of the Beato
Raineri; and it seems ‘that this Andrea, a Florentine,
was commissioned t6 execute these stories by Piero Gam-
bacorta; that he bore the title*of “pictor opere,” lived
in a house in close proximity to the wotks upon which
he had to labour, and that the payment was mede on
the 13% of October 1377/1378 (Pisan style).! Three years
later, the series being still incomplete, a message was sent
to Genoa to* Barnaba da Modena, requesting him to come
and finish it;? Barnaba came, but he seems to have
added little or nothing to the work of Andrea;  and the
series was successfully broughf to a conclusion in 1386
by Antonio Veniziano.? Judging artistically ‘of the three
upper frescos of 8. Raineri at the Campo Santo, they
would appear to have been executed by a painter taught
in the Siennese rather than in the Florentine school, yet
Andrea is described as of Florence. It is not with An-
drea Orcagna that we have here to deal, as’there is proof
that he was dead in 1376.%4 But the choice lies between

"t Bee the original records in| 3 Vide antea. Antonio Veni-
'‘Bonaini, Not.Ined. p.p.105—86. | ziano,
2 Bonamx ub. sup. p.p. 141,

142, . * Vide antea, Orcagna. -
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the” followmg, whose names are-on the roll of Florentine .

artists or in other records of the fourteenth century:
Andrea Ferri 1347! and 1357. Andrea del Passano®
1363. Andrea Bonainti 1374.% Andrea di Mito 1377—
1415.%4 Andrea di Puccino 1367.°. Andrea di Currado
1379.% Andrea Ristori 1353, 1301, called, in his fune-
ral inseription at S. Maria Novella, Andrea Ristori de
Mugello.” Were this Andrea connected with the Cioni

through Ristori, the brother of Orcagna, another link .

between Siennese and Florentine painters might be
traced. It may be interesting now -to see, whether: Flo-
rence yiélds an example presupposing that combination.
Simone is said by Vasari to have painted.at Florence
the chapterhouse of the convent of S.. Spirito, and the
chapterhouse of S. Maria Novella better known as the

Cappellone dei Spagnuoli.® The time when the frescos

of S. Spirito were painted has already been fixed-at about
1339 and 1346,° when Simone was sbsent from Ttaly.
One of the subjeets which decorated the chapterhouse
was exactly the same that now adorns the Cappellone of
S. Maria Novella. Following Vasari’s train of thought in
the life of Simone, one may see that he assigned the
frescos of S. Spirito, those of the Cappellone and .those
of the Campo Santo to one hand, because they had all
a Siennese character, and preserved a reminiscence of
Simone Martini’s style.? The Dominicans gave to the
painter whom they employed at the Cappellone dei Spag-
nuoli the subjects which he was to depict; and he en-
deavoured to demonstrate in one vast picture a theory
which found many opponents in the fourteenth, more in
later centuries. He illustrated the theme, that paradise

{ Bonaini, ub. sup. p. 106, Florence is given as 1333 by Bo-
2 Ibid. and Gaye, Carteg-|naini, ub. sup. p. 106, as 1368

ngO Vol. 1I. p. 86. by Gaye, Vol. II P., 37
. ig;g ig:g ‘ § Vas. Vol. IL p.p. 89 and 117,
SGaye, ub sup Vol. II. p. 37. % Vide antea. Taddeo Gaddi.
6 Ibld "Ibid 10 The frescos of S. Spirito were

7 The date o'fAndl ea's inscrip- | destroyed in Vasari’s time. Vide
tion in the register of painters at!Vas, Vol. II. p.’89.

-

.
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is to be attained through humble devotion to the chuich,
temporal and spiritual, and especially by confessing the
doctrines enforced by the founders of the Inquisition.

To the left of the picture on the Eastern wall of the cha-
pel, the militant church is symbolized by 8. Maria del Fiore
on the original model of Arnolfo. In front of it, Pope
Benedict the Eleventh on- a terraced throne, presides over
a cardinal, a bishop, an Emperor,! a king,? and a prince
occupyimg chairs at each side of him.. The flock of the
church before them is expressed by sheep on an altar, the
irrefragable truth of church doctrine by groups at the sides
including- monks, nuns, knights, and dames in-prayer or in
thought before a preaching bishop, and numbers of persons
of various” classes or conditions, of divers ages and séx.
Here the painter had, it was said, introduced Cimabue in
profile and wearing the hood and short mantle, Arnolfo,
Petrarch and Laura, with a burning heart.® Yet we may
inquire what inducement the Dominicans could have to im-
mortalizes a poet who- had® written that the pope, the Em-
peror, the bishop, and the prince enthromed hard by-and
triumphant, ‘“had abdicated their station by-an inglorious
retreat t6 the Rhone and Danube;"? or if Simone were
the painter of the picture, how he could have obtained the
portrait of a lady whom he” had not yet seen.® But the
triumph of the church owed its accomplishment to 8.
Dominick, who, accordingly, appears in the centre fore-
ground directing the onslaught of his order in the shape of
black and white dogs, upon the wolves who would rob ‘the
church of its lambs. To the right again, he reasons with
heretics and preaches to unbeliexers. Above this series

of groups expressing the triumph and the power of the -

church militant and 8. Dominick, otliers are intended to
show the happiness awaiting those who practise obedience
to - their doctrines. To the right, a dance of three
females is timed to the cymbals of a playing girl, and a

! The Emperor with a.skull in|and one might ask why DPhi-

one hand, a sword in the other,
one of the few well preserved
figures here.

2 Also a'well preserved figure,
supposed to be Philip the Fair
of France.

8 Tt may be doubted whether
any of them be really portraits,

lip thoe IV‘" who contested pa-
pal authority should be introduced

‘as a devoted follower of the tem-

poral church. The heads in the
group are fairly preserved.
4 Gibbon, C. LXX.Dec. andFall.
5 For Simone never saw Laura
till he went to Avignon, and from*
Avignon he did not return.

¥

'-
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circular one moves to the sound of a pipe in’ presence of
. four persons of both sexes. seated with viols, falcons dnd
dogs. The latter group, in front of a hLill overshadowed
by trees, recals to'mind the spirit of a similar scene 'in the
so-called Orcagna fresco at Pisa;- the former is similar to
the dances in the wall paintings of Ihorenzetti at Sienna.
By these groups, signifying tho harmlessness of human
pleasure, when innocent and recreative, S. Dominick again
appears confessing a knight. Once more he appears
pointing out to a group whose consciences he has set at
rest by confession, the road to Paradise. lying up a path
and through a gateway at which S. Peter stands, inviting
4 procession_ of salnts to emter after receiving garlands
from angels in waiting. Behind the gate, Paradise lies open,
peopled by ihe "happy of all ages and sexes,! presided
in the upper centre by the Saviour, enthroned under the
guard of angels and attended by the Virgin Mary.?

This enormous work of 3 or 400 figures all of life size,
is symmetrically distributed into guoups, having a fair
bond of union in themselves. The painter’s talent as a
colourist must. not be hastily denied, because the whole
piece is so altered by restoring that but a few parts
remain from which the original aspect can be judged.3
Still one may note a great resemblance with the Raineri
series at Pisa, the same melancholy yellow tones, the
same dresses embroidered with traceries of the colour of
the stuff, shadowed of a disagreable wine red, the same
heads and figures of uniform character hardly relieved
by spare red shadow, similar ill studied nudes, coarse
outlines and ‘extremities. The Saviour in glory has the .
lean form, -the straight and broken outlines, the tight
draperies, the broad head peculiar to Siennese painters.
There is some individuality in the lower foreground figures,

t Amongst them 8.8. John the
Baptist and Paul, Moses, Noah,
and many female saints.

? With a lily in her hand. At
the foot of the throne the sym-
bols of the Evangelists, above it
the cross.

3 This wall has indeed like the
otherg in the chapel been bar-

barously repainted. All the baclk-
grounds and part of the dresses
have been ,coloured anew in a
tone that has finally changed to.
a sort of orange. Beneath, the
old colour still fresh, may be
traced. Many of the lreads have
been repainted, So as to conceal
the nimbuses in part,
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some grace 'in the dances, some noble and gentle faces
in the groups, and some elegance in the angels of the
paradise; but there is little display ‘of vigour, and the
characteristics of the inferior painter of the Pisa ‘series
are more apparent than those of Simone Martini.1

On the North wall, the space above the arth leading
into" the choir is filled with a crucifixion in ‘the style de-
scribed by Vasari as peciliar to that of S. Spirito. In ‘the
left foreground the Saviour carries his cross, turning as he
does so to cast & glance of compassion at the Virgin and
Marys threatened by a guard. Headed by soldiers on -foot
and horseback the procession moves on a road turning in
serpentine folds through Jerusalem and onwards to Gol-
gotha, in the centre of which the Saviour is crucified and
wailed .by the usual flight of vehement angels, whilst the
-crowd below insult him; the Virgin faints and the Magda-
-len, with outstretched arms, shrieks by the.side of a soldier
bending from his horse towards her. The good thief smiles.
in his dying moments’ and his soul is already in the arms
of angels taking it to paradise. The impenitent dies tor-
mented by a devil and tortured by an executioner, who
breaks his leg with a staff, and two imps await his soul
to carry it off to Hades. The soldiers are dicing for the
. garment to the right, whilst a sentinel close by threatens
the ecrowd. On the right hand foreground, the Redeemer
has descended into Limbo, trodden down Lucifer under .the
gates of the infernal region, and gives his hand to Adam,
who heads a group behind which stands a mass of the con-
demned. b -

In this subject, as well as in the rest of the vast pic-
ture, one who has studied the Siennese school may find the
spirit of its painters and its confused overcharge of figures.
In each group, the action, movement and forms are Sien-
nese, but in the Limbo, the composition is actually that
of Duccio and such as he arranged it on the models of
older times; the attitudes and types are those which

1t Rumohr says, the works that
are preserved of Simone and Lippo
do not at all resemble the frescos
assigned to Simone in the Cap-
pellone of S. M. Novella at Flo-
rence. Notes ‘to Schorn’s Vas,
Vol. L p. 262. G. M. Mecatti, in

his Notizie, supposes that the
paintings of Simone and Lippo
had been replaced by others. He
therefore considered the present
ones more modern. Ghiberti does
not say that Simone painted ab
Florence.
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Taddeo Bartoli preserved at the close of the fourteenth
century. The nimbuses are stamped and adorned in the
Siennese fashion, in relief upon the intonaco and gilt where
the restorer has not daubed them of a yellow cqlour.?

The painter of the whole of this'work is the same who
began the series of S. Raineri, at Pisa. If Andrea of
Florence execufed the latter, he also completed the for-
mer, but he is of the Siennesg school. In the fourth wall de-
seribed in previous pages, it has been observed,? that the
types, character and stature of the figures had something
foreign to the Florentine school, and akin to the Siennese,
and that they might be by Andrea. This may be con-
sidered a fair assumption on a close inspection of the
whole, and thus it would appear that with the exception
of three pmts of the ceiling which are-by another hand,
a painter, Siennese by education, but a Florentine by bnth
not Simone Martini, was employed by the Dominicans of
S. Maria Novella.

Simone therefore painted no great work -in Florence.
The altarpleoe which, according to Vasari, he-furnished for
the Gondi Chapel, may have been sent from Sienna,3 and
the drawing of a crucifixion clearly in his style, now
preserved at the Uffizi, is a relic that we may easily
‘conceive to have been transported thither from abroad.
In conclusion, if it be conceded that Simone painted mi-
niatures, as some infer from the sopnet of Petrarch, a

- X

! But the work is mot by a|heaven. Again, the saint may be
single hand. The foreground figu- | observed _preaching, whilst the
res, many of which have the heavy | audience is obliterated, all these
Sxennese underjaw, are inferior to | remains being of the rudest exe-
the rest and extraordinarily com- | cution.
mon, and may be the produdtion v e
of assistants. yAbove the entranca| ~ oee antea. Taddeo Gaddi.
door scenes from the lives of 8.8.( 8 Vas, Vol. IL. p. 89. It repre-
Dominick and Peter Martyr, exe-| sented the Virgin and child, 8.
cuted by the same artists, remain. | Luke and other saints, and was
Vestiges exist of a miracle in signed with Simone's name.
which 8. Dominick restores a| Richa mentions a picture by
woman raised from thé ground|Simone on an altar of the church
by her companions, of another in in the monastery delle Murate at
which & sick man rises in hlS Florence. The subject, Calvary.
bed and stretches his arms to' Chiese, ub. sup. Vol.IL p- 110.
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Virgil with pictorial ornaments in the Ambrosiana at Milan _
may be considered impressed with his peculiar style more
than any other work of the kind.?

. In Sienna Simone’s industry and acknowledged talent,
enabled him to earn, and the fruit of these earnings was
invested in the purchase of houses in the town, and lands
in the neighbouring country of Vico. Being childless,
he saved, not for himself, but for his nephews and nieces,
the children of Donato to whom he left by will a great
part of his property.? But in spite of his prosperity in
Sienna and of the ties which bound him to his native
place, he was induced to leave it in Feb. 1338—39, and
to settle with his wife and Donato at the papal court of
Avignon. There he made the. acquaintance of the poet
of Vaucluse, that of Laura, whose likeness he drew,3
and at the sambe time he carried on certain law. proceed-
" ings for the Dominicans’ of Siehna.. Amongst the old
records of the convent &f S. Domenico of Sienna, one of
the year 1339 is preserved, in which Simone and his
‘brother are legally empowered. by Andrea. Marcovaldi,
rector of the church of S. Angeli, to receive and make
_ opposition to certain apostolical letters in matters evidently

pending at the court of Avignon. They are authorized
to, discuss the place where, and the judges to whom,
these cases are to be submitted, and in general to do all
- that may be requisite and custorary; and it is characte-
ristic of the slow justice in the papal court, that the
matter was still pending in 1344.%"

Of Simone’s artistic works at Avignon little or nothing

t A figure of.Virgil indeed has
undoubtedly his <character and
peculiarities. An eye is gone,
pafts obliterated and others re-
touched. This Virgil was seen
and assigned to Simone by Della

Valle, ub. sup. Lett. Sen,
Vol. IL. p.p. 101—2. The MS,
is supposed .to have belonged to
Petrarch. .

2 ‘Worth, according to his own

computation, about seven hundred
livres.

8 According to Vasari, Pan-
dolfo Malatesta was the person
who sent"Simone 40 Avignon, and
for no other purpose than to paint
the likeness of Petrarch, Vol, IL,
p. 98.

4 Sce .the records in Milanesi.
Doec. Sen. p.p. 216—8,

’
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.has been hitherto knéwn, and from the time of Vasari to
that of Della Valle, nay up to the present moment,- it has
remained untold that he decorated two of the principal
chapels and other parts of the palace of the Popes with
frescos which still exist. A correspondent of father Della
Valle, in the last century, informed him that the portico
of the cathedral of Avignon was decorated by Simone
“about 1349” at the request of Cardinal Hannibal Cec-
cano, S. George was to be seen on horseback killing the
dragon; and a young lady in green, kneeling at the
side, was -generally 4akén for the beautiful Lanra.l
Beneath the' frescos were verses asmgned to Petrarch as
follows:

Miles in -arma ferox bello captare triumphum .
Et solitas justas pilo transfigere fauces

Serpentis tetrum spirantis pectore fumum

Qccultas extingue faces in, bella Georgi.

Were the date of 1849 altered to 1339 when Simone lived
in Avignon, one might grant that Cardinal Ceccano who
lived there till 1350 as Bishop of Frascati ‘could- have
employed him.*

But the S. George has perished probably from expo-
sure. "The column of the porch, however, the lunette
of the architrave of the entrance and the pediment above
it- are still adorned with frescos. In the lunette, the
Virgin 'sits ‘enthroned holding the infant with bare-arms
and shoulders on her knee. The patron, perhaps Mon-
signor Ceccano, though he is not in cardinal’s robes,
kneels to' the left at the Virgin’s feet and is introduced
by one of the angels at her sides,® a pleasing and graceful
composition.? In the vaultmg of the recess of the lunette

scene.

.1 Della Valle, Lett. Sen.
Vol. 1L p. 95.

? The prelate Wwas a pdtron of
letters and the author of a life
of the apostles Peter and Panl in
verse,

3 The angels are two in num-
ber, each holding back a curtain
and as it were, disclosing the

‘Their forms are good and
their action graceful but the fresco
is much injured,

4 Vasari describes Simone's cus-
tom of drawing and shading the
outlines of his subject on the
rough cast wall, enlarging the
figures contained in a little draw-
ing, which he held in his hand.
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six heads of angels are beautifully “parted. by an elegant
ornament.! In a triangle above the lunette, the Saviour
sits in benediction between six angels floating in space,
in graceful motion, and airing their draperies in the wind.?
This undoubted production of Simone shows. him fo have
laboured. here in his prime, free from the fetters of the
old style as far as it was possible for a Siennese painter
to be so, and graceful if mnot severe in the rendering
of form: " )
Besides the portico of the cathedral,” Simone adorned
the hall of the consistory in the Papal Palace- with frescos,
but this sacred room is now or was till qdite lately a
dormitory for the “Enfans de troupe”; and of four groined
ceilings cut by the usual diagonals one triangular section
alone is clear of whitewash, -and contains eighteen: pro-
phets in rows above a 8ybil in each of the angles.® The
life size figures, bearing scrolls in their hands, conversing
or in pensive silence, are now .and then affected in mo-
vement; but Simone varied -the gravity and squareness
of the types of the old time by an occasional approach

to the pleasanter suggestions of nature.?

The fresco was afterwards re-
painted om intonaco .laid over the
rough cast (Vas. Vol. IL. p. 97).
In the upper part of the lunette
of the porch at Avignon the wall
has been laid bare. By its side
a piece of rough cast is seen con-
taining the shaded outlines of the
wings and head of the two angels,
part of the arm of the infant
Saviour and, of the Virgin’s dress,
all in red and corresponding ex-
actly with the design on the upper
intonaco, which is of the same
thickness as the rough cast-layer.
On the final intonaco again 8i-
moune did not use the general tone
of verde in flesh tints which was
‘invariable in his pictures on pa-
nel, but the white ground of the
plaster whicli served for the lights,
whilst the shadows were indicated
with red.

1 In the centre is the dove,

The outer frieze of the archivelt
is painted architecture. Above
the right hand capital supporting
the architrave & painted vase with
8 lily is- surmbunted by the re-
nrzing of an angel; and probably
the subject of the annunciation
of which the opposite figure is
obliterated was here depicted.

2 Part of the head and lower
folds of the dress of the Saviour
have dropped.

8 Standing on a cloud and side by
side one sees Habakkulk, Malachti,
Obadia, Mica, Nebemiah, Ezekiel,
Jeremiah, Isaiah, Moses, Enoch,
Job, Solomon, David, Daniel, Ho-
sea, Amos, Joel and Zephaniah.

4 His usual breadth of drapery
and conscientious drawing are ap-
parent, as well as his favorite
profusion of prnament. Some heads
are slightly’ discoloured and one,
of Malachi, is gone altogether;
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1

and very deep embrasures, and were painted thro
the Pope’s chapel with scenes from the life of 8.
the Baptist and other saints, that of the Holy Inquisiti
with incidents.from the legends of SS. Martial, Stephen,
Peter, and Valerian. - .

The first subjectd which strike the visitor on entering
the papal chapel are the birth of S. John the Baptist and
his presentation to Zachariah;, in the highest course to the
left of the wall facing the entrance.! The upper part .of
the lunette on that side is bare; but in the sloping.embra-
sure, a division is filled with groups of people, the two
foremost of which, females in profile, are interesting for the
costume -and as being evidently potrtraits. Beneath the
birth, S. John may be seen preaching in the wilderness, in
a red dress which is a modern addition, with traces of an
audience behind him, and of figures in the slope of the
window commenting the germon. Of these, two heads are
-preserved, one, that of a listener, who alludes to 8. John
by pointing backwards at lhim with his thumb, a vulgar
gesture which the Siennese - painters often used. In the
left hand side of the lunette, to the left of the entrance,
_there are traces of S. John baptizing the Saviour, of Christ
in prayer on the mount of Olives, and of the Lord appearing
to him in a glory of angels. In the upper spaces of the
window recess, are vestiges' of apostles. The left side of
the lunette, where numerous figures were once grouped
together, is almost oblitexrated. The dance of the daughter
of Herodias forms the lower course to the left of the window.
Throwing her figure and head back and timing her step with
the jerking motion of her hands, whose palms are all but

but the rest are fairly preserved.]attend, and a male whose large
The light flesh tones, flat in their | bearded head alone remains, looks
general appearance and relieved [on. (In proportion to others this
by little shadow, are further cha-|is a larger head than the rest.)
racteristic of the Siennese master, | In front to the right a woman of
’ | grand presence and fine profile

1 8. Elizabeth, youthful and |holds the infant, whilst Zachariah
handgome, sits up in a square |sitting toethe left wrjtes the Bap-
bed behind which two .females |tist’s name on a long scroll,




M CHRISTIAN ART. Crar. IIL

folded on the wrigyf, Salomé is one of the strangest examples
of affectation inJ#Siennese art.! Behind a table to the-left,
Herod and. fiis two guests are still visible. These two
the most ludicrous long horned caps, and. their
e almost caricatures. A total.absence -of per-
in the walls, roof, and table, give the picture a
nfavorable aspect. Here the student may compare
result obtained by Simone, for he undoubtedly is :ﬁ‘le
ot of this work, with.that .of Giotto.in the Peruzzi
hapel at 8. Croce of Florence; and the contrast will strike
him as a telling and powerful one.? .

The wall to the right of tha entrance is decorated with
subjdcts taken from the life of another $aint. In the lower
course to the left of the window, Christ erect with the double
edged sword issuirg from his mouth, dressed” in a white
tunic and holding the keys, imposes his right hand on the
kneeling figure of a long haired and bearded saint in prayer
before him. A natwal and simple-attitude and action, a
tender religious mijldness in the face distinguishes this figure
of the Redeemer. The distance of trees and landscape ex-
tends to the recess «of the window; and above it is the
call of James and John the sons of Zebedee, with the
resurrection of Tabitha beneath it to the right. Behind the
rising Tabitha, one of a group of females raises her hands
in wonder above her head, an action common in Simone,
repeated from the cappella S. Martino at Assisi, and derived
from Duceid who introduced it into his Entombment ‘in. the
picture of the Duomo at Sienna. The spirit which dic-
tated this movement is in fact as essentially Siennese
as the composition of these scenes generally, and is remi-
niscent not only of Simone’s own productions at Assisi and
in the picture of S. Lorenzo Maggiore at Naples, but of
those of the whole school.? The series is continued in the
right side of the .wall facing the entrance. In the lower
course, the Saviour, erect and gentle rather than majestic,
faces the recess in which vestiges of trees only remain,
and seems--in the act of speaking.? Two angels stand

-

-

1-The arm and hand of the sol- | crowd in *the recess await the
ydier bringing in the Baptist’s head | completion of the sacrifice,
on a dish are all that remain of| 2 The wusual individuality of
that figure, heads marks the group about the
. . apostle; butunfortunately thelower
2 On the right side of the window | half’ of the fresco is obliterated.
the excecutigner has struck down| * The colonr of his blue mantle
the head of the Baptist, and a|is all but cbliterated.

.
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behind him, the nearest in front view, \Rointing across his
breast to the Redeemer, conspicuois 1§ his long thin
shape and close draperies, and remarkable\for the crisp .
“button curle of his hair; the furthest, in profile Nirngging his
shoulders, ‘and -bowing with protruding elbows in tg affected
“attitude of a dancing ‘master. Whilst the first &f these
forms may be seen repeated in the Siennese school
Taddeo Bartoli, the second iseone of the pure bits\gof
affectation peculiar to Simone.! -
The crucifixion decorates the lunette above the entranc
but the principal figure is almost devoid of colour and can
only be criticised as to outline. Erect-on the cross and
not dead or hanging,? the Saviour converses as it were
with 8. John Evangelist who stands open-mouthed beneath
to the right, mindless of the grief of the Virgin on the
opposite side.®  The whole composition is as usual wanting’

-

in the great Floventine laws of distribution.?

1 Above the episode & solitary
figure in the aat of speaking stands
gesticulating with his right hand
to an audience of which, the tra-
ces are almost obliterated. The
red dress of the speaking figure
is repainted. - .

? A fine nude of fair propor-
tions and a soft expression of
face may still be traced, and it
seems the best representation of
the Redeemer crucified that had
yet been produced by the Sien-
necse school.

3 The Virgin’s head is unhap-
pily abraded. At the foot the
Magdalen grasps the cross and
an angel of long form in close
dress flies at each side of the
horizontal limb, Behind 8. John
are the usual attendant priests
and soldiers.-

4 In the course below the lunette
vestiges of two aen carrying sto-
nes ands the heads of two nimbed
saints may be distinguished, and.
to the right in'an interior are
two half figures” of apostles, a
flight of steps and a female. The
ceiling is groined diagonally, and
at the corners above the--eruci-
fixion are S, John Evangelist and

.

.an almost obliterated Virgin. In

the next space, S. John the Bap-
tist, without a head, faces 8. Eji-
zabeth, The next two figures are
damaged atd the last are S.8. Ze-
bedee and Anna. The ground of
the ceilings is landscape and trees.
S. John Evangelist erect is in face
the same saint to whom the Sa-
vionr below uppears with the two
edged sword and keys. He bears
in both hands a scroll. (The red
dress is repainted.) A hole in the
ceiling occupies the place on which
‘the Virgin stood. . Zebedee is
repredented holding the nets. (The
head is wanting.) 8. Anna is a
well preserved soft featured Sien-
nese suint, in a landscape en-
livened with a stream issuing from
a spout. Equally soft but some-
what feeble is the S. Elizabeth
in a flowery meadow holding up
her dress with hor right hand.
Part of the head of S, John the
Baptist is gone. Fe wears a red
mantle over his camel’s hair dress
and points downwards .with his
right, The lower part of the
figure is feeble. A shield of arms
fills the centre of the diagonals
which are painted with the usnal
ornament.
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No doubt can kist as to the painter of these frescos.
Here laboured o same Simone who painted the ceiling
the consistory, and the porch of the cathedral
. That he worked w1th his assnstants is

sed frescos give little idea and. they justify but a
arded opinion, yet it is obvious from the remains that
the system of execution was Simone’s whose.characteristic
flatness of yellowish warm ﬂesh tones may here and there
be traced.
The next story of the tower is the chapel of the Holy .

Office, in the same form and similarly painted throughout
in courses resting on a feigned architectural skirting.

The centre of the ceiling is, a medallion of the Savieur
in part discoloured, but regular in form. The figures in
the triangles are- damaged and difficult. to distinguish; but,
in one of them, the Saviour appears amongst angels to
3:. Peter attended by a group of saints, one of whom
bears the name “8. Martiale.” Close’ by, this saint, as a
bishop, kneels before S. Peter and his suite, and on a
lower corner he touches with a cross the form of one entitled
8. Austelinus, lying sick in a bed. _ '

In the next space, a rehgmus ceremony seems to take place
in a church. Choristers sing hymns, whilst 8. Martiale casts
out a devil from a female kneeling before him. Next, ,
S. Martiale gives his benediction to a kneeling ﬁgure and,
lower down, performs the rite of baptism.

In the third triangle, an idol on a column is defended by
an imp against two angels who overthrow the image, and
S. Martial below is surrounded by kneeling and converted
idolaters. Next; the saint is on his knees before Christ and

. the twelve apostles, and in the distance, he distributes alms
or cures the sick. .

The last section filled with an equal number of incidents .
shows the spectator the Saviour amongst the apostles,
8. Martial amidst other saints preaching with a model of a
castle in his hands, whilst, lower down, S.°Peter baptlses
the saint, and in a nelghbouung episode the Saviour, again
supported by the apostles, imposes his hands on him, the
whole completed by a figure in the foreground in the act of
drawing a net out of the water.
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To these complicated and multifarious subjects in the
ceilings are added others equally numepous in the walls,!
from ‘which it appears that the chapel was dedicated
to SS. Martial, Peter, Paul, Stephen and Valerian. In
character and execution-the frescos, though inferior-to the
rest in Avignon, are of the same class as those in the lower
chapel,.and are therefort by Simone and his school and
not by Giotto.2. _

Avignon boasts no other frescos of the master. No pic-
tures by him or his followers exist from which to judge the
effect produced by the Siennese on the art of France.- Hard
by arose the school of Dijon. But there the Flemings
had the upper hand; and one single picture, originally at
Avignon and now in the hands of Mr. Reiset in Paris,
betrays a mixture of the Flemish. and Italian style of

Simone. It.is a piece remarkable for softness of character,

»1 In the upper part of the lu-
nette to the left of the entrance,
8. Stephen knecels before S, Peter,
above a group of nine prostrate
persons; beneath whom again are
remains of one on his knees, head-
less, with crutches lying at his side.
To. the left of the window, a
bishop casts out a devil, whose
form appears in the air in chains,
and below, traces of a dead body
remain. In the left side of the
wall facing the entrance, S. Mar-
tial kuneels before Christ guarded
by angels, and in the recess S,
Valerian kneels before S. Martial.
In the lunectte are fraces of a
martyrdom and the soul carried to
paradise by angels, whilst a simi-
lar incident fills the vaulting of
the window. The right side of
the windows is abraded. The
upper part of the lunette to the
right of the entrance represents
S. Martial having freed a kneel-
ing figure from chains; 8. Martial
with an escort of priests moving
towards a church in the midst of
a crowd of figures, some of whom
are recumbent. Teneath this, on
one side is a church interjor in

VOL. II.

which are two bishops, and in
the other, ten churches in rows
with inscriptions. Above the door
S. Peteris erucified, as usual, with
his head downward, and to theleft,
S. Paul is decapitated, whilst in
the sky the soul of the former is
taken to paradise. (The fallen in-
tonaco, as usual, shows the red
design on the rough cast) A de-
structione of idols by order of a
female is depicted in the lunette,
and by its side are numerous
figures flying from the effects of
a fire Yepresented in the distance
to the right. Beneath this scene
the following words remain in-
seribed: “Sigibertus. comes. Rur.
d. Galen.. benedicta.”

2 On the wall to the left of the
entrance in the cathedral of Avig-
non, a Baptism of the Saviour is
depicted, and there are remnants
of his form, of that of two angels
and part of a kneeling family;
but, though some trace of the Ita-
lian manner of the 14th century
is apparent in the worlk, it is of
a common order and much da-
maged,

1
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and care in éxecution, but with little vigour of conception

or movement, and flat in general tone.?

It was, however, impossible for Simone to live at Avignon .

for years, as he did, without painting many pictures on
panel. Two years before his death he completed .the
interesting “Return of the Saviour from the Temple
which now adorns theAL'iverpool ‘Galléry, and which bears
the inscription: ‘ ‘ '
Simon de Senis me pinxit sub anno MCCCXLII.

Simone seldom lavished more care on nimbuses and
embroideries, on the other hand he seldom produced figures
so shart or so superabundantly laden with drapery as here.?

The trustees of the Antwerp Gallery bought at Dijon, .

in 1826, a very pretty, good conditioned and characteristic
little work of this time containing the annunciation, the
crucifixion and deposition from the cross.? Mr. Reiset
possesses further a well preserved picture of the emtrance
into Jerusalem, all but a copy of the same subject by Duc-
cio in the Duomo of Sienna, exquisitely executed of a
vigorous tone. .

Simone died at Avignon in July 1344 in full possession
of his faculties,* having had time to make in June a will®

1 The subjedét, a martyrdom,

2 The University Gallery at
Oxford boasts a crucifixion ih the
manner of Simone.

+ 3 No. 3. Antwerp Catalogue.

In the two extreme pangls are
the angel and the Virgin annun-
ciate” In two other parts the
crucifixion and the deposition, In
the latter, fourteen or fifteen figu-
res are fairly divided into ‘two
groups, and in the , centre fore-
ground a bishop, the patron in
prayer, kneels, with the word “Sy-
mon’’ written beneath him, In
the former, the Saviour on the cross
receives the lance-wound from
Longinus. The Virgin, to the left,
lies on the ground in a swoon,
partly raised by the Marys and
surroundedby people, This againis
Simone’s modification of Duccio’s

well known old form of compos-
ition, which Barna afterwards
followed at 8. Gimignano. The
Magdalen grisps the foot of the
cross, whilst children and other
persons stand by pointing at the
Virgin. The Saviour in this piece
is not alive as in the chapel of
he Pope at Avignon, but hangs
at length between two angels who
fly by his arms, Beneath'this scenc
is the word “pinxit’.

4 The register of deaths at S,
Domenico of Sienna has the fol-
lowing entry undor Atg. 4. 1844:
“Magister Simon pictor mortuns
est in curia: cujus exequias fedk-
mus in conventu die IIII° mensis
Augusti.”” . Doc. Sen. Vol. L
p. 244,

5 See the text of that act in
Doec. Sen. ub. sup. Vol. L. p. 243.

.
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in which hé left his house and furniture at Sienna to
his wife Johanna and the rest of his property to his
nephews and nieces. . .

. His relict in the brown garb of the widows of the
time, retmrned to Sienna almost immediately after his
death with Donato. , In evidence given by her on a
trial between the heirs of Simone and Donato +in 1355
(Donato having .expired in Aug. 1347") she declared that
her husband had died at Avignon.? Masses and vigils
for his soul' were said and held at Sienna on the fourth of

Donato, who obviously painted in company of Simone
at Avignon, has not left any pictures behind; and hence.
he may be supposed to have been-a second rate artist.

A picture which seems to have been executed by a fol-
lower or, assistant of Simone, was lately in London in {le
hands of Mr. Donnadieu,* representing a Virgin and child
on gold ground, with a garland of little half figures in
medallions, inseribed : “Naddus Ceccharelli de Senis me.pinsit

" MCCCXLVIL" This painting, quite jn Simone's style and

.method, discloses his care and minuteness.

Yet it is strange
that no trace of this Ccccharelli should have been found
elsewhere.* . ]

In the Murich Gallery, a Virgin ascending to heaven in
the midst of a choir of angels with the Saviour between four
prophets above her, the coronation in the upper gable, female
saints in dead colour on the sides, and an annuncidtion in
the pinnacles like that of the Antwerp picture, may be seen
under the name of Gentile da Fabriano.? It very much

2

A vineyard at Vico and a house to
his nephew Francesco Salvucei, [
& vineyard and 220 florins to his
nieceCatherine,Donato’sdaughter,
a vineyard at Vico to his two
remaining nieces Agnolaand Diam-
bra, daughters of Donato, and the
rest of his property to his nephews
Johannes, Rarnabas and Simon,
Donato’s sons. He had left in
the hands of the trustees of the
Speduleedi 8, Maria della Scala
of Sienna no less than 282 florins
of gold, or about ninety pounds
of our money, Miltanesi, Doc.

Sen. ub. sup. p. 219,

' Ibid Vol. I. p. 216.

2 Ibid. Vol. I. p. 244,

2 These absorbed ull but 23
livres 4 soldi, of 7 gold florins,
the differénce of which was paid
to Lippo Memmi on the 7' of the
same month. Ibid. same page,
There are notices of Barnaba who
followed: the profession of g gold-
smith till 1436 when he died leav-
ing a numerous family. Ibid.
Vol. I, p. 245.

4 No. 8. Duke St. London.

% No. 551, Cab. XIX,

T*..
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resembles the work of Naddus Ceccharelli and Llppo Memmi,
being copiously adorned with tracery and gold.

A large life size Virgin ascending amongst angels .with
five prophets at each side of the arch of the niche, painted
flatly, but damaged by varnishes partakes of this character
and may be seen in the Gallery of Sienna,!: where like-
wise, a Virgin and child amongst angels in the same style .

may be, studied.?
the name of Lorenzettl.

These two pictures, however, are under

1 No. 63 of Sienna Catal.
_ % Ibid No. 62.

3In order to leave no record of
these times.unnoticed, an -order
of King Robert of Naples may be
quoted. (Reg. Rob. reg. 1316. B.
p- 255, apud Schulz, Denkmiler,
ub. sup. I. p. 165.) This order,

dated Casasana apud Castrum
maris de Stabia July 23, 1317
assigns to Symon Martini, nght .
a yearly salary of 50 ounces of
gold to be drawn on the salt dues
of Principato and Terra di Lavoro.
Future vesearch alone can deter-
mine whether this Symon be or
not our painter,
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CHAPTER 1IV.
. LIPPO MEMMI., BARNA AND LUCA DI THOME.

The companionship of Lippo and Simone tlearly dates
from a time antecedert to that which brought them into
relationship by the marriage of the latter. Lippo was born at
Sienna, ! and though he was at times content to take upon
himself the mechanical portion of Simone’s altarpleoes,
he was not the less an artist of the same school as his
brother-in-law, They had a common workshop at Sienna,
yet they frequently undertook separatt tommissions; the
most important of which to Lippo seems to hive been
. that of 1317 for the adornment of the Palazzo del Podesta
at S. Gimignano. Sixteen years before, Da.nte, as envoy *
of the Florentine republic, had solicited in the very hall
which Lippo-came to adorn, the aid of S. Gimignano in
favour of the Tuscan league. The same podesta who
now employed Lippo, had promised that aid to Florence;
and now that peace had succeeded to long years of strife,
Mino, of the Tolomei of Sienna, sought to rival the magni-
ficence of his countrymen by adorning the hall of Justice
at S. Gimignano with a “M‘gesty” similar to that of
Simone. Lippo decorated the “wall of the council room
with a fresco’ whose spirit and composition very much
resembled those of his future relative. He depicted on an
area of one hundred and seventy five feet® the Virgin

t See postea, the signature.of a pxctule by him at Orvieto which
attests this fact.  ® 27 feet by 6'%.
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and child amidst twenty eight angels and saints, prominent
amongst whom S. Nicholas introduces the kneeling Mino
“de’ Tolomei.! . A red and blue siriped dress encloses the
. form of the Podesta and warms him with its fur lining.
Red socks in black shoes, dark hair in a net, the pointed
cap or hood in his hand, complete a very characteristic
and doubtless faithful portrait.?

In this vast miniature, Lippo placed his figures with a

fair and rational symmetry, giving with tact the best
places to the most important persons. The Virgin in her
blue star spangled tunic, and her mantle fastened with a
sbroach, has a plump oval face supported on a broad neck,

Ld .

1 With the following swords in-
* scribed on & scroll in his left
hand: . ]
Salve, regina mundi, mater dei
Qux sine pena peperisti xplim,
Vobis commendo devotum infra
seriptum :
Nellum Dini Mini Tolomei,
In ulnis vestris Yogo gmore mei
Ut placeat vobis suscipere istum
.Et inter sanctos vestros esse mix-
tum
Angelos, Patriarchas vivi Del.

2 Beneath the Virgin the words:

“Lippus Memi de Senis me
pingit MCCCXVIL” (Yet it musi
be borne in mind that the second
syllable of “pinsit”’ and the date
are a restoration of a later period.)

And lower down in Roman cha-
racter: *

“Al tempo di Messer Nello di
Messer Mino de’ Tolomei di Siena,
onorevole potestd e’ chapitano del
Chomune ¢ del Popolo delln terra
di San Gimignano MCCCXVIL”

In a corner to the right one
reads further ‘“Benozius Floren-
tinus, pictor restauravit A. D.
1467, and this leads us to consult
a record of 1466, from which it
appears that in April Benozzo
Gozzroli contracted with the ma-
gistrates of S. Gimignano to ‘‘re-
fresh and repaint all the figures
of the hall and tint the back-

————

ground in blue's (See the original
in Pecari, ub. sup. Storia
della Terra di 8, Gimignano.
p. 650.) and in pursuance of this
contract he cut ont andreplastered*
and tben repainted on the right
the legs of 8. John the Baptist,
S. Petér, and the angel holding
the pole of the canopy, and an
entire figure of 8. Louis king of
France with a friar behind him,
To the left, S. Anthony the Abbot
and 4 female saint near him, the
virgin 8. Fina. Besides this, he
touched up the hair and beard of
S. John the Baptist and the hands
of the Virgin. 'The date of the
gignature of Memmi was likewise
renewed by him; but in his res-
toration Benozzo doubtless re--
placed the new saints on their
old liney, as the final syllable of
the word ‘‘abate” in the name of
S. Anthdny is original, and of
Memmi’s time, whilst the rest is
more modern. The painted frame
is entirely by Angelico's pupil, nor
did the authorities, who employed
him, thihk. it of much moment
that they cut the lower part of
the fresco at its two extremities
for.the opening of two doorways
which impinge on and disfigure
Lippo'’s work, a proof, if any were
needed, that the bad taste of the
15th century was very like that
of the present day.
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and wears a diadem from which a veil with gold stripes
depends. Her thin hands have the well known Siennese
affectation of movement. The -mouth has the usual pursy
lip,. the Saviur, an old type, the favorite of Lippo and
of the school. Softness marks the features of a S. Agatha
or a S. Agnes, and contrasts with the héavy forms and
broad faces of angels. The ancient consecrated mould
yields to Lippo the heads of S. Peter, S. John the Baptist
and S.'Paul, whose gravity and fair proportion are however
allied to thinness of body. S. Nicolas on one side, S,

. Gimignano on the other arefine-and expressive; but what

most characterizes Lippo -is a minuteness without exa.mple
in works of a similar kind. The red ouflines appear under
the light grey shadows whlch hardly relieve the forms.
A warm but feeble rosy tint overspreads the flesh; and
every hair as well as every ornamental detail is patlently
realized.l, A gay but not vivid key of light harmony is
peculmr to the softly turned draperies, whose embroideries
are- copious. It is a magnified miniature that one sees,
a picture utterly flat, unrelieved and -careful to a fault.
It shows Lippo a patient but not a great executor, a
painter of tempera ongthe wall. Of his works as a
miniaturist, S. Gimignano evidently possesses examples,
the choral books of thé Collegiata being full of miniatures,

-the finest of which have the finish and gay colour of the

“majesty” in the hall of the Podesta.? -
An example of Lippo’s manner 'is to be found in an

t If the spectatore approaches,
he will find the play of light and
reflections in the iris of S. Peter's
eye.

2 QOne of these, an “antifonario
di Canto fermo' is adorned at
p- 22 with a figure of 8. Gimignano
in episcopals, swrounded by four
angels (6ne of them bearing the
crozter), above, six kneeling fi-
gures in groups of three at each
side, a splendid, example of its
kind as well for the beauty of its

draperies and the perfection of
its finish, as for- the softness of
its character and liveliness of its
tones. Twenty two miniatures, all
of this guality, in style Siennese
and of prgos manner, fill the
volume. In' a MS. mass for the
poor, of the same collection, &
“Redeemer appearing to the apost-
les” s of equal value and gimi-
lar character. It might be de-
sireable that books so full of in-
terest should be withdrawn from
daily use.
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ascension of the Virgin with saints, much damaged, in the
sacristy of the church of Monte Oliveto near 8. Gimignano.!
These may be the panels of an altarpiece mentioned by -
Vasari as originally in . Agostino at S.° Gimignano,?
where no altarpiece now exists, though, above the altar
of the Madonna delle Grazie, a damaged fresco in Lippo’s
manner represents the Virgin enthroned giving the breast
to the Saviour between the archangel Michael and another
saint now obliterated.? - -

S. Gimignano was not the only city -in the vicinity of
Sienna for which Lippo laboured. A picture bearing his
name is in the chapel of the Santissimo Corporale at
Orvieto, inscribed on the pedestal beneath the Virgin's feet:

“Lippus, de Sena’naf; nos pick amena.”?

. or “Lippo, native of the pleasant Sienna painted us.” The
Virgin stands with her bands joined in prayer, between
fourteen angels, one of whom at each shoulder :loops
back her mantle, beneath which kneels in three rows a
noble crowd of kings, princes, monks and nuns. The
Virgin with an oval face and broad neck, the angels
with full faces and throats , and haiy waving round
broached fillets in attitudes affecting grace, recal the
fresco of S. Gimighano.® The colour is lively, rdsy, and
flat, and the execution careful beyond measure.

If Lippo is the author of ,the picturé of the Beato
Augustino in S. Agostino of Sienna, he is great as Simone,
but besides this, his style is represented at Sienna by
a fresco ‘above the door leading into the sacristy and con-
vent of the Servi, in which the Madonna holds the infant

1 Centre, the ascension and a
glory of 18 playing and singipg
angels. Wings, each two saints,
all less than life size, two of
which are 8.8, Barthdlomew and
Catherine, the latter the least da-
maged of ‘he four.

2 Vas. Vol. 1L p.

8 According fto Copp1 (apud
Pecori, ub. sup. p.540) a knight
of the Salvucei family in armour
had originally been painted above

this fresco, the wholg having been
completed in 1330.

4 This inscription can only be
scen by removing the beadmg of
the frame. The Virgin, of life
size; wears a red dress damasked
with flowers, a diadem and veil.

5 The Vngms mantle is blue
lined with white fur., The dra-
pery of two figures kneeling on
the left are repainted, as well
as that of a figure in front to



Cuar. IV, ALTARPIECES, 105

in a graceful and affectionate action.! The softness of
Simone engrafted on the type of Duccio and powerfuyl
tones of colour are characteristic in the infant, whilst the,
broad round head of the Virgin bends affectedly on a
slender neck; and the closed lids give their usual exag-
geration of extasy and tenderness. The frame is exs
quisitely stamped and gilt. Each letter of the inscription
is in a separate, ornament and runs: :
“Lippus Memi . ..... pinxit.”
But for the signature it would be presumptuous to affirm
_ that the man who painted a picture so like those of Simone,
could have executed also the fresco of S. Gimignazo and
the altarpiece of Orvieto; but Lippo evidently painted
more in’ the manner of his brother-in-law when they were
together, than when' they were separated; and .another
example akin to that of the Servi is the small altarpiece,
formerly belonging to Hofrath Forster now in the Berlin
Museum inscribed: - :
“Lippus Memmi de Senis”,
in which a tall and slender Virgin holds to her bosom the
form of the infant Saviour.?

Two life’ size figures of S. Ursula and another saint
with a sword, assigned to Simone in the collection of the
late Mr. Bromley are two creations in Lippo’s style, such
as it appears in the wall picture of S. Gimignano, and
may be classed amongst the best that he produced.?

In the same class may be noticed ten figures of apostles
in the Ramboux collection at Cologne.*

the right. The ornaments are’alt
beautifully stamped.

1 In the Saviour's hand is a bird
andsecroll, Hisdress is red and shot
with gold. The drapery which
falls from the Virgin's head is en-
graved with scriptural sentences.

2 The Virgin holds the back.of
the standing Saviour to her bo-
som. Dressed in a white tunic
and red mantle, he points with his
right hand, and holds with his left
a scroll on which is written:
“Nullus surrexit M.... Johs® Ba-

tis...”” Two angels are engraved
in the ornament of the trefoil
niche, The flesh tints are abraded
particularly’ in the head of the
infant, and some restoring is no-
ticeable. On the back of the panel
is a seal with the words Campo
Santo Pisano on it.

8 The S, Ursula was purchased at
Mr, Bromley’ssdle by Baron Maroe-
chetti for 118 g3; the other saint,
by Mr, Bathhouse for 81 guineas.
Both were in the Ottley collection.

4 No. 76 of Cat. A little en-
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Further ode may notice in the palace of Cosimo
Alessandri at Florence fragments of a picture injured
more or.less, representiug SS. Zenobius, Peter, Paul and
Benedict. On the sword of S. Paul are the words®
“Lippus Memmi.””! .

. The following list completes all that can be said of
Llppo, who died, according to Vasari, in 1356.2

The pictures in the Berlin Museum, of the Virgin and child,?
and the Virgin giving the breast to the infant;* having the
character of Simone without his cdnspicuous® beaut;es and
with some hecaviness of form, may be by Lippo Memmi
or Barna. A third plcture in the same collection, an
annunciation with saints, undoubtedly belongs to the school
of Sienna, but has more the character of. Barna and his
school than that of Simone. The Madonna, betweén saints
in the Académy of Sienna,® is assigned to Simone, and the
Saviour in the pinnacle is most like a work of his hand,
but the ugly faces of the Virgin and 1pfant are less so,
whilst the S. Michael is of the Siernese type to be found
ir the picture of 8. Catherine of Pisa and.in those parts
of the Cappellone at 8. Maria Novella which are assigned to
Taddeo Gaddi, Another Madonna enthroned with the child
between saints,” is likewise assigned to Snnope in the Academy
of Sienna, as well.as an altarpiece in the Compagnia della
Madonna of the same city representing the Virgin between
two angels and the kneeling 8S. Anthony and Catharine.
Two other parts represent -S§. Peter and Paul; and the
Saviour in‘benediction is as usual, in the pinnacle. A fourth
Virgin and’child in the chapel del Rosario of S. Domenico at
Sienna assigned to Barna, but less ugly than the three fore-
going, is like them of a charactel which may be called the
exaggeration as to types-and form of that peculiar to the
fresco of Lippo in the Sala del Podesta at 8. Gimignano, with

feebled in co]our, and flat, No. 63| with httle heads of angels, all
of this Gallery a Virgin and ohild | rehewed.
much damaged, assigned to Si-| 2 Vol. IL. p
mone, may be classed amongst the 3 No. 1067 of Ca.t..
productions of Lippo. No. 62 a} 4 No. 1072 of Cat.
Virgin and child. No, 64 a Virgin| % No. 1142 of Cat.
with figures under her cloak, both ¢ Half Jlengths. No. 43 in Sienna
assxgned to Simohe, ‘are feeble and | Acad. Catalogue.
of the school, 7 all Iengths No. 94. 8ien. Cat.
The saints are: John Baptist, Bar-
1 The central portion, a Virgin | tholomew, Bernard, Stephen,witha
and child is in the same place | garland of angels round the Virgin.

-
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something of the featurcs common to the frescos of Barna
also at 8. Gimignano and to the works of Lueca Thomé. Ifit
should ever be”ascertained that these pictures were executed
by Lippo, one. must suppose that he declined with the lapse
of years from the standard of his earlier days, and that he
had learnt at last to paint with coarse colour and to draw
defeetive articulations and extremities.

Abetter example of the manner of Simone, LIPPO and Barna,
is a series of four pinnacles in the Sienna Academy ! represent-
ing SS. Catherine, John Evangelist, John the Baptist, and Paul,
above each of which a medallion contains respectively aprophet. 2

Vasari's vague remarks that Lippo painted in fresco at
8. Croce in Florence, in S. Paolo Ripa d’arno at” Pisa, in -
8. Niccola of Ancona, may be passed by, as mo traces con-
firm the truth of his assertions. He mentions an altarpiecé
of the Virgin between SS. Peter, Paul, John the Baptist
and other saints signed by Lippo ®n S. Paolo Ripa d’arno
at Pisa, which is not there now, an altarpiece of three half
length figures in the Vescovado of Arezzo, two pictures in
8. Croce of Florence, which have also disappeared, and a
picture which found. a place on the high altar of S. Francesco
of Pistoia.® The *Campione”, which records the principal
facts in reference to S. Francesco of Pistoia, states that, on the
high altar of that church, there was 2 V1rg1n between SS.
Paul, John the Baptist, James, Francis, Louis, Mary Mag-
dalen, and Chiara., inscribed: “Lippus Memmi de Senis me
pinxit.,” 'This is absent, and.in its place a S. Frahcis as-
signed to Lippo is really by Margaritone.* -

Barna or Berna, who like Lippo laboured at S. Gimig-

_mnano, survived till much later, if we credit Vasari’s state-
ment that in the act of painting the right aisle of
8. Gimignano church he, perished (1381) by a fall from
a scaffolding.® He died young adds the Aretine, yet if
Luca di Thomé was his pupil as .the same authority

affirms, he must have been old at his death, since Luca

t Nos. 97—100 of Cat.

flowers from two angels with S.8.
2 In this class we may place a

Peter, Paul, and Dominick, at the

Virgin and child with saints. N°%.
10 and 11, A Virgin and child be-
tween two female saints, No. 13
in the Dresden Gallery: Baldi-
nueei (Vol. IV. p.p. 820, 321) noti-
ces a fresco in 8. Domenico of
Sienna (the cloister) of the Virgin
and child receiving an offeriig of

SLdes, the whole inscribed: “Lip-
pus me pinxit, Memmi rem gratia
tinxit.”” This has disappeared.
8 Vide Vas. Vol. IL. p.p. 93—7.
- 4 Vide antea. Margaritone.

5 Vas. Vol. IL p. 162, and Bal-
dinucei, Vol. IV. p. 498,
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is al'ready recorded as a master in 1355, 1357.! Be this
as it may, Barna? was considered an excellent painter by
Ghiberti who found praiseworthy .qualities in certain' scenes
from the life of a penitent youth depicted in a chapel of -
the church of the Augustin friars at Sienna,® as well as
in frescos at S. Gimignano and Cortona.? According to
Vasari, Barna painted in S. Margarita of Cortona, where
no more traces of his work remain, than of those at
S. Agostino at Sienna.® In"1369, he came to Arezzo,
where the: Tarlati had lately caused the monastery of
S. Agostino to be completed, and he painted there, in the
Cappella . S. Jacopo, scenes from the lfe of 8. James,
having already finished the same subjects in S. Spirito of
Florence.® In the Vesevado of-Arezzo he executed-for
Guccio di Vanni Tarlati a crucifixion with the usual
groups at the sides of the cross and the patron himself in
armour ‘and prayer before the instrument of torture.” The
enemies of Guceio or Ciuccio tried their utmost to destroy
the very semblance of his existence by sticking at the
plaster of his effigy with daggers, says Bottari,® but in
spite of them the fresco remains.” The Saviour is still seen
on the cross, with Ciuccio kneeling in armour at its base.?
All that can_be said of this much damaged work is that -
it looks like a Siennese pampng, yet has less power than
the general run of Barna’s frescos. Of other producnons
in the Pieve, in S. Bartolommeo, and in S. Spirito of
Arezzo nothing remains.? In 8. Gimignano, however, the

—

rito "at Florence and those of
Arezzo are both gone S

! Milanesi, Doc. Sen. Vol. I
p. 28.

19
ot

2 Barna from Barnabas, as Berna
from Bernalbo. See the discussion
on this point in notes to Vas.
Vol. 1L, p. 160, in Rumohr, For-
schungen. Vol. IL p.109. Lanzi,
ub. sup. Vol. L. p, 284, and Bal-
dinucei. Vol. 1V. p. 491

8 Ghiberti in Vas. ub. sup.
Vol. I p. XXV1,

4 Ibid. . .
5 Vas. Vol. IL ip. 161,
8 Ibid, The freseos of 8. Spi-

7 Ibid.
8 Roman cdxtmn of Vasari,
¥ To the left aie the Virgin and
8. Michacl, to the right 8.8, John
]wa.ngehst and I‘mnms, whilst in
the vaulting of the recess in which
the puncnpu.l subject i placed,
| 8.8, Catherine, Peter, Andrew,
Paul and other saints stand guard
in medallions;.and the Saviour in
benediction fills a triangle at the
top.
i Vas, Vol. IL. p. 162
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] . . ) ) .
injured remnants of a long series of the Lord’s Passion

still exist, .and, damaged as they are, must be considered
as those best calculated to impart a true netion of Barna’s
manner. In five compartments divided into three courses

he painted twenty two different episodes, using the lunettes’

cntire fgr one incident, placing the ent_rahcp into Jerusalem
in a double, the crucifixion in a fourfold larger space
than the remaining subjects. ' -

In the lunettes beginning from the corner nearest the
entrance door and to the left of it, he represented ‘the

amnunciation, the.nativity, ' the wise mens' offering, the

circumecision and the massacre of the innocents. Procecding
from beneath the latter towards the door, and dividing the
compartments arched by the lunettes into two, he painted
the dispute with the doctors, the baptism of Christ, S. Peter

called to the apostolic mission, the marriage of Cana, the.

transfiguration, the resurrection of Lazarus, and in a double
division, the entrance into Jerusalem. The lower course
hegins from .near the portal with the.last supper, @on-
tinuing with Judas bargaining in the synagogue, Christ in
the garden, the capture, Christ before Caiaphas, the flagellation,
the crown of thorns and the. scoffers, Christ carrying his
cross- and finally, in a compaitment filling two courses, the
crucifixion. The remaining subjects of the Passion divided
into further sections of the aisle, are now obliterated. They
represented the entombment, resurrection, ascension and
other scenes. : : '

The spectator may observe in the annunciation that
species of composition which Giovanni da Milano followed
in his picture at Prato, the Virgin shrinking with a gesture
. of alarm from the kneeling Gapriel in an affected attitude
of grace and tremor, whilst the angel in his reverent
motion; ‘with atms crossed on his breast, displays more
elegance than veligious feeling. Qutside the room a maid
sits on the ground and bas dropped her spinning to listen
through the partition. Endeavouring, no doubt,. to distin-
guish the form of the servant from the nobler one of the Vir-
gin, Barna gave her a fuller and more developed figure, and
at the same time a less strained action. The servant is
therefore more pleasing because the more matural of the
two, the round outline of the head being improved by a
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pretty turn of the hair in the usual Siennege fashion. The
space in the lunette is at the same time well distributed,
and the drapemes are broad 'in fold after the fashion of Sl-
mone. It is a subject worthy of being remarked be-
cause it'is in better condition than the rémainder! which
are in most parts balbarously repainted. ]

The Saviour in the Baptism, a heavy nude, less aftractive
even than those of §imone, stands in the act of benediction
and is fairly if not nobly defined. Two diminutive angels
with large heads minister in flight, contrary to the usual
custom, whilst on the opposite side? the Baptist, high ap
on a bank, pours water overthe Redeemer’s head, Regular
soft features mark the bride in the marriage of "Cana,
whilst in the resurrection of Lazarus, Mary and Martha
pointing to their revived brother are in vehemement action
and stretch their long necks as they draw their garménts
toggther with one handy, Barna indeed exaggerates. in
these fairly preserved figures the close fitting draperies,
the museoular limbs and stiffened action of long thin hands3
peculiar to Simone, and in the faces, the long thin nose and
arched brows which meet the student’s eye in the pictures
of that master, These, indeed, are characteristits obser- -
vable in the whole of the series which need not for- this.
reason be further described. Itis stated that Barna’s pupil
Giovanni @ Asciano? painted after his master's death at
S. Gimignano and completed the decoration. His may be
the hand to which the feebler parts are due. Barna in the
whole of this work shows himself a continunator of Duccio
with respect to distribution, not only in the general division.
and spacing of his subjects, but.in forms® of composition.
As regards type, he maintains the character of Ugolino and
Simone. More thap one style of colour may be found in the
frescos which are all more or less injured, but in the best
maintained parts, the tones arve in low keys, and though

—— —_— - = - eeg——

1 Anogher fairly preserved fresco| 3Mark the position of the fingers
of this Reries is,that of the cap-|pointed and hent backwards by
tureTh the stiffening of the muscles.

e right. * Vas. Vol. IL p. 163,
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‘warm and -powerful, an exaggeration of Simone. The
drawing- is minute, the ornament copious, and the general
aspéct of the paintig flat. Barna may therefore be con-
sidered to have risen out of the school -of Simone on.
account: of his exaggeration and vehemence, though he
inherited. some peculiarities that characterized Ugoling. *
Nor should we be surprised to discover that Barna was’
once an assistant of Simone; for the date of. his death,
resting as it does merely on Vasari’s authbiity, may be . .
contested; -and were it sproved that he is identical with
onc Barna Bertini of the popolo S. Pellegrino, a painter
whese name is in a Siepnese record of 1340,! the former
supposition might be maintained. The spandrils of the
arches which support.the nave of the church of S. Gimig-
nano are filled with injured figures of prophets hold-
.ing scrolls, which still reveal the hand of Barna or
his pupil. A life size Virgin holding the Saviour
in the church of 8. Pietro is likewise in Barna’s man-
ner, whilst at Asciapo,? thé birth- place of Giovanni
his disciple, the church of S. Francesco contains portions
of frescos once whitewashed and since rescued, repre-
senting scenes from the passion whose character, tech-
nical execution and colour, are similar to those of S.
‘Gimignape.3 A Virgin and child on the high altar, re-
painted in"the draperies, with a small kneeling donor, hds
the same character, which is that of Barna and Simone.
Without the name of Giovanni &’ Asciano, the student finds
a, work in his, native place disclosing a follower of Barna
and one who may have helped hini at S. Gimignano.
What Vasari assigns to Giovanni in Sienna and Florence,
is not now to be seen.4 '

2.

! 8ee ahnot. to Vas. Vol. IL
p. 160, and Milanesi, Doec.
Sen. Vol. 1. p. 28,

2 17 miles from 8. Gimignano.

3 To the left as omne entédrs, is
a modification of the subject called
the Pieta, the Saviour between
8.8, Peter and Paul, to the right
 the nativity, a S, Peter, 8, Trinity,

a Christ in the gardemn, and part
of a Last Supper beneath which
again appear marks of older paint-
ings of the 13" century.

Vas. Vol, II. p. 163. At Co-
logne in the Ramboux collection
is a crucifixion having the cha-
racter of the fresco of 8. Gimi-
gnano,butrudein exeention(No,60),
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As before remarked when treating of certain productions
of Lippo Memmi, a Virgin and child in the chapel del
Rosario of S. Domenico at Sienna is assigned to Barna;
and has in truth something . of his style; yet it shows less
power than his works in general: The life size Virgin

*seems to make an effort as she carries a heavy infant
Saviour. Her head and closed eyes are like those of the
master, but the picture may be by another hand and only
confirms whaf need hardly now be dwelt upon, namely
the family likeness of many second rate Siennese paintings
and the difficulty of distinguishing them. In one of the
shops in the couri of the same convent of S. Domenico,
and close to the church, there are remnants -of a fresco
of the Virgin and child, of an angel offering flowers, and
of S. Peter and S. Paul. The head of the angel is much .
in Barna’s style, whilst that of the Virgin recals both his"
and Lippo's at the Servi.

Luca. Thomé is supposed by Vasari to hdave been Barna’s
pupil, and this is not impossible,, though his painting
shows the influence of Simone who heads the whole
branch of artists now under consideration. Luca is the
third painter on the vegister of the Siennese company of
S. Luke which was confirmed as a guild in 1355}' and
is a third rate artist. ' . .

*Heo and one Cristoforo di Stefano . restorcd in 1357 a
Madonna by Pietro Lorenzetti executed in 1333 above the
portal of the Sienna Cathedral.? A crucifixion painted by
him in 1366 is preserved in the Academy of Pisa; and an
altaipiece finished in the following year may still be seen
in the Cappuccini of the castle of S. Quirico in Osenna.
An altarpiece in honour of S. Paul and the Siennese victory
over the mercenary company of the Cappellueci was ex-
ecuted by him in 1373 by order ‘of the general council of

which he was himself a member for two mqnths'of that
year.® Married in 1375 to Miglia del fi Giacomino, he

A pictnre much damaged bLy| 1Milanesi, Doec.Sen. Vol. 1.
repainting, but carefully finished, | p. 28.
a crucifision, falsely assigned to| 2 Notg to Vas., Vol.IL p. 163,
Giotto, in the Museum of Brus-} 3 Doec. Sen. Vol, I, p. 28, and
sels (No. 265), is in the style of |Della Valle, Lett. Sen. Vol.IL,
Barna. p. 119,
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again sat in the general council of Sienna in 1379, and in
1388—89, was of the council of the Duomo.? Finally in 1389
he assisted Bartolo di Maestro Fredi and his son Andrea in
‘the production of an altarpicce for the cathedral chapel of
the guild of shoemakers.® His existence as late as 1392 is
proved by the signature of a Madonna scen by Della Valle
in the chapel della Concezione of S. Francesco of Sienna,?
ITis life was not spent ‘entirely in Sienna, as Vasari truly
indicates certain frescos and an altarpiece, of which all trace
has vanished, in a chapel of the Dragomanni or Dragondelli at
S. Domenico of Arezzo.® The Dragomanni, or Lancia Serzaglia
.are an extinct Aretine family in whose honour a monument
by Francesco de Florentia was erected in the fourteenth
century, and adorned with frescos which still exist in part.
Four evangelists in medallions decorate the vaulting of a
recess, and of those all but S. Mark are preserved, S. John
being the least injured, and exhibiting the Siecnnese style of
Simone and of Barna, but particularly Barna’s. Luca Thomé
is probably the painter bocause his other works betray the
influence of these two masters and support the belief that
he, Barna and Lippo Memmi, were companions, and hence
that Simone was their common teacher. Little more indeed
can be required to strengthen this belief than the alta)"
pieces of the Sienna Academy assigned to “Simome and
Lippo, that of the Compagnia della Madonna in the Spedale
LOof Sienna and that given to Barna in 8. Domenico, all of
which have a commron character.® .

Luca’s crucifixion in the Academy of Pisa is inscribed:

“Luchas Tore.de Senis pinxit hoe ....s MCCCLXVL”

It represents the Saviour, gaunt, withered, a mere scabbard

t Doc. Sen. Vol. I, p. 28,

2 Ibid. Vol. I. p.p. 354. 863.
He ballots twieg in favour of a
design for wood carving by Ma-
riano d'Agnello.

81bid. Vol. IL. p. 36, and Vol.L
p. 28. He receives for his share
8 floring, the whole altarpiece
being contracted for for about 130
florins of gold payable nt intervals
of 4 months at the rate of 32 flo-
rins each time.

4 Della Valle, Lett. Sen.
Vol. II. p. 119,

5 Vas, Vol. IL p. 164. As to
the altarpiece, it has disappeared
from the chapel. "In the church,
however, is a much repainted pic-

VoL, IL

ture of S.8. Paul, Michael and
another saint, in character like
the remains in the chapel itself
which are much in the manner
of Barna.

6 On a landing at the inmn
“Allearmed'Inghilterra’ in Arezzo
is a Virgin and child with four
angels, life size, like Luca diTho-
mé’s second rate productions. The
type of the Virgin ds an exag-
geration of that to be found in
some of the latest Madonnas by
Lippo, the body bent and the ex-
tremities defective. It is a piec-
ture of the declining Sicnnese
school like those of the Academy
assigned to Simone and Lippo,

.
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of bones muscles and skin shadowed with dark verde and
of low yellowish tone in lights.l, *

Such productions as these need not have exercised any
influence at Pisa; yet they were taken as models by Pisan
imitators; and a Virgin in the Academy, signed:

Cecchus Petri de Pisis me pinsit a. D. MCCCLXX ....

* proves the author to have been a close follower of the

style and technical execution of Luca Thomé.?

One might suppose that Luca, like Mino of Sienna, re-
specting whom Sacchetti tells one of his broadest pleasantries,
kept a shop full of crucifixes.® One of these, exacily.
gimilar in its defects to the ecrucifixion of Pisa, stands in
a chapel to the right of the entrance at 8. Spirito of Sienna.

The picture of 8. Quirico in Osenna is a “‘conception”
inscribed : . .

“Lucas Thomé de Senis pinxit hoc -opus MCCCLXVIL"

A pinnacle at the top with a figure of S. Bartholomew
by some other painter has taken the place of the original
one, no doubt containing the Saviour in benediction. At
each side are S. John the Baptist and a medallion of S.
Mark, 8. Anthony with a medallion of S. Luke, whilst pait
of the same altarpiece, a 8. Agnes, with a medallion symbol
Of an evangelist, and S. Catherine with a similar addition
hang separaté in the sacristy.  These figures taken apart
show how unequal the Siennese painters were. 8. Agnes
holding up her red mantle with a hand of delicate and
slender shapo, wearing a diadem from under which copious hair®
falls downwards, is a graceful Siennese figure. 8. Catherine
also in a diadem and dressed in a close red robe lined
with fur, bends and is feebler than the 8. Agnes. Bt the
pair are the finest creations of Luca di Thomé, and con-
trast singularly with the 8. John of the same-altarpiece,
where a lean dry form stands on large feet, or with the
infant Saviour caressing the Virgin, — a disagreable type.
S. Anthony, darkened in colour, is less unpleasant, and the
tones of the altarpiece generally are not without the liveliness
common to Siennese masters.” : .

The ex-convent of R. Domenico at Rieti is in possession
of & Madonna clearly by Luca* the list of whose works
may be completed with a notice of a Virgin and child

1 Theremovalof the gilding from |infant, the same hard colour as
the background adds to the melan- | Thomé's.
choly appearance of the work. 8 Vide Sacghetti, ub. sup,
2 Ilig Virgin has the same atti- [ Vol. II. Nov. LXXXIV. p. 45.
tude, the same heavy type inthe | 4 The picture hangs in the up-
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between S. John the Baptist, a bishop, 8. Francis and another
saint, an altarpicce of life size figures in the oratory of the
monastery called “alle Tolfe", two miles outside the Siennese
"gate of S. Viene. The piece adorned with the usual pin-
nacles of the Baviour in benediction betwecen S. Paul, S. Peter
and other saints is greatly injured and signed “L .. as
Thomé ...... hoc opus ...."”

Lucas’ cotemporaries are Lippo- Vanni and Giacomo di
Mino or del Pellicciaio, of whom the following notes may
.be read by the more studious:

Lippo Vanni is inseribed first on the list of the Siennese
guild in 1355, and known as the author of miniatures and
paintings of which the majority are lost. Like Lueca he
was of the council of his native place in 1360 and 1373.!
He painted miniatures in 1344 for the Spedale *and in 1352,
a coronation of the Virgin for the Biccherna,® which Ru-
mohr erroneously assign§ to Lippo Memmi,® because he
misread the record, and had not in mind the inscription
preserved by Della Valle:

“Lippus Vannis de Senis fecit hoc opus anno domini
Millesimo trecentesimo LIL”

*His circumstances were such that in 1344 he had pawned
a book in which he was to execute certain miniatures.4
He laboured with Nello Beiti, in 1339 in the Sala del
Consilio -of the Palazzo Pubblico,5 and in 1372,- executed
an annunciation in the Chiostro of S. Domenico of Sienna,
of which the life size heads remain, proving that he was
a second rate painter of the class in which Luca Thomé
holds a place.’ The last notice *of him is dated 1375 when |

per coretto, represents the infantl in the 6" chapel of the convent.
standing on the.Virgin’s knee and } (Above the group in the birth of
holding a seroll, in which are the | the arch are 2 medallion pro-
words: ‘“Qui vult venire post me.” | phets. The Virgin’s blue dress is
The Virgin holds one end of this|repainted, — the figures life size.)
serol)l and the Saviour has a cross 1 Doc. Sen. Vol. I. p. 27,
in his right hand. The type of 2 Ihid. For 85 livres 16 soldi
t}le latter is quite Siennesef a;xd 3 den
the genuine continuation of 8i- y :
moneg: Lippo, and Barna. A long Vsl Rﬁlmo}iig (Forschungen).
fiame affectedly bentcharacterizes | ¥ 0r° L P+ ’
the Virgin who oviginally stood| * Doec. Sen. Vol L p. 27,
enthroned between 8.8, Peter agd| °® Doec. Sen, Vol. L p. 34,
Paul, Dominick and another saint,| ® Ibid. This fresco was signed
figures now separated and hanging | “Septanta e due e trecent’ anni
injured by almost total repainting | daSiena, guidipinse Lippo Vanni.”
*

I
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he received payment for thie shutters of the crucifix of the
Duomo.1! .

Giacomo del Pellicciaio who in 1373 was appointed to
tax the value of one of Luca di Thomé’s pictures,® falls into "
the same class with him as to style, but a step lower in
talent. Enrolled after Lippo Vanni, and before Luca in
the guild of Siennese painters, he appears in numerous re-
cords between 1362 and 1389,% assisting Bartolo di- Maestro
Fredi in ornamental painting at the Duomo in 1367.¢ Of
interest, as showing his third rate talent, is a very damaged
Coronation of 8, Catherine with numrerous saints in the
Academy of Sienna® inscribed: “Jachobus Mini de Senis
pinzit anno domini MCCCLXII tempore presbiteri Mathei
Rectoris Sancti Antonici.”  This altarpiece, originally
painted for the church of S. Antonio at Fontebranda is of
a hard colour and much repainted. Of the same class and
one year later in date as Milanesi proves,©® is the Madonna
called “Del Verde’’ now in the Servi at Sienna. The infant,
in the act of benediction sits on the Virgin's knee; and
four angels guard the throne. The colour is clear and rosy,
the ornament copious, and the execution careful, clean and
flat as that of a miniature. A contract for an altarpiece
for the church of the monastery of Passignano in 1372, Te-
presenting the descent of the Holy Spigit and numerous
Saints has been preserved.”’ Giacomo painted book covers
for the Biccherna like Guido and Dietisalvi,? furnished a
design for the ‘“‘opera” in 1382, and with others of his class
was two or three times elected to the grand council of
Sienna. : : . '

Of Paolo di Giov. Fei, enrolled with the early painters
of Sienna, nothing -exists but the records: '

1 1bid. Vol. I. p. 28, He re-| 5 No. 113 of Cat,
ceived 6 florins of gold 31 soldi.

2 Thid ¢ Doec. Ben. Vol. I, p, 271.

3 Thid, Vol L p.p. 31. 40, 50. | : 7 Ibid.. He was to receive for
264. 209, 271. 272, it 80 florins, )

4 Ibid. Vol. L p. 264. 81bid, in 1369 at 8 s01di 10 den.
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CHAPTER V.
THE LORENZETTI.

The unchangeable attachment of Siennese painters to |
old typical compositions and to a time-honoured method of
painting, to peculiar.richness of ornament and to forms
and contrasts essentially. distinct from thé Florentine,
might, in the apprehension of our times, involve an ab-
sence of variety in their productions. Yet the same
language has its Iyric and epic muse, and the Lorenzetti
contrast with Simone by dramatic energy and original
wildness. Pietro,! the eldest of two brothers, was a cotem-
porary of Simone, yet stood in relation to him much as
Petrarch’s tender sonnets to Dante’s manly strophe.
Whilst Simoxe affected grace and lacked energy, Pietro’s
vigour disdained the polish of his rival. The student feels
the affectation of the first, .he pardons the casual vulgarity
of the second. Vasari was fain to admit that Pietro
imitated and surpassed Cimabue, Giotto and other painters
of Italy;? but he was unjust to the great Florentine, if
he meant all that he said; and whilst Pietro boldly in-
novated on the technical processes of his country, he can
only claim preeminence over the immediate followers of
(Giotto. Son of one Lorenzo, he was born in the close
of the thirteenth century and appears as an artist in Sienna
as early as 1305, having painted jin tliat year some part
of an altarpiece called “la tavola, dei Nove.”s Though

1 It is remarkable that Ghiberti| ® Vas. Vol, IL p. 26.
who greatly admired Ambrogio, |
does not seem acquainted with| 3 Doec.«Sen.eVol. L p. 194. He
the existence of Pietro Lorenzetti, | receives 110 livres..
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youﬁg'and called in the record of the period Petruccio,
the receipt of 110 livres might point to the execution of
some important work. From that time till 1326 no. trace
of his labours exists. He is noticed then to have executed
in the “casa dell’ opera” of the Sienna cathedral certain
pictures for which a payment on account has been pre-
served;!-and as four sides of an altarpiece still remain
in the very house to which the record refers, they may be .
of that year. Of these the first is.a half length S. Mary
Magdalen of the finest type, rivalling the best productions
of Pietro’s brother Ambrogio in the Public Palace of
Sienna, and a prophet in a triangular pinnacle. The
second, S. Catharine, better preserved than the Magdalen,
a most graceful creation and in features the most noble
that had yet been produced in the schoo], is swrmounted
by another ﬁgure of a prophét holding a scroll. The third,
a 8. Francis in prayer with a seraph issuing from his
breast, is joined to a S. Paul in the upper space, gnd the
fourth, S. Romualdo, has S. Peter above him. No doubt
the centre represented the Madonna with the Saviour in
benediction in the pinnacle. The technical execution, which
shall be described at leisure, is undoubtedly that of
Lorenzetti; and the noble elegance of the figures, far
more striking than the affectedness of Simoné, reveals in
the master a meritorious rivalry of the Florentines and ‘a
praiseworthy freedom from the old prgjudices of his
countrymen. Pietro’s maturer style had doubtless been
preceded by a period of struggle during which he less
successfully disclosed his mdependence of the customs
and habits of his teachers. A panel “which displays
his manner yet reminds the spectator so much of Duccio
that it might be taken for a production of the great pa-
triarch himself, still exists in the church of the ex-Domi-
nican convent at Citth di Castello between Perugia and
Arezzo.?

CIbia. p. 194, : the altarpiece eight feet high and
® It hangs to the loft in the|five broad, with a triangular pro-
choir. The figures all but life size, | jection, shorter in base than the
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The earliest altarpiece signed by Pietro is that of the
Cappellina del Martirio in the little church of 8. Ansano,
belonging to the Compagnia a Dofana outside the Pispini
gate  of Sienna, in ‘which the Virgin, almost life size, is
cnthroned under the guard of four angels,” between S.
Anthony the abbot and S. Nicolas, erect at her sides.
On the step of the throne are the words:

“Petrus Laurétii de Senis me pinxit A. D, MCCCXXVINOL”

The figtire of the Virgin deserves to be distinguished as
the finest of the Siennese school, being youthful, noble and
well draped in a mantle under which .a veil, falling from
the head, is twined round the bosom. DPietro gives to the
head a juvenile roundness, to, the eyes a peculiar openness
near the canthus, to the nose some breadth and Hatness
of extremity, end to the small mouth somewhat drooping
corners. A well proportioned neck and hair in tresses add
to the pleasant impréssion crcated by the face. The slen-
der fingers ate parted widely at the junction with the palm.
The Saviour, less agreeable than'the Virgin, turns in a
broken movement towards . Anthony, and the angels,
with heavy projecting foreheads, are the original of a type
which Lippo Memmi exaggerated. The two saints, in na-
tural motion, are energetic in face and of fair proportion.
The dampness of the chapel has sensibly affected the co-
lours which threaten to disappear in the course of time;
and the student can only judge of the painter’s cha-
racter by the firm clear outlines whose softness and pre-
cision are striking. Ornament was never more exquisitely
or more judiciously used. As for the execution, it shows
that Pietro had in 1329 already abandoned the dark
verde system of his Siennese cotemporaries and substituted
for it the lighter tinge of the same ‘colour common to

upper side. The[Virgin, enthroned,
holds the infant Saviour on her

above each other are on each side
of the throne, and that on the

knee, he draws the folds of a
white veil banging from her head.
This conceit iz one common to
Duccio, Segna and the primitive
Siennese, but the execution, the
type and form, the peculiar shape
of the eyes and mouths, the draw-
ing are those of I'ietro Lorenzetti.
Al the Virgin's feet, to the right,
& miniature Dominican kneels in

prayer. ‘Thrce angels in rows

foreground to the right is striking
for the comparative beauty of the
head, the three on the left being
completely repainted. A gentle ex-
pression in the faces charms in
spite of the flattenod noses, and
the figurcs havoe the slenderness
and length peculiar to Pietro. The
carefuldrawing already reveals an
improvement on ‘that of Duccio.

-
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the'Florentines, the flesh tones being light and the shadows
warm.

Whether Pietro had visited Florence and studied its
masterpieces before this time it is impossible to- say,
but we have it from Vasari, that he painted a tabernacle
near the portal of S. Spirito, in which the soft delicacy of
the heads deserved the admiration of every true judge.!’

In the same year which witnessed the delivery of the
altarpiece at S. Ansano, Pietro executed another for the
Carmine of Sienna representing the Virgin, S. Nicolas and
other saints; a picture which, according to Milanesi, was
sold in 1818, 4nd has found its way to England.® It
was finished for 150 livres,” of which one third was paid
out of the public funds, the Carmelites "being too poor

"to give so large a sum out of their own’ treasury.? A
part of a predella supposed to have bclonged to it
is in the Academy of Sienna in two fragments, one of
which represents a vision of an angel to a dreaming
monk, the  other, Pope Honorius confirming the "rule
and granting a new habit.to the order.* Here in truth
Pietro’s style may be traced in the energy and animation
of the slender figures and in the fine colour which distin-
guish all his works. Eight small panels, originally part
of a predella and certainly by Pietro, are in a press in
thg Museo Cristiano at the Vatican.® Their resemblance
to the fragment in the Academy of Sienna might suggest
that they also belonged to the altarpiece of the Carmine.
Small, well arranged, and executed with all the master’s
vigour, they are interesting in spite of injury. The sub-
jects are the stoning of Stephen, the martyrdom of four
saints at the stake and their funeral, a saint in prayer
before another, a dead saint brought to burial, a woman
released from a devil before his dead body, and people

! Vas. Vol. IL p. 27. ther gift of 1 livre for the altar-

2 8 piece to the Carmelites in Dec,
Doc. 8en. Vol. I, p. 194. 1329. Doec. ub, sup. p. 194.
3 Della Valle, Lett, Sen. 1 No. 60. and 61. Sienna Aca-
Vol. 1L p. 209. and Milanesi,|demy Catal. -
Vol. L p. 198. who records a far- 5 Press II.

.
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in prayer about the same. Tizio mentions yet another
picture executed in the same year for the church of the
Unmiliati of Siemna of which Della Valle noticed as re-
maining, a fine figure of S. Benedict,!

In 1333, Pietro painted a Madonna above the new portal
of the Siennese Duomo which Luca Thomé is said to have
restored at a later period,? and in 1335, an altarpiece for
the cathedral, called “di San Savino”,® respecting which
it is interesting to note, that the incidents of ‘the saint’s
life represented in it were translated for Pietro from
Latin into the Vulgar by the “Master of grammar” Ceccho.*

His great masterpiece of that year, which Vasari
describes as imitating the manner of Giotto,5 was the
Sposalizio or marriage of the Virgin on the front of the
Spedale of Sienna executed in company with Ambrogio
and destroyed shortly after the removal of a reof_ which
protected it in 1720. Della Valle had the advantage of
sceing its remains; and Pecci, a.writer at the close of the
eighteenth century, records that it was signed:

“Hoc opus fecit Petrus Laurentu et Ambrosius ejus frater
MCCCXXXV,"6

In 1337 Pietro delivered the altarpiece of the church
of 8. Martin of Sienna noted by Tizio and seen by Della
Valle.”

The year 1340 saw him finish for S. Francesco Of
Pistoia a picture supposed to.be that now preserved at
the Uffizi at Florence,® and inscribed :

“Petrus Laurentii de Senis me pinxit A. D. MCCCXL."”

Vashri, misreading this signature calls the painter
Pietro Laurati, thus ignoring the relationship between
him and Ambrogio, and showing that, when he examined
the frescos of the Spedale he ‘forgot the signature which

1 Della Valle, Yol. IL p. 208.| ° Vas. Vol. I p. 26.
* ? Vide antea and Doc. Sen.| ¢ Pecci apud Della Valle,

Vol. L p. 194. Lett. Sen, Vol. IL p. 209.
3 Ibid. He receives 90 livrest 7 Ibid. p. 208.
or 80 florins on account. 8 Annot. to Vas. Vol. IL p.

¢ Doc. Sen., Vol. L. p. 194, 28. . .
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proves them to have been brothers.! The injury done
to1 this plcture, whose milk and coffee tone conceals all

the original vigour of handling and colour peculiar to
Pietro, renders it a pdor example of his manner.

A far more characteristic and equally certain pro-
duction of his pencil is the “nativity”, painted for the
altar of the “Congrega del Duomo” at Sienna, mow in
the sacnsty

There Pletm,'preservin‘g as ever the time honoured com-
positions that preceded the Florentine revival, represented
S. Anna recumbent in bed, whilst in the foreground, a
woman seated on the ground holds the infant on her lap
and tries the temperature of the water pomed into a basin
by another female. As an additional piece of realism he
adds a third woman to the group who fans a little breeze
_about the child, On the side panel to the right, the sub-
ject is continued by the usual representation of two servants
carrying a vase and linen. On the left side, a young man
— servant enters a room where Joa.chu,n and his friend sit
awaiting the event:” The group. recals in its vehemence of
motion that of the sybils and prophets of Michael Angelo
in the Sixtine chapel. - The infant in the nativity is feeble,
the females with the vase and linen defective in type, flat
nosed, ill drawn as to the extremitics and articulations,
co'nventmnal and at times false in the analysis of form, ay
in the hands, yet the picture creates a vivid impression by
the decisive foreo ‘remarkable in the action of all the per-
sons present, and the careful firmness and clearness of the
outlines.? Close by, a part of the predella represents the
Saviour crucified between the two thieves with the usual
animated and purely Siennese attendant incidents.3 The
central panel of the nativity is inscribed:

“Petrus Laurentii de Senis me pinxit MCCC.XLIL"

Better preserved and of the utmost inicrest as exhibit-
ing the pure style of Pietro is the altarpiece in the Pieve

! Vas. Vol. IL p. 28, the cross, and found some yecars
2 Of the colour which time has | ago in the tyubes of the cathedral
darkened, less can be said, but at |organ, have been considered a
present its aspect is somewhat flut | part of the predella attached to
and anrelieved. the nativity, but their flatness
3 Bight small pancls in the samo | of tone and feeble execution ac-
room representipg the legend of | cuse the wealker powers of a pupil.
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of Arezzo, built up in compartments with pinnacles in
the true Siennese manner, undated but signed:

“Petrus Lauretii hae pixit dextra Senis,™!

The principal course represents half lengths of the Virgin
and child standing between S.8. John the Baptist and Ma-
thew, John Evangelist and Donato. The Virgin wears a
"white dress damasked with. blue flowers and lined with fur,
and whilst she dfaws it together at the side with her right,
the Saviour keeps it fast at her bosom with his left. - Her
attitude is the drooping affected and conventional one ¢&f
the Siennese, and the expression is gazing, which is an
equally marked peculiarity of the school. Her figure though
long is not too thin.. The child smiles, but with a gaze.
Yet the group combines the grace of Simone with a force
which is only in Pietro Lorenzetti, and the thin hands are
not without elegance of motion. An upper course containing
the annunciation and the ascension in a pinnacle, complete
" the centre of the altarpiece. The KEvangelist, bearded, of
grave and stern character, is broadly and grandly modelled
and holds the gospel, whilst the right hand grasps the mantle.
8.S. Luke- and Vincent are in the comrse above, S. Cathe-
rine in the pinnacle. Above 8. Donato are 8. Paul and
another saint. 8. Reparata tops the whole. A wild stern-
° ness, well suited to the character of the Baptist, a high fore-
head; long straggling and cwly beard and shaggy hair
characterize. S. John, whose movement Jjs a little bent, as
with the thumb of his right hand he poimts to the Virgin
and holds in his left a cross. Yet on analysis of the fea-
tures, the eyes, in DPietro’s usual cornered forms omitting
the canthus, are near the root of the nose, the lips close,
with the sides of the upper drooping and overlapping the
lower. Above him S.S. James the elder and James the
less, a female saint with a bow complete the panel. A
vast brow marks the head of S. Mathew whose type has a
little of the old grimness, whilst the hand is fine in shape

and action.?

t Yet Rumohr doubts the ge-
nuineness of the signature. The
picture is However certainly by
Pietro, and was executed accord-
ing to Vasari in 1355, at.the re-
quest of the Arciprete Guglielmo
(Vol. IL. p. 28). The annot. think,
there is an error of date here, as

one Guglielmo was incumbent of
the Pieve in 1345,

2 Above him are 8.8. Marcelli-
nus Augustin, and Agatha. In the
birth of the niches of the chief
course, eight angels adorn the me-
dallions, and fourprophets fillsimi-
lar spacesabove the double niches
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Such an altarpiece as this could only have been exe-
cutéd by a man of a powerful fibre, who combined thought
with technical skill. “Here Pieiro defined light and shade
with a breadth unknown t¢ his predgcessors, and at the
same time with a truthful simplicity undoubtedly telling.
He rivalled the tempera of the Florentines, and kept
himself free from all killing research of detail, casting
aside the old habits of his school and tramplmg on the
barriers which .separated him from his rivals. But whilst
he showed in this a spirit superior to that of his cotem-
poraries, he preserved the advantages of broad and easy
drapery coloured in brilliant and. powerful tones which
were the special .gift of his countrymen.! The stamp of
“Pietro’s gemus is in fact everywhere, and the picture,
though it remains below those of Giotto, because its sub-
ject did pot require the development of great laws in
distribution, is more powerful and able than any produced
by his pupils.?

Ghiberti strangely omits to mention Pietro Lorenzetti,
but with" unaccustomed rapture dwells on the beauty of
a series painted by Ambrogio in S. Francesco of Sienna.?

It is"not long since a part of .these paintings was res-

cued from whitewash and placed in two chapels of the
convent church. Amongst them is a crucifixion unnoti-
ced by Ghiberti or Vasari and composed of figures lar-
ger than life. There the Saviour,-a powerful and robust
nude, not unnoble in its muscular development, but with
a low forehead and eyes like those of Pietro Lorenzetti,
hangs on the cross, Wailed by a flight of the usual vehe-
ment angels. At the foot of the instrument of .torture,
S. John grieving and the Virgin motiopless in the arms

P
ST e

of the second course, that above|each other angularly a,t. times.
the annunciation being a figure | BEvery part is handled with un-
with a crown and double wings, | equalled firmness,

{ Warmglazes are nicely spread | 2 There is no prédella to this
over the shadows, and a warm |picture, which,~with the exception
yellowish tone over the lights.|of some abmsnon in the face of
The whole is clearly defined and|the infant Saviour, is perfectly
conscientiously drawn with a dash | preserved.

and boldness which makeslinescut| . 32 Now the Seminario,
! A

[
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of the Marys, form the usual accompaniment to the. prin-
cipal’ figure. S. John, of muscular frame and great size,
expresses the most realistic and grimacing grief, with
contracted “brow, openmouthed and dlsﬁ(rured by a pointed
chin and massive hair, cut straight across a high fore-
head. Yet there is such tremendous energy in the head
that its vulgarity disappears. The power of Niccola Pi-
sano and the exaggeration of Michael Angelo seem com-
bined in the group of the Marys, and the Virgin, with
wrinkled brow and eyes contracted into angles by spasms,
has cast her arms wildly over the shoulders of her
attendants. Ter high forehead, close eyes and. mouth
with the upper lip drooping over the lower at the corners,
are essentially characteristic of Pietro Lorenzetti, and
convey the impression that he studied most masculine
female models. Yet the genius of the painter enables
him to give interest to a form otherwise disagreable, by
the extraordinary force which he displays.! The encrgy
and power which mark this fresco are found equally.
'strofig in a figure in -the refectory of. S. Francesco
representing the Saviour rising from the tomb in-the
usual attitude and holding the staff of a banner. Hisform
is grave and ma_)estm, though the features have no
beauty, and the expression is so fine, the drawing so bold
in its angular force, the somewhat broken movement of
the joints so vehement that one forgets the defects in
the vigour which the master displays. .

The variety which distingunishes the Siennese from the
Florentine school is now sufficiently clear. It may be
noted in a series of frescos in the North transept of the
Lower church of S. Francesco at Assisi assigned by
Vasirt:to Pietro Cavallini,?

The Siennese school was characterized from the first by
a peculiar mode of distributing the subjects of the Passion.

7

! The colour is of course re-|the shadows indicated in brown
moved by the seraping of the|on a smooth intonaco.
whitewash, but the preparation .
is the more visiblg, and one sees| ?* Vas, Vol. IL-p, 88,
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Duceio_and Barna, preserved it alike, commencing with the
entrance into Jerusalem, to which they gave a dduble
space, and closing with the crucifixion to which a fourfold
area, was devoted. The last scene of the mournful drama
thus received additional importance, and was intended in
every sense to povsess overwhelming interest. The Floren-
tines, it is hardly necessary to say, devoted to each inci-
dent an equal space, and their simplicity in this respect
may be studied not only in Florence and Padua but in
Assisi, by-the side of these Siennese frescos which have so
long been assigned to a Roman painter. They are indeed
 distributed not only as Duccio and others were wont to
do, but as was usual with the painters of crucifixes in
the cleventh and twelfth century, who made the Redeemer
colossal and the scenes of the Passion subordinate. They
occupy the sides, the vaulting and the end of the tran-
sept.! The pictares are parted in the usual manner by
ribs of ornament, at the corners of which lozenges con-
tain figures of prophets or apostles, and smaller medallions
inclose angels. The character, the type of these.-apos-
tles and angels, so clearly derived from the examples of
Duccio and his predecessors, would alone prove the fres-
cos to be By a painter of Sienna; but looking at the
entire series, the impression which it creates is that of a
work conceived and carried out by one hand, in. general
features like the cappella S. Martino of Simone, because
it is by ar artist of the same school, though stamped
with the individuality of another and perhaps greater
genius, unlike those of the Southern transept or the
Orsini chapel, because they are by painters who laboured

-

cifixion_ which, with its fourfold

t Beginning on the. Eastern
size and colossal figure of the

curve with the entrance into Je-

rusalem and the Last Supper, be-
neath which the Saviour washing
the apostles’ feet, the capture, the
self murder of Iscariot,  and S.
Francis receiving the Stigmata
were placed; and continuing onthe
Western with the Flagellation,
the road to Calvary, and the Cl‘.l'l-

Saviour, is thus made to face
the miracle of 8. Francis and the
Stigmata. In two courses on the
Northern end of the transept and
about the arch leading out of it,
are painted the Deposition, the
Entombment, the Resurrection and
the Limbo.
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on different principles and in another spirif. Setting
aside, however, all other considerations for the sake of
going into the analysis and study of the matter, the
frescos of the North transept are Siennese in distribution
and composition, and are the development of the manner of
Duceio, Ugolino and Segna. The types are theirs,* the old
ones modified by the spirit of one who possessed a supe-
rior genius. The figures, vehement in action, often vul-
gar in shape and face, frequently conventional, and in
some cases downright ugly, are rescued by the extra-
ordinary-power with which the movement and expression
are rendered. The broad and sweeping draperies are more
closely fitting than the Floventine and cut on different
models. All this ‘sufficiently characterizes a painter whose
style can be dlstmgulshed even from that of his brother,
and that is Pietro Lorenzetti. Passing from the general
to the particular and taking the subjects in their historical
order, the spectator can not fail to remark that the en-
trance into Jerusalem is conceived and executed as Duccio
conceived and executed it, with the same figures, crowd
and edifices, but bolder and more vehement in action, as
if the, soul of Duccio had ®nfered the frame of Loren-
zetti. None but Pietro ever painted such a Last Supper
as this, where Christ gives the meat to Judas, an ignoble
mask, and outside, the cooks clean the dishes near the
kitchen fire, the cat steals the scraps and the servant
points with his thumb in the direction of the supper as
if commenting uwpon the conduct of the guests, whilst
the moon and stars symbolically suggest an evening meal.
Who but Pietro could impart to vulgar types and atti-
tudes such power and animation as are to be found in
the apostles in a room stripping their feet, whilst S. Peter
reluctantly permits the Saviour to kneel and wash him?
In the capture one may see the illustration of the well
known custom which assigned to the Saviour a superior
- stature and grave features, mindless .in their serenity of
the cares of this little world; whilst in the face of Judas,
the expressive uglingss which Leonardo da Vinei sought
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with so much labour, proves Pietro’s talent and study of
the hwhan features.?

At the column again, the Saviour appears, as in all
Siennese pictures, with his back to the spectator and
receives the stripes from two soldiers in the usual vehe-
ment dction. A natural, well studied nude, muscular
and energetic in its movement, but unnoble in form, re-
veals as ever the tendency of ‘Pietro Lorenzetti. One
may note in the procession to Calvary the two thieves in
long convulsive stride and common in features, a sol-
dier galopping on horseback, a guard rudely keeping back
t¢he Marys, the Saviour carrying his cross, the Virgin
masculine in .the angular energy of her step, in features
resembling those of the fresco in S. Francesco at Pisa,
S. John Evangelist quite to the left, and the horsemen
closing a long array, the whole in"a distance whose
housgs are cremclated not with the double Florentine
pointed, but with the Siennese square, ¢mbrasure.

The crucifixion is mutilated by a large stone altar
which cuts off, the figure of . the Saviour at the knees;

and agreeably to Siennese custom, he contrasts by his
size with the thieves in Tortére at his sides. With more
simplicity, his form is. identical with that of Duccio,
thin, long, hanging forward, lifeless, low in forchead,
with bony brow, nose depressed and mouth drooping at
the.corners. Well studied and harmonious in the parts,
it proves Lorenzetti’s study of nature. . Terrible gri-
mace, herculean frames and vulgar grief mark the
circling angels about the cross, which contrast, as all
Siennese angels do, with those of Giotto ahd prove once
more, how different the genius of thetwo schools was
where it might be desireable to create an ideal. As regards
type, order, symmetry and balance of composition, which
were Giotto’s field, Lorenzetti shows his inferiority to
the Florentines. The good thief on the other-hand with
his arms over the cross, as ever, a muscular nude, proves

 The aposailvs may be seen retiring in the background.
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Pietro’s rare- talent and study- of nature and his suc-
cessful rivalry with, and superiority over, the Giottes-
ques. The impenitent, vulgar in face, in agonizing pain
as the executioner breaks his bones, realizes the idea of
. terrible suffering and is convulsed in every fibre. No
. one had as yet so completely rendered torments.!

Low down to the right of the altar, the Virgin sits
between S. Francis? and another saint, talling to the
infant and pointing back with her thumh. With some
slight varfation her form is’a repetition of that in Pietro’s
altarpiece at Arezzo.” Beneath this, and between two
shields whose blasonry is gone, the crucifixion is repeated
in miniature and a figure in prayer, said to be a portrait
of Cavallini, but probably the patron, kneels to the right.3
The Deposition is a composition of the usual vehemence
in action and improved by Pietro’s vigour from the ori-
‘ginal of Duccio.* .

The type of the Saviour in the Ertombment is as fine
as the ‘composition, in the pure Siennese style, is' ani-
mated.- The four busts of saints below are all but
effaced. As for the resurrection and limbo, they illys-

{ Beneath the- penitent thief,
the Virgin falls swooning into the
arms of one of the Marys, form-
ing a purcly Siennese group. A
- figure looking over her, with an
ugly face and a broad nose, is
one of the types most common in
Lorenzetti, whilst the Marys have
the usual pointed and projécting
chin. * Close-By, on the contrary,
a youthful and fine female profile
contrasts with the curiously ex-
aggerated one of an aged woman.
A nimbed figure on horseback
standing in profile in front, af-
fected in the action of the arms
(much discoloured), is said to be
a portrait of the Duke of Athens,
and near him is supposed to be
a likencss of Cavallini; but these
are fables to captivate the idle,
not to convince the serious ob-
gerver. The group is completed
by soldiers, as it is on the oppo-

vor. II.

site side where two guards on
horseback fraternize by giving an
arm to each other. °

2 Part of the figure is gone.

3 The colour has dropped off in
parts; the white ground thus ap-
pears gnd the light preparation
is visible.

4 Whilst he reptresented thebody
of the Saviour held by two apos-
tles, and still lissom in death,
with Nicodemus drawing the nail,
and the hands kissed by the Vir-
gin and one of the Marys, he de-
picted the Magdalenr kueeling on
the ground to embrace the feet,
and another of the Marys holding
her cheeks and shrieking. The
lean but not unnoble nude is
rendered with the convulsive vi-
gour which forms the ground-
work of Pietro’s talent, as it did
that of Michael Angelp. Beneath
the fresco foursaints are placed
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trate at once the well known tendency of. Pietro to re-
peat subjecté in consecrated forms, and his peculiar mode
of 1mpressmg on themr a stamp of his ewn. His ex-
cesgmq and uncompromising realism is further shown
in the Judas hanging from a beam with his bowels
dropping out,? a-fresco at the side of a door, in the archi- .
.volt of which S. Francis in a medallion shows the
Stigmata. -

But where (iotto ‘and Pietro may be advantageously
compared is in the S. Francis receiving the Stigmata. The
saint, kneeling on his left leg, looks up to his left at the
Saviour on the cross swooping .down with his - seven
wings like a hawk. Giotto would never haye conceived
an attitude so unnatural or uncomfortable as’Lorenzetti
here invented for the sake, no-doubt, of novelty. The
type of the saint’s head combines all Pietro’s characteris-
tic features, a small chin and mouth, angular eyes close’
to the root of a long thim nose; in the glance menace
and fear commingled, whilst the face of the Saviour is
ignoble and without repose.? |

‘»Such is the perfect harmony of all these scenes, such
the vigour, hghtness, and brilliancy of their colour, that
they are quite imposing, and they show Pietro Lorenzetti
in a most advantageous light. As a colourist, indeed, he
was enabled to maintain his work at a level above: that .
due to it in consideration of the types and distribu-
tion; and in the north transept of Assisi he appears in
this respect superior not only to the cotemporaries of his
own but of other schools. In the power which he dis-
plays he surpassed the pupils of Giotto, whilst they
excelled in composition and distribution which were
Giotto’s bequests to them. First amongst the artists of

TTE

in squares, and . Catharine, one | fine, though in the simplicity
of them, rivals and resembles the {'with which they should clothe the
Virgin of Pietro at S. Ansano. form they are unequal to those
of Giotto. The figure of Hilarius
reading, in the right hand cor-
. ner, is cut away by the frame of
? The draperies, however, are|a projecting orchestra.

t The lower parh of the.ﬁgure
is retouched.
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Sienna, be made a near approach to the perfection of
Florence. He was beyond measure dramatic and power-
ful, and for this he deserves to be classed above Simone .
who, for his part, is entitled to" claim attention for the
extraordinayy softness of his creations. -
.Asgsisi, however, does not alone contain examples of
great works by Pietro. One has been noticed in S. Fian-
cesco of Pisa. The Campo Santo contains a series con-
ceived and éxecuted by him. On the southern .wall
of the inclosure and at its easteln extremity he illustrated
the legends of numerous -hermits and saints in a land-
_scape of rocks scantily provided with trees and pictures-
quely capped with huts to which steps cut in the solid
stone secem deviously to lead. In character exactly simi-
lar to the so-called Orcagnas at its 'side, this fresco is
studded ‘with about thirty -different episodes partly on a
foreglound road leading by a bridge over a stream, partly
in the crags or huts which hawe already been degeribed.
Unfavomble as this mode of representing subjects was
and remained, it was too much in accordance with tradi-
tions sacred to Siennese painters to be abandoned. Yet,
in spite of this disadvantage, ‘it still- gave occasioh to
Lorenzetti to form groups full of his usual energetic
wildness, and the more suited to that-tendency in him
as he had but to. depict the weatherbeaten features of
inhabitants "of a wilderness, to whom he could impart all .
the sternness of character and aspect, all the savage
grandeur, of which he was a well chosen exponent. The
age, the individuality, the occupation of each of these
hermits, are rendered by him with original power, with
great knowledge -of nude form, great breadth of drapery,
vigour of light and shade and admirable design. Which-
ever of the groups may more particularly attract the ob-
.server, he will find in it the same severe grandeur.
For instance on the extreme right, where S. Panunzius
covers wp the frame of the dead S. Onofrio, lying
at length on the ground and partly naked, the nude, in

Pietro’s characteristic style, iz rendered with great intelli-
9*

-
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gence, the drapery with breadth and truth, the draw-
ing ‘with excessive firmness. One may note with what
reverent care the surviving hermit, in his cowl and frock,
bends down and brings the folds of the garment over
the bare breast, — 'how natural and true ig the‘*action
and bow good the group. Considered alone, this i in-
deed one of the finest productions of its time. Well pre-
served, it is coloured with boldness on a white ground,
the shadows, of a liquid grey tendmtr to verde, defining
the inner forms already lined in 1ed and contrasting
with a natural yellowish’ flesh tint in light. The parts
are modelled and searched out as.a sculptor mlght have
sought them, exhibiting Lorenzetti’s excellence in ren-
dering natural forms his preeminence in this over the
followers of Giotto; and his superiority when he had to
reproduce a quiet scene.l

Taking another incident that in which a woman tempts
a hermit in his cell, who only resists by putting his hands
in the fire, — the same female lying prostrate in death,
and kneeling after her resurrection - ‘repentant near a
tomb, Lorenzetti will be found equally able in produc-
iig "feminine softness as he had previously shown him-’
self in depicting the masculine sternness of the hermit.
High up on the same side, S. Hilarioh may be seen
grave and fearless on a mule repelling a dragon with
the sign of the cross, whilst the sentiment of fear and
surprise is ably given in the attitude of one by him.®
Near them, two devils before a hermit display the same
fancy as dwells in the neighbouring fresco assigned to
Orcagna. At no great distance the Saviour appears to
Brother Antonio in prayer and has the type, the cha-
racter and movement, the form and articulations, the
draperies of the Saviour in the so-called Orcagna.
Passing over a series of episodes in the life of the same ,
beato Antonio, and pausing where he kisses the hand of

1 His boldness in rubbing in|terwards is beyond meastre nas- .
the hair and beards transparent-| terly.
ly and drawing in the locks af- 2Thxs figure isnew astothe head.
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the dead hermit, 8. Paul, lying on the ground whilst two
lions scratch "in the hard ground a rude and shallow
grave, the same grand variety of form and type may
be . discovered. The lions in their strength and elas-
-ticity "are classical and seem to live; and wherever:
animal life is depicted the painter is great. A fallen
mule, a camel entering a gate, exhibit his knowledge of
their natural forms. Nothing can be finer than the groups
of Paul and .Antonjo in prayer; of the bishop Zosimus
giving the communion to S. Mary of Egypt shrouded in
her long haiv, or other subjects declared of old by in-
scriptions now worn out.! : .

‘The notice of Pietro’s works may be completed by a
short description of -pictures scattered throughout many
galleries. . :

In the church of 8. Lucia near the Palazzo Gaetani at
Rome is a small half length Virgin and child hanging to
a pilaster near the high altar. A Christ before Herod by
Pietro is also in one of the presses of the Museo Cristiano
at the Vatican.? '

Many panels with his name are to be found in Italy and
.abroad. The.Virgin and child guarded by two angels .bet-
ween 'S. Augustin and other saints, 5.3. John the Baptist,
Agnes and Dominick;3 four small panels in one frame
representing scenes from the passion,? Christ on the cross,®
2ll in the gallery -of Berlin are not in the spirit of Pietro’s
goenuine works.

Part of a pinnacle of an altarpiece with the subject of
the annunciation, in a room leading to the Sala’di Balia
in the public Palace of*Sienna, is the only work by Pietro
remaining in an edifice for which he is known to have

t Damaged by time like its
neighbours assigned to Orcagna,
the fresco has undergone change
from damp even in those parts
which are best preserved, whilst
some parts have been repainted;
and clamps, unite the intonaco
where it was split and threatened
to fall out. It iy still inclosed in
a painted frame having nine an-
gels in medallions, exccuted, with

the exception of a portion already
described as repainted by Anto-
nio Veniziano, in the same style
as that which surrounds the two
neighbouring ones supposed to be
the work of Andrea and Bernardo
Orcagna.

2 Press IIL

3 Berlin catalogue No. 1091,
.4 Ibid. No. 1092,

5 Ibid. No. 1093.
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pamte(l so much. A half’ figure of an apostle,!”a half
length of 8. Gregory,? 'a Virgin and’child guarded by
two angels, with seraphs in the :;\.ngles,3 all of them flat
and giving no idea of the master's talent, arc in the Aca-
.demy, pf Sienna, together with half lengths of S.S. Thomas
‘and James,? Thomas and Bartholomew which were once
pinnacles of an altarpiece.’

One may further assign to "the school, though much
damaged, a “dossale” representing the ergm and child be-
tween 8.S. Giuliana, Peter, Paul and Giusto with the
annunciation; and .eight-saints in the mpper- spaces, origi-
nally executed-for the church of §. Giusto of Sienna, much
repainted in oil and now in the Sienna Academy;® half
figures of 8.S. John. the Baptlst and Paul from the convent
of §. Marta in the same gallery.? Here indeed may be the
hand of Paolo di Maestro Neri, who is to- be considered a
pupil of the Lmenzettl

As for a small panel in the Uffizi at Florence represent-
ing the Thebais of Egypt,® subjects similar to those which
illustrate hermit life at the Campo Santo, the composition
has neither the qualities nor the power of Pietro, though

.it may be of his school and the execution by his pupils.

The date of Pietro’s death is not more certain than
that of -his birth, but it is known that he lived in the
parish” of 8. Pietro in Castelvecchio and that he was
married to Giovanna -di Mino del, Cicerchia. The most
probable supposition is that the plague of 1348 put an
end not only to his, but to his brother Ambrogio’s, life,

Of the latter, who was obviously younger than Pietro,
little more is-known. His birth and his death have not
been reeorded and the first notice of his existence dates

no further back than 1324.° His earliest productions
- were frescos in S. Francesco of Sienna execcuted, accord-
ing to Tizio, in 1331,'® and described with such enthu-
siasm by Ghiberti, that his words may with advantage
be quoted.

1 Sjenna Acad. cat. No. b7.

6 No. 9. Uffizi Catal. much res-
’ z %bid. No. 58. tored.
bid. No. 59. s Mil . \
4 Ihid, No. bi. L. 119;:11681, Doec. Sen. Vol.

8 Neos, 114, 115. 116.

0V Tizio.Mss.ap.DellaValle.
7 N°s. 117 and 118, °

5 Ibid. No. 55.
Vol. IL. p. 213.
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Ambrogio’s admirable story, says the Florentine, fills the
whole side of a cloister, wlhere a youth may be seen pre-
paring to take the frock, assuming the monastic habit, and
with others requesting permission to pass into Asxa. to
preach amongst the Saracens. Then follows the departure
of the bretlnen on their way to the Soldan: how ‘they
begin to preach’ the faith of Christ and are brought before
the Soldan, who orders them to be bound to a pillar and
scourged by two oxecutioners. There again is-to be seen,
how two, who have already given their share of stripes,
surrender the duty to two others and rest themselves with
hair bathed in moisture! and forms dripping with sweat,
with such sorrow and trouble in theii faces, that it is a
marvel with what art the master presented them. The
people stand by and look ai the naked friars. The Soldan
gsits in Moorish fashion, all in costumes and dresses so
varied, that one might fancy the figures were alive. Finally
the Soldan isswes the order that the brethren sbhall be
hanged to a tree, and it appears than one of them speaks
and preaches as he hangs from the bough, on which the
Soldan orders the executioner to decwplta.te them. The
scene is represented where they are so executed amidst a
great crowd of spectators on foot and horseback; with the
cxecntioner and many armed people. Here are men and
women, and as the heads are separated from the trunks, a
dark storm arises, with hail, thunder, lightning and earth-
quake, so well depicted that one might fancy one saw the
fall of heaven and earth. All appear anxious to get under
cover, in great trepidation. The men and women bring
their garments over their heads and the soldiers cower
under their shields, whilst the. hail gathers: and clatters
upor them. The trees bow to the ground, or break, and
every one tries to fly. The executioner falls ﬁom his
horse and kills him as he does so. So great was the
miracle that many people were baptized. For s pamtmg
this seemed to me a marvel.?

So far Ghiberti. What remains of these frescos since
their recovery from whitewash, consists of two large
fragments sawed from the cloistér-wall and now in the
second chapel of the church of San Francesco at Sienna.

tRumohr(Forschungen.Vol.| 2 Ghib' Comment. IL ap.
il tp! 101.) translates ‘ Capelli’| Vas. Vol. I p. XXIN—IV,
ats
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The Pope enthroned imposes hands on a kneeling friar
distinguished by a nimbus. " A potentate in a diadem
and a row of cardinals stand at the Pope’s sides, and
brethren of the Franciscan order kneel on the right fore-
ground, whilst & crowd look on near the prince and
cardinals. This damaged and colourless fresco is désigned
in the manner peculiar to the Lorenzetti, and permits no
doubt as to its authors. Its style is that common_to
Pietro’ and Ambrogio and not dissimilar from that of the
so-called Orcagna’s at the Campo Santo of Pisa.l

The second fragment represents the Soldan, sword in
hand, surrounded by guards intended for Africans, but
more like Chinamen, and dressed in the strangest and
most fanciful habits. The Soldan’s expression is stern
and passionate. On the left, three men kneeling with
their backs to the spectators, await the stroke of the
executioner. Three others have already been decapi-
tated, and very ugly children throw stones at their
corpses. On the extreme right, an executioner restores
_ his sword to the scabbard. Defective as regards type,
form and ‘action, this fresco exhibits not only exaggerated
but frequently false design.? The surface has been
completely abraded, but the execution seems less worthy
of the master than of his assistants.®

Of the frescos in S. Agostino at Sienpa, where, accord-
ing to Ghiberti! and Vasari,® Ambrogio illustrated the:
creed and the legend of S. Catherine, there are rein-
nants only in the archivolt of a door leading into the
Collegio Tolomei, but so injured as “to defy ecriticism.
Vasari further mentions scenes from the legend of S.-

-

old miniatures, and is adovned

1 The head of the prince for in-
stance,” with.a diadem, stretching
- forward, is especially remarkable;
and the variety of costumes, the
squareness of muscular forms are
characteristic.

2 The architecture of-a portico
under which the Soldan sits is
small and feeble as it appears in

with little-figures in dead colour
on triangular pinnacles,

3 ¥rom this series of frescos by
the brothers Liorenzetti, two heads
of females are in the hands of M,
Under secretary Austenl.ayard,

4 Ghib. ub. sup. p. XXIV,

5 Vas, Vol. IL p. 66.
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Nicholas executed together with an alt'u'plece for 'S. Pro-

_colo of Florence;! and Cinelli alludes to the latter as
having borne the signature “Ambrosius Laurentii de
Senis 1332”.% All that remains of it’'is two small pre-
della panels in the Academy of Arts at Florence, one
representing S. Nicolas of Bari throwing the gold into the
room- of his neighbour asleep near his three daughters
and another scene,? the other two, incidents from the
life of 8. Proculus,* both much damaged, but still stamped
with Ambrogio’s _character. The rest of the altarpiece
has disappeared. together with that part of the predella
in which Ambrogio painted his own portrait, - but it
* produced an order for him to 'visit Cortona in 1335, to
execute for a bishop of the Ubertini certain frescos in
S. Margarita, which are not now in existence.® From
thence he returned to Sienna, where he is recorded to
have repaired the face, hands and book, of the Virgin in
the Duomo and, as has already beer stated, he painted
with his blother the front of the Spedale at Sxenna.

Early in 1337, and for two entire years afterwards,
he was employed in adorning the Sala de’ Nove or della
Pace in the public Palace at Sienna with frescos which
were completed on the eighteenth of Feb. 1339.5 Here
Ambrogio depicted three vast allegories illustrative of the
advantages to, be derived from justice and peace, and of
the evils ensuirig from tyranny. - The first, above a door
~ which unhappily cuts off a part of its right corner, has
* given occasion to mighty contest and argument, yet
seems capable of sufficient explanation.

High up on the left hand, a half length figure of Wisdom,
inseribed “Sapientia”, crowned .vith a diadem and wearing
a veil round its neck, hovers on the wmg with a bodk in

! Ibid. 6 See the records in Milanesi,
2 Note to 1b1d same page.|Vol. L p. 195. Though the sub-
8 No. 60. of Acad. cat. Salle|jects are not given in the records,
des Petits tableaux. one may assume that . the pay-
4 Ibid. No. 66. ments refer to the frescos in the

5 Vas. Vol. II. p. 67. | Sala de’ Nove.
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hef left hand.! She holds with her right the handle of a
gigantic balamce' whose beam reposes on the head of
Justice, looking up as if for inspiration to the ﬁgme of
Wlsdom and poising at an equal height the disks.? In
that to the left a winged angel® bends outward and decapi-
tates a kneeling man, whilst with his nght hand he places,
a crown on the head of another kneeling in prayer. This
is distributive justice as the word ‘ distributiva” indicates.
A similar angel? bends out of the disk to the right, dipping
one hand into a box held by akneehng person and giving
a lance and sword to another in'a similar attitude. This
obscure allegory is explained by the inscription *Comu-
tativa™.® .

-Apart from the a]legoucal conception which was ob- _
viously studied and invented by the fancy of an unar tlstxc
mind, the ﬂgule of justice.is one of the noblest and’
finest praduced in the school of Sienna. It deserves in-
deed to be classed amongst the greatest creations of art
of the time. A noble mien, supreme dignity, adorn the
figure and sit on the brow of a youthful female whose
mighty tresses are plaited out beneath a diadem, leaving
the cheeks, the neck, free.to (hsplay their rich and well
filled forms. The face is soft in its foreshortened round-
ness, the featares- regular, and the high-waisted red dress
richly. embroidered in gold. No one after Giotto better
or more artistically coupled dlgmty with elegance and
grace; and if severe simplicity is not attained in the
Florentine measure, it is that the Siennese were of a
different stamp and spirit from their rivals. And now °
let us carefully trace the somewhat delicate. thread- of -
‘the allegory. "

A couple of lines pass from the waists of the angéls in

the disks. One is red, the othér white.. These lines fall
and unite themselves in the left hand of *Concord” seated

-

—_—- . .

‘hll)n;lx n;a.ntrlle] is_ysllow spotted| & In rod tunic.

‘\v1t ack 'he book is red. 4

? The words: ‘ Diligite Justltmm In & white tum(,

(justitiam is now obliterated) qui] 5 Forster has ot caught the
Judicatis terram” indicate hersym- | spirit of the allegory, he calls this
bolic character which is likewise |Justice *communicativa” Vide
revealed by her decupation, Beytriige ub. sup. p. 183,
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on a throne immediately beneath “Justice”, a gentle figures
crowned with a diadem, with a flame burning in its centre,
and holding in its hand a carpenter’s plane.inseribed with
the word “Concordia”. She passes the double line to a
miniature personage standing ncar her, who hands it on to
his neighbours, forming a long procession of twenty four
persons, advancing in couples to the foot of a throne on
the right, where a vast figure sits with a sceptre in one
hand ‘and a seal in the other, symbolizing the government
or “reggimento’”’ of Sienna: The idea seems to be, that
Wisdom, Justice, and Concord are the results of Siennese
administration regulated by the *twenty four” of the nobles.
and people, covidently painted from life by Ambrogio and
distinguished in the arms of each by the red and white
colours, both in the thread which unites them, the cap which
covers the- head of the enthroned “Sienna’”, and the loop
with which it is bound to his chin. This colessal figure
represents a man in the ripencss of ‘age, with silvery hair
and beard, a baronial cap on his head. Round the cap,
as may be clearly seen in similar figures on‘the book-covers
of the Biccherna at Sienna, were the initials C.8. C.V.!
now altered by restoring. A mantle, white to the waist
and black from that downwards, clothes the figure in the
colours of  the “Balzana” or shield: of.the Comune of
Sienna, and is embroidered and fringed with gold.2 A she-
wolf giving suck to two babes and licking one of them
with her tongue forms a footstool to the figure.® Faith,
Charity and Hope hover about the head of the *“Comune”.*

! The prescnt letters ate C. S.
C. CV. the second C. an addition.
Ounce may interpret the initials as
“ Commuue Senarum civitatis Vir-
ginis.”

2 The seal in his left hand re-
presents the Virgin and child be-
tween two kneeling angels with
the motto: ‘“‘Salvet Virgo Senam

veterem quam signat amenam,”

and is the same which Simone|p

placed beneath the frame of his
fresco in the Sala del Consiglio,
Sienna being then under the pa-
tronage of the Virgin Mary.

3 The same in a similar form
muny be scen in a hook-cover of
1344 at Sicnna with a white cap;
in & book-cover of 1863 (No.|
354) in the Ramboux collection

at Cologne; and ina book-cover of
1473 in the Acddemy of Sienna
by Guidoceio Cozzarelli (No. 264,
Acad. Cat.), the scal only being
altered. Both, like that of Am-
brogio’'s freseo, represent the * Co-
mune” of Sienna. (Mr. Forster,
likemany others fancies this figure
to be the ‘“Kaiser”, an evident
errov. )Vide Beytrige ub. sup.
. 182.
4 The first, in a diadem car-
rying a cross, the second with a
dart and a burning heart, the
third longing towards the vision
of the Saviour's head above it.
On a long bench at the sides
of the *Commune” sit six vir-
tues, “Prudence” to the (specta-
tor’s) left pointing to the flames
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+The majesty of Tienna is guarded by soldiers in armour
to the right and left of the throne, standing on foot and on
horseback, whilst in front of these, on the right foreground,
-is a group of captives. On a narrow border are the words:
“Ambrosius Laurentii, de Senis me pinxit utrinque.”?!
The .impre.ssion created by this ably distributed fresco
is that which might be produced by the enlargement: of
a ‘picture on an Etruscan vase, a pretty rather than a
seriously grave. character being peculiar to it. The arran-
gement of Wisdom, Justice, and” Concord, is good and the
*highest degree of elegance and grace is combined in them.
Ambrogio in this work-represents the Siennese school at
its zenith, and shows himself a far abler composer than
" Simone. In Assisi we saw Pietro grand in the energetic
renderihg of passion, Here is a calm and noble repose.
The results of a good government are illustrated on a
second wall of the Sala by Ambrogio in a’vast .fresco
representing the arts, the trades, the business and plea-
sures of Sienna. Divided into town and country by the

profile of a wall and gate with a moat and drawbridge

—_ . .

in a_ platter -held in her left hand
(withthe inscription: * Preteritum,
presens, futurum?). * Fortitude”,
by her side, wearing a diadem
and bolding a sceptre and shield.
Peace again, in the corner, is
recumbent on her arm supporting
her head -on her hand. In white
and holding a branch of olive she
rests her feet on a shield and
helm, the useless emblems of war.
Nothing can be more elegant than
her form and attitude. On the
oppasite side of the ‘Comune”,
‘“Magnanimity” holds a triple
crown: and a bushel of pieces.
Temperance points to the sand
glass in her right. Justice, rests
the hilt of a sword on a severed
head and holds a erown in its left.

1 A painted frieze, above, con-
tained four medallions with em-
blematical figures of thé seasons
now cut in half by a new roof.
In a part of the same frieze be-

neath the frésco wre two figures

of ‘‘Grammar”, a female teaching

a child, and ‘“dialectics”, a figure

glancing from the mask of an

aged man in its left to that of

a youth in- its right., Between

them an inscription runs thus:

‘*Questa santa virtd, 1A dove
regge,

Induce ad unitd 1i animi molti;

E questi a cid ricolt,

Un ben*comun per lor signor si

+ fanno; .

Lo qual, per goverpar suo stato,
elegge

Di non tener gia® mai gli occhi
rivolti

Da lo splendor de’ volti

Delle virth che torno a lui si
stanno,

Per questo,’.con triunfo a Ilui si
danno

Censi tributi e signorie di Terre;

Per questo, senza guerre

Seguita poi ogni civile effetto

Utile, nccessario e di diletto.”
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., defended by a high square tower, and a barbican, on
which the she-wolf and twins stand guard, the distance
to the left is filled with houses, with towers *in one of
which workmen are busy, with the belfry and dome of
the cathedral. People of both sexes stream in at the gate
with provisions on sumpter mules, with goats and cows.
It is a glimpse of public life in the fourteenth century.
In a shop, a tailor makes and sells clothes, the teacher
at his desk presides over.a class, whilst other children
play. In the middle of the foreground ten girls, in
pretty head dresses and closely fitting costume, dance in
a circle, passing under the arms of two whose hands
are joined together, all to the sound. of one singing
and striking a timbrel. Elegance, elasticity, motion are
well rendered by the painter, On the left a lady and
gentleman on horseback are followed by an attendant,
carrying flowers. Another couple of the same kind have
issued from the gate into the country om the right, fol-
lowed by a page. The man carries a hawk. Others in
front are crossbow shooting, muleq and travellers pass
over a bridge of two arches on the right. In the distance,
hunters galop on the brow of a hill' behind which a castle
inscribed “Talam” is intended to represent Taldmone the
port which Sienna in vain endeavoured to make a source
of wealth, by erecting- it into a harbour.! Peaceful plea-
‘sure-in town and country, trade and traffick undisturbed
declare the prevalence and consequent prosperity of peace.
A youthful genius of a beautiful shape flies by the side
of the entrance tower, veiled in part and inscribed “Se-
curitas”.? In the frieze at the base of this fresco three
figures of Geometry, Astrology, and Philosophy remain.?

Manterrd quests donna in signoria,
Ch’ ella ha levata a' rei ognl
balia.

t This part is all repainted.
2 In her left hand is a*gallows
with a criminal dangling from it.

In her hand a long scroll con-

tains the words:

“Senza paura -ogni nom’ franco
camini,

E lavorando semini ciascuno,

Mentre che tal comuno

8 Geometry holding a compass,
Astrology the sphere, Philosophy
in the garb of an antique pricstess
with laurel on her brow, and her
hand on three books on a chair.
Astrology is a gracefnl” figure

.
.
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The whole of this‘wall has been injured more than the
first one, and damp has removed some of the colour, whilst
in other parts the intonaco has fallen out or repainting
has taken place. The landscape to the right is in fact new.

On the third wall, Ambrogio painted the allevory and
consequences of baEl government.

On the part to the right sits a’figure of “Tyranny”

- front of a crenclated wall flanked with a high towered
gate.! This is a squinting monster with two white horns
and tusks issuing from his meuth, his hair in fresses like
those of a woman, in armour concealed by a long red cloak.
In his right a knife, in his left a cap for poison, a he-goat
lies at his feet. Avarice, pride and vain-glory flutter over
his head, the first a hag with a coffin and hook, the second
with a knife and a yoke and red horns on her head, the
last a girl with a reed, admiring her attire of gems in a
mirror. Right and left of 'l‘ymnny sit fraud, treason, and
cruelty,? fury; division and “war”,? flaud with bat's
wings, and claws grasping a staff, Treasou with a benignant
face, but holding a lamb with a scaly tail and the legs of
a crow, the same emblem which is placed in' the hands of
the Duke of Athens in the fresco of the Stinche at Flo-
rence; Cruelty, aged, ‘gnawing at a serpent whose folds are

twined round her and strangling a child. Fury is repre-
sented as a boar with human breast and arms, the forelegs
of a horse, the hindlegs of a dog, and grasping a knife and
a gtone; — Division, a female half dressed in white and
black , inscribed “8i” and “no”, and sawing a log in half;
War, a soldier waving a sword and holding up a shield
with the word ‘“‘guerra”™ upon it. “Justice” lies prostrate

at the feet of “Tyranny” and has lost her ‘“balance.” To
. the right are vestiges of thieves and highwaymen. Below
prostrate justice are the words: ™ ) . .

Quella della cittd du e servata
Questa virtl che pitt d’altra ris-
prende. -

with a fine head. Though diffe-
rently conceived and of lower me-
rit than others, Philosophy is a

beauntiful and elegant allegory.

Along the lower border of the

picture are the. words:

“Volgete gli occhi a rimirar costei,

Voi che regette, ch’ e qui figurata,

I per su' ecccllenzia coronata;

La qual sempre a.ciascun suo
dritto rende,

Guardate quantiben venganda lei,

E come & dolece vita e riposata

Ella guarda e difende
Chi lei gnora, ¢ lor nutuca et
pasce; .

Da la suo luce nasce
El meritar color ch’ operan bene,
Et agl’ iniqui dar debite pene.’

! In the extreme right of the
pictures.

2 Left.

3 Right.
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“Laddove sta legata la justizia,

Nessuno al ben comun gid mai s’ aécorda
Ne tira a dritta corda.

Perd convien che tirannia sormonti;

La qual, per adempir la sua nequizia
Nullo voler né¢ operar -discorda

Dalla natura lorda

De' Vizi che con lei son qui congionti.
Questa caccia color che al ben son pronti
E chiama a sé ciascun che a male intende.
Questa sempre difende

Chi sforza, o robba, o chi odiasse pace;

Unde ogni terra sua inculta giace.”

" In the ornamental frieze are remains of dead-coloured figures
6f"Nero, Geta, Caracalla, and other tyrants.

The Jleft half of the painting is meant to exhibit the ef-
fects. of bad. government, but a great part of the scene is
obliterated. In the distance, the town appears in the same
order ag in the fresco of peace, TPersons -on a tower are
throwing it down. ‘Figures on the foreground lie decad,
soldiers commit thefts, and the keepers at the gate rob an
old. woman of her fruit and vegetables. An armed troop
issue into the comitry; and above the tower a hiag inscribed
“Timor” half naked, sword in hand and with g patched
dress, flies waving a scroll on which is written.

“Per voler el ben proprip in questa terra,

Sommess’ ¢ la Giustizia a Tirannia;

Unde per questa via :

Non passa aleun scenza dubbio di morte;

. Ché fuor si robba e drento della porta.”

The illustrations of tyranny outside the walls are obliterated.
In the upper part of the frame are still allegorical figures
of Tubal Cain, an aged man with ved and white grapes in
one hand, a tree uprooted in the other, a erowned figure,
a man holding a white ball or a coin, a fighting soldier,
all these interspersed with the arms of the Comune and
people, and the signs of the Zodiac. At the base arve the
following lines of which the first part is gone:

. Cosi probabilmente e per effetto;

Che dove & tirannia ¢ gran sospetto,

Guerre, rapine, tradimenti e’nganni

Prendonsi zignoria sopra di lei,

E pongasi la mente e lo intelletto

In tener sempre a Justizia suggotto



144 ' 'EARLY CHRISTIAN ART. Ouae. V.

“Ciascun, per ischifar s) scuri danni,
Abbattendo e tirannij
E chi turbar la vuol, sia, per suo merto,
Discacciato e diserto, -
. Insieme con qualanque &’ ha segunace,
. Fortificando lei per nostra pace.” °
Soe ruined is this fresco, that its colour is giuite black
and the allegorical figures must be closely examined to
be understood. As a work of art ‘the painting is of no
further value.! .
Representing the art of Sienna in its greatness, it is
a ‘pity that these works should be irreparably injured
precisely in those parts from which Ambrogio’s talent
might be most perfectly appreciated. Yet enough remains -
to justify Ghiberti’s raptures and his clear..belief that,
thongh Simone was a noble and famous painter, Ambrogio
was better endowed and greater.? We may add that
Pietro deserves the same praise as Ambrogio, though
Ghiberti forgot to mention him. The two brothers seem
to. have been nearly of the same age. They often la-
boured, and they disappear from records together. Their
manner in certain pictures is so like, that it might be
confounded. If they be compared with Simone, they will
be found grander, more classical, and of a far more
manly fibre. In their composition, comparatively speaking,
they had the quality of balance and order; and they.are
the only Siennese who made a near approach to the great
standard of Giotto. Their figures had no longer the pre- .
dominant antiquated types and forms, but a broader, simpler
and more JItalian style. )
Ambrogio. had hardly completed this great series, -in
which perhaps he had been aided by the talents of his
- brother, than he undertook the composition of an altar- .

1 The following seems to refer|June 20. 10 ff. gold. Total 62 4.
to these frescos: April 29. 1337.|This, however, evidently does not
pryment: 10 ils gold. 31 liv. 16 sol. | represent the whole sum payed for
8 den. June 30. same year, 10 fl.|this vast work. Vide Doec. Sen.
gold. — Feb. 18. 1338. 61. of gold. ) Vol. I. p. 195.

Sept. 24. 10 fl. of gold. Dec. 8.
10 i, — Feb. 18. 1839. 6 4. gold.| ? Ghiberti ub. sup. p. XXV.
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piece called tavola di S. Crescenzo for the cathedral of
Sienna, which, with two figures of -angels and a cande-
labra for its front, were completed in 1340.! His name
appears in a record of the same year in connection with
certain works in- the chapel of the cemetery at Sienna.?

In 1342 he completed for the Spedaletto of Mona Agnese
‘at Sienna the presentation in the temple, now in the Flo-
rence Academy of Arts inscribed:

“ Ambrosius Laurentii de Senis fecit hoc opus anno do-
mini MCCCXLII. "3

The piciure is much altered by resforing and, varnish,
and gives little idea of the master’s talent as a co-
lourist . and draughtsman. Frescos said to have been
executed by him in the same edifice .have perished. His
anpunciation finished in 1344 in the Palazzo, Pubblico,
and called” Madonna dei Donzelli, is in the Academy of
Sienna.? Damaged and of a vitrous colour owing to
many varnishes, this is still a valuable example of the
master. 8 i '

The latest Tecord of Ambrogio is a payment for figures
in the Camera de’ Signori NoveS. in 1345, but these
are not known to exist at the present time; and the
student is thrown.back upon works unauthenticated by
inscriptions. :

Amongst these one of much interest is an allegorical
figure of the Comune on a book-cover preserved in the

1 For about 1385 gold' florins, —
Vide Doec. Sen. Vol. 1. p. 196.
The altarpiece as well as two
others mentioned by Ghiberti, is
gone. Ghib. ub. sup. p. XXV,

2 Ibid.

8 No. 17. Sala Grande, Acad. of
Florenee.

* No. 49. of Cat. With the in-
seription: *“XVII, de Decombre
MCCCXLIII fece Ambruogio Lio-
rengl questa tavola. — Xra ca-
marlengo Dom. Francesco Monaco
de 8. Galgano e assecutori, Bindo
Petrueei, Giovanni di Meo Baldi-

VOL. II,

notti, Mino e Andreoccio; scrittore
Agnolo Louti.,”
The types and character of

rthe fwo ‘figures are weighty. The

angel with a laurel crown kneel-
ing and pointing backwards with
his thumb, the  Virgin, with a
highly ornamentd® whead dress,
listening to thre messfge, have the
qualities and characteristic plump
forms and features of all those
by Ambrogio. In th& birth of the
arches, in which the separate fi-
gures of angel and Virgin stand, is
the Eternal,
$ Doc. Sen. Vol. I p 197,

+ 10

-
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7

“Direzione del Registro della Prefettura,” af Sienna and
ordered by the assessors of the Gabelle.! For these very
officials Ambrogio had already executed the arnunciation.
.He doubtless also completed the book-cover which is
painted in his manner, and if not by himself, at least by
his assistants.? - ’

Another book-cover in the same archives, but dated 1357 and
darkened by age, represents the presentation in the temple,
but is more in the style of pupils than of the Lorenzetti
themselves. :

A much damaged descent from the cross, with a half
length Virgin and child between the Magdalen and 'S. Do-
rothy above it; thé whole between four erect full lengths
of S.S. John Evangelist and Baptist, -Augustine and An-
thony, is in the Academy of Sienna, whither it was-taken
from the convent of S. Petronilla.? Much injured and re-
painted, especially in the ‘““descent” which is a composition
of many animated figures much in Pietro’s manner, the
altarpiece is a little feeble. Yet 8. Dorothy is graceful
in the plump forms peculiar to Ambrogio in the fresco of
the Palazzo Pubblico. Another little Virgin and child
amongst angels and adored by six saints, almost comple-
tely rubbed down, has also the character of Ambrogio and
particularly recals to memory that of a colossal Virgin and
child painted in fresco in a balcony of the upper story at
the Palazzo Pubblico in Sienna.® There the Saviour, lightly
clad, seems to play with .a seal in the Virgin’s right hand
representing the half black and white arms of the *“Comune”
and people and holding a scroll on which are the ‘words:
“Mandati nov. do vobis ut dilig™.....” This is the only
work that remains in the Palazzo in addition to those of
the Sala della Pace. It is clearly and transparently coloured

* Headed ““ Book of receipts and | silvery hair. (At the sides as usual
payments of the general Gabelle | the inttials C. 8. C. V.) The beard
of the Comune of Sienna for July [is divided into points, the head
January 1344. Don YFrancesco |is fine, harmoniously and softly
monk of 8. Galgano being Ca- ‘ coloured in clear tones, the figure

_marlengo, Bindo. Petrucci, Gio-'in an attitude of noble repose.
vanni de Meo Baldinoiti, and|This small work is so well pre-
Mino di Andreuccio being asses- ' served that if gives a hetter idea
sora.' of the power of the Lorenzetti as

2 The * comune’ sits enthroned colourists than any of the pictures
in black and white withthe sceptre at Sienna or Florence.
and seal in hand, and his feetf 3 Np. 50—51.,
resting on the she-wolf suckling' 4 No. 56..Acad. of Sienna.
the babes.” A white cap with a 5 A balecony looking out on the
red slip in the top covers his long market place.
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in a good key, but the figures are massive and not very
pleasing. .

The war of Asinalunga, as Vasari calls it,! in the Sala

“del Consiglio, where Simone’s masterpieces are placed, is
a series of frescos in dead colour representing, first, a large
figure inscribed ™Doct. Min.” being a likeness of Orsini of
the Signori di Monte-Rotondo, and a series of baitle scenes,
most of them executed by disciples of Lorenzetti's school,
but not by himself, as is evident from the date of 1363 at
which the incidents depicted took place. That part of the
work neavest the Majesty of Simone has been visibly
restoted or repainted. Again the chiaroscuro’ frescos in the
<onvent of Lecceto, so fully described by Della Valle? are
by Paolo del Maestro Neri, evidently a pupil of the Loren-
zetti, on the roll of painters at Sienna in 1355,3 and who
finished this servies in 1343.4 . .

Frescos less important oven than these, but by one of
.the Lorenzetti school; decorate -the choir of the church of
-8. Leonardo in Selva del Lago near Sienna, and represent
scenes from tlie life of the Saviour, the Virgin.and saints,

much damaged and rudely executed.
As regards pictures in various galleries few deserve

mention.? -

! Vas. Vol. TL p. 66.

2 Lett. Sen. Vol. IL p. 227.

3 Doc. Sen. Vol. I. p. 30.

4 In the primo chiostro of Lee-
ceto, Paolo depicted Paradise, thé®
infernal regions, and the works
of mercy, the seven sacraments,
some profane subjects, hants, a
sea-fight, and the assault of a
town. In the second chiostro he
decorated the walls with inecidents
from the lives of the Augustin
hermits, exhibiting the second
rate power of one who had been
a student of the Lorenzetti’s
manner. Notices of Paolo in his
native place, between 1343 and

1382, may be found in Milanesi.
(Ibid. Vol. I. p.p. 80. 31)

® Those which most display the
character of Ambrogio’s school,
though not of much importance
in themselves, are in®"the Berlin
gallery. One representing two in-
cidents in the life of 8. Cathe-
rine of Sionna (Berlin gallery,
No 1077.), recals the style of the

.

picture falsely assigned to Buffal-
macco in the Acpdemy of Flo-
rence. Yet the representation
of incidents in the life of =
saint who lived to the close of the
14th century, precludes the Loren-
zetti. Of the same class in the Ber-
lin gallery are scenes from the
lives of the hermits Paul and An-
thony (No. 1085. Berlin eat. and
1080.) and.a sceno from the life
of 8. Dominick. (Ibid. 1094.) Ad-
other picture of the Virgin and
child and Saints (Ibid. 1100.), of
an inferior class, resembles_the
works of Giacomo di Mino Pellic-
ciaio. A martyrdom of S. Cathe-
rine of Sienna, part of a predella
asgigned to Ambrogio in the colg
lection of Liord Ward at Dudley
House is not of the Siennese
school, but is more properly as-
signed in the Catalogue to tho
Bicei. Waagen, Treasures ub.
sup. Vol. 2. p. 233, also assigns
to Ambrogio five pictures in the
collection of the late Mr. Daven-

. 10*
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From these poor and uncertain works of obscure or
unknown followers of the Lorenzetti school one may pass
to those of Bartolo di Maestro Fredi, the founder of the
noble Siennese house of the Bartoli Battilori, and the
companion in art of Andrea Vanni. Born about 13301
he was registered in the guild of Sienna in 1355. He
married in 1359 donna Bartolommea di Cecco,” by whom
he had many children, all of whom, however, died before
their father, except Andrea Bartoli, a proof sufficient
to refute Vasari’s assertion that Taddeo Bartoli was of
that family.? THis companionship with Andrea Vanni,
dates as far back as 1353,% and in 1361, he was employed
in the Sala del consiglio at Sienna. In 1362, however,
he left his native - place for S. Gimignano, where,
according to Vasari, he had already, in 1356, decora-
ted the whole side of the left aisle of the Pieve with "
scenes from the old testament. A few heads and
figures which have escaped repainting  still bear
impress of Bartolo’s hand, as it may be found on pictures
presently to be noticéd, but the date given by Vasari is
obliterated. His presence at S. Gimignano in 1362 is
proved by =« letter without date or address; treating of
matters which occurred in ‘that year. He informs the
“Signoria” of Sienna, namely, that the mercenary com-
pany of the Italians had been seen on the. frontier of the
state, and appears to have the intention of invading the
“Maremma”, and he thinks it right, as he has been in-
formed of this mattér, to communicate it to the authorities.”
A further proof of his stay at S. Gimignano until 1366
"is afforded by a resolution of the council of that city, in

the =

port Bromley representing Christ,"
with two angels, between 8. 5-
Peter, Francis, Paul, and James.
This, "howev er, is not a Siennese
picture but as has been said antea,
is in the manner of Jacopo di Ca-
sentino. At Wootton they were
called Giotto.

1 Doec. Ben. Vol, II p 36.

* Vas. Vol, 1I. p.

-{Gaye. Carteggio. Vol L p

3 Doe. Sen. Vol. L. p. 304, and
Vol. IL. p. 36.

4 Vas. Vol. II. p, 219. He gives
the inscriptioa. “An Dom. 1356.
Bartolus Magister Fredi de Senis
me pinxit,” which is now absent.

5 See the original letter in
. 70.
and Doe. Sen. Vol. L. P 260
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which the monks of 8. Augustin and Monte Oliveto, having
composed long pending differences, Bartolo was com-
missioned to paint two brothers of that order in the
Pslazzo Pubblico with an inscription “in large letters”
to keep the matter in the memories of the people.! These
figures, have long since perished, but in S. Agostino of
S. Gimignano a chapel to the right of the high altar is
evidently decorated with frescos by Bartolo, a part of

“which have " been’ recently. rescued from whitewash.

(3

Joachim may be seen receiving the news of the Vir-
gins birth which is depicted close by. S. Anna appears
in a foreshortened attitude in bed, washing her hands, and
in that sort-of bold movement which Taddeo di Bartolo
so frequently applied at a later period. In front, a female
holds the child, whilst another stretches her arms towards
it, and servants appear at the door. Bartolop was then in
the prime of his talent such as it was,. and painted
better as' regards composition, action and type, than later
at Montalcino. His return to’ Sienna took place in the
early pait of 1367/1368 when he' was employed with
Jacomo di Mino in decorating one of the walls near the
chapel of S. Ansano in the cathedral.? In 1372 he rose
to the honours of the government at Sienna and was
one of those sent to greet the new Podesta on his
approach to the city in October of that year.? At some
time between this and 1380, Bartolo had been induced
by the bishop of Volterra to paint the choir of his cathe-
dral; Having done so the payment was withheld, ‘and
this ‘gave occasion to the government of Sienna to write
to that of Volterra claiming the debt and threatening, if
it were not paid, to rejaliaste on any Volterrans who
might be found having just claims of money in Sienna.*
A second more ‘pressing demand in August, followed by

! Pecori. Storia d. 8. Gi- 8 Gaye. Carteggm ub, sup, Vol.
mignano ub, sup. p. 189, He|I. p. 71
was paid 10 livres for the work,
less than 8 gold florins. : July 1880. Doc. Sen, Vol. 1.
® Vide antea Pt,llwcxa:o and | p. 285.
Doec. Sen. Yol. L. p. 263.

o
'.é* -
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a hbhghty reply from Volterra,! is recorded; but in
October, a house was sold by the Comune .with the
bishop’s consent and Bartolo received the payment of his
frescos? which, however, have disappeared. Bartolo be-
came a member of council shortly after,® and again in
1382, when he appears labouring for S. Francesco of
Montalecino.* . '

In the sacristy is a descont from the cross by him,
the usual Siennese composition of about éleven figuves,
with the addition of four angels in couples, hovering above

. the sides of the cross, a mixture of the styles of Simone
and Lorenzetti. Bartolo drew out the figures in lean and
paltry forms; he "gave & bony shape tq the nude of the
Saviour, and to the Virgin, the ugly types ahd vehement
action peculiar to Pietro Lorenzetti, without the spirit
which rescued his works from vulgarity, or the warm bril-
liancy which gave them charm. His drawing and colour
are both hard; the latter flat and of a purple red in
shadow. Had Bartolo’s position been measured at Sienna
by his talenis, be would never have occupied a leading
place. He was not only inferior to those that preceded him
in the first half of the century, but to Barna and Lippo
on one side! and Luca di Thomé, Andrea Vanni and Gia-
como Pellicciaio on the other, a numerous and influential
array of painters in its relation to Pisa and other cities,
where 4art remained at a low level, but incapable of com-
peting . ,with ' Florence. - Bartolols Descent from the cross
bears the remnants of an macription as follows:

“,,..lus Magistri ¥'redi de Senis anno domini
MCCCLXXXIL”

Five scenes of the life of 8. Philip of Montalcino in three
panels and other fragments representing S.S. Peter, Paul,
Francis, the Baptism of Christ and angels,. all more ‘or less
injured, remain in proximity to the larg#r senes of which
they, no doubt, once formed a part. Amnother picture of
greater magnitude was completed for the same church in
1388, and remains partly in the sacr‘istgy‘with the depo-
sition, partly in the academy of Sienna.® "It is the least
faulty that remains of Bartolo’s wotks,. displaying his close

- - —— _— - . —

t Ibid. 4 The picture was commissioned
2 Ibid. The sum claimed was|of him in May 1382 for 170 flo- _
56 flor. of gold. rins of gold. Ibid. Vol. I. p. 298.

3 1381/1880. Ibid. . 5 In its original state the al-
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imitation of the animated scenes depicted by ‘the Lorenzetti

 and filled with figures on a very small scale showing less .

defects than larger productions. Still the colour remains .as
hard, as red and as flat as ever, and much gold is lavished
on the accessories and ornament,

An Adoration of the Magi by Bartolo remains in the Aca-
‘demy of Siennal-and is remarkable for the number and
exaggerated ugliness of the figures.? .

A Virgin giving the girdle to S. Thomas, by Bartolo or
his companion Andrea Vanni, and imitating at once Simone
and Lippo Memmi, is in the church of S. Maria of Bettona
near Assisi. Reduced to a square form, medallions have
been introduced, into a -mhodern frame. This is one of
numerous false Giottos clearly by Bartolo, but damaged by

two vertical plits.3

My. Ramboux of Cologne has an Adoration of the Magi
much damaged, but in the true spirit of the master.*

In 1389, Bartolo assisted by Luca Thomé painted. the
altarpiece of the Shoemakers’ company in the cathedral of

tarpiece resembled the front of
a cgthedral, with a central and
two side gahles flanked by two
towers standing with the apex of
.their angles to the spectator. In
the central gable now it Montal-
cino, Bartolo painted the coro-
nation of the Virgin in a glory
of seraphs and cherubs with an-
gels in front, playing and singing,
and a garland of the same, six
in number, on the upper borders
of the frame. Beneath this panel
are the words:

“Bartholus Magister Fredi de
Senis me pinxit anno domini
MCCCLXXXVII.”

. Each of the side gables is di-
vided into two horizontal parts.
In the upper part of the left gable,
is the Virgin in the midst of the
apostles, beneath it her marriage,
in the upper part of the right
gable, her death, and beneath it,

the salutation, both the first and

the Coronation is the ascension
of the Virgin in a glory of an-
gels (Ibid. No. 88.), in the courses
of the flanking towers 16 small
figures of saints. The centre of
the predella represents the Pieta,
an animated composition, with
the expulsion of Joachim on one
side and the birth of the Virgin
on the other. (Ibid. No. 89. of
Sienna Acad. eat.)

1 Ibid. No 84. .

® Unpleasant colour, is charac-

{ teristic in this picture, by the

side of which may be placed
two parts of a predella represent-
ing the baptism and martyrdom
of a saint (Ibid. No. 85.), 4 pin-
nacles with an Evangelist in
each. (Ibid, No, 91))

% Tn the style of this piece is
a Christ with the Lamb, adored
by the 24 of revelations in the
Academy at Vienrna.

4 No. 104., in the Museum at

third being compositions which Cologne. In the Campana col-
Taddeo Bartoli afterwhards used.  leetion, now in Paris, is a-Circum-
(All under No. 87. in *the Acad. | cision, assigned to Lorenzo Mo-
of Sienna.) In a pinnacle above |naco, by Dartolo di Me. Fredi,

151 -
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Sienfa, in 1390 an altarpiece for the friars of Mont' Oli-
veto, and in 1392, the altarpiece of S. Piero in the Duomo.
In 1393 he restored a “mappamondo”, ongmaHy painted
by the Lorenzetti, in the Public palace; in 1397, he worked
in the cathedral. In 1407, he made his will leaving all his
property to his son Andrea, and in 1409/1410 (Jan. 26')- he
was buried at Sienna.l

Were the -life of Andrea Vanni -to. be wntten from
the materials which have-been brought together by Gaye
and Milanesi, some amugement might be ‘derived from
the relation of matters entirely foreign to art. Andrea,
born in 1332 and as early as 1353 a pamter in Sienna
on joint account with Bartolo Fredi, had, in 1368, taken

part with those who expelled the nobles frem the city.

As a reward. for his services he was elected one of the

great council in 1370, a gonfaloniere in 1371, and envoy
to the Pope at Avignon in 1372. In 1373 he was sent
on a mission to Florence, and in 1384 as envoy.to the
Pope at Naples, following his Holinoss to Nocera when
he left the South.? His despatches, of which half a dozen
have been preserved, are those of an illiterate man; -and
they contain little to make one suppose that he had

more talent as a negotiator,than as a.painter. In one of:

them he complains bitterly of being left without money;
and affirms that he is no glutton, no frequenter of taverns,
and ‘that he has left his shop in Sienna, his “till” and
all his business to do the work of the Comune which he
flatters himself has been well done.? From what remains
of his works completed between 1353 and 1414 when he
died, the student may be disposed to believe that painting
with Andrea was rather a business thai an art. It has
been stated .that many of his' pictures aré in the Kingdom’
of Naples,? and there is a triptych in the Minutoli chapel

1 Doec. Sen. Vol. II. p, 36. All|in 1378 Syndic for the election
the works executed fr. 1389 to|of a Sonator. Ibid. p. 305.
Bartolo’s death are gone. # Andrea Vanni to the comune

. of Sionna, fr. Naples, Ieb. 24.

2 e was also Rector of thel138¢, in Doo San, Vol, 1. p. 804,
Opera of the Duomo in 1376 and 4 bed and L anzi. Vol. I. p.
Provveditore of the Biccherna, and | 284.

+
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of the Naples Duomo described in a previous chaptert
which recals hijs manner, frescos too ih a chapel of
S. Domenico at Naples? of the same class. They make
a mnearer approach to Andrea’s manner than others in
Naples. In S. Domenico of Sienna, chapel of S. Ca-
therine,® a remnant of a fresco of his has been pre-
served, in which Andrea depicted a sister of the Do-
minican order celebrated in the anrals of her country and
fondly believed to have been the restorer of the Pope to
Italy as Joan was afterwards the restorer of France to
its kings. S. Catherine holds her hand out to be kissed
by a kneeling figure. The whole, executed originally
with much softness, is much damaged. Andrea was con-
nected with Catherine of Sienna, who wrote letters to
him- on the art of governement, and was' one of a circle
whose - admiration for her virtues was fahatic. We still
possess the diaries of Andrea’s friend Cristofano Guidini,
who asked the painter for a likcness™-of Mer in the
chapel of 8. Jacomo Interciso near the. belfry in the
Duomo,, and scenes from the life of S. James, the whole
of which have perished.? These Andrea finished abbut
1400,° when his career was wellnigh spent. There are
records of his painting tlmee chapels in the Duomo, one
of them, in 1370, with Antonio Veniziano;® and afte1
having been in 1371 Gonfaloniere of his quzutel, he
painted the banner for it in 1392.7 For restoring a
Virgin and child "on the cathedral front facing the Spedale,
for a Virgin annunciate in the cathedral he received pay-
ments, in 1380 and 1398, and for paintings above the
portals thirty florins of gold in 1399/1398.8 Tizio de-
seribes? from Andrea’s owan diary an altarpiece completed

t See Vol. I. Chap. XL, . 8 Mjljlnesi. Doc. Sen. Vol
2 See antea Vol. I Cap. XL L B1’-1")3(1)3“‘6-
® Of Sienna. : 7 Ibid. For this he is paid 23

4 Ricordi di Christofano|liv. 8 sol. 6 d. or about*7 ﬂorms
Guidini in*Archivio‘Storico|of gold.
ub. sup. Part I. of Vol. 1V. p.{ 8 Ibid.
39. Andrea was god-father to] ® MSS. ap. Milanesi. Dbec.
Cristofano’s son in 1380. Sen. Vol. L. p. 306.
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for 1bo florins of gold in S. Stefano of Sienna, which is
still visible in'the sacristy of that church, a picture of a
common class, combining most of the defects of Bartolo
Fredi, with puny figures of vulgar features.! '
The nativity of the Virgin between S.8. James, Ca“
therine, Bartholomew and Elizabeth of Hungary assigned
to Andrea in the ‘Academy of Sienna? is not unlike a
picture of Bartolo Fredi and may have been the result’ of

+ . the-joint efforts of both. A similar combination of style

may be noticed in frescos decorating a room in the base-
ment story of the’Public Palace, representing the Saviour
in a glory of seraphs and the symbols of the Fvangelist,
(ceiling) remains of an angel and Virgin annunciate, half
lengths of 8.S. Thomas Aquinas and Anthony the abbot,

and a whole figure of the friar Andrea de Galeran.3

! The Virgin enthroned in the
centre, a litf1& less than life size,
between S.5. Stephen, James the
less, John the Baptist, and Bar-

.tholomew. The four evangelists

in medallions above the niches
are. surmounted by five pinnacles,
the centremost adorned with ‘the
annunciation, the,rest with figures
of 8.8. Peter, Paul, Anthony the
abbot, and another saint. The
predellarin a different character

. from* the'rest of the altarpiece

and filled .with the martyrdom of
8.8, Stephen, Jerom, Christ on
the cross, Bernard and other sub-
jects, accuses the inferiority “of a
later Sienncse, Giovanni di Paolo.
Of all the parts by Andrea, the
small pinnacle figures are the
least defective. The head of the
Infant Saviour may alone serve
to prove Andrea’s decline from the
comparative superiority of Lippo,
Barna and Luca di Thomé, or of
pictures already noticed as attri-
buted in the catalogue of the
Sienna Academy to Simone and
Lippo. The 8. John is a dry bony
and disagreable nude.

2 No. 119. of cat.

3 The reddish flesh tones, the
types, are more an imitation of

Simone than of the Lorenzetti.
Another mutilated altarpiece in
the Academy of which half
lengths, S.8. John the Baptist,
James, Louis, of France (No. 7.
Acad. cat.), and James, Catha-
rine, Mary Magdalen, and Ansano
(No. 115. Ibid.), remain, is like
the foregoing nativity. Again a
tapernacle in the same character
from the church dell’ Alberino
fuort della Porta Ovile is as-
signed fo Andrea and is now in
the Academy, representing the
crucified Saviour between the Vir-
gin and 8. John, fhe Magdalen
and two prophets. (Ibid. No. 120.)
The character of Andrea’s work
is, generally, narrow straight lined
heads and figures, hard attitudes,
defective articulations and nude,
and large ill drawn fect. ¢
Taking these examplés- as a
guide, one may further assign to
Andrea a life size Virgin en-
throned in the church of 8. Mi-
chele or dei Sacri Chiodi, ori-
ginally in the monastery fuori
Porta 8. Marco at Sienna., The
movement of the Virgin as she
holds the infant is graceful. The
child, of pleasant features grasps
his mother’s dress and sucks his
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Andrea’s death about 1414 is not noticed in the records
of Sienna and it is supposed.to have takeén. place at a
distance-from his native country.?

fingers in a pleasing attitude. Her
narrow figure, long slender neck,
" close eyes, long lids and thin
profiled nose, the long fingered
hands are all very carefully drawn,
in forms reminiscent of the Lo-
renzetti, whilst the child rather
recals the style of the followers
of Simone, Lippo, Barna and Luca’
di Thom¢. Here again issimilarity
with the frescos just mentioned
asvin the lower story of the Public

Paldce.

A picture "noticed by Tizio as
on the altar of S. Sebastian in
the charch of &. Martin is no
longer to be seen, and'a crucifix
and altarpiece- in &. Francesco
of Sienna has shared the same
fate.” (MSS. ap. Milanesi Doc.
ub. sup. Vol. I. p. 306.) E€ertain
pictures at Casaluce near Naples
are not now to be found.

1 Ibid.
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CHAPTER VI
TADDEO BARTOLI AND HIS IMITATORS.

.

The rapid and prolific, hand of Taddeo Bartoli closed
the fourteenth and opened the fifteenth century for Sign-
nese art.-

A cotemporary in Sienna of Spinello of Arezzo he
rivalled the Florentine in boldness and speed. Dlsdalmng
to some extent the feeble masters. who ‘immediately pre-
ceded him, emulation might prompt him to attempt the
revival of the grandeur apparent in the Lorenzetti. DBut

the energy and fire which- animated Pietro did not pass °

unalloyed to him. Yet Taddeo Bartoli was not without
great talents, It wag not his fault that, inheritibg from
Duccio, from Simone and the Lorenzetti a certain class
of defects, he was unable to strike the path leading to
progress. In the end he carried into the fifteenth century
the mould of the fourteenth without heeding the process of
change which was taking place about and around him.
His father Bartolo di Mino was a barber, whose mar-
riage with one Francesca di Cino in 1361, is registered in
Sienna.' A record of 1386/1385 in which Taddéo con-
tracts to coloir seventy eight figures in the choir of the
cathedral® represents him as being still under age and
therefore on the fair side of twenty-five.? It is thus clear
that he was born shortly after 1362, equally apparent

t Milanesi. Doe. Sen. Vol.|Vol. II . 108. Ugurgnen states
II. p. 108. that Taddeo died aged 59. Mis
2 . : s death occurred in 1422. and thus
for fhr;dwlgﬂgald ten gold florins he would nécessarily date from

? Ibid, Vel. L p. 313, and IV, p. 538.

1363. Videin Baldinuecei., Vol. ~

.
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,that he is not, as Vasaii asserts, the son of Bartolo di
Maestro Fredi.! Free, about this time, of' the guild of
painters at Sienna, he began practise early and success-
fully, being, in 1389, of the council for the works of the
cathedral? of Sienna, and in 1390 author of an altarpiece
for 8. Paolo of Pisa, now fn the Louvre.® Painted with
the freshness of youth, yet much injured by time, which
has darkened the flesh tints, this altarpiece proves him to
have been in the full exercise of his talent.* - In 1393 he
found patrons, and it is supposed, a partner for life at
Genoa, where he painted for Cataneo Spinola and the
chyrch of S. Luke a couple of altarpieces.’ He married
a lady whose name has been preserved as Simona del
Monte of. Genoa.® - .

In 1395 he completed an altarpiece of the Virgin, child
and saints for:the chapel of the Sardi and Campigli in
S. Francesco of Pisa,” following up the commission by
painting the whole of the walls of the chapel for Douna
Datuccia the representative of the Sardi family. Lately
rescued from whitewash, these frescos are much dis-
coloured, but the inscriptions on the pilasters of the
entrance fix the name of the patron and of the painter,

and prove the time in which the work was completed.

a

! Vas. Vol. IL

2 Mill. Doe.
Vol. I p. 368.

3 Vas. Vol. IL note 8. to p. 221.

4 The Virgin attended by saints
sits enthroned in a glory of red
seraphs holding fhe child stund-
ing “on her knee and playing
with a bird, and the picture is in-
scribed : ““ TaddeusBarthola, de Se-
nis pinxithoc opusMCCCLXXXX.”
(No. 63. of the Louvre cat. The
background, regilt, and the pict-
ure injured.) Whether Taddeo
then visited Pisa is uncertain,
but jit is proved that he did not
execute the Virgin above the
Aulla chapel in the Campo Santo.
(Vide antos Pietro di Puccio of
Orvieto.)

p- 219.

Sen., ub. sup.

§ Milanesgi. Doe. ub. sup.
Vol. II. p. 108.

s Ibid. *

7 The following inscription was
on the picture:

“Ven. Domina, Domina Da-
tuccia, figlia olim 8. Betti de
Sardis, et uxor quondam ger An-
dree de Campiglis fecit fieri hanc
tabulam pro sanime suorum de-
functor. Thadeus Bartholi de Se-
nis pinxit hoe, anno Domini 1395."

This altarpiece represented the
Virgin and child between 8.S.
Francis, Anthony of Padua, and
Gerard, see Morrona. Pisa 11-
lust. Vol. III. p. 60, This panel,
the same no doubt which Vasari
described as dated 1394, (Vas.
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On %ohe pilaster is the following:
“Tadé Bartoli de Senis pinxit hoc opus anno dni 1397.”
On the opposite one:

_“Ven. Dna "Datuccia de Smdls fecit fieri istd capella P-
aia viri sui et suarum.”

In the vaulting of the entlance Taddeo p]aced 8.S. Chiara,
Catherine, Apollonia, Agnes, Lucy and another saint in
half lengths; inside above the door a medallion with S.
Francis showing the Stigmata. On the wall oppesite the
entrance, the Virgin and the angel annunciate at each side
of a window, and 8. John the Baptist to the left, S.
Andrew to the right of the altar. On the wall to the left,
in the lunette, is the apostle’s visit to the Virgin, with her
death in a lower coursé; on the side to the right, in the
lunette, the Virgin carried to the grave, and the ascensien
‘beneath it. The lower courses on the vight and left sides
afe cut away in the centre. :

" Though colourless, these frescos are composed with
great spirit, proving Bartolo to have inherited the energy
.and individual force which, impart to artistic crea-
tions a true value. It is not the work of one issuing
" directly from the .school of the Lerenzetti, but of one
who felt as they did, who carried out bold and vigo-
rous action by’ exaggelatlon of vehemence. It is the
result of a development in a single path of an art
brought up to a .certain fornr of excellence by Duccio,
continued by Ugolino and Simone, and more or less by
the Lorenzetti without an effort or a wish to alter it by
subjection to great but necessary laws. So it happened
that as the fifteenth century dawned, Taddeo who stood at
the head of the school of Sienna, was still on the false
ground of his predecessors, still striving by febrile activity
in a confined and vicious circle, to show how high art
might be brought by one who neglected its simplest yet
grandest maxims. He supported the Siennese school by
his talent and power. He could not raise it higher than
it had already come, mor bequeathe any improvement to

Vol. 1. p. 221,) was seen by the|one Signor Supino at Pisa, It has
latest annotators in possession of | been transferved to.Vienna.
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lué s11cce§sm$ Sienna gamed less from him than it did
fxom the Lorenzetti, It could not rival Florence; not

. because it had not created men of talent, but because it
hiad had no Giotto. .

" A glance at the’ figures of the Evangelists and doctors
in the angles of the ceiling in the Sardi chapel, or
sacristy as it now is, of 8. Francesco of Pisa, may suffice
to show how ably Taddeo could suspend figures in air,
broadly dlape them in vestments agitated by the wind,
vary them in movement and make them hover or fly in
attitudes calculated to display at once the excessive bold-
ness and ability of his hand.. Yet as regards nude form,

" he fell into the defects of all his predecessors. Nor was
this an occasional failing, but. a general one. On the ‘de-
formed nude of the Baptist,! at the left side of the altar, ~
the spectator might pass without more than a momentary
attention, were his eye not riveited to.the place by the
forcible character of an otherwise disagreable type and
the grandeur of the draperies. He might turn from the
inferior but more developed form of the'S. Andrew at
the other side,? displeased at the weight of- the frame,
and the bad design of the hands and feet, were he not
attracted by the powerful Greek Byzantine Siennese
attitnde and face, réminiscent of the anchorites of the
Lovenzetti in the Campo Santo of Pisa, which Taddeo no
doubt studied in their original beauty. In the reception
of the apostles by the Virgin, Taddeo brings the figures
together in a very fair and animated manner. He placed
the Virgin inside an edifice attended by the Marys. The
aposttes have mot all“come together. Some, having
appeared before the rest, are seated or stand by. One
is in the act of presenting himself; another to the left
bends reverently at the entrance. One flies in with out-
stretched arms. Two others drop down-'as if from
heavén, For animation and life, Taddeo never produced

.

- ! Erect and holding the lamb. ® Grasping with force a uoss
and the gospel. .
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‘aﬁy thing superior. The breadth and motion of drapery,.
the firm decision in every line of the drawing, the bold
freedom of action in unusual and difficult positions, are
worthy of the sixteen centufy.

It is to be regretted that the central figure of the Vir-
gin, in the funeral mass said for her in a church, should
be lost. DBut one may discern S. Peter reading the service,
another sprinkling holy water, the apostles behind, and
angels with tapers at the head and feet of the dead In
the centre, the Saviour stands with the soul in the form
of an infant in his arms. The usual animation marks
the faces and figures' amongst the angels, one (third on
the left) has features moulded as it were on a given
form which served Taddeo ‘even for his Virgins. It is no
religious type, but round, plump, youthful and of this
world completely. The hair falls in crisp curls at both
sides of the parting, little below the ear. The neck.is
fleshy, the lips equally so,. the brows regularly arched
and the nose. of a moderate length. . The face is in fact
of a short oval, a vepetition, one might say, of the form
in the infant Sav10u1 by Simone at the Palazzo Pubblico
of Sienna, showing the artist an imitator not merely of
the Lorenzetti, but of their graceful rival. A great part
of the fresco representing the carriage of the Virgin's
body on a stretcher to the tomb, is cut away. On the
right the apostles in long and energetic stride move for-
ward in the powerful style of the Lorenzetti. Their bold
motions are given with unequalled power by.Taddeo, and
they are perhaps” the finest of ~his productlons. The
Marys with other females in grief behind- the body are
realistic and slender figures, outside the simplicity of
nature.

Of the ascension one may still observe a part, the
apostles and a group of nine females on the left, in
natural movements, rccalling to mind the style of Am-
brogio Lorenzetti. Venturing to judge of ‘Taddeo’s powers
as a colourist from such portions as retain tone, one
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might say that he painted in strong and vigorous tmts
'but in somewhat detached planes.!

. Though Vasari pretends that Taddeo visited Perugia in
1398,? there is reason to_ believe that his journey to that
place occurred at a later.penod and that, after completing _
his labours at Pisa he returnéd to Sienna,” where he
undertook, during a series of years, considerable works
.in the cathedral. Nine, formerly twelve, little panels in
which he illustrated the sentences -of the creed, may be

_seen in'the “Opera” of the Duomo. "They are carried out
with great versatility of thought and agreable animation,
the figures being admirably draped and not without beauty
of form. In such small works as. these it was natural
that the palnte.;’s defects should be less visible than in
those of lm‘gcr size and. more complexity of subject.

Six panels in the same place representing in couples an
apostle and an angel, placed. perpendlcularly above each
other, may haye belonged to the series of thé “Credo.”

Taddeo’s deficiencies were more apparent in works of a
large size and may be studied in a colossal crucifix exe-
cuted by him, if we may judge by style, for the Spedale
of Sienna.? There he presented to the pity and prayers
of the sick a long lean figure of the.Redeemer, well
studied in the muscular development of the frame and
limbs, but narrow-chested and unnoble in propdrtfon and
shape. Though essentially Siennege in typé and ‘attitude,
the figure is flexible and well drawn, but the limbs and

" joints are coarse and the head large, and .decked with

1 On the second altar, to.the
nght after entering the church
of 8. Michele of Pisa, is an altar-
piece in the character of Taddeo,
representing the Virgin enthroned,
with the infant standing on her
knee, between the Archangel Mi-
cha.cl and S.8. Catherine, Julian,
and Peter Two archangels play-
ing the viol and harp kncel in
front, This is a gracefnl pro-
ductipn of Taddeo’s early time
and marked'by his least defective

VOL. 11.

types, the faces being round and
soft like those of the angels in the
frescos of S. Francesco, -and the
engraved ornament rich as usual
with the Siennese. Yet the name
of Lorenzo Monaco is gppended.
(Already by Morrona. Vol. IIL p.
158. The ground is regilt and the
colour of the draperics in the
angels abraded.)

% Vas. Vol. 1L, p. 222.
. % And now in the female ward.
of that establishment.

11
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-

abundant hair; nor will a student of the school fail.to
recognize the continuation of Duccio’s old forms and their
improvement in realism and muscular anatomy.! ‘

It is the more interesting to contemplate these pro-
ductions, as all the frescos of Taddeo in the cathedral
and Public Palace of Sienna in 1400 and 1401 are now
obliterated. In the cappella S. Antonio of the Duomo
he painted-the Last Judgment,? in the choir, six scenes
from the old testament,® and for an altal'plece in the
chapel of the Public Palace a predella.! It is char-
acteristic of the speed with which he laboured that his
contracts, even for such works as these, did mnot. exceed
two months, and that he generally fulfilled them; find-
ing time besides for other and not less important work.
In 1400 he ‘delivered complete to, the company of S. Ca-
terina della Notte, located: beneath the hospital of Sienna,
a Madonna between S. S. John the Baptist and Andrew,
inscribed:’

* “Taddeus Bartoli- de Senis pinxit hoc opus ann. Dii
Mille CCCC."5

A great alt'trplece represnntmg the déath, ascension and
coronation of the Virgin, was furnished but little later -
for the cathedral of Montepulciano and still hangs there
high up inside the chief portal, with the inscription:

“Tadeo- di Bartolo da Sienna dipinse questa opera al
tempo di messer. .. . MCCccCrL.”

e e .

! The Virgin and Evangelist at| at the rate of 12'/2 . p. month.

the extremities of the horizontal
arms, — above the Saviour’s head,
the serpent and the pelican ale
not different from the rest. Vulgar
grief is in the features of S. John,
muscular foree in his frame. The
drawing in every part is firm,
relief. well rendered, colour deli-
cate, natural and well fused from
yellowish lights into greyish shad-
ows. The flying draperies are as
usual grand, and the whole in-
teresting to study, as this is un-
doubtedly the best preserved of
all the works on panel by Taddeo.

2 He commenced in Feb. 4. 1400,

Doc. Sen. ub. sup. Vol. IL p.p.
5. 6.

3 He engaged himself for this
work™on the 10‘h of June 1401.
Ibid. Vol. II.

4 Ibid. Vol II pp 108. 109.
These three pieces by Taddeo are

one.

5 The infant playfully scratches
its foot; two angels on each side
play musical instruments, and in
the pinnacles are the dove and
two seraphs. The pilasters in-
closing the picture are adorned
with figures of saints in courses.
The pictare hasbeenlately tleaned.
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*This picturéd cannot be seen without difficulty. Its
vast size and its cathedral form seem to indicate that ‘it
was once the ornament of the high altar.! .

At Montalcino West of Montepulcmno, there are like-
wise traces of Taddeo’s industry in six half busts of saints
adorning the sacristy of the church of S. Antonio, and a
Virgin and child in the church of S. Francesco. South
of Sienna,' at S. Gimignano, Taddeo laboured in person,
and decorated the spaces above the arches of the central
aisle of the Duomo with the Paradise’ and Inferno. Lines
of seraphimy angels playing, female saints, patriarchs,
prophets and apostles stand below and round a throne on
which the Saviour, holding the gospel gives'a blessing to the
Virgin at his side.? Lucifer occupies the upper space of
the opposite lunette, presiding over torments of which a
description would be tedious and disgusting. Nor indeed
arc the -obscenities which fill this portion of the work
of Taddeo to be contemplated without a blush; and their
presence in a church calls down a reproof from the
intelligent historian of. 8. Gimignano, Canon Pecori.? Th -
the archivolts beneath these scenes are figures of pro-
. phets and a shield of arms, and on the capital of the
column supporting the arch above which the Inferno”is
painted, af inscription declaring:

“Thadeus Bartoli de Senis pinxit hie capelld . . ...

The date which has been read 1393 is difficult to de-
cipher, but looks like 1400 and some years, and the rude
execution of the paintings scems of the less careful
period of the master in the opening,of the century.

Two pictures finished for the same cathedral by Tad-

deo, are now, with others, in the hall of the Palazzo
L 3

!The predella in adouble course | the aid of his pupils; — the scenes
contajns twenty one scenes of the | of the Passion on the old and well
Creation and li’a.ssmn the cruci- | known models of the school.
fixion as wusual filling the space
of three compartmcntsg The wriwle ? The whole of the r;lght of ﬂ"g
is executed nccording to a well| fresco has been greatly injure
considered plan, with the master's | PY time.
usual ability and no doubt with| 38 Pecori, hb. sup. p. 509,

11%*
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Comune. One represents S. Gimignano in the act of
benediicti.on, — a model of the town in his hand, with
four scenes of the saint’s life on the side panels. The,
-second-a Madonna between S.8. Christopher and Nicholas
of Bari, and two saints in episcopals. The signature of
the fifst has been removed; but the picture has quite
- Taddeo’s character;! the second is inscribed:

“Tadeus Bartoli de Senis pinxit hoc opus.”?

The year 1403 saw Taddeo at work for the religious
communities of Perugia. For the church of S. Agostino
he painted the descent of the Holy Spirit inscribed:

“Taddeus_Bartoli de Senis pinxit hoec opus, fecit fieri
Agnella Peti p. aia Johannis filii sui an dni 1403.”? ’
for the church of S.Francesco a Virgin and child signed:
“Taddeus Bartoli de Senis pinxit hoec opus MCCCCIIL"
‘and a S. Francis without signature. In S. Domenico, he com-
pleted frescos illustrative of the life of S. Catherine.4 The
latter have disappeared, the former may still be seen in
S. Agostino and in the Academy of Perugia. Unfortun-
ately the two altarpieces. of 5. Francesco were dismem-
bered, and being both of the same size it is difficult to
say how the side pancls, now separate in the Academy,
were distributed with reference to the central ones of the °
Virgin and S. Francis.® Taddco was in his prtme at this

i
t A split in %hie centre damages [a throne with the infant on her

the figure of S. Gimignano.

2 Vasari states that Taddeo
‘painted in S, Gimignano a picture
imitating the manner of Ugolino.
No doubt he alludes to ono of the
foregoing (Vas., Vol. II. p. 220);
yet it may be difficult to assign
any motive for his observation,
as Taddeo did not imitate Ugo-
lino more, than Simone, Lippo,
Barna, Thomd, or others of that
time; nay he may be said fo ap-
proach Simone more than Ugo-
lino. :

8 The picture is still there and
has suffered from restoring, °

4 Vas. Vol. I1. p. 222,

& ‘The former, crowned, sits in

knee holding a bird. Two angels
kneel in' front and play instru-
ments, Part of a choir of seraphs
has been mutilated.

The latter represents 8. Francis,
showing the Stigmata on hispnlms,
and supported in air by seraphs
as he treads on, Jthe prostrate fig-
ures of envy, ambftion, and ava-
rice (Nos. 1 and 2 of Acad. Cat.).
Four panels united contain fig-
ures of 8.8. Constantius, Anthony,
Catherine of Sienna, and John
Evangelist, the female, youthful
pleasing, broadly painted and well
draped, the Evangelist injured by
abrasion (N°¢. 3—6 of Acad. Cat.).
A double panel of the same size
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period. He painted his figures of just proportions and in
true action, with Jess of the old grimness than usual.
Drawn with customary boldness, copiously but tastefully
adorned with engraving and embroidery, they exhibit in
such parts ‘as remain uninjured, the old, Siennese mani-
pulation, abandoned for a time only by the Lorenzetti,
resumedy by Taddeo and consisting in flesh tints worked
over a solid impasto of deep verde. Thus the system of
Duccio maintained itself till the rise df the fifteenth century
unaltered by one who was the cotemporary of Spinello,
Antonio Veniztano, and Masolino.! The influence “of Taddeo
Bartoli and other Siennese at Perugia and the vicinity
was immense, and has already been remarked; but a |
further development of tliis subject would throw the
reader too late into the fifteenth century and must for the
-present be postponed.

In May 1404 Taddeo was again at Sienna paipting
in the choir of the cathedral at his usual salary of
12!/, florins a month, and producing frescos which have
perlshed The contract for this work has been preserved
and is remarkable for a clause in which the artist agrees
not to. work in wet Weathel, a precaution which has not °
saved his pictures from destruction.®?  He had appa-
rently returned from Rerugia without receiving all that
he had to claim for his work there. We find him accord-
ingly visiting that place anew with permission of the

represents S, Drcolano protector
of Perugia much injured by scal-
ing and abrasion, and 8. John the
Baptist equally damaged (No+. 7. 8
of Cat.). ~Another double panel
is devoted to 8. Louis, spoiled in
various ways, and a well pre-
served Magdalen which may be
classed amongst the finest crea-
tions of the master for type, atti-
tude, and drapery (N°s. 9. 10 of
Oat) Two panels remaining in
the sacristy of 8. Francesco, and
repainted in oil, belong to the
series and repxesent S.8. Peter
and Paul,

! It is desirable that more care

should be taken of these works
by the artistic authorities of Pe-
rugia. There are pictures at the
Academy which have been five
years laid by for restoration, and
lie in the house of the restorer.
There is no gallery in, Italy so
disordered in this, none in which
so many panels forming part of
the same altarpiece are so com-
pletely separated. (As these pages
are going through the press a
great change has taken place in
the localities of most paiutings
at Peruglas) v
Doc. Sen. Vol. II. p.p.

and 15. PP 7
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authorities at Siénna in August 1404.! His activity of
mind and body is shown not merely by the completlon,
in addition to other works, of an altarplece now in the
echurch of the Servi at Sienna, but by his appointment to
the offiee of “Isecutore di gabella.”? The picture at
the Bervi, representing the nativity, hangs sgbove an altar
decorated with a Massacre of the Innocents by Matteo da
Sienna, and is mutilated so far, that the central part alone
remains, inseribed: *

“Tadeus Bartoli de Senis pmx1t hoc opus anni Dii
Mecccertr.rs.

During 1405, Taddeo finished in September four scenes
behind the high altar of the Sienna Duomo* and in De-
cember the painting of two doors of the organ. The
window of the choir was adorned by him in January
1406/1405 with an ascension of the Virgin.

In_ August 1406, it was resolved in council that he
. should be employed to repaint “the chapel of the Palazzo

Comune at Sienna. A special deliberation took place to

consider the question of ways and means, and the artist

was authorized to destroy all the paintings pr eviously exist-
ing in the chapel.® He began in September, and produced
in"succession the incidents already iused in thg¢ Sardi chapel
at S, Francesco of Pisa. In lunettes; and on numerous
arches, he decorated the spaces with medallions inclosing
allegofical figures of Fortitude, Prudence, Faith, Hope,

Charity, prophets, the four evangelists and the four doctors

of the church. In the archivolts of the entrances he placed

busts of saints, and the arms of the comune and people,
in. the lower pilasters, S.S. John the Baptist, Francis,

Judas Maccabzus and other saints. So ,great was the

impatience of the council to see all this finished, that on’

t Ibid. Vol. IL p.y. 7 and 8.{the choir; 30 florins for the four
2 Il,:'d Vol. II PI;OS scenes behind the high altar in
1d. Yol. L. p. ’ Sept; and 30 florins for the doors
3 It is to some extent damaged. | of the organ, Jan, 13 1406/1405
4 Ibid. Vol. 1L 8. He got{he gets4 florins more for thedoors
Maveh 6 1405/1404 ‘20 floring for|and 6 florius for the. ascension,
a month and a half's labour in| * Ibid, Vol. IL p.p. 27, 28.

1
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the 10® of November, sca.rcely five weeks having elap-
sed since Taddeo had commenced, he was informed that
the whole must be ready befme December under a
penalty of 25 florins. On the 16" of November, in order
to make assurance doubly sure, the council resolved that
he should not leave the chapel before the completion of
its decoration, and pressed by his employers in this
_extraordinary and wunusual manner, he succeeded in
finishing the work to their satisfaction.? )

Whilst arbiters settled the price that Taddeo was to
receive, the hall of the chapel remained to be decorated;
. and the artist was ordered.on the 8" of January 1407—8
to paint the 8. Christopher. For this, which was finished
with, the "usual speed, Taddeo received 33 florins for
«olours, gold and the payment of his apprentices.? The
rest of the hall was not commissioned of him till Oct. 9"
1413,% and the payment of 78 liv. 16 sol. for that portion
of the work was made in June 1414.% There, on a wall
facing the altar and visible® through the colonnade which
scparated it from the hall, Taddeo placed figures of
such heroes of the olden time as might have been cele-
brated for the qualities of magnanimity, Scipio Africanus,
Furius Dentatus, Marcus Curius Dentatus. These were
made to stand ertet in niches and in Roman costume;
and in the lunette above, Magnanimity allegorically sym-
bolized the virtue assigned to them. In the next"com-
partment, Scipio Nasica, M. Portius Cato and Marcus
Tullius Cicero were placed in similar niches, above which
a figure symbolized justide. Beneath Cicero the gram-
marians of Sienna placed an’ inscription, calling upon
‘the spectator te imitate these virtues,® and in order to

1 Ibid. Vol. II. p.p. 28. 29.
The council appointed Martino
Bartolommeo the companion of
Spinello (see antea) its umpire,
Taddeo, Cecco Manpni, to settle
the price due for the work. In
1408 they decided that it was
worth 206 florins.

2 Ibid. Vol. H. p. 28—30,,

-

3 1bid. Vol. IL p.p. 29. 30.

4 Ibid.

s “Specchiatevi in costoro, voi
che reggete. Se volete regnare
mille e mille anni, seguite il ben
comune; et non Vv' inganni, se
alcuna passione in voi avete.
Dritti Consilii, come qua rendete,
che qui disotto sono co’ longhi
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understand the full value of the sentences, it is necessary
to remember thai this chapel passage led from the hall
of peﬁcé, painted by Ambrogio Lorenzetti, to -the Sala del
Consiglio decorated by Simone where justice was distri-
buted in the name of the comune and people, Taddeo’s

_art being intended to convey lessoms to those who on’
entering might possibly be induced to forget that magna-
nimity and justice both preside over verdiets.? - - -

The inter part of the chapel represents, as has been
previously remarked, the incidents which Taddeo - had,

. ten years before, completed at Pisa, and he reproduced
them in the same spirit and .with the same lively bold-
ness. It may be needless to repeat the reflections which
those frescos suggested, but it may be propef to note

that, although the chapel at Sienna has not been white-.
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panni giusti col armi ne' comuni
affanni. Come questi altri che
quaggit vedete sempre maggiori
sarcte insieme uniti; et saglirete
al cielo pieno 4’ ogni gloria.
Siccome fece il gran popolo di
Marte, el quale avendo del Mondo
vittoria, perché infra loro si furo
dentro partiti, perdd Ja libertade
in ogni parte.”

L ]

U An illustration of the mix-
ture of the sacred and mythologi-
cal which seems to have bcen
frequent in the Siennese school,
may be found in the Sala del
Consiglio (now a prison) at Lu-
cignano, a spot adorned WwWith
paintings of an inferior class of
different periods, as may be scen
from various imscriptions at the
feet of divers figures. For instance
the Virgin with the child stands
between six saints (one wanting).
Above her, in the ceiling, the Sa-
viour in benediction holds an
open book, between two angels
in flight. At the Virgin’s feet an
inscription runs asfollows: “Priori
odite I’ altra parte....” On the
book in the hands of the Saviour
are the words: “Qui geqditur me
non ambulat in tencebris set abe-

bit lumin® vitd.”” A: scroll in the
hand of one of the angels con-
tains: Coneigla ¢3 vitl e senza
vicio come fece a Roma ecl b0
Fabricio.”” The scroll held by the
other angel has the following:
“Parla poco — Odi assai — guarda
al fip di cid che (fai).”” In the
same locality are figures of clas-
sic heroes and apostles, with in-

‘|seriptions beneath stating who

caysed eaci®fthem tobe executed,
and the time of execution which
is generally the first half of the
15W century, In the vaulting of
the arches leading into the Sala
del Consiglio, Taddeo represented
Aristotle, Mars on two horses, and
Jupiter .holding the holy fire; in
the centre “Rome’” in a medal-
lion, again Apollo playing, Pallas
with a bat, and » lance and shield
at her feet, Julius Cacsdr and
Pompey. Of" all these classic
figures M*. von Rumohr remarks:
“Less praise can be given to the
orators, statesmen and soldiers of
the classic time, whom Thaddoeo,
to contrast with the antique habit
of his Christian heroes, clothed in
singular fantastic and ugly dres-
ses. Forschungen, Vol IL
p. 220.

. ®
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washed like the sacristy of S. Francesco at Pisa, yet the
painting has been seriously injured by time and restoring,
and has lost in consequence much of its freshness. Some
ﬁgules, indeed, are totally remewed. The work of 1414
is ‘already more hasty than that of 1407, and betrays
the hand of assistants; yet the aspect of the whole is
imposing, and Taddeo deserves for it the praise which
Vasari is candid enough to bestow.! On the capital of
one of the arches inside the chapel is the followmg
mscmptlon

“Taddcus Bartoli de Senis pinxit istam capellam
MCCCCVIL cum figura ‘sancti Xphori et cum istis aliis
figuris 1414.” .

In the interval of tbe completion of this interesting
work Taddeo finished an annunciation between 8. Cosmo
and S. Damian? now ip the Academy of Sienna with
the inscriptions: - .

“(au05La 1) yola fece fare Marlono di Paolo di Rosso.”
“(Tadous B,) artholi de Senis pinxit hoc opus anni Domini

mille quattro cento nove.”3

In 1410, he went to Volterra, where he laboured in the
church and for the company of S. Francesco; and his retarn in
1411, with a debt still due for this work led to a threatening
correspondence “between the authoritics of the two cities.!
Sienna however scems not to have insisted as it had
done some 30 years before in the case of Bartolo di Fredi,
and Taddeo apparently had to forego_ his claim. The
paintings for which bhe 1equ1red payment have ceased to
exist, and all that remains of. his works in Volterra is.
an altarpiece in 8. Ottaviano three miles from the city,

‘. Vas, Vol. IL, p. 220.

2 No. 130 of Sienna Acad.

SIna predella, and upper cour-
ses of the altarpicce which is now
divided, Taddco painted the mar-
tyrdom of S.8. Cosmo and Damian
(No. 131 Ibid.), the nativity (No.
132 Ibid.), the ascension of the
Virgin (No. 133), the adoration of
the Magi (No. 134). Besides these

portions a fragment of the head
of a Poetcr Martyr is also pro-
served (No. 135). This picture is
not, howeyer, a good example of
the master, bcuw darkend in tone,
without relief of light and shade
and profuse in ngly types, of which
there is no lack in any one of
Taddco’s masterpieces,

1 Doc, Sen. Vol. II, p.p. 4951,
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now in the cappella San Carlo of the Volterra Duomo
and ingeribed: . .

“Taddeus Bartoli de Senis pinxit hoe an. Dhi MCCCCXI.”!

- This piece is rude and dry and but fof the signature
it would be difficult to class it otherwise than as the
production of an apprentice. This, however, is nat the
latest panel produced by Taddeo who now rose (1412)
to the honours of the supreme council at Sienna, which
be enjoyed again amd again in 1416 and 1420.  He prob-
ably painted in 1413 for the church annexed to the
convent del¥ Osservanza fuori di Porta Ovile at no great
distance from Sienna,? varying the commissions of patrons
in his native place with others from friends in more dis-
tant cities. . '

Yet wBatever he may have produced for Monte Oliv-
eto, or Arezzo where, according. to Vasari, he worked,?
has been lost; and at what time he painted in Padua for

f The picture is much damaged
by restoring. The Virgin sits en-
throned, with the infant, between
3.8, -Ottaviano and John the Bap-
tist, Michael Archangel and Fran-
cis, In the pinnacles, the Re-
deemer in benediction stands in
the centre between the angel and
Virgin® Annunciate, and i couple
of medallions with a saint in each
adorns the spandrils. The pre-
della contains an episode from
the life of the Virgin and of the
saints at her sides, but as regards
8. Ottaviano it is obvious that
he was not origivally intended to
form part of the picture. Taddeo
hgd placed S. Anthony the Abbot

. by the side of 8. John the Bap-
tist. The name of S. Ottaviano
was substituted, and a new hand,
with a model of a town in it, was
given to 8. Anthony. The Virgin
is remarkable for the .master’s
usual plump and youthful face,
the child is again fat and awk-
ward.

2 The altarpiece contains four
lifé size figures of 8.8.°John the
Baptist and Francis, 8.8, Peter

and John Evdngelist, with figures
in similar order in the pinnacles,
of two unknown saints, 8.5. Ste-
phen and Paul. Though not au-
thenticated by Tgddeo’s name, the
picture is executed in his manner.
It has not the excessive boldness
and energy which characterizes
him; and is a little-flat in tone,
but lively and gay in colour. At
all evengs it is a picture of his
school, possibly by Martino di
Bartolommeo, or Gregorio, his pu-
pils. The picture is inscribéd s

“Questa tavola hanng fatta fare
le d.nne di S. Petronella, al
tempo della badessa...di Suor
Chostanzie. di Pietro di Messer
Tar....redi afoDaiMCCCCXIIL.”

The annotgtors of Vasari notice
also in the sacristy of the oratery
of 8. Antonio at Volterra an altar-
piece representing divers saints
inseribed: “Tadeus Bartoli de Se-
nis hoc opus pinxit 14....”" and
Giacchi, who published a guide to
Volterra in 1832, completes the
date which is 1418. Vas. Vol. II.
note to p. 221, *

3" Ibid. Vol. IL p.p. 221. 222.

.
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Francesco da Carrara is uncertain. Nothing of kis can
"be found in the Santo.! As regards the Arena, it is true,
the choir of the Scrovegni .chapel adorned by ‘Giotto is
filled with fecble and much damaged scenes from the life
of the Virgin,? but they are rude produdtions by some
follower of Giotto and hence are without any Siennese
character.3 ) )

The annunciation, assigned to Taddeo in the Berlin
Museum,? that is, the Virgin of a pinnacle, without the
angel, is too feeble to be & genuine work of the master,
whilst the Trinity in the same gallery® is a picture of
the Giottesque school in the manner of Niccolo Pietri

Gerini. Other ‘productions in public galleries may be
passed over as equally feeble or false.

All that is further recorded. of Baddeo up to 14922
when he died, is the part taken by him in deliberations
for the erection of the Fonte del Campo at Sienna, com-
pleted at a later period by Giacomo della Quercia,® and
a resolution of the.council that the gatts of S.S. Martin,
Viene, and Nova, should be painted by him.”

In his will made in August.1422 Taddeo left his

wife Simona quondam Antonio de Monte of Genoa, a life
interest in all his property which was to revert ‘to Ghi-
.rigoro Cecchi of Lucca his adoptive son.8 He had no
children, and .his sister Madonna’ Petra dled childiess
after two marriages in 1444.9

Vasari, in his life of Pietro Lorenzetti,® mentions a -

t IThid. Vol. II. p. 220.

2 Three frescos adorning each
_side. In that to the left, the Vir-
"gin announces her coming death,
and in the successive lower cour-
ses receives the apostles and dies
i their presence. In the right
side-beginning from below, is the
funeral, and the ascension. The
toronation of the Vugm fills the
third side,

3 Three of the same subjects
on pavel, namely the death’ and
the ascension, twice repeated from

the compositions of the chapel at
Sienna, may be seen in the mu-
seo Cristiano at Rome. (111“ Press,
XV do. XVIIL. do.) These, how-
ever, are hardly worthy of at-
tention.

4 No. 1083. Berlin. cat.

.9 Ibid. No. 1135,

¢ Doc. Sen. Vol. IL. p.p. 51,
52. and 101.

7 Ibid. Vol. I1. p.p. 109. 244

$ Ibid. p.p. 107. 108,

9 Ibid. Vol. IL. p. 108.

10 Vas. ¥ol. IL p. 81.

-



172 EARLY CHRISTIAN ART. -Cuar. VL
— 1=

pupil by name Bartolommeo Bologhini. It has been fairly
assumed that he alludes 4o Bartolommeo di Messer Bulga--
rino of whom records, but no pictures, have been préserved.

This painter is known for instance to have decorated in
1345 a table cloth for the hall of the “Nove" in Slenna,
the. books of the Biccherna in 1353, an altarpiece in the
Hospital of 8. Maria della Scala inscribed:

“Frater Bartholomeus dfi Bulgarini de Senis me pinxit
tempore Dni Galgani Rectoris hospltahs sce Marie, a Dni
MCCCLXXIIL.?

Bartolommeo, who had been married and enjoyed the
honours of the supreme 'council in 1362,> whv had been
enrolled in the book called ‘de’ Oapltudlm delle arti”
in 1363, became a brother of the hospital of Sienpa, and
died in 1378.* It is from a drawing by him that Vasari
took the likeness of Pietro Lorenzetti which was engraved
for his work; and this is the only approach to a remnant
of his art that we possess.®

It had been stated that Bartolommeo was the father of
another Siennese painter Martino di Bartolommeo already
noticed in these.pages as' the companion of Spinéllo
Aretino in the frescos of the Sala di Balia at Sienna.
But this is an .error, Martino' being the son of Bartolom-
meo di Biagio a goldsmith® of Sienna. As the cotempo-
rary of Taddeo Bartoli and-one. who has left trages of

his existénce, some notice may be given of his career.

Though inscribed on the roll of Siennese painters in
1389,7 he first appears as an artist in Plsa in’ the neigh-
bourhood of which, at Cascina, an ex- chmch dedicated to
S. John and once belonging to the knights of Jerusalem,
still remains covered with his paintthgs. In this Dbuilding
which is now a canteen, the spectator may see entire
courses of frescos representing; in the first, life size sainfs,
a Virgin and child between 8. Catherine and 8. Agatha,
in the second, above these, scenes from the Virgin's history,
a great numbe1 of which are all but obliterated, and colas-
sal allegormal figures of virtues in the lunettes. Inside,

f Doe. Sen. Vol. L p. 49. an altarpiece by Bartolommeo in-
2 [hid. Vol. I. p. 49. the chapel of S. Silvestro in S
3 Ipid. Croce of Florence, .

4 Ibid ¢ Dot. Sen. Vol. IL. p. 31.

t Vas. (V01 IL. p. 32.) noticed] 7 Ibid. Vol. I P 65.
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above the entrance, a large

T

crucifixion is depicted, below_

which these words may be read:

““ris de ‘Cascina} anno domini M(.€.C.C.)LXXXXVI".
Executed probably in 1397, these frescos do mot deserve
the minute deseription which the patient Banaini gives of

them.!

The compositions are wmore or .less copies from °

those of earlier or cotemporary Siennese artists, and an
imitation in dull but sharply contrasted colours of the
manner pecnliar to Taddeo Bartoli.

That Martino was a third rate painter is proved by
his subordinate position in reference to Giovanni di
Piero of Naples, an artist with whom he kept shop in
S. Felice at Pisa, and whose altarpiece of the Virgin-
between saints, jointly undertaken with Martino for the
hospital of S. Chiara at Pisa, is still in existence.?

It wonld seem that in this work Martino did little more

than the engraving of the ornameunts and the frames.

-long slender and defective
painter whose manner, to a certain extent, imitates that of

¢

Taddco DBartoli.

The

figures are by a third rate

The payments for the altarpicce extend

to August 1404 up to which time Martino remained in Pisa,?
where, in the interval, he painted a Virgin and child be-

tween_ saints? -for the Spedale

de’ Trovatelli and now in the

hospital of 8. Chiara inscribed:
“Hoc opus fieri-fecit Antonius de Cassiano.
Martinus de Senis pinxit anno dormini MCCCCIIL"®
The character of the painting is not different from that

* Bonaini, Not. Ined. p. 53.
and following.

? The Virgin is enthroned, with
the infant on her knee, between
8.8. John the Baptist, Augustin,
John Evangelist, and Chiara,
and in the pinnacles are the Tri-
nity, 8.8. Mark and Luke. The
predella is gone. It appears that
the two painters confracted on
the 27'b of April 1402 for this
altarpiece, in the pinnacles of
which not the Trinity and two
Saints, but the Trinity and an-
nunciation, were to be painted.
The whole was to be completed
in eight months for ninety five
gold florins. (Bonaini ub. sup.
p.p.- 44 45. and following, and

p-p. 144 and 146. 7. 8.) It is sup-
posed that the S.8. Mark and
Luke formed part.of the predella,
which, with the original figures
of the annunciation, arc lost.
(Ibid. p. 47)

3 Ibid. p. 46.

.4 Those are half figuves, much
restored, the blue dress of the
Virgin being new, the red one of
5. Dorothea repainted.

8 Though repainted, thisinserip- .
tion is no dolibt en the lines of
the original. In the pinnacles, the
Saviour appears in benediction
between $.8. Catherine, James
the elder, Agatha, and a fourth

saint.
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of the altarpiece of 1404, painted for S. Chiara, where
again, in the same year, Martin painted 30 figures at the
rate of 15 soldi per figure.? Other plctures in the A'ca-
deiny of" Fisa and in S. Domenico testify at once to his
industry and inferiority.?

After 1404 Martino retired from. Pisa leaving there
Giovanni. de Piero, of whom it may be well 'to notice
such records and works as remain.

Besides the altarpiece of 8. Chiara due to him and to
Martino, he painted a figure on canvass,® gilded cer-
tain candlesticks? and did other common work for that
hospital®. in 1403 and 1404; and in 1403, finished a great
crucifixion on canvass for the convent of 8. Domenico now
tg be seen in the inner choiin® His style was less like
“that of Taddeo Bartoli than Martino’s, and inferior even to
that of the latter. At the foot of the picture a long inserip-
tion concludes: e :

“MCCCCV Jbdhés Petri de Neapoli pinsit:”

At Sienna Martino was fairly and continuously em-
ployed. | .

In addition to the decorations, in 1405, of the chapel of S.
Crescenzio in the Duomo,? the altarpiece of which had been

painted by Ambrogio Lorenzetti, he likewise finished in’

1406 the adornment of the chapel of S. Savino, in the same
edifice® whose altarpiece had been painted by Pietro
. Lorenzetti. He claimed and received, in the same year,
19 floying for the Inferno in the chapel of 8. Niceolo,?
contracted to paint four walls in the Duomo in 1407, and
restored the Madonna of the sculptor’s altar. On the 18" of

1 Bonaini ub. sup. p. 48. ,

2 The first, of which, mutilated,
represents the marriage of 8. Ca-
therine and is inscribed:

‘. ... CCCCIIL aprile fuit mése.
Preghiamo Dio per chi fece la
spese.”

Thesecond, unsigned, represents
the Virgin and child, both of the
same chargeter and the former
of wine red tone. (Damaged also
by two splits in the panel).

8 Bonaini. p. 47.

4 Ibid. p. 147.

5 Ibid.

¢ Here he painted an ignoble

nude of the Saviour with S. Fran-
cis grasping the foot of the cross,
the Virgin, like that of Thomd
rin” the Academy of Pisa on one
side, the Evangelist on the other,
and a figure of a donor in prayer
in front.

7 Doc. Sen. Vol. IL p. 31

8 Ibid. Vol. IL p. 31. He re-
ceives 28 flor. of which 10 for
his salary during 10 days.

® Ibid. Vol. IL p.p. 30. 31.

10 Ibid. For 64 flor. including
salary for a year, scaffolding, co-
lour &e, .

|
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June, giving up his contract at the cathedral, he promised
to decorate,. with Spinelle, the walls of the Sala di Balia.l
Spinello, however, did ‘not allow*him to labour thers, and
he, aceordingly painted’the ceiling only, in whigh, after
dividing the space with the usual diagonals, he represented
Allegorical half figures of the virtues in the manher of
Ambrogio. The forms are graceful enough and*have their
share of character and movement. The colonr is <clear and
flat, imitating at a humble distance the younger Lorenzetti.
But they have the disadvantige.of being in gontact with
the work: of Spinello, whose energetic boldness and liveli-
ness quite ecclipse his Siennese assisiant. Yet of all Mar*
tino’s works this. is the best; and if one comsiders that it
was finished in 1407, 50 years after Ambrogio’s death, the
persistance with which the Lorenzetti’s manner and tech-
nical methods were preserved may appear remarkable. X}
small half lengh Virgin and child which proves Martino’s
imitation of Taddeo is preserved by Signor Bonichi at
Asciano. It is inscribed: “MCCCCVIII Martinus Bartolommei
de Senis pinxit,” and was thus finished a year after the
ceilings at Siemnma. Martino worked in" many parts of the
Palazzo Fubblico, and a picture "in his early manner
hangs above the door in the hall leading to the Sala di
Balia representing the Magdalen between Saints.?

Martino was. umpire for the council to value Taddeo
Bartoli’s paintings in the chapel of the Palace. He filled
various offices in Sienna between 1410 and 1428, and
dieds about 1433.3 .

Vasari mentions as of this period ‘Alyaro di Piero of
Portugal, who painted in Volterra and Pisa. There -are
still panels of this artist in those cities.*

w
-

1Ibid. p. 34

John Evangelist, Dorothy, and
2 In the Academy of Sienna are

the following by this master
classed as ‘‘unknown”, a Vir-
gin and child between 5.8, Jobhn
Evangelist, Lawrence, Ansano,
and Augustin (No. 126. of Acad.
Catalogue), long slender and
affected figures like the fore-
going, but clearer in their flat
and rosy tones, and more in har-
mony with those of the ceiling
in the Sala di Balia. The Virgin
and child between S.S. Stephen,

Jerom, with two angels at her
feet and five scenes of the pas-
sion in a predella; hard in ‘co-
lour, sharp in juxtaposition of
long, thin, and feeble figures. (Nvs,
121. 122, Ibid.) A Virgin and
child between 8.8. James, Philip,
Paul, John the Baptist, John
Evangelist, and Peter. {Ibid. Nes,
128. 124.) i

3 Doec. Sen. ub. sup. Vol. I,
p.p. 81—34,

4 Vas. Vol. II. p. 223. In the
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The period of Siennese art under notice may be closed
by a reference to Taddeo’s addpted son Ghirighoro or

Gregorjo Cecchi of Lucca.

‘He is inscribed on the roll of Siennese painters after 1389,
and was aunthor of a picture in the sacristy of the cathedral
of Sienna representing the Virgin seated giving the breast
to the infant Saviour, supported in the air by seraphs, and
greeted by the music of six angels divided on each side

&hurch of Fossabanda, outside
the Porta. Piagge, half a mile
from Pisa, is a picture -by him
representing the Virgin and child
reminiscent of the Siennese school
(the dress of the Virgin damaged),
with angels playing instruments
on the ground in front of them.
One should think, from the ap-
pearance of the figures and
their resemblance to those of
Martino and Giovanni® Pieri of
Naples, that all three painters
were companions. Six angels, 3 of
a side,” offer 4 lily and bird to the
infant. On the throne are the
words:

“Alvaro -Pirez Devora pintor.”’
The colour is raw and hard from
. time and other causes,

A second picture of the same
hand in the cappella 8. Carlo
of the Duomo at Volterra was
originally painted for the sacristy
of 8. Agostino (in Volterta), The
Virgin and child are enthroned
between S.S. John the -Baptist,
and Nicholas, Christopher, and
Michael Archangel. Two busts in
medallions fill the pinnacles. In
the predella are six painted re-
liefs, and a mutilated inscription
ad follows:

“A...s. .. Peres ..

As a picture this is less dis-
agreable than the foregoing. In
the sacristy of 3. Agostino, an-
qther Virgin and child with an-
gels, between 8.8, James the
elder, Nicholas of Bari, Chrisfo-
pher, and Anthony the‘ abbot,
with the date anno MCCCCVIL)

.. pinxit.,”

.

is more like the frescos by Cienni
di Francesco di Sir Cienni al-
ready noticed in the Florentine
school, thame the pictures of Al-
varo Perez. - :

At S. Maria‘in Chinseca of Pisa,
four figures of Saints, amongst
whom are S. Christopher and a
bishop in one frame and two
apostles severally with a knife
and a cross recal the manner of
a Siennese ‘painter of the schoal
of Taddeo Bartoli. Frescos in the
same church and in the Siennese
manner are too’injin'ed to allow
of -a reliable opinion. In the same
place, however, is a picture, as-
signed by Bonaini (Not. Ined. p.
96.) to Andreoccio di Bartolom-
meo. Milanesi, . however, proves
Andreoccio to have bacn a car.
penter, who in 1388—90 cxecuted
merely the cupboards on which
the pictures, now brought toge-
ther in aframe’, were previously
placed. (Doc. Sen. Vol. L. p. 371.)
As now arranged the picture
contains a crogs, above which is
a small bust of the Saviour. In
the centre of the cross is the
Virgin, with 8. Peter on the left
arm,, S. John the Baptist on the
right, and, on the lower one, 8.8.,
James, John Evangelist, and Pe-
ter, are in medallion ornaments.
These have the chacacter of a
Siennese work by the same hand
which produced the four figures
of+ saints above described. The
inseription only refers to the
work of Andreoccio the carpenter,
who is not, as Bonaini believes,
the patrter.

2
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of her. This seems to be the centre of an altarpiece, and
.is signed:

“Gregorius de Senis pinxit hoe, anno domini MCCCCXXIIL”

If any plctme more than another shows the hand of
Taddeo’s pupil, it is this. We may assume that Gregorio,
originally of Lucea, took the right  of city in Sienna,
and fhe picture before us .proves 4t. The richly dressed
angels in this piece are quite in Taddeo’s style; their
attitudes are graceful’, dnd the. ornament exquisite. The
colour, however, is a little hard, the draperies feeble
and involved in fold, but vigorous in tone. One may
‘Assign to him two half figures, in the same saeristy, of
a bishop and a youthful saint.with a banner, surmounted
by two seraphs in pinnacles, executed with the same
care and grace as the last, mentioned picture, There s
much’ resemblance also between these panels and the altar-
piece in the convent dell” Osservanza fuori Porta Ovile,
dated 1413, noticed amongst the works of Taddeo Bar-
toli; and Gregorio may have given his aid there. It was °
not uncommon that he should work with his adoptive father,
for a joint picture Ly Gregorio and. Taddeo hung of old
at the altar of the Marescotti'in S. Agostino of Sienna
and was inscribed:

“Taddeus et Gregorius de Senis pinxerunt MCCCOXX."!

The only additional notice of Gregorio is, that.he painted
in 1384 the books ‘of the Biccherna at Sienna.®

Considering in the earlier chapters of this work .the
position of Pisa ai regards painting, it was ebserved
that from the time of Giunta she yielded none but:
second rate talents. During the fourteenth century such
. artists as she employed were either Florentines or Sien-
nese, but the influence of- the school of Sienna was
paramount, especially through Taddeo Bartoli. A Sien-
nese painter such as Martino, settling in Pisa at the
close of the century might find there no more formida-
ble rivals than the Vanni or Geras, whose labours he
was quite able to equal. The Vanni at Pisa were as
numerous a race as the Vanni at Sienna, and were
])ossibly related. The 1'eixde1“may be reminded of Vanni

- —_— S,
t Doc Sen. Vol. 1. p. -47 Jen Vule sntea early pamtels of
? 1bid Pisa, . .

VUL. II. . 12
‘-
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of Sienna who, in 1300, laboured at Pisa,® whom Signor
Bonaini counsiders very likely to have been the father of
Andrea;! of Betto Vanni who died in 1344.2 He may
‘now 'Bdcome acquainted with Turino Vanni, .a native of
Rigoli, a village at the gates of Pisa,, whose works are
numerous in his own country and in South Italy, and of
whom there are records and plctules

Turino painted in 1390 the hly .of Florence on the .
banner of the cathedral tower at DPisa.? 1In 1392 he.coloured
a Madonna of marble for the niche above the door ‘of the
Campanile;* 'in 1393, he executed the altarpiece of S.
Cristina,® and 1395, he tinted and gilt the tabernacle of a
statue of S. John the Baptist above the cathedral font at
Pisa.® One example of his skill in painting bears his
name and the date of 1398. It.is in the church of 8. Paolo
Ripa d’Arno at Pisa” and represents the Virgin and child
enthroned between S. Raineri and 8. Torpé, both of them
carrying banners, and adared by four kneeling figures it
couples at each side of the throne. On the foofstool one
reads:

“Turinus Va.nms de Rxguh depmmt A.D.MCCCLXXXXVIIL"

The spectator will be struck, at a glance, with the imita-
tion of Taddeo Bartoli, and may remember that that artist
had been in Pisa but a year before. “Purino imitated the
Siennese master not only in type and forms, but in dra-
peries. Ie made the features smaller perhaps, cutting the
outlines sharply into the gksso with' a dry and mechanieal
minuteness. His figures are fairly proportioned, the nim-
buses in relief, the colour .reddish and flat. Though a
second iate picture, this is a better specimen of Tuuno

! Bonaini, ub. sip. Not.| ® Bonaini, ub. su 83.
Ined. p. 89, ’ ' and 143. ' P PP

2 Tt
Ibid. p. 94 : 7Hh.vmgor1gmu]lybeenms Cas-
$ Vide record to that effect in |siano, Morrona gives the signature
Bonaini ub. sup. p. 83. where | erroneously as S1.CCCXCVII, and
the painter is called “Magister|this error may be repeated in
Turinus pictor condam Vannis de|the notices which he gives of two
Reguli Civis Pisanus,” pictures late in S.8. Amna and
4 TLsa . Silvestro, one of which, if is said,
lﬂnd. p- 83. and Ciampi bore the date 1343, the second
p. 1340. Morrona Pis. I1lust. Vol.
5 1bid. For the price of 18 flor, [II. p.p. 42930,
of gold. .
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than the Virgin and child amongst playing and singing
angels, in the Louvre, inscribed:

“Turinus Vannis de Pisis me pmmt

The influence of Taddeo Bartoli is very stlongly marked
.in & small altarplece .representing the Virgin, saints and
angels, now in the Benedictine monastexy of 8. Martino near
Palermo inscribed:

“(Tur)inus Vannis de Pisis PlnXlt A D.. .

The heads, particulary of angels, their sharp profile
featares and small cyes, the draperies, are all essentially
Siennese and show that Turino, who was the best Pisan
painter of his time, was a second rate follower of the style
of Taddeo Bartoli. .

In the church of Agnano, near Pisd, a composite altar-
plece in many parts of the same character as the foregomg,
is” very like a work of" Turmo, -and is coloured in his
manner. At all events it is a picture of the Pisan school
of the close of the fourteenth century.® A different influence,
but still from Sienna, may be noticed in a series of four
half length figures of saints "at the Academy of Pisa.
Where the minute m'mner, the profiled outlines and flat
coloyrs already noticed in Giovanni di Niccolo " are re-
peated 4

Ancther second *or third rate Pisan painter of this time
is Jacopo di \hchele, better known by his cotemporaries
as .Gera, who is recorded as having painted in 1390,
thirty figures round the inner ‘dome of the cathedral® of
Pisa, and who assisted Turino in the adornment of ‘the
tabernacle above the font in the same edifice. A picture
by him in the Academy of Pisa bears the inscription :

“Jacobus dcus Gera.” -
and is one of the usual Madonnas between saints, much

88, Jerom, Nicholas, Benedict,
and Marganet with the annun-

1y

e

t 521. Louvre.
2 It ropresents the Virgin and

child entbroned and guarded by
angels who support a tapestry.
8.8, John FEvangelist, Anthony
the abbot; John the Buptlst with
.S, Mlchael and Raphael, in the
upper spaces, fill the left side, of
.the altarpiece, whilst 8.S. Mm'y
Magdalen, Catherine, Oliva; Ur-
sula, and tivo other suints, with
the archangel Gabriel and two
othet figures, in the upper spaces,
complote the right side.

*3 The Virgin and child between

-

ciation between the four Evan-
gelists and other &aints in a se-
cond course, and the Saviour in
beuediction in the central pin-
bnacle.

48.8.John the Baptist, & female
saint, with a garland of roscs,
Peter, and Paul.

See antea, old school of
Pisa,

5 At1livre per figure, Vide
Boﬂainl, ub, sup. p. 96. and

Ciampi nb. sup, p, 151,
12% °
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. i
damaged and vastly inferior to those of Turino. A better
production of his may be seen at Palermo in the churth of,
the - Annunziata near the Porta 8. Giorgio. It i§ a “Con-
ceptiony, y in the usual form, between S.8. Gertrude and
James the Elder, signed ¢“Jacobus di Migele dipintore-
di. '.and a very rude performance.

- The student may remark that most of the pictures of the
closé of the fourteenth century in Sicily are feeble works
of the Pisan school. Bonaini mentions another work Gera
in the monastery of S. Matteo ‘at Plsa.

A common ploductlon of the same period, a series of
saints with the annunciation in the space above them, is in

the Académy of Pisa inscribed:
“Géttus Jacobi de Pisis me pmx1t MCCCLXXXXI."”

Cecco di Pietro is another Pisan of little talent noticed
casually in these pages as having repaired the ihferno
assigned to Orcagna in. the .Campo Santo.? This occur-
rence took place in 1379, but there are proofs of Cecco’s
existence in Pisa before  fhat time: He  painted in the
Campo Santo in 1370 according to Clampl" togethey with
one Berto,? one Nerrnccio, di Federigo, Puccio di Lan-
duccio, Nicolao di Puccio and, Jacopo del quondam Fran-
cesco of Rome.® He was Anziano del ‘Popolo at Pisa in
1380, painted a Nativity' of the Virgin for 8. Piero in
Vinculis at Pisa;? and we possess altarpieces by him: of
1370 and 1380, "in addition to one assigned to him in the
Academy of Pisa. The first of these, in the collection of
Signor Remedio Fezzi at Pisa, represénts the Vlrgm with
. the infant Saviour standing on her knee. An " affecteds
movement and a long shape are peculiar to the Virgin.
The infant is reminiscent of the Siennese school, and the
head a “counterpart of that in'a picture by Glovanm di

! Bonaini, ub. sup., p. 95,/104. and Roncioni Ist. Pis. (Ax-

chiv Stor.

and Morrona gtve the sxgnatme,-
“‘Jacopo di Niccols dipintore detto
Gera df Pisa mi depinse.” ¥s not
the word Niccola here an error?
Pisa I1l. Vol, IL. p.p. 43. 4. Mor-
rona notices also one.Nero Nelli,
of whom a picture signed *‘Nerus
Nelli de Pisis me pinxit anno
MCCCIC.” existed in the church
of Tripalle near Pisa. Ibid. Vol.
11, p. 435.

2 Bonaini,

ub. sup. p.p. 103,

part I. of Vol VI
p. 890.)

8 Ciampi, ub.
fand 117.
4 The assxstant of Francesco

da. Volterra.
5 Ibid.
g Bonauu, ab. sup. note to p.
103.
7 Ciampi. It was ingcribed:
‘“ Ceccus Petri de Pisis me pin-
xit A, D 1386.” p. 96.

Bllp' p-p 96.

.
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Niceolo. Luea Thomé’s works seem to have been the models
which Cecco followed. The panel is inscribed:
“(.L.ec)cus Petri de Pisis me pinxit A.. D. MCCCLXX.”

- Another Virgin and child, the latter sitting, in the same
‘collection is signed:

“Cecchug Petri de Pisis, me pmx1t A.D. M.CCCLXXX...

The plctule at the Academy of Pisa, of a ruder execu-
tion by the samé hand is a crucifixion with the Vugm and
S. John and saints, in compartments at the sides.! Mor-
- rona notices? a Virgin and child between two “saints in
the church of Nicosia near Calvi. This, no doubt, is the
picture in possession of Signor Fezzi, part of which belongs
to M. de la Tour du Pin at Pisa. Another painter named
Giovanni del Gese is noticed by Bonaini® as having been
Anziano at Pisa in 1372. He may be the author of an
altarpiece lately in the Rinuccini gallery at Florencé and
signed: “Johannes de Pisis pmxxt a picture representing
the Virgin and child, of life size, between S8.S. Agatha,
Stephen, Francis and Catherine with a.ecrucifixion between
the angel and Vitgin annunciate in the pinnacles and six
saints in pilasters. It is the work of a second class imi-
‘tator of Taddeo Bartoli. -

Thus the Pisans followed humbly the examples of
Siennese rather .than Florentine painters, and Pisa’s only
title to fame is derived from the sculpture of Niccolz and
Giovanni.

! 8.8. Catharine; Barbara, Aga- | saints at the sides,
tha, and Ursula (left); Mary,| , . D
Agn,es, and other saints (ught), 101 Mo;‘_lr?:)na. Pisa Illust. Vol.
In the centre of the pediment is - P T
a déposition from the cross with| 38 Not. Ined. ub. sup. p. 94
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CHAPTER VIL

THE UMBRIAN SCHOOL AND THE PAINTERS OF
GUBBIO FABRIANO AND THE MARCHES.

* Nothing is clearer. than that the Umbrian school arose
under the impulse of Siénnese examples. The, geograph-
ical position of Gubbio and Babriano, with reference
to Sienna, might alone explain that result; the temper of
the people, akin to the mercurial Siennese rather than
to the graver Florentine, favoured it. The Umbrians
produced on” the models of-  Sienna with such singular
felicity of imitation, that it would be puzzling to distinguish-
the progeny from the parent stock were it not that a °
vague stamp of originality still marks the Gubbian painter
and his neighbour of Fabriano. Second in talent to the
artists of Sienna, these men were characterized by
a tendency to iutensify the affectation of grace and
tenderness which, from the earliest time, had been pecu-
liar to-their masters. Prettiness was their chief quality;
and from the outset marked a class of men whose
posterity was destined to contribute. by its progress in
Perugia and Urbino to the greatness of Raphael. A
smiling gaiety and lightness gave charm to their works
which, at the same time, bore the impress of the careful
finish and the flat brilliancy of miniatures; and Daxte,
in the celebrated lines which rescued - Oderisio from
oblivion, struck the true character of the Umbrians when
he spoke of the smiling pictures they produced:

“() diss’ io lui, non s& tu Oderisio,

L’onor d’Agobbio, e I'onoxr di quell’ arte

Ch’ alluminare & chiamata in Parisi?

Frate, diss’ egli, pit ridon‘le carte
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Che pennellegia Franco Bolognese:
L’onore & tutte or suo, e mio in patrte.
Ben non sare’ io stato si cortese
.Mentre ch’ io vissi, per lo gran disio
Del’ eccellenza, ove mio core intese,
Di tal superbia qui si paga il fio.1”

The Umbrian painters arose out of the school of
miniature founded by Oderisio and Franco Bolognese.
Their mode of colouring was a clear, light, gay and
transparent one which charms by the bright softness of
- its tones. Their execution had the neatness necessary
to the illuminator. Ornament in tasteful and capricious
outlines, precision of details, did not exclude a certain’
elegance .and breadth of drapery. But grace rather
than power, tenderness rather than majesty were their
qualities and defects.. As time developed these peculiari-
ties, patient minuteness and wearying research in detail
absorbed too much of their time, and thus wall paintings,
whatever their size might be, displayed one characteristic
feature. They may still strike the observer as miniatures
on a large scale. .

In Umbria and -elsewhere the study of painting dates
from the remogest times; and were records of very early
painters to be discovered, they should create no surprise.
But in Gubbio, it may be difficult to point to any name
older than that of Oderisio, the cotemporary of Giotto
and of Dante, the haughty assertor of his own superiority
in the art of miniature. A mutilated record in the Ar-
chivio Hercolani at Bologna has been preserved by Oretti?
and Zani® which fixes the period of his existence: _

“1268. 3. Ex Septembris.” D. Gratiolus qu. D. Zagniboni
. de Mantua venit et dixit promissé..... fres dno Conarixio
scriptari . . . . . Magistro Hoderico miniatore.”

This passage alone might justify Benvenuto da Imola

>

! Purgatorio Canto XL v. cords are lost to Italy, having

9 and fols, heen sold in the present century.”

3 Zani, Enciclopedia me-

® Documenti per la Storia|thodica. Vol. X. parte I2, p. 286.
dell’ Arte. The Hercolani re-|note 44.

-
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_in his remark that Oderisio was »Inagnus miniator in
civitat Bondniae.”! The Archivio Armanni in the
- Speriliana of Gubbio? has the following in addition:
1264. M. Oderigus Bonajuncte.
1265. Oderigus Bonajunte. .
.Oderisio therefore, according to these vecords, was in
1264 at Gubbio, at Bologna in 1268, and in 1295 at
Rome, where he is said to have died about 1299.2 Ugo
I‘oscolo; in his commentary on Dante, affirms after Ben-
venuto da Fmola, that Dante studied at Bologna in 1261
and following - years. Yet Balbo affirms that the poet
did not visit Bologna before 1285, and he supposes that
Dante’s acquaintance w1th Oderisio began between, 1285
and 1287.* Vasari is our authority for the statement that
Giotto and Qderisio knew each other in Rome.> No cer-
tain miniatures of the Gubbian exist, but in the Archivio
de’ Canonici di S. Pietro at Rome two masses, “dell’
Annunziata” and “di S. Georgio”, are preserved and .con-
tain miniatures of great interest.® )
. In the first, an annunciation and scenes from the life of
the Virgin® may be studied. 8. Celestine, in frock, giving
the gospel to Boniface the Eighth, then a cardinal- deacon,
is on the twenty third page. As Celestine wag Pope between
1202 and 1294, the date of the miniature is fairly ascertained,
if we admit. theé reality of the names assigned to the persons
depicted: The mass of S. George is illustrated with scenes
from the life of that saint, who was the patron of Cardinal”
Stefaneschi. A cardinal-deacon kneeling hefore S. George
is said to be a portrait of Stefaneschi, whose commissions
to Giotto were numerous and important, as has becn seen
in these pages. ‘
To infer from these facts that Giotto executed the mi-
niatures of these masses is a disregard of the most ob-

. -
.

1 Benvenuto da Imola, ub.| 4 Dante kmew Oderisio, since
sup.‘ap. Mura.tori.5 he recognizes him in.Purgatory.

z Vol. E 15. p. 265. 5

8 See Baldlnl}I)CCI ’s subtle rea- Vas. Vol. L p. 321
sons for believing that* Oderisio| 6 These masses are in a vo-
died before the close of the cen-|lume ecalled 8. Gregoris. M.
tury. Opere ub. sup. Vol. IV. | Istoria,” under the press mark.
p- 176 and foll, No. 129 C.
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vious facts. The miniatures are not by a Florentine,
but’ by one whose manter is reproduced in thelater
Gubbian school, who painted with the gay transparent
colour, the peculiar choice of harmonies, the richness of
ornament and minuteness ‘of detail peculiar to the Um-
brians, and without the great maxims of composition
which ‘were only possessed by ‘the artists of Florence. It
may therefore be presumed, though it cannot be affirmed,-
that these Roman miniatures were by *Oderisio, whose
influence at Bologna may be noticed a little later.

The earliest painter in Gubbio, after Oderisio, is Guido
Palmeruceci, whose name appears in the Elenco or list of
the Ghibelines of his native city in 1315. ‘He is known
to have painted in the church of S. Maria de’ Laici at
Gubbio before 1337, and to have laboured in the town
hall in 1342.! According to recofds ‘due to the research
of Canon Rossi of Cagli, Guido was born in 1280, in the
Quartiere di S. Pietro at Gubbio, and died about 1345.

Remains of a life size S..Anthony with a staff and
bell, in the usual dark dress and cowl, may Re seen on
“one of the outer walls of the church of S. Maria de’
Laici.? The saint is venérable, wears a long heard and
gives the blessing, with an expression of gentle austerity
in his long face, and g languid repose in his attitude.
Light yellowish flesh igne of a liquid water ®olour, the
flatness of & miniature characterize the piece. Another
h-agment in the same style, a monk’s head, inside a
press in the sacristy of the church, seems executed by
the same painter, who may be G‘ruldo Palmerucei. At all
“events the earliest examples at Gubbio already show the
persistent fedtures of the school, soft kindliness and a

t For the first of these facts|same. For the third consult Gua-
thanks are due to the friendly|landi (M.) Memorie Ouxigi-
communications of Signor Buon-|nale Italiane r1sgnardantx
fatti of Gubbio, the record being|le belle Arte, Bologna.
tnken from.a MSS. in the Ar-|1840 to 45, Seric 4¢pp 3132,
chivio delle Orfane of Gubbio,; # The lower half of the figure
Mark A, year 1800 to 1337. For|is gonc and colour of the rest
the sccond the authorily is the|slightly abraded.

-
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tender feeling. . Of this period and style are remmants
of frescos on the walls of the ruined Spedaletto of
Gub io,"am'ongst which a life size S. Anthony in-frock
and cowl, bearded and holding in his hands a diadem
and cross, reveals the now usual soft type and- gentle.
attitude, and the comparatively. feeble style of that in S.
Maria de’ Latei. It is a figure "in draperies of gently
flowing lines, flatly coloured, languidly graceful in move-
ment, with ‘small thin hands and not without religious
sentiment, in fact an enlarged miniature.! The most
important picture, however, of the Gubbian school, in the
first half of the fourteenth century, is a fresco in the.
upper chapel of the Palazzo del Comune at Gubbio,?

A colossal Virgin sits enthroned in a high backed chair,
presenting the infant Saviour to the veneration of a Gon-
faloniere, kneeling and Yecommended by a saint in the pre-
sence of' several holy and venerable persons. The plump
child lying in the folds,iof the Virgin’s mantle, .or rather

_in its lining of white fur, is dressed in a flowered green
tunic, and looking at the knéeling magistrate, seems to long .
with its hgnd towards him, with somewhat affected motion.
The Virgin forms with the child a tender group; and as
her head is bent towards her‘charge, she reminds ome
of the Siennese Madonnas. Yet she has a character of
her own, pursy lips, a regular head reminiscent of those
by Lorenzetti, but a heavier -brow, and a long slender .
form, She’ sits. with an imposing superiority of stature’
over the kneeling figure at her feet, — thdt of a man
of forty, with a pointing beard - of two days growth
looking -up respectfully with his hands in prayer, dressed
in red stockings and sleeves and a green mantle. His
patron saint bends and presses his shoulders, looking wup
and stretching out a chin adorned with a sharp pointed
black beard. He presents a set of soft, youthful, and meek
features to the spectator. An austere -silver-haired and

f The dress and cowl are bluck | upper hall, as well as the arms
and white. of the Comune in various parts’
» {of the, building; but these works
2 Tt iy or® record that Guido |Bave disappeared. See the record
Palmerucci contracted in.1342, to| communicated by 8ign. Luigi
paint in the Palazzo del Comune | Bonfatti, in Gualandi ub. sup.
of Gubbic an annunciation in the| Sep. IV. 1843. p.p. 3F. 32,

.
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bearded saint at his right side, a mitred persomage with
a halo, intended perhaps for 8. Ubaldo the protector of
Gubbio, a fourth whose head is partly visible, complete thé
picture. .

At first sight this plece appears to combine qualities
in Simone and the Lorenzetti, yet after.a while it strikes
one as having a stamp of its own, chiefly becanse of
gay light and harmonious tones, an intention of grace in
the figures and a certain dryness as of a miniaturist,
coupled with slender frames, gentle features, and a meek
expression. 1. -

In Gubbio again, to the lgft of the entrance in S.
Maria Nuova, a life sized S. Anthony,? the favorite saint
of the place, may be seen on a wall recently freed from
whitewash. It is an advance upon” the faces and forms
of 8. Maria de’ Laici and the Spedaletto, with the tech-
nical style and execution observable ‘in the fresco of the
town hall chapel. No painting of the fourteenth ‘century
presents the typical character that developed itself in
the fifteenth more than this, and the S. Anthony is a
natural forerunner of Pelugmos splendid saints in the
Cambio of Perugia. The fragment of a recovered fresco
is thus indeed valiable, since it explains the rise and

progress of the Perugian school out Qf that of Gubbio.?

S. Maria Nuova of Gubbio is rich -in examples of the

t Gmety predommates over pow-
er in the soft and transparent
tones, the flesh tints being of a
pale warm yellow, shadowed with
a light green, and glazed over
the stxpplmg that fuses the whole
together. Little or no relief com-
bines with other peculiarities of
exceution, to give the fresco the
aspect of an enlarged miniature.
Feeling and- expression rather
than perfect form give a charm
of animation to'the faces. That
of the grey headed saint iw like
that of the Virgin,. remarkablé
for the development of its fine
head and brow, yet the expres-
sion is. soft as in Simone, In-

dividuality and dignity are not
deficient in the heads, but
gentlerless and composure far
from the stern gravity of the
Lorenzetti are remarkable. The
proportions do not strike the .eye
as faulty, nor is the drawing with-
out freedom. Yet there is a cer-
tain neglect in the outline of the
hands, a fault very common in
the first half of the 14th century.

2 Part of the figure only has
been ‘preserved.

* The colour is damaged, but
the lights and shades are broadly
treated and well modelled, though
always in the soft clear key of
Gubbian painting.
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school of different periods. A fresco covered by the
upper part of an altar cut into a wall painting by Otta-
vianb Nelli, has been saved by that circumstance from
being whitewashed. It ’'is an improvement, upon the
figure of S. Anthony just described, yet is carried out
on the same principles.  The figures, large as life,
might almost induce the belief that Lorenzetti laboured
upon them.! :

All the frescos of Gubbio- from the S. Anthony of S.
Maria de’ Laici upwards are painted in the same manter-
and have but one character; yet a certain progress and -
advance in their productiq may be discerned. It remains
to be seen whether they are by one hand as they are by

1 One of the subjects 1s a
“youthful female saint holding an
infant on her left arm agd draw-
ing the solds of her mantle to-
gether with her right. Her head
of pleasing form, and one of the
best gentle types of the school,
is decked with 4 fine drapery;
and her red ornamented tunic is
covered hy a green mantle withd
a collar showing the bare neck.
Here is a forln not inferior to
the Siennese, drawn with a sweep-
ing outline and gracefully draped,
which every one will recognize
as a model observed and studied
by Gentile da Fabriano, and suf-
ficient of itself to account for his
peculiar manner. The child, of a
plump full form with projecting
eyes, pouting lips, .double chin,
high brow and forehead, a point-
ed head and little or no throat,
is a clear Gubbian type distin-
guishing that scbool from the
Siennese. '

Near this pleasing and affec-
tionate gronp is another, of the
Virgin grasping the child with
both arms to her breast, whilst
he looks at the spectator. Ier
head is softly bent, and there is
a peculiar tenderness in her side

is a type like that of the Virgin in
the town hall, remarkable for the
loftiness of the forchead, but an

innovation as_regards the long °

close eyelids,” which impart an®
air of extasy to the expression.
A small mouth and delicate double*
chin, complete a form not inferior
to those of Ambrogio Lorenzetti.
The infant like that just described
has a pointed: skull, large round
eyes, and plump flesh, and he'is
dressed in a garment of changing
hues (green with red shadows and
white lights),  painted like all
those hitherto noticed in tempera,
not in fresco on the wall. Close
by stands S. John' the Baptist
pointing at the Virgin and re-
markable as wusaal for a high
forehead, a long double beard,
flowing locks and a gentle expres-
‘sion of face. Holding the cross
and dress, in the red mantle co-
vering his jacket of camel’s hair,
his form is avell proportioned and
the hands well drawn, but thin
and long fingered. (The lower
part of these figures is gone.)
The koys of harmony peculiar to
a mingature may be marked in
the light transparent and rosy
flesh tones, shadowed somewhat

glance. (Her veil and a green
mantle fall over a green tunic.) It!

flatly of a light grey. The draw-
ing 15 beforeis minute and precise.-
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painters of one school and period. It might be admitted
that with- the exception of a Virgin and child which more
resembles the creations of Allegretto Nuzl of Fabriano,
the. same painter produced them all, and that that artist
is Guido Palmeruceci. One may &'tdd to ‘the tollection a
panel regilt, abraded 4nd damaged in outlines, represent-
ing the Virgin and child on an altar to the right of the
entrance in S. Lucia’ of Gubbio.

To Guido modern writers assign a series of fres-
cos illustrating the-life of S. Anthony discovered (1842)
in the churth of S. Francesco at Cagli near Gubbio.
The assertion rests with Signare Michele Boni! who af-
firmed that on the lower corner of one of the pictures
an inscription existed to the effect that Guido Palmerucei,
painted them and that the work was as old as 1303.
Unfortunately the inscription disappeared when the frescos
were sawn from the wall. Signor Boni, however, afforded
a valuable corrective to his assertion by the further
statement that the paintings in 8. Francesco of Cagli
were executed in obedience.to a clause in the will of one
Guido di Viva Luzzi of Cagli. Candn Don Luigi Rossi,
to whom the matter was referred, having consented to
search the archives of Cagli, speedily confirmed the im-
‘pression conveyed by the paintings, namely that they
were produced at the close of the fourteenth century.
Guido di Viva Luzzi was a respected “dottore” at Cagli
in 1355, who, at his death in 1387, left the bulk of his
wealth to his son, Messer Piero, on condition that he
should cause a picture to ke painted om the altar of S..
Francesco in the church of .that name in his native
place. From this fact alonc it might be demonstrated
that the frescos representing scenmes from the life of
S. Anthony* were not commissioned by Guido di Viva
Luzzi in 1303. Messer Piero having failed to carry out
the charitable bequests of his father in 1387, was sued
by Frate Agostino, bishop of Cagli; and the hereditary

1 Now deccased.
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property was sold to satisfy the clauses of the will. All

these facts with the addition, " that Frate Agostino was
bishop'of Cagli from 1379 to 1396 when he was trans-
lated to Gaeta, were discovered by Canon Rossi in the
MS. apnals of Antonio Gueei in the records of the
cathedral of Cagli. The paintings’ thus assigned to
Guido Palmerucei in S. Francesco, sawed from their ori-
ginal place and transferred to a wall to"the right of the
entrance, represent two miracles of 8. Anthony of Padua,
with figures half the'size of life.!

Length and slenderness, small heads and ill drawn
hands characterize the figures. Here and there some
faces have a certain gentleness of expression, and regu-
lar features. The drawing, however, is hasty and mecha-
‘nital; the flesh tints, of a rosy hue-in-light and, of a
pake grey in shadow, have no relief. The artist gave
to his surface a general light tone on the white ground,
he painted in the shadows sketchily and then drew in the
outlines. Hair of.a yellow tinge is of a general local
tone and streaked with lines for locks. The pictures are
large water colours fairly composed "of *figures wearing
costumes of the fifteenth century. It is clear that Guido
Palmerucei, .if born in 1280 and dead in 1345, cannot
have been at Cagli after 1387. At all events the wall
paintings there have not the character of the frescos at
Gubbio of the first half of the centiry DLy one all but
proved to have been Guido.

Yet in Cagli the lunette of the chief portal of the
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1 In the first, which is a com-
position of twelve figures, the
saint, kneeling, restores to health
the unsound limb of a youth seated
before him. With one hand he
enforces the prayer which he
seems to mutter, looking up;

. with the other he grasps the un-
sound leg. The youth is sup-
ported by a person behind him,
whilst the mother stands by in
prayer, and others watch the pro-
gress of the miracle with sur- |

prise. In the second, 8. Anthony
bends forward, with the host in
his hand, in front of a group of
monks and imeredulpus people. A
donkey appears led by a youth
holding a bag of corn, and kneels
before the host; the legend states
that he refused to eat the corn
in order to do homage to the sa-
crament of the Lord. At S. An-
thony’s feet a kneeling clerk
holds a taper.
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cathedral contains a damaged fresco of the Virgin and
- child between S. John the Baptist and a monk, in the
style of the fourteenth century; and of the same kind as
the works assigned to Guido Palmerucci at Gubbio. A
figure of the Saviour in benediction decorates the vault-
ing of the lunette.!

"Later but not less interesting painters lived in Gub-
bio at the close of the fourteenth century. There are
notices in 1338; of Giov. Agnolo Danti, who also
laboured at Orvieto, of Bartolo di Cristoforo and
Cecco Masuzzi, all of whom worked in S. Maria de’’
.Laici.?  Written re¢ords -are to be found in the
books of the Camerlengato at Gubbio, of the followmg

"artists: .

Mattiolo Nelli a sculptor; giandfather of Ottaviano Nelli,
who worked at S. M. de’ Laci in 1338, — Martino, the
father of the latter, are both mentiomed, Martino’s name
appemmg in a record of 1385. Agnolo di Masolo la-
boured in- 1370 and died in 1399. Donato a pamter lived
in 1374, Gallo jn 1389, Pietruccio di Lucca in 13S0,
Niccolo di Maestro Angelo in 1399.3

Gualandi publishes a document proving that Donato
painted for the brotherhood of S. Maria de’ Laici in the
latter half of the fourteenth century.? Agnolo worked
for the’ same fraternity in 1399. 5 The chapel of these
brethren is now the crypt of 8. Maria de¢’ Laici, in
which" many damaged frescos are still to be seen, exhibi-
ting the characteristic features of the close of the four-
teenth century, such as they may be found in the church

1 A'S. Anthony in the ex-church
(now a private house), of 8. An-
gelo Maggiore at Cagli discloses
the hand of 'a painter like that
of the ‘cathedral fresco, and an
annunciationrecently whitewashed
in the same building displayed
the manner of the Gubbian school.

2 Sec notices of Lnigi Buon-

fatti in Gualandi Memorie ub.
sup. Serie IV, p. 48—9.

- 3 These notices gre due to the
search of Signor Buonfatti of
(tubbio.

4 Gualandi., Memorie ub.
sup. Ser. 42 p, 48.
5 Thid. .
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of S. Francesco at Cagli, but at a still lower range of

value.1

But yGubbio had a school of mosaics..* ‘Della Valle

mentions Angioletto of Gubbio as a mosaist at Oxrvieto,

id 1321—1329,% who afterwards appears at.Assisi working
at the windows of the lower chjrch together with Pietro
_da Gubbio and Bonino di Assisi. The same artists
furnished the glass windows of the Cappella del' Croci-
fisso in the sanctuary. A series of small panels, originally

1 They are paintings in a sketchy
water colour, outlined of a hard
red, and altered by time,and damp.
A long bony figure of Christ, bound
tothe column, vulgarly naturalistic
in shape and features, may beseen
on a wall to the right of the en-
trance, near a composition repre-

senting in exaggerated forms and

types the Redeemer bound and
lying on the ground previous: to
being crucitied, with subordinate
groups of people on foot and horse-
back approaching from a city.

About the altar is the crucifixion,|.

arranged without order or judg-
ment, and on the altar itself a
figure, in dead colour, of Charity
seated with a candelabra and
scutcheon blazoned with the arms
of the Bentivogli. An inscription
runs thus:

“Hoo altare consecratum fuit
PR, M. D. D. Ottavianum de Benti-
vogliis de Eugubbio dignissimo
archiepiscopo; XXVIII, Ottobris
1489.7" : .

The altarpiece must therefore
not be confounded with the wall-
paintings which are a century
older. :

On the wall to the left, a niche
contains a relief of the dead Christ
possibly by Mattiolo, of whom it
is on record that on the 14th of
August 1338 he finished & Virgin
and child and two angels with
the assistance of Bartolo di Cris-
toforo, Giovanni di Agnolo Danti,
and Cecco Masuzzi. (Rccords ex-
travted from Vol. B. of the books

“dell’ amministragione di 8, Maria
de’ Laici’’ by Signor Buonfatti.)

Around the niche occupied by *

the relief of the dead Saviour are

painted gngels about the initials °

of the name of the Saviour. The
Last Supper and the washing of
the feet decorate the yest of the
spuce, and are as incorrectly
diawn as they mre hastily exe-
cuted, the figures being remark-
able for defective types, iround
gazing eyes and wooden extremi-
ties. The ceiling is whitewashed.

Remnants of paintings are like-
wise to be found in the Campa-
nile, formerly a chapel of 8. Fran-
cesco of Gubbio. A Christ in
benediction occupies the centre
of the ceiling where traces of two
of the 4 Evangelists may yet be
discerned. 8. Luke with the ox,
8. Mathew with the eagle, ‘are
feeble and eXaggerated in cha-
racter; but the Saviour is remark-
able for great care in the acces:
sorial ornument and a certain
easy simplicity in the’ drapery.
The ‘hands, however, are bony and
thin. Remnants of figures of malo
and female saints may be traced
on the -neighBduring wallg, one
of which, a bishop, seems a
production of the Gubbian school
at the close of the 14tb century,
but more defective a great deal,
than the frescos of Cagli, though
less so_than those in the erypt
of 8. Maria de' Laici.

? Stor. del Duomo d’Or-
vieto, ub., sup. p.p. 272-—884.
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" belonging to one picture, in Jhe Ranghiacei collection at
Gubbio, has been assigned “to Angioletto. It hung in
S. Domenico of Gubbio and represented the Virgin giving
the girdle to- S. Thomas. All that now remains are
portions representing S. Lucy, S. Catherine and another
female saint, the Virgin, two angels playing-and a bust-
figure of Thomas .Aquinas. These fragments have all
the character of the close of the fourteenth.century. They
have the grace and gentleness, the long slender forms,
peguliar to the school, but the heads are characterized by
an’ oblong squareness, and by small features. A certain
seekmg for elegance may be noticed in the dresses and
in the golden ornament of the draperies. The colour of the
flesh is rosy, and the general tone gay and pleasing. The
painter is interesting not onl]y because he fairly represents
his school, but because one traces from him such men
as Matteo da Gualdo; and he assigts us to' understand the
later, art of this portion of Italy. . : .

If from Gubbio we pass to Fabriano and search for
-the remains which it may contain, we shall be struck by
pieces of great antiquity, — a crucifixion in the oldest
form in the refectory, now a wood -magazine, of the
convent of S. Agostmo , and vestiges on the arch” of
the public square, of rude paintings of the rise of the
fourteenth century. In- the sacristy of S. Niccold, a
crucifixion on goldground, with attendant episodes, seems
to" have been executed about 1350, by a second rate
hand.

Lanzi and Ricci mention onc Bocco! who painted here
in 1306. Coluceci,? one Tio di Francesco. Other names
of artists not known by their pictures, might be quoted.

The best of Fabriano’s early painters is Allegretto
Nuzi whose name has been mentioned in connection
with frescos in Gubbio and appears on the register of

{ Lanzi, ub. supsVol. L. p.| ® Antichita Picene. Tom.
338, and Rmcx, Memorie &c.|XXV. p. 183, Ap. Lanzi, nh.
della Marca di Ancona. 8°sup. Vol. L. p. 333.

‘Macerata 1834, Vol. I. p. 86.

VOL. 1I. 13

»
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Florence in 1346.! He carried the Umbrian manner
with him to Florence and’ preserved it there, his style
remdining throughout consistently the same. There are
no particulars of his life,? and the earliest inscribed
picture that "bears’ his name is that which, of old in
the Ospizio. d¢’ Camaldoli alla Lungara at Rome , Was
transferred to the Museo Cristiano at the Vatican.3 Here
he depicted the Madonna between S. Ursula and the
Archangel Michael with the donors, two males and a
child, two females and a daughter, kneeling at each
side of the throne. Thjs picture alone proves Allegretto
to have been a genuine Gubbian, and to have preserved
the Umbrian character after his residence in Florence.
His Virgin bends with the affected tenderness peculiar
to the school, and is drawn and coloured with the mi-
nuteness, the clear rosy fones which we now know.by
heart. Prettiness, not the simplicity or majesty of the
Giottesques, remains characteristic. Damaged by varnish,
and repainted in the figure of S. Ursula, the p1cture bears
the signature:
*Alegritus Nutii me pinzit a. M.CCCLX

Four years later Allegretto furnished the altarplece re-
presenting the Virgin, saints and attendant episodes in
the sacristy of Macerata cathedral.? On the frame he
wrote:

“Alegrittus de Fabriano me pinxit M.CCCLXVIJIL"
and on the pedestal of the throne: '

.

“Istam tabulam fecit fierf frater Joharnnes clericus pre-
ceptor Tolentini anno Domini MCCCLXVIIII »

1 Gaye Ca,rte io, ub.su
Vol. IL &€ P

2 Ricei ub. sup. says, on the
authority of MS. records at .Fa-
briano, that Nuzi laboured for a
time at Venice. Vol. I. p. 88.

8 Press 7. The picture is en-
graved in D’Agincourt.

4 The Virgin, with the infant

standing on her knee and hold-
ing a bird, between 8.8, Rosa,
Catherine a.nd"twenty other saints,
and with Anthony the Abbot in
a niche to the left, S. Julian to
the right. In the point of the
central pinnacle, the -crucified
Saviour is placed with Moses
and Flias pelow at each side.
The medallions of the wings are
occupied by the angel and Virgin
annunciate.
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No figures more truly charpcteristic of the school of
Gubbio can be studied, than that of S. Julian at the
Virgin’s side, with his double pointed chin, pursy lips
and falling hair, or that of S. Anthony on the opposite
side with his long beard. The affected head, slender
shape, pretty faces, and precise drawing, are as ever
to.be noticed in the Virgin and saints. The colour,
however, is darkened by time, and the picture is thus in
one sense without the usual clearness and lightness of
tone.! In 1372 Allegretto painted the Virgin, and child
“enthroned, now in the collection of Signor Romoaldo
Fornari at Fabriano. The infant, standing with its plump
limbs and forms on the knees of the Virgin; pats her
face with its left hand and looks out towards the spec-
tator. The fleshy soft face of the Virgin, her well pro-
portioned figure, rosy flesh. tints, shadowed in light grey
and without relief and slightly browned by age, still
charm by their harmony.? Allegretto indeed showed some
progress in this piece, which displays-more breadth and
power than previous examples. On the pedestal of the
throne he wrote:

“Hoe opus pinxit Alegritus Nutii de Fabriano afio
MCCCLXXIL"

A much damaged Virgin, with the infant grasping her
dress at the bosom, may be noted in the same gallery as a
picture by Allegretto, unauthenticated by a signature, but in
his manner, and like the Madonna in S. Lucia of Gubbio.?

An Eccé Homo in the same collection, one third of the
life-size, precisely drawn, transparently coloured, .and
not without merit, may likewise be assigned to the

* master, as it rivals in type the Redeemer in the cruci-
fixion at thé Berlin Museum. This picture, with its com-
panion, the Virgin and child between 8.8. Catherine

{ The commentators of Vasari, | supports the child with affection~
Vol.' IV, p. 16L. erfoneonsly date|ate care, Her figure is wrapped
this picture 1868, . ° in the usual blue mantle engraved

£ The Virgin in diadem and veil | with patterns. ’
and gorgeously clad in a red gold| % The colour of the Virgin's
damask tunic, bends her head and | dress is abraded.

K 13 *
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and Bartholomew, is one.of the pleasing miniatures of a
characteristic painter. On the sides of the latter are the

wordse

v

“Alegrictus de Fabriano me pinxit.”
Both have the gay transparence of tone, the neatly

rounded tints shadowed in

light grey, the bright har-

monious draperies of.the Gubbian school,. yet are still
flat and unrelievedsowing to the pellucid clearness of

the vehicles.

Nor are the forms without fair proportion

and movement or natural beauty. The cheerful plump
infant, in the panel representing the enthroned Madonna,! *
plays with a bird, and the Virgin is one of Allegretto’s
happiest efforts. The crucified Redeemér in the second

panel? displays some power

in the choice of a not un-

noble form and type, in the, setting out of -the proportions -

and the definition of a slender nude.3

-

An altarpiece with half. lengths of the Virgin and
child between S.S. Bartholomew and John Evangelist,
Venanzio and Mary Magdalen, adorns the sacristy of the
Duomo at Fabriano, and though it has no signature, may
be classed amongst the best preserved of Allegretto’s works.

A 8. Augustin erect between S.S. Nicholas of Tolen-
tino and Stephen in the sacristy of 8. Agostino at Fabriano
can be assigned likewise to the master.. The good pre-
servation of the picture enables the spectator to compare
it with those of Gubbio and to trace the common tie which
unites "its school with that of Fabriano and leads up to
the superior art of Gentile. According to Ricci, Alle;
gretto died in 1385 and was buried in S. Lucia of

Fabriano.4

1,No. 1076 Berlin Catal.

? No. 1078 Berlin Catal. Both
panels have the same size and
seem to have formed part of one
picture.

8 The pelican above the Sa-
viour’s head, the Virgin in grief,
with a" pointed head, small chin,
outstretched arms and diskevelled
hair, depicted with some force; 8.

John Evangeli¥t, opposite feebler
and grimacing, theMagdalen grasp-
ing the foot of the cross, complete
the picture which, on a smailscale,
combineg the highest qualities of
the Gubbian séhool.

4 Ricei, ub. sup. Vol. I, p. 90.
Allegretto may *further be the
author of the much damaged and
rostored frescos in §. Lucia of
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In the neighbourhood of the town, an isolated chapel
at Cancello, belonging to the canons of Fabriano?! con-
tains two pictures on gold ground, one of which, in two
parts, ‘represents S. Anthony the abbot and 8. John
Evangelist, the second, S.S. John the Baptist and Ve-

nanzio, both rivalling in beauty the figures in the sacristy

of S. Agostino and in the sacristy of the Duomo =
Fabriano. ~ . :

A Virgin and child befween saints and angels? in the

same church -of Cancello is but little inferior. to the
- foregoing, being a production of Allégrej:to’s best time.
These are pictures distinetly impressed with the qualities

of the Umbrian school, and chiefly of a master whose
works help the student to the conclusions in respect of
that school which form the preamble to these notices

-

of it.

Finally, a well known chap,él dedicated to S. Nicho-
las in Tolentino may- be noticed, although time has in-
jured the fresco decorations in it and they have been

Fabriano, of old the sacristy of
S. Domenico and now annexed to
S. Agostino. Amongst other fig-
ures the .spectator may note a
female agtride of a monster with
seven crowned heads inscribed
with the Latin curse applied to
the ungodly Babylon. Her face
is youthful, a blue fillet surrounds
her forehead and her bards grasp
a cup and trumpet,

A crucifixion fills the space op-
posite the entrance with the usual
accompaniments of the Virgin and
Evangelist, a-falling tower in-
scribed “Sinagoga’ to theleft, and
a fiend in flight to the right, In
the last wall the Thebaic desert,
the death and goronation of the
Virgin, much injured, in the ceil-
ing, four Franciscan monks (part
of the ceiling 'is whitewashed),
form the smm of the incidents de-
picted. Though much injured these
frescos deserve attention in the
paucity of examples (according to
Ricei, they were by Nuzi and bore

the dates 1845 and 1349, ub. sup.
Vol. I. p. 88), and they are not
to be confounded with others in
a chapel of old the refectory of
S. Domenico, and'now a granary,
dated ‘1480 die 25 Febbraio’, the
date alone being sufficient to prove
‘thiat this is no6t a production of
Allegretto's brush, whilst the man-
ner reveals the hand of Antonio
da Fabriano. Ricei, (ub, sup.) no-
tices further frescos executed by
Nuzi in the cloisters of S. Antonio
Abate at Fabriano now gone, but
originally dated 1366. (Vol.I1.p.88.)
A pisture of 8. Anthony between
2 kneeling saints in the sacristy
of the same church and a decol-
lation of the Baptist fresco, in
the Hospital del buonGesi. (Vol. 1.
P 89-) »

1 5 miles from Fabriano,

2 §8.8. John the Baptist, Ve-
nanzio, John Evangelist, another

saint and angels in the gable
points,
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so restored as to defy criticism. Still the general features
of style and composition, the type and allegories have
the stamp of Gubbian art, a sufficient reasop for with-
drawidg the name of Giotto assigned to these produc-.
tions. Allegretto, it may be remarked, is not the only
painter of his native place, and feebler artists are
known to have existed at Fabriano, whose capabilities
were sufficient for this work at Tolentino.! So far then
Umbria shows itself animated with the same feeling
-in matters of art as swayed the Siennese painters; and
this is a characteristic feature in every part of that
country. :
After Allegretto, Francescuccip Ghissi adorned the
school of Fabriano, and found purchasers for his pict-
ures in many -parts of Italy. A Virgin ‘much in his
manner has been noticed at Naples;2 but there. are per-
fectly authentic panels by him not only in Fabriano, but
in the Marches. One representing the Virgin, giving the
breast to the infant, between two angels on their knees

may be seen in the Fornari collection at Fabriano
inscribed: .
“A. D. MCCCLXXXXYV Francissc ... . s me fecit.”

another at Fermo, a third at Rome.?

! In the ceiling* are the four
Evangelists and the Doctors of
the church, and inthe ribs of the

diagonals eight virtues conceived.
and executed on the Siennese|.

rather than on Florentine models.
Each wall is divided into three
courses filled with subjects taken
from the legends of the Virgln
and 8. Nicholas of Tolentino.
One of.the former, representing
the massacre of the Innocents,
another, the ecircumecision, will
strike the spectator as creations
of the Siennese school, whilst the
limbo in the old typical arrange-
ment reveals a painter who clung
to the oldest traditions and there-
fore not a Florentine, Marchese
Carlo Luzi informs us that there

is a picture of Allegretto Nuzi in
the church of the convent of
+Apiro in the province of Macerata,

2 See antea, in Giotto at Naples.

3 As regards fhe first of these, the
feeble drawing of hands and rude
general execution, the flat and
unrelieved colour, make this an
example inferior to a more cha-
racteristic creation in the church
of S. Balvatore of the Augustins
at Monte Giergio jn the provinee
of Fermo. Here Ghissi painted
a subject that has become fami-
liar by its peculiarity and the
frequencey with which it was re-
peated. In a square inseribing
an arched niche fringed with cur-
ves adorned with gilding, the

Virgin sits on a cushion on the
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Though Perugia inherited in the fifteenth century the
style of the painters of Gubbio, it produced nothing of:
value -during the fourteenth, a-curious and not unin-
teresting fact, when we consider how near it lay to Assisi,
where the best painters of Florence and' Sienna rivalled
each other in the production of the finest masterpieces.

The testimony of two men whose opinions have had
weight impress a stamp of antiquity upon a piece in
S. Francesco of Perugia! representing S.- Egidius erect
under an arch supported by columns, with six scenes
from his life in threes at his side. According to tradition,
the*picture once covered the tomh of Egidins whose re-

mains were translated to Perugia in 1262,° and Mariotti

ground holding the infant at the
breast. Rays issue from her per-
son and are supposed to dispel
the darkness of the night sym-
bolized by stars on a dark blue
background and the crescent of
the moon near her feet. An angel
with flowers on his. head hovers
to the left, with his arms crossed
on his breast, and in medallions in
the upper angles are the angel and
Virgin anpunciate., The Virgin
is dressed in a red damask tunic
and blue mantle with gold flowers,
on her foot is a slipper, and
an inscription runs: ‘‘Pulera -est
luna’, whilst below one reads:

‘“Hoc opus fecit et depinsit
Franciscutins Chissi de Fabriano
sub anno domini MCCCLXXIV."

This peculiar Madonna is intype
and character hardly inferior to
those of Allegretto.

At Fermo itself, in the choir of
the monastery of S. Domenico, is
a Virgin giving the breast to the
infant, similar to the foregoing
and no doubt by Ghissi, whilst
the same subject life size, wvith
two instead of one angel kneel-
ing before the Madonna, may be
seen under the name of Madonna
della Pace in the church of S.
Agostino " at Ascoli. The same
fringed arch, andmedallionsabove,
containing the annunciation as in

the Madonna of 8. Giorgio, the
same style, imitating at a lower
level that of Allegretto, prove the
painter to have been Ghissi.

Ascoli, however, yields Giot-
tesque as well as Umbrjan ex-
amples, and before leaying, the
student miy notice in the sacristy
of S. Domenico a picture of the
close of the 14th century, by a
native artist under the Giottesque
influence, representing the Virgin
and child, adoration of the Magi,
nativity, resurrection, Christ in
glory, the Virgin in the midst of
the apostles, with saints in the
pinnacles, a rude production full
of defective forms and ugly types,
but gay in colour. Other pictures
at Ascoli deserve no- particular
notice,

But to conclude with Ghissi
and the school of the 14th cen-
tury at Fabriano, the student
may find at Rome in the Museo
Cristiano at the Vatican (Press
No. 18) a Virgin like those of
Monte Giorgio and Ascoli, but
small and injured by cleaning
which originally may have been
by Ghissi.

1 In a room near the sacristy.

2 Vide Mariotti, Lettere
Pitt. Per. 1788. Vol. I. p. 3%,
and Orsini, Guida di Peru-
gia. p. 315.
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Mlis colleague Appiani testified on the back of the
pictyre that the author was a painter of the thirteenth

_‘century. Yet Rosini justly doubts the tradition and the
judgment of Mariotti!; and the student will observe that
the work, whether it be considered in ,reference to
design and colour, or to execution and composition, is a
production of the,close of the fourteenth or rise of the
fifteenth century,? with the defects and peculiarities cha-
racteristic, as may be shown later of Giovanni Boccati
of Camerino, or of other painters of the Umbrian school,
from whose failings Buonfigli is not exempt. Much
damaged by time and dust, this is an example of “the
zeal with which pictures of little price are supposed
to gain value by a _]udlclous retrogression into the
darker dges.

Amongst the early painters at Perugia there is one
whose existence is historically recorded.” Bartolommeo,
usually called Meo, has been already noticed as the son:
of Guido Guarnieri of Sienna and the author of a picture
in the church of Montelabate.? He was a citizen of -
Perugia.and owner of property there in 1819.* We have
thus a Siennese artist here in the rise of the fourteenth

»

century.

Of earlier date, were we to bglieve the record given by
Mariotti,> is a fresco of the Virgin holding the infant
Saviour, standing on her knee with angels supporting a
drapery behind her, removed from the walls of the
Palazzo del Popolo to a small church near the Seminario.
The Virgin, called the, “Maesta delle Volte,” is supposed
to date as far back as 1297, yet what is presented to
view in this fresco is of -the fourteenth century. And
admitting that pictures may have beéh executed in the
Palace of the People at Perugia, at the time mdlcated the

t 8toria della Pittura, ub.|of Sienna, and Milanesi’s.
up. Vol. 1. p.  201. “Della Vera Eta, di Guido .
2 In the little scenes especially | &e.” ub. sup. p. ’
the character of the close of the 4 Mariottl Lettere Plttor
14"‘ century is most apparent. Per. ub, sup. p.p. 42. 43.
88eeantea,btheearlyschool 5 Ibid. p.p. 85. 86.
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spectator may safely deny that the “Maesta delle Volte”
is one of them.! .

The least defective and perhaps the oldest frescos of
Perugia are remains in the chiostro of S. Fiorenzo, now
abandoned, but of old part of the transept of the church.?
Yet these remains which gre of the fourteenth century
and are older than other vestigés on the same walls
‘have more Florentine than Siennese or Umbrian cha-
racter. ] .

Above an altar to the left, in the church of S. Fiorenzo
itself, is a rnde fresco of the Saviour erect holding the
gospel, the, work of a second rate painter of the close of
the fourteenth century, whilst in the choir a Virgin and
child, equally rude, seems a production of "the rise of the
fifteenth. . . . ’

Some notice, has already heen casually taken of wall
paintings of this period in the ceiling of the old church
of S. Domenico? representing prophets, without originality or
talent. Common and uninteresting productions in S. Angelo
Rotondo of Perugia display the general defects of all the
lower schools of Ttaly with some traces of the Siennese or
Umbrian style of the fourteenth century.*

The crypt of S. Agostino, a brotherhood in Perugia, is
also noted - for old fresco paintings which by no means de-
serve the veneration in which they are supposed to be
held, in spite of the fact that the locality is now a gra-
hary.® .

-A fragment in the church, of S. Francesco with part of
‘an inseription “Erud. MCCCLXXXII, II del mese jun.”
represents the Virgin and child with two angels in a pent-

! See this Virgin engraved in
Résini, Vol, I. p. 205,

2 In the vaulted ceiling, the
Saviour holds the gospel and gives
the blessing in a glory of angels,
Above him are the symbols of the
Evangelists. The Saviour is in
an elliptical glory, rays issning
from his frame.

8 Vide antea, Stefano Fioren-
tino and Buffalmacco.

4 One amongst them represents
8. Apollonia erect in a strange
striped red and green dress with
yellow flesh tints shaded in red;

another, a head of the Saviour,
and the remainder, fragments, all
o&au ugly type and form.,

"™ Here is an ‘“‘Incredulity of S.
Thomas’, a triple headed Trinity
in the form which Puadre di Ayala
and Bellarmin reprobate as “ah-
surd and monstrous¥, with a single
crown, four eyes and three noses;
part of a crucified Saviour, with
the Virgin and 8. John, and heads
of S. Anthony the Abbot and S.
Dominicl, all very poor but of
the close of the 14't, or rise of
the 15t century,
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house, and above it three more of the. celestial messengers,
a work which, in the midst of much feebleness and incor-
rect drawing, recals the type of the Umbrian school, chiefly
in the soft regularity of the Madonna’s features. In con-
tinuation and still reminiscent of the Umbrian manner are
vestiges of frescos of little merit in a room at S. Fiorenzo
near the sacristy, in which cerfain angels are characteristic
of the beginning of the fifteenth century, and a Virgin

giving the breast to the infant (fresco) before SS. Stephen,.

Lawrence and of another saint in a room to the.right at S.

Angelo Rotondo, a work of the first half of the fourteenth, -

showing some relation between the schools of Gubbio and
Fabriano in the fourteenth and that of Perugia in the
fifteenth centuries, yet of little value as a work ,of art.

Siennese art was better and more continuously represented
at Orvieto than at Perugia. A Virgin and child in the chiesa
de’ Servi really appears to have been produced in the thir-
teenth century, but the principal examples are of the fourteenth.
The chapel of the S.S.” Corporale in the Dnomd is filled
with frescos, partly obliterated, partly restored, representing
scenes from the old and new testament, from the story of
the miracle of Bolsena, and the legend of the Holy Sacra-
ment. Beneath the Calvary, .burial, and resurrection, the
spectator may still read the words: “Hanc cupellam de-
pinxit TUgolinus pictor de Urbéveteris, anno domini
MCCCLXIV die Jovis VIII mensis Junii”™ Yet* Vasari
with characteristic carelessness assigns these frescos to
Pietro Cavallini, finding, no doubt, some vague resemblance
of style between them and those of the transept at Assisi.
This Ugolino, not to be confounded with the goldsmith Ugo-
lino di Veri, is called in cotemporary records ‘“di Prete
Ilario”.» He was employed at the same time with Orcagna
and Andyea Pisano in whose company he dined on a well
known occasion.! He was assisted by Maestro Giovanni Leo-
nardelli, a glass painter and mosaist long employed in Orvieto
cathedral, and painted, besid® the chapel of the S.8. Coxporale
and with less skill, scenes from the livgs of the Virgin and
Redeemer in the choir of. the Duomo.? Ugolino exhibited
in all these frescos the character of a Siennese painter of
a class bardly up to that of Bartolo di Fredi, whose com-

1 See antea, and for his employ-| 2 Vide Della Valle, ub. sup.
ment at Orvieto, Della’Valle,| p. 196. These paintings have been
Storia delDuomo d’Orvieto.| damaged by damp and restoring,
p. 115. . they comprise an annunciation,

t
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positions he’ imitated. Puccio of Orvieto, a cotemporary of

decorated the Campo Santo of Pisa.

In other cities of this neighbourhood there are paintings
of the thirteenth and fourteenth century. At Trevia figure
of Christ crucified with the feet apart is preserved in the
convent of Santa Chiara and dated 1257.

The convent. of the nuns of S. Anna at Foligno has a
chapel sacred to the Beata Angelina with common frescos
of the fourteenth century. Wall paintings of a rude kind

) assxgned to Glotto, but only ih the Giottesque manner,. may

be seen in a'chapel of S. Francesco at Terni. They repre-
sent Paradise and the Inferno, and are inscribed:

Hw®e est capella heredi di Giovanni di Paradisi de In-
terane f. A. D. MCCCL .

In S. Domenico of Spoleto a chapel now used for the
bell ropes is full of common decorations of the “fourteenth

" century. The Saviour in benediction is in the centre of

the ceiling and the. crucifixion between the thieves on one
of the walls, with vestiges of other subjects. In the con-
vent della Stella is a feeble erucifixion with S.8. Francis
and ‘Dominick at the foot -of the cross painted in the
close of the century, and two pictures each with four scenes
from the life‘ of the Virgin in the same character.

It is -clear from the foregoing that very little of in-
terest is to be found in that part of the Marches and
Umbria lying around Assisi, and that the humblest
examples only remain. In none of the monasteries or con-
vents of that country which are numerous is any thing to

L]

be seen except bare and. whitewashed ‘walls: Such as

have been noticed would be hardly worthy of record,

were it not proper to register .even the feeblest works of
early times.

At 8. Severino, in the church del Castello, are remains
of Umbrian frescos of the close of the fourteenth or rise
of the fifteenth century and in 8. ¥rancesco of the place
similar poor remains of the same period.

Of old the church of the Franciscan convent, near
Jesi, was covered with frescos. Some of these still exist

-
—

the vuuta,tlon, the _presentation in prophet and S. Gregmy, but they
the temple, remains of the dis- | are inferior to those in the chapel.
pute in the temple, a figure of a

L4
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_in the apsis and right transept, amongst which a crucifixion
with  numerous figures. - These fragments have unhappily
been restored of late; yet one can still trace in them the
original character of paintings of the fourteenth century,
by a Giottesque of fair attainments. '

« Finally, a common Umbro-Senese picture of the peripd
under notice is to be seen in the sacristy of the minorites
of Ancona.
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CHAPTER VIIL
PAINTERS OF BOLOGNA, FERRARA AND MODENA.

.

The true lover of art would be seriously disapf)ointe'd
if, trusting to the highly coloured:statements of Malvasia,
he should expect to find first rate painters in the early
school of Bologna. That school was of the second class
during the whole of the fourteenth century, but had a

stamp of its own, a mixture of the manner prevalent in

. Umbria, Modena, Ferrara and Rimini. Though Giotto
is supposed to have resided at Bologna, his influence on
the painters of that country was not direct, and they
rather studied the second and third raté Pietro ‘and
Julian of Rimini than the great Floreniine himself.

That Bologna, like most Italian cities, had ‘its art in
the remotest times is proved by Giambatista Verci,! who.
gives the following inscription on a lost picture, of old
in 8. Francesco of Bassano:

‘“Guidus Bononiensis pingebat A. D MCLXXVIL”

Malvasia adds Ventura, who painted between 1197 and
1217, and Ursone, who lived between 1226 and 1248.
We may consider in the same unknown class Simone di
Bartolommeo, a miniaturist of Bologna, respecting whom
Vescovo Muzi publishes a record of the year 1288,2 an
artist who may have been a cotemporary of Oderisio” at
Bologna. The paintings of these distant times have
penshed or have been so much 1epamted that the critic

is under the necessity- either of denying their original

¢ Notizie, &c. de’ pittori| 2 Storia de’ Citid di Cas-
della Citta di Bassano. 89 |tello, Vol. I p. 134.
Vernez. 1775. p, 2.
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antiquity, or of supposing that local rivalry -has led his-
torian% to transform the feeble productions of one century
into the noble efforts of a remoter'age.! This probably
occurred with régard to the scriptural scenes, in the_up-
per church of S. Stefano of Bologna, of which, a pro-
cession to Calvary, and a crucifixion with the initials
F. P. have been sawed from the walls of a chapel and
transferred into the transept. In the midst of - injuries
inflicted by time and restorérs one can still trace the
hand of an artist of the fifteenth century.? .

"Malvasia affirms that Franco Bolognese founded in his
native city the school put of which Vitale, Lorenzo, Si-
mone, Jacopo and Christpfano arose.® Yet there is no
authentic record of his existence at Bologna, and Vasari
only knew certain of his miniatures af Rome execnted
at the close of the thirteenth century, and’drawings in
his own collection.4 It is only from the Lucchese com-
mentator of Dante, Vellutello, who lived in the middle
of the sixteenth century, that we learn to consider
Franco as a pupil of Oderisio, a fact unknown to Va-
sari and Dante. Of the miniatures and paintings assigned
to this master, and originally seen by Lanzi in the Mal-
vezzi collection,® one remains in the gallery of Prince
Ercolani at Bologna and bears, not the date of 1313
given by the “Abate)’, but the inscription, whether ge-
nuine or false of:

“Franco Bol. fece 1312,

It represents, as he says, the Virgin enthroned holding
the infant Saviour in a veil and tickling him with her
right hand, but the whole is repainted. It seems a pict-
ure of the fourteenth century with some of the affected

! For the earliest Bolognese|1115! Felsina, ub. sup. Vol. I
paintings see Carlo Cesare Mal-|p. 7. .
vasia’s Pelsina Pittrice. Fol, Bo-| 2 Felsina, ub. sup, Vol I
logna 1678, Vol. L p.p. 2—4." 7. 8| p. 15.
&c. He notes works of “Ventura” 4 Vas. Vol. I. p. 821,
and “Orso”, and ‘“Mauno” of the| ° Lanzi, ub. sup, Vol. IIL
13t centary, p. &

2 Assigned by Malvasia on the ¢ The signature is repainted
authority of Baldi to the yecar|and possibly a forgery.
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grace of movement peculi'ar te the artists of Gubbio and
Fabiiano. .

Something more is known of the works produced by
Vitale of whom two pictures dated 1320 and 1345, prove
that he lived in the early part of the fourteenth century.
~ Baldinucci notes and D’Agincowrt has engraved, a Ma-
doniia by him bearing the inscription “Vitalis fecit hoc
opus 1345”.1- Another Madonna supporting in air a veiled
infant érect and clutching at her dress with a diminutive
kneeling figure of a donor in the right foreground, and
an angel kneeling on each side, was originally in the
church of Madonna .del Monte .fuori Porta S. Mammolo
and is now in the Gallery of Bologna inscribed:

“Vitalis de Bononia fecit anno MCCCXX."”

“Hoc opus fecit fieri dona Blaxia p'. aia magistri Johannis
de Plaxéacia.” i .

Thig production of a painter who imitates the affected
tenderness and- delicacy of the Umbrians, proves Vitale to -
have been of second rate: power, his thin tempera and
straightly lined draperies with copious gold: embroideries
displaying the mechanical attainments of a miniaturist.

A Madonna by the same hand in the Mused Cristiano

.at the Vatican,? inscribed;

“Vitalis de Bononia f.”
exhibits, though damaged, a cleater resemblance to the
productions of the Gubbian painters. Taking these pict-
ures as models, one may assign to Vitale: '

A Madonna in the church of S. Giovanni in Monte at
Bologna, attributed to Lippo Dalmasii.3 The Virgin’s grasp
of the infant is expressive of great affection. The figure is in
proportion and attitude correct, in expression soft, and the
picture is a dainty bit of early art. A coronation of the
Virgin in S. Salvadore at Bologna, with two attendant serip-
tural incidents, discloses the same peculiarities. The Virgin

* 3

! Baldinucei, ub. sup, Vol. [the Madonna de’ Denti.
1V. p. 828. D’Agincourt, PL| * Press No. 17, The Virgin's
CXXVII. The Madonna of 1345 |blue dress repaintéd.
is noted by Malvasia, ub. sup. | . ¥ Felsina, ub. sup. Vol. 1.
Vol. L. p. 16, as in the church of |p. 29, °
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kneels to receive the crown from the Saviour;

and five
angels fopm the glory.t .

Three small panels by the same hand in 8. Paolo of
Ferrara represent triple groups of saints? in the manner of
the foregoing.

We shall . presently see whether Vitale is one of the
painters of the church of Mezzarata. Lanzi describes a 8.
Benedict with other saints by him in the Malvezzi collec-
tion,® and Malvasia a birth .of Christ and other pictures in
the cloisters and church of S. Domenico, at Bologna.?

A follower of Vitale’s manner, a rude executant, but
still imitating Umbrian painters is the*Bolognese Andrea,’
one of whose pictures; a virgin in a diadem giving the
breast to the child, may be seen in the church del Sacra-
_ mento at Pausola near Macerata, inscribed: .

“De Bononia natus Andreas fatus. A.D. MCCCLXXIL”

a rude example, less ambitions than another'in a pas-
sage of the convent annexed to the hospital “Faté bene
Fratelli” in Fermo, a picture distributed into a double
course of seven compartments comprising a Virgin and
child and scriptural subjects.® The Virgin, — the child,
imitate the type and movement of those in Vitale’s Ma-
donnas; the latter grasping the dress as it strides over
the lap of the former. Andrea may therefore have been-
one of Vitale’s assistants. Yet none .of his works can be
found in Bologna.

A better artist of Vitale’s school, yet 'undeserving of

1 To the left, a diminutive monk

kneels as he is recommended by | p-

a saint in episcopuls; and to the

nght a little child is introduced|p.

in a similar attitude by 8. John
the Baptist. Two episodes adorn
each of the side panels, one of
them an adoration of the Magi.

2 In the first 5.8, Peter, Paul
and James, in the second a fe-
male saint, 8. Mary Magdalen,
and S. Catherin® of Alexandria, in
the third 8. John the Baptist and
two other saints.

31}.anzx, ub. sup. Vol. IIL
41('.5[‘elsma., ub. sup. Vol. L
5 Not mentjoned by Malvasia.
¢ An inscription may be read
on the lower border as follows:

¢“A, D. MCCCLXVIIII, de Bo-
nonia nat. Andreas fecit ‘hic opus
(SIC) ” .

‘A rude execution in thin dry
tempera marks this production,
which consists throughout of poor
and mechanically outlined figures, .
flatly coloured in opaque tones.
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“the high consideration in which his works have been held
is Lippo Dalmasii who flourished at the close of the
fourteenth and beginning of the fifteenth century in Bo-
logna. His life has been wriiten at §ome length by Mal-
vasia,? who tells of him as Vasari does of Angelico,
that he set himself devoutly to prayer before under-
taking to- paint the form of the Virgin.? Baldinucci adds,
quite in error, since it appears he died married, that,
towards the close of a virtuous life, Lippo went into se-
clusion in the convent of the fathers of S. Martino at
Bologna, whére he continued to paint Madonnas for the
mere pleasure of exercising his art and without any greed
of gain.® Lippo was born about 1376 and was the son
of one Dalmasio di Jacopo Scannabecchi.® His will, ac-
cording to Piacenza, was dated 1410 and it may be fair
to suppose that he died about that time.

A Virgin by him in the form of those painted by the
Umbrian, Ghissi, may be secen in the Ercolani collection at
Bologna.> A smiling Virgin and child, the latter holding

_a bird and feeding it, the former in a gorgéous blue dress
"embroidered with gold birds, is on the first altar to the right
on entering the church of 8. Domenico.® One of the best
works of Lippo, however, is the fresco noticed by Va-
sari’ as on the arch above the gate of 8. Procolo at Bo-
logna, répresenting the Virgin and child between S.8. Sixtus
,and Benedict, figures marked alike by character and naturg
in their forms, by some affectation of grace in the Virgin,
but also by ruddy fiery tones in the flesh tints. Another
*fresco, mentiongd by Vasari and 'till 1859 in existence in

S. Petronio of Bologna, with the signature “Lippus Dal-
maxii pinsit 1407,”% has been recently whitewashed.?

i FPelsina, ub. sup. Vol. L
p.p. 26 and following,
2 Ibid. Vol. I. p. 26.
3 Baldinueci. Vol. V. p. 109.
4 Ibid. Piacenza’s note and
Comment. to Vas. Vol, IL p. 208,
® Outside the walls of the Col-
legio dei Spagnuoli a much in-
jured and repainted fresco of the
Virgin giving the breast to the
infant Saviour may be secen as

vOL. 11

.

described by Vasari with the
words: ‘‘Lipus Dalmaxii pinsit,”

6 At Bologna.

7 Vol. II. p. 208.

8 The signature was on the
base of the Virgin’s throne,

9 It represented the Virgin and
child entlroned in a choir of
singing and playing angels and
formed the ornament of the 4tb
pilaster to the right of the church
portal.

14
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Lippo painted figures of a broad, not a thin and slen-
der, form; yet they are still reminiscent of the style of
Vitale in the smile and attitude of an infant Saviour or the
movement and mode of grouping figures together. He was
probably Vitale’s pupil, and still preserves a trace of the
influence derived from the school of Gubbio. A marked
and deep outline, sharp colour and neglected forms are
peculiar to him, whilst a tendency to profusion in orna-
ment reveals the follower of the Umbrians and Siennese.!
_ The pictures of Simone, generally called “de’ Crocifissi??,
have the Bolognese character, and more or less a' famil
likeness to, the productions of Vitale, Andrea and Lippo
Dalmasii.? Yet there was less of the Umbrian in him and
more of the low Giottesque. Instead of the affectgd
daintiness of the former; his figures have a coarse and
masculine vulgarity. Two of his crucifixes remain. One
of them, colossal, inscribed:

“Sxﬁon fecit hoc opus A. D. MC(,CLXX die ult. febr.
c77

in the .cha,pel. della Croce at S. Giacomo Maggiore of
Bologna; the other under glass in the fourth church
dedicated to S. Pietro e Paolo in S. Stefano of Bologna,

inscribed:

“Affixus lingno pte suffero peras. Symon fecit hoe opus.
Memento Q. Pulvis 5 et pulvé reuteris. Age penitécia,”
et vives 1n‘Ete1num

Nothing can be more common, exaggerated, or heavy*
than the form of the crucified Savmur or the faces of
the Virgin and Evange]xst 8

Cuoar. VIIL.*

! The Saviour between 8.8, Pe-
ter and Paul in S. Francesco of
Bologna has disappeared. (Vas.
Vol. II. p. 208.), Malvasia
(Felsina ub. ‘sup, p. 28.). notes,
amongst many others, a Magdalen
before the Lord in 8. Domenico,
a Virgin and child under the Bo-
lognini portico in 8. Stefano, an-
other' in the parish church of 8.
Andrea.

2 Malvasia dgscribes Simone as
executing none but crucifixes, in
contradistinction to Vitale, who
always scrupulously avoided that
subject. Felsina L p. 17.

8 The latter of these crucifixes
is much damaged by dust. Instead
of the female saint at the foot of
the cross, opposite the Magdalen,
is a monkbearing'a cross. Another
crucifixion was noted by Malvasia
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Simone’s frescos were as rude in execution as his
panels, of ‘which one may convince himself by examin-
ing a Virgin and S. ,Ursula in the seventh church

. dedicated to the S.S. Trinita in S, Stefano of Bo-
logna.t ) ’

Conflicting opinions exist as to whether Simone’s co-
temporary, Cristoforo or Cristofano, is a Bolognese,. a Fer-
rarese or a Modenese,? and the'question might be easily
elucidated, were any sensible difference to be traced be-
tween the works of the painters in each of those cities.
But as a humble mediocrity characterized them all, the
discussion may be left to local disputants, and the stu-
dent may be content to learn that Cristoforo differs very
little in style from Simone de’ Crocifissi, and that his

productions, such as they are, date from the close of the
fourteenth and rise of the fifteenth century. :

A small panel with the crucifixion and the Entombment,
in the Costabili collection at Ferrara, inseribed: “Xpoforus

-_—

in 8. Martino Maggiore. (Felsing
ub, sup. I. p. 21.) Anothergsub-
ject peculiar to Simone is the
coronation of the Virgin, one
example of which may be seen,
much damaged by cleaning, in the
Fine arts Academy at Bologna
.signed, ‘““Simon ‘fecit’”. Another
inscribed “Simon de Bononia fecit.
hoc opus’ is engraved in Resini
(Stor. u'b. sup. Vol. 1I. p. 223),
whilst a third with the date of
1377 is indicated by Malvasia and
the annotators of the latest edi-
tion of. Vasari as in the For-
esteria of 8.¥rancesco atBologna.
(Vas. note 4. to p. 40. Vol. IIL)
Two more in the Academy of Bo-’
logna have neither date nor sig-
nature, Pope Urban the V'b, en-
throned in the act of benediction
and holding a picture of 8.8, Pe-
ter and Paul, signed * Simon
fecit”,. is in the same Academy,
besides a small picture inseribed
“Simon fecit hoc opus!, repre-
senfing Christ amongst the apos-
tles and two more which shall

—

be noticed amongst the works of
Jacopo.

1 8. Ursula wears a diadem in
velief and holds the gospel and
banner. The figures, life size, are
visible to the knee. A Virgin and
child in a glory of angels, much
damaged by restoring and in-
scribed *“Simon fecit hoc opus™ is*
in the gallery of Modena (No.
24 of Modena gall. cat.). A Ma-
donna between two saints (one of
them in episcopals) and guarded
by four angels in rear of the
throne, with the words, ‘‘Symon
pinxit”, in the Galleria Costabili
atFerrara completes the catalogue
of existing works by a third rate
master, whose contributions to the
decoration of the church of Moz-
zarata at Bologna may be noticed
presently.

? See the conflicting opinions
in notes to p. 41, Vas. Vol. IIL
in Vasari himself same page, in °
Baldinneci. Vol.IV. p. 518. and
Lanzi, Vol. IIL p. 12,

14%
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- fecit” ;- — anothex, equa]ly small, in the sme place, represent-
ing the Saviour on a tree cross, with the pelican above him,
angels tabout. the head, and a youthful female saint below
in the act of reading; — a third- crucifixion near the fore-
going, with a most defective figure of Christ, of dark tones,
raw opaque colour and marked outlines; — a fourth crucifixion,
with 2 vehement angel at each side of the cross, in the Publie
Gallery at Ferrara — are sufficient to explain the claims of that
city to Cristoforo. But besides these, a picture in the bellroom,
of old a portion of the church, of S. Andrea at IPerrara, might
prove that the- artist inhabited that city. This fresco, of the
Virgin and child, was part of an adoration of the Magi, In’
the same church near the steps leading to the “Cantoria”, of
old the chapel of S. Andrea, is a coronation of the Virgin
with three angels on one, side, life size figures, by the same

hand..

These feeble productions of the Bolognese school betray
the impress on Cristoforo of the manner introduced into
these countries by the lower Giottesques, who are already
noticed as having influenced Simone; and a general re-
semblance may be traced between ‘them and the vemnants
agsigned to Vitale, Simone, Cristoforo and-Jacopo in Mezza-
rata. The frescos of S. Andrea are, however, more in
Cristoforo’s style than in the manner of the other artists
just named. They are firmly dragwn, fairly proportioned,
“but of a general reddish flesh tone. In D’Agincourt the
stadent will find a plate’ of a Madonna=called del Soc-
corso, originally in Mezzarata and signed Xpforus pinxit,
1380, which has disappeared together with another signed
“Christophorus pinxit 1382”7, depicting the Virgin and
child between S.S. Anthony and Catherine, originally, ac-
cording to Baldinucci, in the church of the Padre Celostini
at Bologna.? A fresco in 8. Francis of Bologna, signed
“Cristoforo Ortali” and now whitewashed has been engraved
‘by D’Agincourt,® who admits in him a painter different
from his namesake.

To judge accurately of the manner peguliar to Jacopo
degli Avanzii of Bologna, the best means are afforded
by a crucifizion in the Colonna gallery at Rome signed:

“Jacobus de Avaciis de Bononia. £,

! Plate, CLX, of D’Agincourt’s | IV. p. 514,

work. 3 Py
2 Baldinucei, ub. sup, Vol gourtate CXXXVI' of d'Ag‘in-
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Here the Savxom appears nailed to a tree-cross with the
pelican above him. The Virgin, wringing her hands at the
side of her cheek, mouthing fearfully and straining her
face into corrugations, exhales her grief by showing her -
teeth. Nearer the foot of the cross, the Magdalen kneels
with her arms thrown back, whilst to the right S.-John
Evangelist looks up grieving to the Saviour. Jacobus ima-
gined the Redeemer thin and feeble in frame, livid, straight
and lifeless, in a drapery of poor lines; a reedy slenderness
and pinched features are pecuhar to the remaining figures,
the whole- being coloured in a dull yellow tome stippled
over deep verde, with dark draperies of changmg hues
and outlines of great minuteness.

213

From this work alqne , Jacopo may be noted as a
painter of the Bolognese school of the close of the four-
teenth century, whose mode of drawing and colouring,
whose types and character are distinct from those of the
painter with whom he has been confounded, namely,
the alleged author of frescos in the chapel of S ,George

. at Padua.

Perfect identity of style justifies the critic in assigning’
to Jacopo degli Avanzii a crucifixior} in the Academy of
Arts at Bologna,! evidently a pinnagle of an altarpiece.?

A much damaged panel, likewise gun the Academy of

Bologna,® divided into spaces décorhted with scriptural

scenes, may be regarded as a lower example of Ja-

© copo’s manner.

subjects.

A third of the same

the crucifixion, the Coronation of th

kind,? represents
Virgin and other
\

Ugly types, grimace, exaggeration of movement united
to feeble execution are thus combined in Jacopo, who

1 No. 160. Bologna Academy
catalogue.

2 It vepresents the Saviour on
a tree-cross with the pelican
. above his head, from whose nest
a flying serpent issues. At the
extremities of the horizontal limb,
two prophets with scrolls are not
without character, whilst the Sa-
viour is represented with some

nature, though of vulgar features.

This is undoubtedly the best cru-
cifixion of the Bolognese school.
The Magdalen embracing the foot
of the cross, mouths as she looks
up. The Virgin faints on one
side in the arms of her attend-
ants in the presence of 8. John
and others; and on the right the
usual crowd looks on,

8-No. 159. Bologna Academy,
“ Ibid. No. 161.
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imitated the pamters of Ravenna and of Pomposa, whose

- Giottesque derivation has already been explained. Thiough

the lower or third class followers of Giotto therefore
Bologna received the. Florentine influence. Nor .can
any difference be noticed between the foregoing ex-
amples of Jacopo and the frescos assigned to him at
Mezzarata, from whence the conviction is strengthened,
that there is nothing in common between the painter of
Bologna and the artist of the same name, who laboured
about the same period at Padua.

The reader may now be asked to repair to Mezzarata
where a church originally called ‘Casa di Mezzo, situate
outside ‘the Porta S. Majnmolo of Bologna, was decorated
with frescos by most of the-artists whose works have
been described.

For a long time thege wall paintings which, according to
Vasari, were completed.in 1404! remained ir a good state and
were comsidered by hijn as worthy of attention. They were
subsequently whitewashed, — a part of the church walled off,
and every trace of paipting obliterated. Signor Minghetti, to
whom thé edifice belfhged, caused the whitewash to be re-
moved and exposed fgnost of the original frescos; causing

some to be sawn awayfand taken into his private residence.?

-

Entering the churclf, the spectator may see eight incidents
from the life of Joseph,® one of which is carried on to the
wall in which the pgrtal is pierced, but the lattGI: is wel-
nigh obliterated andfftae traces of a -name beneath the fur-
thest one are quitef indistinet. According to Vasari; the
scenes of the creation from Adam to Moses were executed
by Cristofano,* of whom ‘it is further stated in the Guida
di Bologna of 1845, on the strength of MS. records, that
he painted at Mezzarata in 1380. But the Guida di Bologna

1 Vas. Vol. IIL p. 41,

2 Some of those representing
scenes of the creation.

8 The first and most distant is
difficult to explain, the second re-
presents Joseph in the well, the
third, his sale by his brothers,
the fourth, Jacob receiving the

clothes, the fifth, the confinement
of Joseph upon the charge of
Potipbar'swife, the sixth, Joseph's
interpretation of the dream, the
seventh, the brethren before Jo-
seph, the eighth, an indistinct in-
cident, The "traces of a name
are on the lowér horder of No. 8.
4 Vas. Vol, II p. 4L.
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of 1792! notices that the name beneath the incidents of

Joseph’s life was “Jacopus f.”
The next lower course of the same wall is filled with

‘subjects from the life of Moses, partly damaged and restored,

and some absent. In such parts as are more distinet than
the rest, ‘for instance where Moses casts 'down the tables
of the law, a Giottesque look distinet from that of Vitale,
Cristoforo, and Simon may be traced; yet no one need be
misled by Lamo? into the belief that Giotto himself painted
at-Mezzarata; and the frescos of the second course have
-stil]l a predominant Bolognese character.

The third and lowest paxt of this wall was decorated
with subjects apparently taken from ,the book of Daniel,
and according to the Guida di Bologna of 1792 was inscribed
“Laurentius f.” The DBologna Guide of 1845 states, on
the authority of MSS. of the seventeenth century (1), that
one of the painters of Mezzarata in 1360 was ome Lorenzo.

‘The character of the frescos in the third is very like that

of the second course, both being of a rude execution.

Above the entrance door, a nativity is recovered, which
Malvasia describes as bearing the name of Vitale.3

The space to the léft of the entrance is divided into
two courses, in the uppermost of jhich indistinct traces .
of an adoration of the Magi and )a flight into Egypt
appear. Malvasia, however, describels the subjects at length
in his Felsina Pittrice and adds thal they were inscribed

.Rosini -has engraved some of the subjects in the lower -
course where vestiges of a Last Supper,® and the miracle
at the Pool of Bethesda remain,® and beneath the latter
still appears the signature #Jacobus fepit™.” The whole of
the paintings on this side have the cRaracter of Bolognese
art of the close of the fourteenth cenbury, in the general.
style of Jacopo, Simon and Cristoforo. None of them dis-
close the hand of Galasso Galassi, whom Vasari describes
as having painted scenes of the Passion in this very church.
It may not be forgotten, further, that in the most distant cor-
ner of the lower course, to the right of the entrance, remains

1§ p, 397, ! ¢ Storia, ub. sup. Vol IL
2 Lamo. Graticola di Bo-|p. 226.

" logna, ub. sup, p. 16. 7 The first syllable all but gone.

$ Felsina, ub. sup. Vol. I. p. 18.] That this signature is genuine is
4 Ibid. Vol I. p, 18. proved by Malvasia who noted it
® Rétouched by Bagnacavallo, | before the frescos were white-
says Malvasia. Felsina, ub. sup. | washed. Felsina, ub. sup. Vol. L
Vol. 1. p. 19. | p. 18.
L]
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of .a fresco representing a Weddin'.g exist and are assigned
to Galasso Galassi, and these have truly a more modern
appearance than the rest of the decorations in this church.

As regards pictorial value, it is sufficient to say
that the frescos of Mezzarata confirm the opinion de-
riveable from an examination of pictures produced else-
where by the painters of the school of Bologna in the
fourteenth and rise of the fifteenth century, and that
nothing in them can lead the critic to doubt but that
the Jacopo of Bologna is a different artist from Jacopo”
who. painted at Padua. - .

But the necessity of carefully distinguishing the crea-
tions of artists of the same name living at one period is
shown by the fact that hesides the Jacopo of Padna, and
the Jacopo degli Avanzii of Bologna, a third painter
existed in the latter -city, whose name was Jacobus Paoli,
and who is not to be confounded with them.! He was of the
rise of the fifteenth cepitury, feeble in character and the
author of pictures, totlly unrelieved by shadow, remark-
able for the broken fqlds and straight lines of his drap-
eries, for a wiry syslem of outline and for a dry raw
tempera of dull tone. B

The least defective vJork of this third rate artist is in the
Archivio Notarile; Palazzo del Podesta at Bologna, where an
annunciation less than life size is represented with a kneel-
ing patron in prayer on the left hand. Beneath this figure
the pame “Jacobus e Blachitis*’ is written and on the
border the signature §Jacobus Pauli .” may be noted. |

A large altarpiece i the complicated Venetian form, partly
by this painter, is the ornament of the chapel 8. Croce in
S. Giacomo Maggiore of Bologna. Of this, the upper course,
representing the coronation .of the Virgin in the centre,is in-
seribed “Jacobus Pauli £.2 Tt is curious th#t this assemblage
of hard wiry figures of a dark and dull colour unrelieved
by shadow and quite inanimate should be part of an altar-

1 This confusion may be noted [ states that they were painted in
in Malvasia. Pelsina, ub. sup.|1384 in the sacristy of S.8. Na-
Vol. I. p. 22. Frescos representing | bor and Felice at Bologna.
the annunciation and crucifixion| 2 In the central pinnacle is
and inscribed “Jacobus Pauli £ | christ crucified with the Virgin
are mentioned by the author, who|and 8. John at the sides. The

"
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piete, the remainder of which is Venetian and execeuted in’
the manner of Stefano and Lorenzo Veniziano who lived and
laboured at the close of the fourteenth century, the form
of the altarpiece itself being Venetian. Possibly some ac-
cident destroyed the upper part, and Jacobus was called
upon to restore it to its pristine form.! A

“The name of Petrus Johannis, another feeble Bo-
lognese, may be found on a fresco in the cloister of
S. Domenico of Bologna representing the Trinity in the
consecrated form, but damaged by the obliteration of
one half of the crucified Saviour. On the left, a kneeling
male? is presented by his patron saint. This Petrus has
some Giottesque character, gave some nature and move-
ment to his figures and coloured them fairly; yet his out-

lines are somewhat dry and his draperies broken.®
Malvasia’s long list,* may be .consulted for a further
study of this artist's works and of!the men of inferior

talent at Bologna. One alone may:

perbaps deserve a

\

Y

wings on each side of the coro-
ration contain a figure of & monk
and 8. John the Baptist, with 8.
Catherine of Alexandria and the
angel annunciate severally in the
pinnacleg, .S.8. Lawrence and
Mary Magdalen, with a saint and
the Virgin annunciate in the pin-
nacles.

L A crucifixion with the thieves
(No. 10. Bologna Acad cat.),
and usual attendant scencs in-
sceribed ‘‘Jacobus Paylus £, a
coronation of the Virgin (Ibid.
No. 11.), gimilarly aunthenticated
and less defeetive, are in the Aca-
demy of arts at Bologna together
with figures, of 8.8. Peter, John
the Baptist, James, Michael, and
the annunciation which seem ori-
ginally to have been part of the
foregeing crucifixion (Ibid. No.
327.). To Jacobus Paulus may
perhaps also be assigned the bhalf
length 8. Helena, kneeling, in the
same collection, Malvasia notices
many works of the same hand in
Imola, Faenza, Modena, and Ve-

- .

-

rona. Fglsina, ub. sup. Vol. I
p. 22. :

2 Part ybliterated.

3 His egrliest work was known
to Malvasia. It was signed “1415:
Petrus Joajgnis pinxit’, represent-
ed a Virgip and donor, and was
in 8.8. Frediano fuori Porta 8.
Mammolo. | A Virgin and child
possibly by the same hand and
inseribed ¢f}436. Petrus Johannis

de Lianori%," may be noticed

,much damaged and repainted in

oil in the sacristy of 8. Giuseppe
of the Cappuceini fuori di Bologna.
Another by the same and dated
1453, representing the Madonna
between Saints, amongst whom
8.8, Jerom and Petronius are to
be distinguished, occupies a place
in the Bologna Academy (No. 107.
Bol. Acad. cat.). A fresco by
him in the court of the Palace
belonging to the Marquis Virgilio
Davia, represents the Virgin and
child between 8. James and ap-
ather saint, and is dated 1449.

4 Felsina, ub. sup, p.p. 32, and
following.
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‘momentary notice. His name is Michele Lambertini, or
iMichele di Matteo of whom. we may speak later.! An
ugly and injured picture by him may be examined in
the Bologna Academy, inscribed “Michaeli Mattei fecit
1462 (2°'7)”. It is a Pietd between S.8. John, Mark,
Roch, and Anthony the abbot.2” A Virgin and child,
similarly inscribed with the dates 1469, has much the
same defective character; and .in the Venice Academy
an altarpiece originally in S. Helena, containing the Vir-
gin, Saints, a crucifixion and scenes from the life of S.
Helena, is inscribed ¢“Michaeli Mattei Ononia £.”?3 Other .
-examples of the same kind are too numerous to mention.
-Omitting the ingenioys inquiries which have been sug-
gested by the varied /readings of an inscription on :a
pieture in the Gallery of Viénna, in which Barisino or
Rarisino appears as fthe father of Tommaso of Modena;
_it is of interest to mote that the latter .painter is proved
by this and other works to havée been below the first
class and of but moderate talents in the second. No other
qualities or defects afe to be discerned in his panels, than
those which charactlrize the Bolognese, Ravennese, Mo-
denese, and Venetian pictures of the time. It is" thus

of little moment. to
ion, was Tommaso

!]iscuss with Federici the moot quest-
orn or taught at Modena or Treviso,

1 See Doc. Sen. Vpl, IL ve-
cords of Michele in 1447.

2 No. 103. Bologna Acad.

8 No. 2. Acad. of Venice.

4 Finally, in a study of Bo-
‘lognese examples at Bologna, the
student may castra glance at the
following:

In the chapel della -Consola-
zione at 8.8. Stefano, a S. Bene-
dict, with S.S. Sixius and Pro-
culus, much in the. manner bf
Simon de’ Crocifissi, a quadruple
panel with incidents from the life
of some saint, inseribed (modern)
‘“Morbos pellit, innocem salvat,
martyres regit, Dominus fugat”,

in the style of Jacopo degli Avan-
zii. Better still than the fore-
going and under the Giottesque
influence af the rise of the 15th
century, a triptych of the Virgin
and child with saints, one of
whom is 8. Christopher, another
recommends s patron, whilst the
angel and Virgin of the annun-
ciation are in the pinnacles. In
the same place likewise, 8.8, An-
thony the abbot, Mark, James,
and John Evangelist, and a co-
ronation all part of one altar-
piece, beneath the last of which
are the words: Johannes de . ...
in style like a painting of Petrus
Pauli, of the rise of the 15
century. N
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the fact bding immaterial, as the dGCISIOD, in whichever
sense it may point, does not affect the state of art in
those places. Tommaso personally .seems to have pre-
- ferred Modena, and appends the name of that Clty to
his own in all the pictures that now exist.! He is the
first artist of any skill there; and his pictures illustrate
at the same time his compa.rativ'e mediocrity and the art
Of the fourteenth century in the place of his choice. In the
Gallery of Modena? is an altarpiece in six parts, with
the Virgin and child between saints, and attendant scenes, so
damaged by repainting that it is-difficult to judge correctly
of Tommaso’s power. Yet in the long stride and vehement
action of the Saviour in limbo which recal the old forms, —
in the exaggerated movement of the S. Jerom, — it is
impossible not to notice the feeble powers of ‘a second or
thipd rate artist.?> One of the remaining records of the
pamter is that which sets forth \that he received, in
1352, a commission to paint in tlie newly built church
and chapterhouse of 8. Niccolo, at T}'ewso, in the first of

which are saints on the plllaﬂ N7

of portraits of Doms
later, namely , 1
where he pamted Y

! Federiei, however, gives ap-
p}n‘ently convineing proofs that
ommaso was born at Treviso of
2 Modenese father. See D. M. F.
Federici, memorie Trevigiane, 4°.

Venice 1803. Vol. I p.p. 65 and foll.-

2 No. 32, Gallery of Modena,
The Virgin’s head repainted in oil.
$ This picture is tnseribed
“Puleros aurora mater pia vgo de-
cora p nobis ora
Et in mortis nos susipe ora ...
* Thomas fecit 1385,
Ab. Boni. ap. Lanzi, ub,
sup. Vol. IL. p. 80. notices two
Virgins executed by Tommaso in

in the second a series
rved.? A few years
eft Italy for Prague,
e Academy at Vienna
. of the Virgin hold-
dog, between Wen-
inseribed :

nice. A 8. Catherine,
formerly in the gallery Molin, is
now in the Acgdemy of Arts at
Venice (No. 352), It is said to have
been signed “lo. Toms, pictor de
Mitina pin anmo MCCCLI”, but
the inscription now 1lleg1ble is
false and the pieture is of the close
of the 15t century. A 8. Bar-
bara, by Tommaso is lost.

4 Foderici, Memorie Trevigiane,

.| Vol. I, p. 187, describes all these

paintings and states, what the
paintings themselves sufficiently

prove, that they were executed by
Tommaso.
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,~ “Quis opus hoc finxit? Thomas de Mutina pilxit. Quale
vides lector. Rarisini filius autor. ”1

It is supposed that he decorated the castle of Carlstein
for the Emperor Charles the Fourth; and an Ecce Homo,
much injured, with a Madonna, still in that edifice, are
assigned to him.? His style is.a mixture of the Gubbian
and Bolognese

A far superior artist was Tommaso’s cotemporary Bar-
naba of Modena, whose career illustrates Piedmont and
Pisa more than his native ecity. Hée surpassed not only
his own countrymen, but the Bolognese and Pisans of
his time; and he made a respectable appmach to the
better class of Siennese painters. Like them he practlsed
the familiar method of colouring, which consisted in stip-
pling lights over deep preparations of verde, fusing the
parts togethér Wlthout much contrast of light and shade,
but with the patient minuteness of the period and glazing
the whole with warm rosy tones. His draperies, of many
involved and ill deﬁne\gl folds, are touched-up with strokes
of gold light, and a enerally of brightly contrasted
" colours, engraved wi paments on the. stuffs
for the sake of rich ave thus a sort
of lively brilliancy, w invelieved by light
and shade, and tran out to a fault. Af-
fectation of grace i and child, which was
his favorite subject forms and proportions in
the frame, roundne readth in the heads, give his -
pictures an old Sien appearance, which is increased by
the ‘roundness and aze of the eyes, the pursy lips and
long-fingered bt coarse jointed hands. A fibre of -the
old artist stuff of bygone txmes was in him', without much
life or animation.

A half length Virgin and child in the Staedel Gallery
at Frankfort,? inscribed:

. “Barnabas de Mutina pinxit MCCCLXVIL"

!t No 1. in the German school.| .2 Vide Kugler Handbook.
Belvedere collection, the firstletter {-p. 170.
in the word Rar- or Bar-isimi is| % No, 7. Staedel Gallery
abraded. . Cat. :
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the earliest work of Barnaba that has been preselved
might alone suffice to illusirate his style, being of clear
transparent tones and showing the Virgin with a round
head, thin hands and reedy fingers swellmg to coarseness

at the ends.

A second in the Gallery of Berlin,! inscribed:
“Barnabas de Mutina pinxit MCCCLXVIIIL " .

and representing likewise the Virgin, with the infant on
her arm feeding a bull-finch, would be ‘equally charac-
teristic but for the great: injury which it has received,
and the blackness of its tones.

No record throws light upon the painter’s career at the
time in which these pictures were completed. In 1370,

* however, Barnaba painted a

Madonna for S. Domenico of

Turin, inscribed, according to a notice by Cav. Cibrario:?
“Barnabas de Mutina pinxit MCCCLXX.”3
and in Tiraboschi’s time an altarpi¢ce.by him existed in

the convent of S. Francesco at Alb
That Barnaba lived a great part of

the date of 1377.%

his life in Piedmont is evident not
him that were noticed in that state
the authorities of the Pisan Campo

to complete the frescos of

messenger was despatched to Genoa.

, with his name and

hly from pictures by
but because, when
anto sent for him,
S. Raineri, in 1380,° their
Barnaba came to

3

. Pisa, where it is clear that he did ndt finish the frescos
of S. Raineri. If indeed he worked at them at all,® no
one can tell where or in what part, but he may have
hesitated ta treat large subjects, being accustomed to the
repetition of a few ryeligious themes, and he left in Pisa,

but a couple of altarpleces in 8. Francgsco, one in the

1 No. 1171, Berlin cat. .

2 Ap. Bonaini. ub. sup. p. 100.

3 Lord Wensleydale possesses,
and the curious might see at the’
Exhibition of Manchester, a co-
ronation of the Virgin, Trinity
with 8. John Ev. amd the Vir-
gin, the Virgin -and child" and
patrons, a crucifixion insecribed:{
“ Barnabas de Mutina pinxit1374."”
a fine production of the master.

4 Vide Bon. ub. sup, and Lanzi,
Vol. IL. p, 293, .[‘he picture is
not there now,

5 Vide antea. Buffalmacco and
Antonio Veniziano, Bonainiub,
sup. p. 102. and Roncioni Ist.
Pis. ub, sup. Arch. Stor. Vol
VI Part, 7. p. 950.

"6 Which is not impossible con-
sidering thé style and executmn.
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monastery of S. Giovanni del Fiero, and a fourth.in a
small church at Ripoli four miles from the city.

VOf the two pxctules originally in 8. Francesco,' one alone
remains, representing in half length the Virgin giving the
breast to the infant’ Christ, the annunciation and other
figures.> The picture bears the inseription:

“Barnabas de Mutina pinxit.”
For type and form this is the best and most agleeable
representatlon of the Virgin Barnabas has left us. The com-
‘panion picture, now absent, represented the coronation of
the Virgin betwéen S.8. Francls, Louis, Anthony of Padua,
and the “beato” Gerardo.?

The -altarpiece of S. Giovanni transferred, on the sup-
pression and removal of that monastery, to the great chapel
of the Campo Santo,? still bears the inscription:

“Barnabag de Mutina pinxit.’

-“Cives et mercatoyes pisani pro salute a.....

”

and is now in, the A ademy Here Barnaba repxesented

a life size Vngln ent
by six angels, and
their knees pointing
altarpiece, however,

roned in front of a tapestry held up
dored by two others before her on -
nd holding scrolls.” The master’s best
s that which hangs above the door of
igunauthenticated by his name, but un-
anner, in which a full length.Virgin
sits giving the breast to the infant,
and Bartholomew, Péter and a ‘saint in episcopals. 8

between S.S. Andrew.
Itis a

work executed techmcally and artistically on the principles

peculiar to Barnaba,
contains the words:

An inoscription on the border only

“Jacopus compagnius Pisanus.”

. !

1 Morrona Pis, Illust. ub.
sup. Vol. L p. 90.

2 The Virgin is in an arch in-
scribed within, a-« rectangular
frame having two medallions at
the upper angles containing the
angel and Virgin annunciate. Be-
hind the Madonna four angels
sug)pon a drapery.

Morrona, 1t Ed. ap. Bo-
naini ub. sup, p. 101.

4 Morrona, ub. sup. Vol. IL.
p. 238.

5 The infant stands on her lap.
Nothing can be more minute than
the engraved ornement in the

dresses, or more patient than the
execution, in general; but unfor-.
tunately the flesh tints are abra-
ded and the Virgin’s dress darkened
and retouched. Two wings of an
ali irpiece (In the Academy of
Pisa), sontaining severally, 8.8,
Peter and James the Elder, An-
drew and a friar-saint W:th a
staff, life size figures, with me-
dallions above them, filled each
with a saint, may be assigned to
Barnaba whose gay pellucid tones
are as characteristic ag the forms
and types.

§ Four angels hold up the dra-
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The Modena Gallery! boasts of a fair example signed:
“Barnabas de Mutina pinxit.”
Seraphino de’ Seraphini of Modena was'a poorer artist
than Barnaba and clung more to the style of the Bo--
lognese school. ' X ‘

His name and the time in which he flonrished may be
seen in the inscription on a coronation of the Virgin, with
seriptural incidents in the cathedral of Medena: |

“Seraphinus de Seraphinis pinxit 1385 die Jovis XXIIT
Marcii.” : :

In Seraphino’ the Bolognese style alternates with some
Giottesque feéling. His execution is rude, his colour dull
and flat and coldly shadowed. Whether he is of Mo-
dena cannot be affirmed. Lanzi and others take it for
granted.? .

With this curt, but sufficient notice of early Modenese
art, we pass to the neighbouring city of Ferrara, which,
no doubt, boasted of painters not less respectable in at-
tainments 'and antiquity than those of her neighbours.
We may read for_instance in Lanzi the following respect-
ing Gelasio di Niccolo.

The Ferrarese school took its twin: origin, so to say,
with that of Venice, if we may credit a monumental testi-
mony cited by Dyx. Ferrante. Borsettiy, in his work called
“Historia almi Ferrariensis Gymnaqii," published in 1735.
This memorial was extracted from ap ancient codex of
Virgil, written in 1193, which, according to Baruffaldi,
passed from the library of the Carmelite at Ferrara into the
possession of the Alvarotti, Counts at Palua, whose books,
in’'course of tiine, were added to the libiary of the Paduan
Seminary. At the end of this codex ig the name of Gio.
Alighieri, the wminiaturist of this volumé¢; and in the last
page there had afterwards been added, jﬂ the ancient vul-
gar tongue, the following memorial; that in 1242 Azzo d’Este,
first Lord of Ferrvara, committed to one Gelasio d% Niceolo

L]
perybehind the throne. Medallions | ticed in various parts of Modena
in the pinnacle contain the angel|cathedral and principally in a

and Virgin annunciate. chapel leading out of the choir.
! From the Puccini collection | They are by a common painter
at Pistoia. of Bologna or Modena at the close

2 Frescos of a rude kind in the of the "4 and rise of the 15tk
Bolognese character may be no-| cebturies,

-
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a painting of the fall of Phaethon; and from him tvo Filippo,
bishop of Ferrara, ordered an image of our Lady and an
ensign of 8. George which was used in the procession sent
out to meet Tiepolo when he came as ambassadoy from the
Venetian republic to Ferrara. Gelasio is there stated to
belong to the distriet of S. George and to have heen a
pupil in ‘Venice to Teofane of Constantinople, which in-
duced Zanetti to place this Greek .at the head of the mas-
.ters of his school. On the authority of so many learned
men to whom such memorial appeared genuine, I am led
to give it credit, although it contains some marks which,
at first sight, appear suspicious.!

This story doubted by Lanzi, by Frizzi,? and by Tira-
boschi,® is believed by Laderchi,* and does not seem
more improbable than Vasari’s account of Tafi. Baruffaldi®
and Scalabrini® are in support of Laderchi. Let us see
what the so-called works of Gelasio di Niccolo are like.

The Virgin of the Duomo of Ferrara is so venerable that
it can only be seen by the faithful at one period "of the
year. Lovers of ar?B may and have .found it as toilsome
to hit this period as to discover that in which various
Madonnas so-called lavalhms are visible- at Florence.

As regards the fifscos in .the ex-church of thé Martiri,
late a military hospital at Felrma., a fragment of. one of
them representing the Vngln in a swoon in the arms of the
Marys, 18 now in possession of Professor "Saroli at Ferrara,
and once formed part ‘of a crucifixion on the wall of the
choir assigned to ;Gelasio. Though much. damaged and
altered by time, the fragment is a common production of the
close of the foulte‘enth century, havmg the style and cha-
racter,  ther exaggeration and grimace of similar productions -
noticed at Pompox;ﬂ and Ravenna. The painter therefore,
whoever he may have been, is a Giottesque of the fourth
class, below Julian of Rimini in power. The remains in
the ex-church.itself are, or wese, for they are probably
whitewashed, worse than the fragment under notice and of
the rudest kind.

- .

1 Lanzi ub. sup. Vol. IIL|[tists in 7 Vols. 4° Modena 1781.
p. 185. 4 Laderchi, ub. sup.

2 Prizzi, Memorie Histo-| ©° Baruffaldi (Girolamo), “Vite
riche, Vol. 8, p. 147, apud La-| de’ Pittori Ferraresi.” Ferr. 1845
derchi, La Pittura Ferra-|—48. Vol.I. p. 8. Vol. IL p. 517.
.rose., Ferrara 1856, p. 20. ¢ Sealabrini. Pitture di

8 Notices of Modenese at-|Ferrara, p. 109. -

-
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A Virgin and child in the Costabili collection, assigned
to Gelasio and engraved by Rosini,! needs but be exa-
mined for, an instant to convince the beholder that the au-
thor was of the fifteenth century; and_if the lost’ works of
the same artist, enumerated by Citadella,? were of this kind
he may be considered, as far as pictures are concerned, a
mythical: person. .

We need but name Laudadio Rambaldo, who, according
to Lanzi, Hourished about 1380, and painted in the Servi
. by Castel Tedaldo not far from Ferrara,* and of whom a
totally repainted Madonna is shown at Ferrara in the court
of the Castel Ducale.? At the same time, we remember
that if ever Giotto painted in this city, his works have
long since disappeared and are not now to be seen. We
may pause, however, to examine a fragment of fresco recent-
ly recovered from whitéwash in one of the lower rooms of
the ex-palazzo Estense, now university of Ferrara. This
much damaged fragment represents|a-fight. A woman -
may be seen at the summit-of a toWer. By its side two
others drag at each other in vehemeft action, and a man
“hard by shoots with a bow. On an ppposite wall is the
remnant of one playing an organ on jthe top of a tower.
These are productions of the close ¢f the fourteenth or
rise of the fifteenth century’ by one who exaggerated
action in' his figures’ and painted ini‘ sharply contrasted
tones. : .

It is in this very. palace that Antonio Alberti da Fer-
rara, according to Vasari. a pupil of. Agnolo. Gaddi,
laboured; but before alluding “to his Pemains it may be
. well to*state that the fragments just recorded are not
by him. _ .

.Antonio having studied in the Florentine school, and
particularly under Agnolo Gaddi,® must necessarily have

. ¢ A church destroyed in
1635, according to Laderchi,
ub, sup. p. 22

| ® Where it has racently been
SBaruffaldi, ub. sup. Vol. L recovered from whitewash, :
P-p. 10" and 471, . ® Vas. Vol. T1. p. 155,

VOL. II. . 15

1 Storia, ub. sup. Vol. L. p.
s, . » ul P P
2Citadella.Catalogohisto-
rico dei Piftori Ferraresh
T. 1. p. 8. and following.
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been born between 1370 and 1380. "Yet his productions

are dated as late in the fifteenth century as 1439. Aec-

cording to the local historians he left Florence for Urbino

-and Citta di Castello, and was employed in 1438 to de-

corate the Palazzo Estense at Ferrara with subjects illus-

trating the union of the Greek and Latin churches. One

fresco of the number representing the Saviour amongst
the elect, withstood the assaults of time till' 1780 and

has since perished, leaving to the locality in which it was

painted, the name of Palazzo del Paradiso. Antonio was

‘a frequent resident in Bologna, and married a daughter,

Calliope, to Bartolommeo the father of the well-known

Timoteo Viti.! But one picture authenticated by his

signature exists, and is preserved in the sacristy of the
church of S. Bernardino outside Urbino.

The Virgin, all but life size, enthroned, and holding the
infant Saviour asleep on.her lap,.is draped in a mantle
and tunic of super{uous folds, embroidered with gospel
sentences in the boxders. Her large face, though expres-
sive of a certain religious feeling, is yet not pleasing, but
deserves less condemnation than the ugly.one of the infant.
An inscription reads as follows:

' . %1439. Antonius de Ferairia.”?

The whole is a creation .of second or third rate talent, a
rudely executed tempera, of a wihe-red tone unreligved
and flat in appeardnce, yet revealing a tendency to real-
istic study .in Aitonio. It is a picture without a trace
of such a Giottesque influence as might be expected from
the examples and teaching of a master like Agnolo Gaddi,

. and suggests thaty if Antonio-in his youth studied in the

Chi.ara, a holy friar and a+bishop

! Vas. Vol. VIIL p. 148, but
(thirteen panels in all). The 8.

see the records of 1464—65. in

Pungileoni. Elogio Storico
di Timoteo Viti. 8° Urbino
1835, p. 1.

? The sides and upper courses
of the altarpiece hang dismem-
bered near the central one of the
Virgin and comprise whole lengths
of 8.8. Peter, Paul, Louis of Thou-
louse, John the Baptist, and Je-
rom, and half lengths of 3.8, Ca-
therine, Anthony of Padua, Lonuis,

Peter in a mantle of exaggerated
amplitude is without expression
it face, broad and short in head
and figure, wooden in attitude
and ill-drawn, particularly as re-
gards the- extremities. The, same
defects may strike ithe beholder
in the profile of S. Paul with his
sword, in that of S. John the.
Baptist and in S. Prancis; — and
better outhines in thatof 8, Chiara.

«
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Flbrent:ine school, he had Tlost its impress in -his later
years. .

Though comparatively feeble, the altarpiece.of S. Ber-

nardino is of interest, as it enables the student to trace the
career of Antonio a little further, to the charch of 8.
Maria della Nunziata ex muros by the Porta S. Lucia of
Urbino, where remnants of a figure, partly concealed by a
wooden altar and representing the angel annunciate,! may
be noticed. The latter, of a gentlc face with a round out-
‘line, and of thin hands, wears a;cap and hair arranged in
plaits. It is warmly coloured and pleasing enough in its
somewhat - decorative mode of execution. We may notice
further the frescos in the chagel of the Bolognini at
S. Petronio of Bologna. Vasari, ’it is true, assigns them
to Buffalmacco.? Yet figures_of siints, monks and bishops,
as guards in the pilasters and vaulting of the chapel en-
trance, display Antonio’s peculiar shortness and breadth
of forms, long closed eyelids, superfluous drapery, and

defective drawing of hands and felet, The same features-

Inferno 'inside, where an Archand@l Michael, with the
balance, is a counterpart, in form, hWad-dress, and plaited
hair, of that in the 8.8.-Annunziata wmear Urbino. Muscu-
lar and fairly proportioned shape can'&)t be denied to many
figures in the Paradise, nor are the heads without a certain
force of expression.

The same hand, and therefore that {of Antonio, produced
the frescos which still decorate the imner choir of S. An-
tonio Abate at Ferrara,® representing the half length Virgin
giving the breast to the infant, betwgen S. Benedict, an
‘energetic type, S. Sebastian, another saint, and an angel
with a balance. The fresco was executed]l in 1433, as appears
from the following inscription:

“Hocopusfecit fieri soror Agretis de Fontar?a MCCCCXXXIIL”

In six small and much damaged half lengths representing
‘saints, now in the collection of Signoy Saroli at Ferrara,
falsely assigned te Giotto, the spectator| will notice, parti-
cularly in a 8. Anthony Abbot, a cleak resemblance with
the fignres in the vaulting and pilastens of the Bolognini
chapel at S. Petronio of Bologna, and hle may remark that

charadterize the .incidents of the P'ass'ﬁn‘, thé Paradise and

1 Part of whose blue dress is
regmqted.

"% Vide antea. Buffalmacco
and Yasari. Vol. IL, p. b2.

special permigsion to see these

8 The stu(k;nt will require a
frescos.

15*
-

.
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these tastefully coloured panéls, executed with the care and
softness of a miniaturist, but drawn in the square and broad
form peculiar to Antomo of Ferrara, come from S. Antonio
Abate, whose frescos have just been noticed. It may ap-
pear, from the consideration of all these works,” that Antonio
perhaps studied at Florence, but that his works exhibit the
usual mixture of- Umbrian and low Giottesque character
common ‘to the paicters of Bologna in the fourtéenth and
rise of the fifteenth centuries. This indeed was the gene-
ral character of the early Ferrarese school which only be:
gan to assume importance after 1400 cotemporanly with the
school of Padua, but which was instrumental in glvmg a
new impulse to the Iater painters of Bologna.

The reader may now expect a notice of such' local
painters as_ illustrated the fourteenth century in Pistoia.
A few words will suffice for that purpose, if it be borne
in mind that the necessities of this narrative have already
anticipated that which might otherwise have found a
place here respectmiAntomo Vite.1

Some remains offfold art have been marked in these
pages as proving the existence of Pistoian painters of a
very early pleriod. , But besides the -crucifixes and the
works of Coppe, which come more properly into the Flo-
rentine school, the|historians of Pistoia describe a fresco
of the Vngm and ¢ ild on the altar of the Madonna delle
Porriné in the cathjedral, detached from the outer wall of
that edifice in 1140, of wlnch as of all such venerable relics
no true judgment can be formed. Mention has been like-
wise made of Manfredino d’Alberte, who in 1291° painted
the suppressed ch pel of S. Procolo in the Pistoia enthe-
dral and in 1292 the suppressed church of S. Michele at
Genoa.? g

In 1786 the fregeos of the Cappella 8. Jacopo in the
Duomo of Pistoia were whitewashed. They were executed:
in 1347 by Alesso] d’Andrea and Bonaccorso di Cino with
_several assistants, tat a total charge of 1510 livres, and repre-
sented subJects taken from the legend of S.James withthe Sav-
iour in glory in thle ceiling.? One of the agsistants was Tom-
maso di Lazzaro,? whose brother Jacopo di Lazzaro painted
at Pistoia a Virgin and child between S.S. John and Ca-

S

! Vide antea, Stajrnina and Vite,
2 In the originfnl record in
B. Procolo in (iwmpi, P.p.

117 and 145,

8 Ibid. p.p. 9394, 145160
I 511 145~16
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therine! He is recorded in 1368, and supposed to have been

in Florence in 1373.2

Filippo di Lazzaro is also noticed

at Pistoia in 1380 as labouring at S. Jacopd.®

. Passing from' these empty names the student stumbles
upon another local artist, Giovanhi di Bartolommeo Cris-
tiani described by Vasari as a pupil of Cavallini and noted
in the records of his native place as of the *“Anziani” in

1374. %

It is conjectnred by Ciampi, that he was employed

in the Campo Santo of Pisa in 1382,° proved, that in 1390
he painted a Virgin and child between 8.S. Nicolas and
John the Baptist in the Oratorio dei Nerli at Montemurlo, and
supposed that he is the author of a Madonna in the church

of the Umigliati at Pistoia.

His latest work now destroyed,

was the deccoration of a church in Pistoia called the “Dis-
ciplina dei Rossi” commenced in 1396, completed in 1398 at
the rate of eight and five gold florins per compartment.’
The subjects were the genealogy and life of the Saviour.
Deprived of these examples we turn to an altarpiece, of old

authenticated with Cristiani’s name,?

now in the sacristy of -

8. Giovanni Evangelista of Pistoia and inscribed:
_‘“Hoc opus fecit fieri prbr Philippus Simonis Franeisci p.
aia Die Lambre, sororis ejus A. D. MCCCLXX."

8. John Evangelist, bearded and austere in features,
. sits enthroned in a noble attitude with a pen. and book,
guarded by two angels who support the corners of the
drapery on .which his form is relieved. Angels of a
gentle air, playing the lute and viol, occupy the ground in

front, and a nun and priest

kneel at the corners. Some-

thing in the angels akin to the softness of Orcagna, might

suggost that Cristiani studied that mastor.®

-may guide the spectator to

This altarpiece
the name of the artist who

really cxccuted the frescos in the chapel of S. Ijodovico
at S. Francesco of Pistoia assigned to Puccio Capanna.?
This may be Cristiani, whose style can likewise be dis-

1 Ibid. p. 106.

2 Ibid.

3 Ibhid. p. 107.

4 Tolomei. ub. sup. p. 162.

5 Ciampi &e. p. 117.

S Tolomei, ub. sup. p. 163.

7 Ibid. p. 102.

8 Four little compartments adorn
each of the side panels, the* four

upper ones being in a ruder and|.

feeblerstyle than that conspicuous

’

in the remainder. This picture
was once in the middle 6f the
church of 8. Giovanni and muist
not be confounded with one in
the vestibule of the sacristy by
another hand more impressed with
the peculiarities of Taddeo. Vide
antea, T. Gaddi.

¢ Boo antea, Puccio Capanna.
p- 379. .
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cerned in some of the frescos in the ex-church of S. An-
tonio di Vienna, now a private residence in Pistoia.l

Cristiani is supposed? to have painted in the cathedral
of Pistoia and in the Palazzo Vescovile. He is the author
of the design for the silver altar of 8. Jacopo.3 )

Prato, also, where many pictures of the Florentine
school exist, had some local painters.

One Bettino” who in 1312 pictorially illustrated the theft
of the Virgin’s girdle in the Pieve, and painted frescos in the
canonry of S. Tommaso,? and who, in 1360, received pay-
ment for the “arms” of the “Consoli di Giustizia,” Guido
who in 1330 —1340 painted certain frescos in the house of
the “Conservator”’ of Prato,® Migliore.di Cino and Giovanni

d1 Lotto who were Pratese painters in 1348.°

1 No. 355. Piazza S. Domenico. |

In the upper part of this build-
ing the original ceiling of the
. church is divided by partitions
erected to form the space into
rooms, One part represents Christ
in glory and paradise with the
gigns of the Zodiac, and is
executed in soft light tones with
the types and drapery of one who
studied the creations of Orcagna,
the profiles and outlines of figures
being similar to those in Cristiani’s
picture at S. Giovanni and the
frescos of the Cappella 8. Lodo-

vico. The rest of the paintings in
this place by a poorer painter
have been assigned, probably with
truth, to Antonio Vite. (See antea,
Vite.) .

2 Guida di Pistoia ub. sup. by
Tolomei, p. 13.

8 Ibid. p. 26,

4 Giornale Stor. degli Ar-
chivi Toscani. Vol. IL p. 248,
and Calendario Pratese.
Anno 1360. p. 102.

5 Calend.-Prat. p. 103,

¢ Ibid.
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CHAPTER IX.

PAINTERS OF VERONA, PADUA, MILAN, AND
. VENICE.

North Italy, perhaps under the irfluence of Venetian
examples, continued to cultivate the artistic forms and
methods of past ages long after the degenerate Italo-
Byzantine style had been discarded or improved by the
schools of Florence and Sienna.® The powerful families
of the Carrara and Scaligeri enticed Giotto to their courts, -
where ‘the great Florentine might have roused the emul-
ation of local painters and spread the seed of Tuscan
art. Yet throughout the Lombardo-Venetian territory we
seek in vain for traces of the Giottesque manner;
‘and a solitary example at Colalto only reveals ‘the
mixture of the old Venetian with the style of the later
Gaddi. Giotto resided long at Padua, without leaving
behind him a single artist to continue his manner. We
may admit that he visited Verona, and gave Alboin
or Can Grande occasion to.admire the greatness of his
genius; but his example produced no imitator; and the
‘capital of the Scaligeri still betrayed a painful barrenness
after the lapse of half the fourteenth century. Verona
had followed the same decline as the cities of central
and South Italy. The curious traveller may note in S.
Nazaro e Celso a.baptism of the Saviour produced in
the ecarlier ages of Christian art, in the crypt of San
Fermo, near the high altar, a syren, painted after the
fashion of the primitive times, fragments of figures dating
as far back %as the twelfth century, and a deposition from
the, cross ®on a pilaster in which the Redeémer’s feet are
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nailed separately to the cross according to the habit of
the thirteenth. A crucifixion, in S. Zenone,! with the
Saviour in benediction above it, and the Virgin and S.
John at the sides is a fresco of less antiquity than local
writers suppose, but is of the first half of the fouiteenth
century, having no doubt been commissioned by the friar
whose kneeling form appears in miniature as its base. “The
state to-which local art was reduced in 1360, is betrayed
in the curious and defective Trinity, - coronation of the
Virgin, and Saints in the Pinacoteca-of Verona, inscribed:
“QOpus Turoni 1360,”

" and rudely painted’ with dark and unpleasant colour.
If it be denied that this Turone be' a Veronese, one
may turn again to S. Fermo and contemplate a cruci-
fixion above the door, in the same manner, assigned to
Cimabue, but clearly of'the close of the fourteenth cen-
tary. Other proddctions of a similar kind, both in this
and other churches, convince ‘us of the: low state to
which painting had. been brought. Suddenly. artists
sprung into notice whose  qualities were. those of the
Giottesque school, and whose masterpicces were sought
"not only at Verona but in Padua. Great obscurity
dwells upon the birth and career of these painters, but
Vasari affirms,

That Aldigieri da Zevio, the familiar of the lords della
Scala,” was of Verona, where he painted, besides many
other works, the great hall of the palace, deplctmg there
*the war of Jerusalem as described by Josephus, in. which
he showed great power and judgment, placing one episode *
upon each wall surmounted by an upper frieze filled with
medallions, containing, it was thought, portraits of celebrated
men of the time, and partieularly many of the Scaligeri.
Aldigieri displayed not merely judgment in this work but
ingenuity, having given due consideration to all points of -
interest in the representation of battle scenes. His colour
has been well preserved and amongst the portraits of
lettered men is one of Messer Francesco Petrarca.”

“Jacopo Avanzi, a Bolognese painter, adds Vasari, was

! Inside the chief portal and to its left as one enfers.
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Aldigieri’s competitm, and above the foregoing paintings,
" he executed in fresco also two beautiful triumphs, with
such art and in such happy style, that Maritegna praised
them as rare productions.”’!

To the great distress of the:inquirer none of the fres-.
cos thus described by Vasari exist, but, having disposed
of Aldighieri’s and Jacopo Avanzi’s works at Verona, the
Aretine contidues: :

The same Jacopo together thh Aldighiero and Sebeto
(he means Aldighiero da Zevio?) painted in Padua the
chapel of 8. George.... the upper part of whose walls’
were decorated by Jacopo, whilst, lower down, Aldighiero
represented scenes from the life of S. Lucy and a Cena-
colo, and Sebeto (no doubt. still Aldlghlelo) stories of S.
Giovanni.’3 .

A century carlier than Vasan’s time, Michael Sa.vo-
narola wrote a description. of the art-treasures in Padua,
assigning, — 4o Giotto, as the author of .the frescos in the
Scrovegni chapel and the.Santo, the first rank in the
hierarchy of Paduan art, — to Jacopo Avantii Bononiensi,
painter of the chapel of S. James, the second place, — and
to Adtichiero of Verona, the third for his decoration of
the chapel of S. George.t Yet Savonarola, positive as
his testimony appears, receives correction from the family
records of the Lupi family, published by Michel-Angelo
Gualandi,® — in which we find the contract signed on the
twelfth of February 1372 between Messer Bonifazio Lupi
and the architect Andriolo of Venice, for the building of *
the chapel of 8. James, — the accounts of .the expenses
up to 1379, and amongst them' one item, being a pay-
ment, in the last named year, of 792 ducals to Maestro

1 Commentariolus ub. sup. De
Vas. Vol. VI. p.p. 8. 9. Laud. Pat. Lib., I ap. Mpura_
2 Considering Sebeto which i {tori, scriptores. Vol. 24, p.1170,

latin for Zevio and the name of . .
.8 place to be the name of an 8 Gualandi. Memorie ori-
-artigt. See on the point Lanzi, ginali Ftaliane ubi supra.
ub. sup. Vol. II p. 76. aer VI. p., 185, and: I:ia(%fe
3 onzati’slllustrazionidells
Ibid. p. 91 Vas. Vol VL Basilica di 8. Antonio di Pa-

4 Michaelis Savonarolee|dua. P. CVII, Doec. CIL
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Altichiero for the painting of the edifice. Bonifazio Lupi
Marquis of Soragna is thus the founder of the chapel of S. -
James afterwards consecrated to S. Felix, when the bones
of that sainted Pope were carried thither in 1504; and the
painters of the chapel, are. Altichiero. and his assistants.
The Anomino, edited by Morelli, states- that the artists
employed were Jacomo Davanzo, a Paduan, Veronese, or
."Bolognese (he wds not so sure as Savonarola and Vasari,
where Avanzi was born), and Altichiero Veronese;! and
his opinion is followed by Brandolesi,? Lanzi,? Kugler,4

Ernst Forster,® and others.

The chapel has a groined roof spanned by two arches,
between which and the end walls three large lunettes
open out. The sides of the chapel, however, rest on six
columns forming five arches with medallions in the span-
drils, and all adorned with paintings on one side, whilst
on the other the arches open into the Basilica of S. An-
tonio. As the visitor enters from the latter he finds be-
fore bim three central arched compartments devoted to
the crucifixion. In the middle one, the Redeemer on the
(1085 is bewailed by a flight of angels, and his agony is.
watched by the usual soldiers on horseback, priests to
the left, and soldiers to the right. In a landscape at this
side, interested spectators watch the guards dicing for the
garment. On the left, the Virgin has fainted in the
arms of the.Marys, and the procession of spectators
‘moves to and fro on the road to Jerusalem, a well ordered
and pumerous multifude of riders, and males and females
on foot.® The legend of S. James the Elder is 1llustrated

1 Anonimo ed Morelli. Bas: | who was ‘burled here in 1380
sano 1800. ub. sup. p. 5. (Anonimo, ub, sup. p. b), is
2 Brandolesi, ub. sup. p. 29. | let into the wall of the compart-

3 Lanzi, ub. sup. Vol. IIL |ment to the right of the cruci-
p.p. 12. 13, who confounds, like | fition, and a wish, a hope seems
Vasari, the Paduan Jacopo with | expressed for his future bliss, by
’ Jacopo degli Avanzii and Jacobus | the symbolical subject pamted

Pauli, e above his tomb: the resmrrection
4 Handbook of Ttalian painting, | of Christ standing with the banner
Murray. ’ in bis sepulchre between two

5 Kunstblatt No. 3. anno 1838, { angels. A tomb likewise let into
® The tomb of DBenifazio Lupi|the wall in the compartment to
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in the six Tunettes at. the sides and a double course at
" the ends of the chapel, the first episodes beginning 4in
the lunette of the East end or to the spectator's left as
he. enters.

Three scenes fill this space. S. James preaches in the
pulpit of the temple of Jerusalem to-a crowd of men and
women; whilst on the left the magicians Hermogenes and
Philetus confer as to the means of combating his doctrines.
On the right, Hermogenes is carried away by the fiends,
and a crowd flies in terror from the spirits that surround
them. Continuing the subjects on the- lunettes of the South
side, the painter represents the apostle revealing the
divine nature of his mission by ordering the fiends to bring
him Hermogenes and Philetus. Hermogenes appears at his
invocation carried down by a dragon, and, throwing away
the magical books which perish' in fire, he is baptised, whilst
- the unbelievers retire to accuse S. James: Next comes the
saint, bound and led to death.. One of the executioners falls -
at his feet asking for pardon and baptism. He shares the
fate of the doomed apostle and awaits with him the stroke
fromeone more hardened than himself. The legend proceeds
to declare that Hermogenes and Philetus took the body of
S. James, put it on board of a ship which, steered by an
angel, came to the coast of Spain. The painter depicted in
-the third lunette of the South side the ‘boat, guided by ‘the
angel, then the placing of the body on a grave stone, and
thirdly, the disciples asking permission of Lupa the owner
of the castle to bury the saint. Hermogenes and Philetus,
who have thus honoured the apostle, are, in the Western
lunette, led before a judge and sentenced to prison. In
the next lunette, the- prisoners with their guards are thrown
by the fall of a bridge into the stream, and are saved by
an angel froin drowning. Again they appear with the body
of S. Jameés before Lupa the owner of the castle near
which the landing took place, and she orders the funeral

L]

the left of the crucifixion, is in
honour of Rolando, Mersilio, Pietro
and Dandolo di Rubeis dukes of
Parma, with the Pieta painted
ahove it. The angel and Virgin
annunciate, a female saint, two
friars and a saint in .episcopals
fill the medallions of the spandrils.
Similar spaces in the two arches
spanning the groined roof gc:ntain

figures of saints, and in the centre
of the diagonals above the cruci-
fidion, is a painted relief of the
Saviour surrounded by the sym-
bols of the four Evangelists.
Saints likewise adorn six medal-
lions inthe spandrils of the arches,
through which the spectator looks
out into the Basilica. .
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car to proceed, drawn by two ‘wild bulls. The fuuous ani-

- mals, however, are tamed by the sign-of the cross, and (in
the last lunette) Lupa, converted, receives the rite of baptism
and surrenders ber castle to the service of God, to be made
holy by the remains of the apostle.” A second and lower
course of frescos on the west wall is ruined, and vestiges
only remain of a S.-Cristopher. A similar course on the
East wall represents the posthumous-miracles of the saint,
his appearance to Rainero king of Oviedo, with a promise
of victory over the Moslems; Rainero, on his throne, rela-
ting the vision to his courtiers; — the battle, with the king
in prayer in the centre and S. James hovering over the
field to witness the discomfiture of the unbelievers. Nine
carved stalls surmounted by tabernacles in the arches of which
a painted saint is placed, are ranged along the base of
the Western wall, seven of the same along the Eastern.

It is very much to be regretted that this great series
of frescos should be damaged by restoring, and thus pre-
vent a certgin analysis of the difference between its
various parts. "Altichiero, as the records show, was_the
painter of the chapel, but he had assistants, and one of
these may have been Jacopo Avanzi. But, as there are
no certain productions either by the latter or by Altichiero,
it is very diffieult to assign to each his sharec of the-
labour. In general, it may be" just to affirm that the
crucifixion with its attendant scenes is the most perfect
production in the chapel, that the least so are the scenes
on the Western wall, all of which are injured and restored,
ahd those of the Eastern which are the poorest, most
damaged and restored of the series.! As regards the
lunettes of, the North and South sides, they all seem by
one master, though differing as to merit, in a proportion
too, slight to be defined in words. Judging of them as
compositions, they appear to have been created by one
person, as indeed the conception of the whole series seems
to be one. Altichiero therefore is the painter of the.
crucifixion. which is the most important part, and that
nearest the spectator; but in comparing it with the six

! This had already struck the Anonimo, ub. sup. p. 6.
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lunettes of the North and South sides, it is well to re-
member -that the latter are in better preservation than
the former. v

To say that the cappella S. Felice is the noblest mo-
nument of the pictorial art of the fourteenth century in
North Italy is not an exaggeration. Tis. frescos contri-
bute to assign a high place in history to the paimters of
Verora. In none of the Northern seats of art had any
mastér combined in so great a measure the true Giot-
tesque maxims of composition. and distribution. No
"artists, except the greatest of the Florentines, had
done better. In harmony ‘with the grandeur and simpli-
city of the conception and arrangement, the natural for-
mation of the groups, ‘the individual character of figures
and expression of faces, justify the highest admiration;
yet the painter was shackled  in the attainment of a
greater perfection by his inability to idealize type or
form, or rescue it from a stamp of realistic imitation.
But for this absence of quality and an occasional defi-
ciency in the drawing of form, the ease with which the
figures are set in motion, the simple waving lines of
draperies, and a certain ability in the production of relief -
would have left a still stronger impression. Soft tones,
carefully and minutely finished, charm the eye, not merely
by .their ha1mony, but by a cerfain atmospheric modi-
fication in théir use at the divers planes represented.
Glazes giving force and transparence to the flesh tints
are applied- with skill. A tasteful gaiety and brightness
are combined in the harmonies of vestment coléurs. The
distances of* country or architecture, though imperfect,
were not in the painter’s mind so much a subordinate
feature as to justify absence of proportion or triviality
of object.

The Redeemer on the cross, though softly expressive
and thoughtfully conceived as to position, reveals the
qualities and betrays the defects of the artist. Whilst
the form is well and carefully imitated fromi nature, it
reveals no effort to seek out a combination of perfections.

-
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" The reverse of this, indeed, is apparent, for the muscular
body has -less than the average height. The limbs and
articulations are studied, but like the handg.and feet are
-somewhat coarse. In'the face the expression of bodily
suffering is apparent from the contraction of the brow, the
-coarseness of an extensive nose, and the fided aspect of
the whole mask. Force and emergy may be seen in the
damaged angels of the crucifixion without the combination
of elegance and grace peculiar to those of Giotto in the
Arena hard by.- Nothing can be truer or more natural
than the fainting Virgin,! the multitude returning to Jeru-
salem, the dicers surrounded by interested spectators.
There is invention of incident or a keen observation of

- pature in its daily garb. Expression is true and to the

point, but the ideal and a noble choice of form were gifts .

not possessed by ‘the artist.

Such being the qualities of Altichiero, it becomes doubly
interesting to. ascertain what share he may have had in
. other works at Padua, and one turns necessarily to the

frescos in the cappella 8. Giorgio rescued from the dust
of centuries by M. Ernst Forster' twenty five years ago
and restored by him, if not to their original brilliancy

.and beauty, still to such a state as enables the spectator
to admire and analyse them with fruit. .

The opinion of Vasari has already been quoted respect- -
ing these frescos, that of Savonarola also. Campagnola
whose letter to Leonico Tomeo is known by fragments
only, is quoted by the Anonimo edited by Morelli, who
repeats Vasari'’s opinion;? but in doing so he calls
Avanzi “Padoano,” whilst Rizzo3 prefers' Savonarola’s
authority and gives the frescos to Altichiero alone. Bran-
dolesi affects to be able to distinguish between the works

- of Avanzi, Altichiero and Sebeto,? .the latter being no
other than. Altichiero himself. Lanzi playfully confounds

1 The group of the Virgin is 16“l centary.

injured. 8 Rizzo in Anon. p. 6. ub.
2 Anonimo ub sup. .p. 6. and |sup.

10t. Campagnola . wrote in the| 4 Brandolesi, ub. sup. p. 53.
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the chapel of S. George with that of S. Felice.! XKugler
follows Mr. Ernst Forster in the opinion that Avanzi
is- the only painter of the cappella 8. Giorgio,? and the
Marchese Selvatico translator of the latter joins issue
with him in favour of Altichiero.? The commentators of
the last edition of Vasari are of the opinion held by Cam-
pagnola and Rizzo;* and finally, Bernasconi and Laderchi®
complete the list of somewhat angry disputants who
poison their debate with the further question as to whe-
- ther Jacopo Avanzi is identical with Jacopo degli Avancii
and Jacobus Paoli of Bologna. It has already b'een stated in
these pages that Jacobo degli Avancii of Bologna and
Jacobus Paoli are two persons. It will be admitted by
artists that the frescos of S. Giorgio and the érucifixions
of Jacopo degli Avancii of Bologna are creations of
two veéry different hands; a.nd for such the debate will
have no interest. . .

The cappella 8. Giorgio situate near the Basilica of
S. Antonio at Padua, was projected and erected in 1377
almost simultaneously with the cappella S. Felice. . A
graven inscription above the portal -declares that Raimun-
dino dei Lupi of the Soragna’of Parma (brother of
Bonifazio) caused it to be raised to the meémory of him-
self, his parents, his brothers and -their descendants.
Rmmundmo, however, died on the 1%.of Dec. 1379 and
Bonifazio, by whose orders. Altichiero had -just finished
the cappella 8. Felice ecarried out the wishes of his bro-
ther, by causing S. Giorgio to be adorned with paintings.

- It would have been strange indeed, if having secured for
his own chapel the services of one so able as* Altichiero,
he should hesitate to confide the decoration of his bro-
ther's to the same able hand.® Though dedicated to S.

" 1 Lan zi, ub, sup. Vo], IL|and Lader(,hx, Risposta al Bernas-

p. 76. ‘coni.in Tom. VIIL of Opuseculi.
18’:3 Vide Kunstbla.tt No. 6. Modens, dated Ferrara 1860.

3 80 1846. Padua. 6 Sce Gonzntl ub. sup. Il-
* 4 Vas, Vol. VL p. 109.- lustrazioni della Basxllcu

® Bernasconi. Studi, Verona 1859. {4i S. Antonio. Vol. I. p, 39.

«



EARLY CHRISTIAN: ART, Cuap. 1X,

240

George, the chapel is illustrated not only with incidents
from his life, but from those of the legends of S. Ca-
therine and S. Lucy. The side walls to the left of the
entrance divided into a double course of four, is entirely
devoted to the first saint with a votive fresco representing
the members of the Soragna family before the Virgin
and child; the wall to the right, with its upper course,
to S. Catherine, its lower to S. Lucy, the end opposite
the portal to the crucifixion, that in which the entrance
is pierced to five scriptural scenes; the annunciation
(lunette), the adoration of the shepherds and of the
Magi, the presentation in the temple and the flight into.
Egypt. In the waggon roof are the four Evangelists and
doctors of the church; medallions of saints i each of
the three windows piercing the. long sides of the chapel.

Damaged, as these paintings have been since they were
abandoned to the vicissitudes of weather, spoilt as they
are, because the chapel ha,vmg been used as a prison by
-the French at the close of the last century, was left
without window sashes, and because damp altered the
colours, or caused the intonaco to drop, still enough
remains to show that the spirit, the composition and exe-
cufion are the same as in the frescos of San Felice.

The whole of the wall, at whose base the altar stands,
is filled with the incidents of the crucifixion, the Saviour
being represented between the thieves whose arms are
thrown over the horizontal limbs of their crosses.! . The
multitude, below, is divided into three great groups on
foot and horseback.2. The scene, differently represented

- 2

! The soul of the repentant is
taken by ang angel® to - heaven,
that of the wunrepentant by a
fiend to Hades, whilst an angel
threatens him with his sword.
Six angels, whose action recals
the power and energy of Giotto,
wail about the head and arms of
the Redeemer.

2 On the left, the Virgin, ha-
ving swooned and fallen, is raised®

from the ground by the Marys;
one of them lifting her head with
great tenderness. To the right
of this group, the Magdalen,
kneeling, looks up to the Saviour,
Clevgr contrasts of feeling and
expression are noticeable in the
laughter of a female in rear of
the Marys and Virgin, and in the
gravity of those who appear in
the distance converted by thes
mournful spectacle.
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from that of S. Felice, becatise of the altered condition
in the arrangement of the space, is still composed accord-
ing to the same laws and executed in the same spirit.
The type of the Saviour, adopted from the school of
Giotto, is similar in form and character +to that in S. -
Felice, -and may be said to have been lined from the
same original drawing. It would be difficult to criticise
the frescos of S. Giorgio otherwise than those of S. Felice.
Yet in some parts of the former, perhaps, a greyer and
more abrupt method of colouring, a harder outline may be
noticed. Above the crucifixion, the Saviour on a throne
with the Virgin, gives her the crown of glory in a choir of |
angels. It may be needless to detail the subjects on.the
opposite wall, which are the forerunners of the crucifixion;
we may note, however, how, opposite the coronation of the
Virgin, the painter has placed the annunciation, the Alpha
and Omega of the Madonna’s life, and remark that in the
adoration of the Magi and flight into Egypt, a Giottes-
que feeling. prevails. The episodes of S. George begin
on the Kast face in the upper corner nedr the’ annun-
ciation as follows: : :

The King and Queen look from the "battlements of a
city, — their daughter from a shorter distance, — at 8. George
killing the dragon. All are baptised in front of a church,
in the second fresco of the series, by the hero of thé
legend. Nothing can be richer than the composition, in’
the centre 'of which the king kneels with the crown in his
hand as 8. George pours the water over his head. The
Queen and her daughter are at his side, females behind,
courtiers and people about. Beneath ‘the first fresco, S.
Goeorge appears drinking the poisoned cup tendered to him
by the magician Anastasius. Beneath the second, his mar-
tyrdom by the wheel is depicted, the moment being that
when the saint, having been.stretched naked on "the in-
strument of torture, it drops asunder at a touch from the
wands of two angels; and as he looks up, praying with
joined hands, the fragments strike down one of the tor- -
turers, startle another, and frighten or astonish the sur-
rounding groups of magicians, officers .and people. In the
distance, 8. Greorge appears before Diocletian unhurt by the
torture, and baptises two prators convinced by the miracle. The

voL. IL . 16
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Emperor,"an,xious now to save the saint’s life, ordered a
solemn ceremony to take place before the temple of Apollo,
hoping that St. George might be induced to retmrn to the
worship of the gods. St. George on the contrary prayed
on his knees for the overthrow of the idol, and’the fall of
the temple: and this scene the painter depicts in the
third compartment of the lower course. But this fresco is
seriously damaged by an eruption of salt, and the fall of
a large portion of the intonaco at the left hand corner.
By its side is the final episode of the series, the saint’s
decapitation, where S. George, prostrate in prayer, awaits .
the stroke of the executioner who stands with arm uplifted,
awaiting a signal from one who with bending frame stands
behind the saint and appeals to him to abjure his ewor. A
*curious child near this figure, a circle of soldiers with lances
¢omplete a composition alike remarkable for decorum and
feeling, for true action and gentle ‘expression, and for har-
monious colour. Above the two last mentioned scenes, the .
Virgin and child in profile receive the homage of the family
of Soragna, Rolandino and his wife Mathilda, kneeling first
under the protection of their patron saints; their sons
under similar escort, being Montino, Guido, Bonifazio and
Antonio; their nephews, Antonio, Simone and Folco, and
last, under the guard of 8. George, Raimundino the founder
of the chapel. Of old the statues of these members of the
Lupi adorned a sarcophagus in the middle of the chapel.

The four frescos of the upper course at the West side
are devoted to the legend of S. Catherine, in which the
painter repeated the episodes already illustrated by Ma-
saccio in S. Clemente of Rome.

The first, which is hardly visible, is ‘the refusal of Ca-
therine to worship the idol, whilst her companions kneel
before it in adoration. In the second, she convinces the
philosophers, whose conversion is shown by their attitudes
and by the surrender of their books which they have thrown
into a fire. In the third, an attempt is made to torture her
with thé wheel, but lightning from heaven and the wand
of an angel break the instrument. The painter being under
the necessity of varying the same incidentwalready depicted
in the martyrdom of 8. George, represents S. Catherine kneel-
ing, between the fragments of the wheel, whilst in the upper
story of the palace the Emperor looks on. Last is the be-
heading, and a distant episode of angels awaiting the saint's
death to take lher soul to paradise. The lower sorids re-
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presents S. Lucy before ' a Roman preetor, séntenced to
death for her refusal to abjure. &'he next composition is fine
and animated. On the left, S. Lucy with joined hands.and
looking up to heaven, thh an expression of gentle repose
and confidence in her upturned face, stands bound; and
the rope wound round her form is fast to a-team of six
oxen, goaded by drivers in animated action. A figure behind
the saint pushes her-forward, another tugs at the rope, and
a third, in the centre, 1mplores her to move.! The crowd
in surprise are converted by the miracle, for the will of
God has enabled S. Lucy miraculously to withstand the
efforts of her persecutors.- "The scene is in the court of an
edifice built out into wings, in one side of which two per-
sons appear in converse. It is a fine and well distributed
composition where the human form is not better delineated

.

than that of the brute creation, where progress is visible in -

the details of an alchltectuxe tasteful in style and studied
in detail.

A third fresco is devoted to the martyrdom of S. Lney -

by burning oil at the stake. Her intended punishment
being miraculously inefficacious, the executioners deprive her
of life with their knives.

In the last compartment, the martyr lies on a stretcher
in an interior, watched by a crowd, & part of which is
in prayer; and one of the figures. to the left wearing a

cap is said (one may ask on what authority) to be a
portrait of ghe painter whose name once existed on the
border of the frame. Of this inscription, which is now
illegible, it is sufficient to say that Mr. Ernst Forster af-
firms? having read “Avantiis” or “Avantus Ve .. .” whilst
the Marquis Selvatico read ‘“Jacobus”. The question thus

remains in obscurity and reduces itself to this, whethér .

-.the Jacopo or Avanzi, supposed to have inscribed his

name, is of Bologna or Verona, and whether the frescos
are by him or by Altichiero. The. only test is that of com-
position, distribution, execution, and colour; and of these
it is, enough to repeat that they are 1dentlcal with those
of the Cappella S. Felice, and that the diversity of hands

! The group of the saints with]in London. The drawing is mas-
8 figures and traces of architec-|terly and freo.

ture drawn with point on vellum
is in possession of Mr. Robinson 2 Kunstblatt, No. 6. 1838

. 1(; 4t
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to be traced in the carrying out of different parts, is the
same in both buildings. The fresco of the decapitation
of S. George displays the same execution as that of the
crucifixion at S. Felice, but the fresco of S. Lucy dead
. on her streteher has the greyer tones, the harder outlines
of the inferior paintings in_the other chapel.

Whether the Jacobus or Avanzi of 8. Giorgio be a
Veronese or a Bolognese is of little interest. It is im-
portant on the other hand to determine to what school
he belonged. This can only be done hy comparison be-
tween the frescos of Padua and others at Verona and
Bologna. An opportunity shall presently” occur to prove
that the Paduan frescos of S. Giorgio and S. Felice are
similar in character to others assigned to the same bands
at Verona, and that -they disclose the style of painters
whose manner was inherited soon.after by the later artists
Stefano da Zevio and Pisanello. A record proves that
Altichiero was capo-maestro at S. Felice, and there is no
doubt that he was a Veronese painter. If his assistant
Jacopo had .been a Bolognese, he would probably have
exhibited the manner of the painters of that country;
but whatever part he may have taken in the-decoration -
of the two Paduan chapels, he did not betray a spark of
Bolognese character. It is therefore obvidus that the
Avanzi of Padua was not identical - with Jacopo de’
Avancii Bononiensis, whose crucifixion in the Colonna
gallery at Rome has been noticed; nor is it less clear,
that, supposing the two Jacopo to have been Bolognese,
neither of them can be admitted to have lost the style
of his school so as to transform it into that of the Vero-
nese artists. As for Ja,cobus Pauli, he is a fortiori out
of the question.

Turning to the Library at Padua, where "detached frag-
ments are preserved of frescos which, according to«Mo-
relli’s notes to the Anonimo, or rather according to Cam-
pagnola and Rizzo whom he quotes,! were executed by

! Anonimo, ub. up. p. 30.

.
-
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Altichiero and Avanzi, no new light is thrown on a con-
troversy that has occupied so many pens. Campagnola
says. that “Jacomo Davanzo” painted, on the left hand
in the hall, the captivity of Jugurtha and the triumph of
Marius. - Altichiero and Ottaviano of Brescia, says Rizzo,
confirmed in this by Michael Savonarola,! were the
authors of these subjects, and of several portraits of
Roman Emperors. Petrarch and Lombardo delld Seta,
adds the Anonimo,*had also their likenesses there.? Un-
fortunately the formless fragments of these works preclude
mediation amidst such conflicting opinions. On the other
hand, a fresco in a niche above the tomb, in a_chapel
to the right of the choir at the Eremitani of Padua,
is' striking as 1eca]11ng the manpner of Altichiero and
Avanzi. It represents the coronation of the Virgin,
with two kneeling captains in armour on each hand, intro-
duced. by their patron saints, — the angel and the Virgin
annunciate at the sides of the recess, all of which have
the character of the best frescos in S. Felice. Wall-
paintings of some interest in’ this inquiry are still pre-
served in a porch leading into the lateral portal of ‘the -
ex-church of S. Michele at Padua. One.of them is an
adoration of the Magi in which, accordmg to tradition,
the persons behind the Magi are members of the family
of Carrara.® Above these scenes, an ascension “of the
Saviour is - reminiscent of the same subject by Giotto at
the Scrovegni. Finglly,  above the portal, a Virgin and
angel annunciate, with the quaint additions of a cat and
a fowl, complete the number of frescos in the locality.
Remains in a court of the same building represent the
stoning of Stephen and a Virgin covering a multitude
with her cloak. These are all paintings by one artist
whose name may be revealed by the following inscription
on a stone in the porch:

’Commentanolus ub. sup.| ‘3 In the distance is the angel
in Muratori. Scnpt Vol. 24. | announcing to the shepherds, and
p. 1176: the flight into Egypt. Another re-

2 Anonimo, ub., sup. p. 30. |presents the descent of the Holy
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“«MITL.ELXXXXVII a di otta.vo del mese Septembus N

pmx1t qiie genuit Jacobus Verona ﬁgulas.

No doubt the composition of the frescos is very much
below that of the S. Giorgio paintings, yet some figures
recal those in the chapel of Raimundino Lupi, and, more
interesting still, are executed on the same technical prin-
ciple. t They are clearly by one who. followed the school
of the painters of S. Giorgio and §. Felice. We may
suppose that the Jacopo Veronese, whose name is here
inscribed, is Jacopo Avanzi who undertook the decoration
of ‘the church of 8. Michele, but entrusted a part of the
work fo assistants. Their comparative inferiority would
. thus be accounted for.” Or the same Jacopo Avanzi was
really inferior to Altichiero and shows his feebler talent
alone in S. Michele, thus inducing the belief that he was
a subordinate at S. Felice and S. Giorgio. At all events
the paintings of S. Michele have a family likeness to
those completed for the Lupi, and none to the wmks of
Jacopo degli Avancii at Bologna.

In conclusion, it may be said that the painters of S.
Felice, S. Giorgio and S. Michele are all of one school at
various degrees of perfection, dnd that that school is of.
Verona, not of Bologna. The character of the painters
of S Félice and S. Giorgio is that of men who might
have issued from the atelier of Giotto. ,Their masters
are unknown, nor is it possible to suppose that they rose
under the tuition of such men as Turone or his cotem-
poraries whose works have been noticed at Verona. The
student.is therefore tempted to place more confidence,
than he otherwige would, in the assertion that Giotto
visited Verona. Yet it is not the less strange, that the
painters of Padua, at the close of a century in the first
years of which Giotto produced such great works, should
be Veronése and not native Paduans. Though Verona
can , 10 longer boast of the masterpieces which Vasari-

Spirit, a third the funeral of the | traits of Bocecaccio, Petrarch, and
Virgin containing, it is said, por- | Pietro di Abano.
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assigts to Altichiero and Avanzi, its edifices still contain
frescos which display their style, and in particular that
of the former. Of this number is 2 "votive Madonna
above the tomb of Federico Cavalli in the’chapel of that
family at S. Anastasio. The Virgin, enthroned with the |
infant, receives the prayers of three captains in armour
presented to her by S. George and two other saints.
‘The work is in the manner of Altichiero, more so than a
fresco 'in the same chapel representing - a miracle from
the life of S. Gimignano. A wallpainting™of the same
class decorates one of the rooms in the Palace on the
“Piazza de’ Signori” and represents the Virgin and
child between S. James and S. Apollonia and a saint in
episcopals. d

A wotive fresco-of the Virgin W1th 8 donor presented by
patron saints, like those of the Lupi at S. Giorgio of
Padua, adorns a space in the upper aisle to the right in
S. Zenone, — reminds the spectator of the poorér frescos of
Raimundino Lupi’s chapel, and reveals a point of contact,
as regards technical execution, with the frescos of S.
Michele of Padua. Yet this fresco bears the inscription:

“Petrds Paulus de Capellis de Vemna monacus abatialis
anno 1397.”

A year ecarlier, one Martino completed the pictorial
.decoration of a pulpit in S. Fermio with frescos of pro-
phets and saints, handled with some talent, designed with
care, and coloured in warm and well fused tones. They
disclose a pa.mter of the mixed style of Altichiero and
. Stefano da Zevio, and were ipndeed assigned till quite
lately to the latter until the following words were dis-
covered on the cornice of the pulplt

»Opus Martini.”
"If this should really be an artist’s name, it occurs for the
first time i the history of Veronese art; and he was a
cotemporary of Altichiero and Jacopo A fresco in the
same manner may be noticed in a recess above the out-
side of the S. Fermo-portal. It is thus -obvious that
Veronese edifices are decorated with paintings in the
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character of those which form the attraction of various
Paduan churches and chapels, and that we possess the
necessary means for distinguishing the Veronese school
from that of Bologna. The peculiarity of the former is
the impress of great Giottesque -maxims more sharply
and durably stamped upon them than on others in Ttaly;
and its taste for colour, characteristic not only in Alti-
chiero, but in Stefano ‘da Zevip and Pisanello. This
quality was indeed cultivated by the two last to the de-
triment of the severe laws of composition. At Padua,
however, Veronese artists were not the only strangers who
painted in the Giottesque manner at the close of the
century

Giusto Johannis,.of the Menabuoi-of Florence, is ob-
viously ‘a comrade of Agmnolo Gaddi, of the schoel of
Giovanni da Milano, and his name appears in the register
of Florentine painters, in 1387, as “Giusto di Giovanni,
popolo S. Simone.” He was made citizen of Padua in
the lifetime of Francesco da Carrara,! and seemed fitted
to claim some of the support extended to the Altichiero’s
and Avanzi’s. One of his earliest works, in a bad state,
lately in the hands of Dottore Fasi.at Milan,? bears the
inscription: .

“Justus pinxit.” Hoc opus fecit fieri dona soror Ixotta,
filia gdam dni Simonis de Terzago MCCCLXIII mésis Maxtii.”3

An equally authentic example -of the master is a trip-
tych belonging to the Ottinger Wallerstein collection at
Kensingten inscribed:

“Afio dni MCCCLXVIL - .

-

1 Vide the origindl record
in Brandolesi ub. sup. p. 281.
with other proofs of his
existence at Padua in the
Anonimo, ub. sup. p. 102.

2 Strada Ravello,

3 The Virgin enthroned with the
infant in her arms, has quite the
character of Taddeo Gaddi’s Ma-
donna in the Museum of Berlin,
an opinion easily maintainable
as regards the grouping, less so

as redards the fa.ce of the Virgin

which has been geriously dama-

ged and repaipted. (The blue

dress is repainted in parts.) The

same style is impressed on two.
medallions of prophets in the

spandrils of the niche. The Vir-

gin’s form is long and slender, the |
infantinteresting inhis white tunic

as he pulls at his mother’s veil.

A female at each side adores

the majesty of the Virgin.
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and behind the panel, in the character of the time:
Justus pinxit in......."!1
It is an altarpiece in excellent preservation .whose ¢om-
position and. execution fully® justify Giusto’s position
amongst the good Giottesques of Taddeo Gaddi’s school,

and whose gay, soft and well fused colour has a peculiar .

charm. Unfortunately the frescos assigned to him at
Padua are not authentlcated by his mname. Vasari's
authority ‘must be relied on for the, decorations of the
cappella Luca Belludi built for the Conti of Padua in
1382.2 The frescos have been so injured by Domenico
Sandri’s restoration in 1786, that little can be said with
confidence, except that they have a Giotfesque character
corresponding to a certain extent with that of the authen-
tic altarpileces previously noticed. Yet the Anonimo gives
them to Giovanni and Antonio of*Padua.® . Amongst the
subjcets, one is the crucifixion of S. Philip, in which it
is said that portraits of Berualdo dei Conti, Eccelino and
Guido his sons were introduced. Other episodes from the
life of 8.S. Philip "and James, from the legend of the
beato Luca Belludi, with half figures of the descendants
of Jesse in the spaces between the srches and cupola,
complete the total decoration of the chapel. The least
injured picture of .the series is the martyrdom of 8. James
killed by an executioner with .a club. Without going inte
details, one may admit that the painter was of the Flo-
rentine school and possibly Giusto. i
He was, if we credit Michael Savonarola, the author of
the decorations of the Paduan baptistery,? an edifice once

1 Some read the final word as
“Archa or Arqui”. It might be
“Aritld or Arezzo.¥ The Virgin
is crowned by the Saviour, between
six saints, two playing angels, a
cherub and serai)h in adoration.
Beneath this ard” 8.8. Paul, John
the Baptist, Peter, Margaret, Bar-
bara, and Catherine. On the left
side the angel Gabricl snrmounts
a nativity; on the right is the
crucifixion. On the outer side of

the wings, the expulsion of Jou-

him, the meeting of Joachim
and Anna, the presentation in
the temple, and the marriage

of Joseph and Mary are repre-
sented. (Exhibited at Man-
chester undar No. 288.)

2 Vide Padre Gonzati, ub.

sup. and Vasari. Vol. VL. p. 94.

8 Anonimo, ub. sup. p. 7.
4Commentariolus, ub. sup.

.

.chim and the angel comforting .
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completely painted inside and out. Erected, according to
local writers, after 1378 by Fina Buzzacarina, wife of
Francesco da Carrara,! it is adorned in the old style,
with the Redeemer in glory in the cupola, in' the midst-
of converging circles of angels singing and playing hymns
in the .presence of saints elect, scenes from the old testa-
ment, from revelations and from the life of S. John Bap-
tist filling the lower courses. One of the subjects is vo-
tive, and representy the Virgin enthroned with the infant
Saviour holding a bird, and adered by Fina Buzzacafina,
kneeling under the protection of her patron saint. Other
saints, in tunic and mantle or episcopals, stand by on each -
hand» Tasteful ,gay colour of a rosy carnation shadowed
in grey, round and regular forms in the heads of females,
are characteristic of this piece, which is perhaps in better
.preservation than. the rest. The Giottesque maxims are
apparent enough in these frescos which recal those of °
Giovanni da Milano in the Rinuccini chapel at 8. Croce
of Florence. They are apparently by Giusto, whose cha-
racter is as distinctly impressed on them as it is on the
pictures that have been described.? Giusto’s style, how-
ever, is not only in the frescos, but in an altarpiece ‘de-
corating the chapel at the side of the DBaptistery, where
the Virgin and child is a centre to a series of smaller -
panels.® It is a picturé of some merit, tastily coloured,
but embrowned by age. The walls of the .chapel in
which this altarpiece is placed are also decorated with
paintings by Giusto, amongst which a Virgin in the midst
of the apostles develops his peculiar phase  of,.Giot-
tesque art.4 ’

in Muratori. Script. Vol. 24.|Francis receiving the Stigiata,
p. 1169. and the four doctors of the church
{Brandolesi, ub. sup. p.119. |in the upper courses, scenes from
2 The names of Paduan artists, | the Baptist’s life and 12 half
such as Giovanni and Antonio, | length saints divifled on each side
were noticed by the Anonimo as!of a Pieta in the predella.
being inseribed at his time above 4 A certain grace in action and
the door leading, from the Bap-|goentleness of type, akin to those
tistery to the cloister. gualities in Gipsto, are apparent
8 The baptism of Christ, S.|in a life size Virgin giving the
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Nothing certain, unhappily, is recorded of Giovanni and
Antonio whose names have been preserved. by the Ano-
nimo; yet it is not impossible that they may have been
‘numbered amongst the artists who decorated the Paduan
Salone, a vast hall whose sides are filled with paintings,
by Zuan Miretto an unknown artist, and by a Ferrarese.!

Of this edifice which was begun in 1172 and finished in
1219, it is known that a fire destroyed the contents in- 1420,
when the roof was reduced to ashes. .It was enlarged at
that*time by the removal of three partitions which divided
the space, and re-adorned with paintings. Whether any of
the older pictorial decorations were preserved it is difficult
to say; but as has been seen in these pages, there is mno

. Cuar, IX,

pretext for the assumption that any of Giotto’s works skould-

exist there now.” The area of the Salone is rhomboidal, and
doors open from the hall to the various offices dépendent
on it. Above these a course of frescos in various com-
partments illustrates the business carried on in the offices
to which the doors may lead. The lower decorations, in a
triple course, illustrate the various Zodiacal signs and the
exercises proper to the seasons which they symbolize. On
the South wall, three spaces ave filled by the Virgin, the
Magdalen at the Redeemer’s feet, and S. Paul the Hermit,
kneeling in prayer. Beneath these (left) is the Coronation
of the Virgin, and 8. Mark giving money in alms. Fifteen
minor spaces represent the twelve apostles distributed amongst
the Zodiacal signs, according to the time in which the
church celebrates their festivals. Eight figures of the winds
and divers constellations add to the complicated interest
of the wholé. The remaining portions of the walls are
divided into seven classes, six of which, in compartments,
are deckéd - with - illustrations of the exercises peculiar to
each month and its dominant planet.. The mystery of man’s
redemption forms the seventh class placed in the sign of

bréast to the infant Saviour in a
niche to the right in the Aremna
of Padua. A rosy flesh tone, and
careful execution, a round and
youthfully shaped head, some stiff-
ness in the attitude of the infant,
might point to Giusto, or one of
his assistants, as the painter. The
monument erected about 1380 to
Bongaunello and Niccolo daVigonza
in the ‘passage from S. Antonio

fo the cloisters, is graced by a
fresco representing the coronation
of the Virgin between saints with
the kneeling figures of the iwo
noblemen above named; and the
execlution of the work resembles
in some measure thatof thefrescos
in the baptistery, and in the chapel
of the Beato Luoca Belludi.

t Ang;nimo, ub. sup. p. 28.
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the Bull and Gemini, with figures allusive, or prefigurative,
of the sacrifice of Christ, the crucifixion and the effects of
the sacrifice as explained in Revelations.

There is no truth in Brandolesi’s assertion, that these
numerous works were repainted by -Giusto after the fire
of 1420.1 There is indeed sufficient proof that that pain-
ter was dead in Sep. 1400,? not only in records but
from the inscription on a funeral stone in the outer wall
of the Baptistery of Padua inscribed:

“Hic jacet Domenicus et Daniel fratres et fili quondam
magistri Justi pictoris qui fuit de Florentia, Migravit ad
Dominum die S. Michaelis MIIIT.C.«3 '

Of the chapel in the Eremitani of Padua, in which
Giusto painted the liberal arts, the Virtues and Vices,*
nothing remains, as the walls were thrown down in 1610.
They were done in 1370 for M. Tebaldo de Coltellieri.®

Padua, however, was not celebrated alone for the
works of the Altichiero’s, .Avanzi’s and Giusto’s, it boasted
an artist of .its own, Guariento, who was the first to
adorn the great Council Hall at Venice in 1365 with a
Paradise, and incidents of the “war of Spoleti”’, admirable
in the eyes of the public of that time which was wont
to visit the place in crowds on Ascension day.® His
pictures became less valuable in the lapse of time, and
Gentile da Fabriano, the Bellini and. Titian in succession
repainted the space which he had first adorned.” .It was
not an ill advised taste that thus preferred the works of
the great colourists to those of Guariento, if-the latter
were executed in the style conspicuous at Bassano in the
crucifixion commissioned of him by.the friars of S. Fran-
cesco. This work still exists. It is now preserved in

t Brandolesi, ub. sup. p.p-|ub. sup. Vol. VL. p. 42. Vasari,
4—8. . Vol. VL p. 94.
2 Ibid. .p. 7, where a record S*Anonimo, ub: sup. p. 22.

A 3 oy 6 Commentariolusof Savo--
gi‘?;?eq alluding to the heirs of | 0y, "5y Muratori, ub. sup.,

. ) Vol. 24. p. 1170, and Sanso-
3 Wrunst Tirgter, in Kunst-|yina, Delle Fal;bri chePub-

blatt. No. 13. 1838, bliche. Lib. VIIL p. 124 in
% Scardgone, Thes. Antiq. |[Hist. di Venetia, ’
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the Pinacoteca of Bassano and represents the Saviour
in benedictidn above the figure of the crucified Redeemer,
the Virgin and Evangelists at the extremities of the’
horizontal hmb and & little female in prayer below under
whom the following inseription may be read:

“Guarientus pinxit.”

‘“Emulatrix bona Maria Bovolinorum, Helené inventrix
crucis’ et clavorum. Sanxit hanc ipsam pmtate Bassanorum,
ut orent pro ea Cristum dominum dominorum.”

If any trace of Glottesque influence-in this production
can be admitted, it is in the attitude of tMe crucified
Saviour, whose square bedy is fairly supported on the
cross; but the arms are ‘short, and the drawing of-the
legs defective. The type is an old ome, yet mot without
softness of expression. Verde shadows, white lights, dark
.outlines, and absence of relief, are further characteristic.
A careful execution, tones not too harsh.in contrast, allow
the critic to place Guariento somewhat beyond the mere
imitator of traditional forms. The Saviour in benediction
has wide staring eyes, whilst the head -of S. John with
his open mouth and startling gaze resembles an antigue
tragic mask in the style of the Roman decline. A Virgin
and child, with a donor, in the same gallery, an angel and
Virgin ‘annunciate in one of the outer walls of the church
of S. Francesco, are further examples assigned to Gua-
riento. His labours at Padua have suffered much from
time and other causes. In the Eremitani,! he painted
allegories_of the planets, and in“the choir, small scenes
in dead colour, with such subjects as Christ crowned with
thorns, Christ carrying his cross, an “Ecce Homo, S.
John,. the limbo, and the resurrection, all under architec- °
tural niches. A large crucifixion is said still to decorate
the wall abovée thtse, now covered by a modern picture
of Fiumicelli. Scenes from the life of S. Augustm in
colours .decorate the upper walls, and incidents in the
.borders. comprise Samson and Dalila, Judith and Holo-
phernes; but these ha.ve suffered from repainting in 1589,

1 Anonimo, ub, ﬂup. p- 22. Bxa.ndolesn, ub, sup. p. 218,
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and cannot be criticised. The dead colour paintings are
executed with a certain amount of fa,ncy, bift feebly and
“in the old' style. The figures are short in stature -and de- -
fective in proportion; — large of head, yet falrly. relieved,
and drawn at least with care. Guariento is in fact a
painter who inherited the manner of the Italians of the
time preceding the revival of Cimabue and Giotto.

A fragment of frescos once in the choir of the church
of S. Agostino of Padua,! a’ coronation of the Vngm, by
Guariento, is preserved in a very injured state in the
Eremitani and exhibits .some of the feeling mnoticeable in
the foregoing.

To him likewise local historians have assigned the
frescos of the cappelletta in ,Casa dell’ Urbano Prefetto”,
part of which, saved from the ruin of that edifice, are in
the Academy of Sciences at Padua? in a damaged state.
The. subjects are derived from the old testament.3

According to Brandolesi, Guariento flourished at Padua
in 1316, and was buried in S. Bernardino.? 'The reason
why he exhibited so little of (Giotto’s influence may have
been his stay at Venice, where oriental art was preserved
till a very late period. As Giotto in the beginning of
the.century failed to create a school devoted to him, so

at a later périod the Giottesques whose works have been

. 1 Anonimo, ub, sup. p. 31,
Brandolesi, ub. sup. p. 157,
2 Anonimo, ub. sup, p’ 158,
3 They represent the Eternal
with Adam and Eveé, Isaac about
to be sacrificed by Abraham, Ju.-
dith and Holophemes, Joseph sold
to the Egyptians: in all six pieces
of which the Judith is best pre-
served. Here is the same hand
and style as at the Eremitani.
A number of panels in the same
Academy are scattered and seem
once to have formed an altarpiece
probably by Guariento. Amongst
these an Archangel Michael weigh-
ing the souls, a 8. John Evan-
gelist holding up his pen and lean-
ing against a panel on which an

angel with a book is placed, do
not lack movement or chalactel
but they have the same tradition.
al types, the angel has the round
head, 11he vehement action of the
old time. In the same feeling, 3

Virgin with a great diadem en- |

throned and holding the infant,
deserves attention asheingpainted
in "a thin ,tempera with harsh
contrasts of colours, verde shad-
ows, rouged cheeks and’ broad
touches in light, yet executed
with minuteness and dare.

4 Brandolesi, ub, sup p.p.
241 and 282. Nothing rémains of
the works noticed by the author
at the Colombini. p. 62.
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_noticed left no influence behind them. The Salone alone
withr its low class paintings suffices to plove,‘ that before
the rise of Squarcmne in the fifteenth century, Padua can
claim no place in the list of cities that fostered schools

of their own. Then indeed it became entitled fo respect,

and contributed powetfully to the development of those
artists ‘'who resumed the study of the antique and smoothed
the upward path for subsequent painters.

Before passing to Venice, a glance may be glven to
such remnants of art as illustrate.the early time in the
chief towns of Lombardy. An old example of painting
at Milan?! is to be found in the tomb of the abbot Gug-
liclmus Cotta erected in 1267 in the monastery of S. Am-
brogio,® and inscribed:’

“Dom. Gallm. Cotta, abbas Sct. Ambroxi, Obiit MOCLXVIL _

XII entrante mense Octobris.”3

The monument is near a°door leading from the mo-
nastery to the church of S. Ambrogio through the sub-
terranean “chiesetta of S. Satiro.” On the slab of a
quadrangular bier is a , Giraffito” of -the deceased, and
in a recess of the wall into which the slab was let in is

a wallpainting which once represented a Virgin and child °

to the right, with a bishop and friar in adoration,? all
painted on a yellow ground speckled with white ‘stars.
In-the sides above the recess, traces of an angel in flight
at each .side remain. Above, a tabernacle resting on
three arches, supported on pillars %t the sides and on

projecting coloured heads, contains vestlges of three

painted figures, a bishop in benediction in the centre,
between two saints. Medallions above the niches, four
in number,' contain figures of angels. This and other
rude specimens of Milanese skill in the thirteenth century

1 Tn the church of 8. Ambruogio’} to be by Fra*Gabrio.
at Milan a recent discovery has| 3Sigrnor GirolamoL.Calvi,
been made under whitewash of|in his Lecture “Sullo Stato
a Virgin, child and a saint on a|delle Belle Artein Milano”,
pilaster, a work of the 11'% to| Milan 1860. p. 5, misquotes the
12tk Ccentury. date giving it as "1257.

2 Sce antea, for mosaics in 8.1 4 All but obliterated, but the
Ambrogio and a crucifix alleged | nimbuses still visible in relief.
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need only be recorded for

the sake of- 1em1nd1ng the

reader that art existed then in Mllan at the same-low

ebb as elsewhere.l

Michele de Ronco is another Milanese artist whose
existence in 1360, 1373—7, is noted in Count Tassi’s?

work,

and who laboured at Berfamo, but nothing -ve-

mains in Bergamo or elsewhere to justify any rémark as
to his manner, and it is not possible to determine whether

- he was intended by Vasari when speaking of Michele da

1 Close by, a lunette near a
door bears traces of an “Eternal”’
with the double edged sword is-
suing from his mouth, rudely exe-
cuted at a later penod than the
paintings of abbot Cotta’s tomb,

In an old tower contiguous to
the Monastero Maggiore at Milan
in niches, -resting on painted pi-

lasters,are painted tigures of saints, |

Michael Archangel, 8. Benedict,
Francis receiving the Stigmata,
S.8. Peter and Paul, a crucifix the
Saviour with.four nails, Martyrs
behind barred windows. The style
of urchitecture and mode of co-
louring reveal a work of the 13'®
century, in a rude and much da-
maged tempera.

Fragments of frescos produced
in-the 14th century, now in the
Academy of Fine Arts at Milan,
reveal no very great progress in
‘They onece
formed part of the decorations
on atomb in the demolished church
and thonastery of the Servi erected
to “the memory of Theodoric of
Coire and bore the inscription:

‘“Hoc opus fecerunt fieriEnricus
et Rainardus § aia Teodorici de
Coira qui obiit sub anno 1382.
Septembris. Symon de Corbeta
fecit.” - -

These much damaged *and ori-
ginally feeble paintings repre-~
sent, the life size Virgin in pro-
file with the infant, between- S.
Catherine of Alexandria and an-
other female saint (right), and S.
George introducing the kneeling

figure of Theodoric in the gard
of a knight, Other fragments in
the “depot” of the Academy, a
Virgin and. child enthroned be-
tween mutilated figures, much
injured, part of a headless figure,
and a 8. Cristopher, betray the
feeble hand of the same Symon
de Corbeta, the least.defective of
his productionsbeing.the last men-
tioned. The reader may be spared
the enumeration of other picces
alleged to be of great age but
really of a later time. A ecrueci-
fition with the Virgin and saints
in the choir of the Duomo, a -
Virgin and echild much damaged
and apparently of the rise of the
15th century are proofs that the
rude manner of such painters as
Symon de Corbeta was preserved
to a later time. Of Giotto, as
has been said, here is no trace,
any more than 6f Stefano Fioren-
tino (Vas. Vol. 1L, p. 17). Rosini
(Storia, ub. sup. Vol. 1L."p, 202) -
claims attention for certain Giot-
tesque remains in the Cistercian
abbey of Chierawalle, outside Mi-
lan, and sees in them traces of
the hand of Giovanni da Milano?
But these, at least such remains
as are now in the cupola of the
church, are only productions less
ugly than those of Symon de Cor-
beta, Others in the cemetery are
formless remains. (For a full de-
seription see Caffi (Michele) Illus-
trazione di Chieravalle. Milan
1843. p. 48—9.)

2 Tassi, (F. M) Vite &e.
Bergamo 1793. .
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Mllano , the pupll of Agnolo Gaddl, or whether he
aJluded to Michelino who lived in the fifteenth century.
Count Giorgio Giulini, in his Memorje,® describes him as
celebrated for painting animals, and mentions a picture
by him representing some laughing peasants, which had.
been often copied; adding however, that he was not very
“skilful in uniting his figures with the perspective of his
edifices. The count follows Lomazzo® in this. He is
corroborated as to Michelino’s capacity in painting ani-
mals by the Anonimo,? who notes a book of coloured
ones in the Casa Vendramin at Venice. He decorated
the court and other parts of ‘the Casa Borronieo at
Milan, where his name was, of old, inseribed:

“Michelin. P.”

Unhappily the whole of these frescos have been white-
washed, with the exception of a small space in a corner
to the right as one enters the second court, inclosed by
the walls of an outhouse, within which the curious spect-
ator may, with the aid of a ladder, observe a- fresco
representing a party of pleasure in a boat, of life size
figures in round turbans, clearly and firmly drawn in a
style not unlike, though better than, that of Antonio da
Ferrara. About fifteen figures are crowded together, —
men . with falcons, — women in festive apparel, children,"
mariners with a white flag fast to a pole. The style and
costume both reveal a painter of the early part of the °
fifteenth century, fairly able in rendering form, and in
producing colour.

In a voom té the nght, in the first court of the same
edifice, used for storing, figures in the same costumes
. and character as the foregoing are likewise to be seen.
There is a dance of knights and dames, a party playing
at ball, another playing at cards, not a little damaged

! Vas. Vol. 11, p. 156, tatodellaPittura &c. 4° Milan
432 4° Milan. 1795 Lib. XI. p.|1584. Vol. VL p. 859. *
3Gio. PaoloLomazzo Trat-| ¢ Anonimo, ub. sup. p. 81.
‘ 7

VOL. 1I.
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»
but. composed-of figures thinner than those in the second
court, and perhaps painted a little earlier.” Still the con-
tours and clear soft profiles have much the same appearance |
in both places. It is an interesting series of fragments
for the insight which it gives into the Milanese art of
the fifteenth century, and for the costumes of the period;
but there is no trace of Agnolo Gaddi’s teaching.!  Count
Giulini assigns to Michelino a.portrait of Giovan Maria
Visconti Duke of Milan, which would fix the period of
his existence between 1402 and 1412. -
. In 1404, a Michelino da Besozzo or de’ Molinari is
found recorded as a  glasspainter? in the Duomo of
Milan, and fragments of his work are preserved which.
reveal in him no great talent. Possibly this Michelino is -
identical with the author of the frescos in the Casa Bor-
romeo. 3 .

At Bergamo, if nothing remains of the time when
Michele di Ronco is supposed to have lived, there are
paintings of the fifteenth century detached from the
demolished church of S. Giuseppe, now preserved in the
Vescovado, but of little value.* =~
. In S. Michele of Pavia a fresco in the apsis represents
the Coronation of the Virgin in a glory of angels, with
a prelate in adoration in front. It is the rude production
of a painter named Andreino da Edesia, author of other
. _works that betray the hand of one living in the rise of
the fifteenth century.®

1 No trace, except that Miche-
lino is of the time imibediately
“following Agmnolo’s, and there is
a general .character of: a eommon
poriod.

2 See Calvi (G, L.) Notiz.|

Milan.
Part. 1.

3 The -sacristy of the canons.of
the Milan Duomo contains, in a
press plate, a picture of the Virgin
and child with 8 angels support-
ing a tapestry with the renewed or
forged insecription “MCCCCXVIII,

-«

Ronchetti. 1859. -8°.

Michae de Besotio’’. Another part
of the picture represents the Pre-
sentation in the temple. The work
is that'of a miniaturist, in cha-
racter not unlike the frescos in
Casa Borromeo. Another artist
Leonardo di Bisuccio has been
mentioned as executing works af
Naples.

4 'We may revert to these.

5 See for notices of- Aundreino
di Edesia, and Bernardino Zenale
di Treviglio, Ces. Cantu. Illus-
traz. del Lombardo-Veneto,
p. 173.
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Vestiges. of paintings in the vaulted ceiling of the tran-
sept in the Duomo of Cremona display a common hand
and' are curious only as regards costume.- They are
assigned to one Polidoro Casella supposed to have lived
in 1345.1 .

After the middle of the thirteenth century, ‘when, ‘as
has been noted elsewhere, the Baptistery of Parma was
decorated with frescos announcing. an effort to improve

on the degenerate art of the period, artists of a still -

mediocre character flourished in succession in that city.
In the Baptistery-itself the lower walls are covered with
rude productions, the least defective of which is a frag-
"ment of a figure of S. Lucy, to the right of the entrance,
above which the curious may read the words:

“B'tolin (? Bartolin) de Placen. f."?

1 The character of paintings of
this period may be found in a
colossal erect Virgin holding the
infant and adorned by a kneeling
patron inscribed: ‘‘Benedictus Fo-
.drius hanc ex voto anno Salutis
MCCCLXX.” The figure of the pa-
tron is repainted in the style of
Boceaccino. The dress of the Vir-
gin is renewed, the figure long,
slender, of angular forms, falsely
assigned to Giotte and possibly
by Casella.

2 A crucifixion with saints, more
modern, and painted-at the close
of the 14!% or'rise of the 15th qen-
tury reveals the slow progress of
Parmesanart at that time. Setting
aside the rnde paintings of the
latter period in the chapels of the
* Parma Duomo, the spectator may
pause to notice the wall decora-

tions of the sacristies, In that of
the *Canonici” a ceiling with
the Saviour in benediction, side
walls with a ‘partially renewed
“nativity of the Virgin’, pro-
phets in the arch of the entrance,
" an annunciation with a kneeling
dpnor and a much injured “Spo-
salizio” may repay examination.
In that called ‘“‘Del Consorzio”,
‘of old, Cappelln 8. Martino, se-

cond rate productions are a Ma-
donna adored by a bishop intro-
duced by his patron saint, in
the ceiling, on the'side, 8. John
the Baptist with two angels above
him, and in other spaces figures of
prophets. If, as tradition vouches,
the kneeling bishop be Monsignor
Rusconi whose episcopal reign at
Parma lasted from 1380 to 1412,
the date of these paintings may
be fixed with some certainty, the
chapel having been erected by
his orders and being sagred to his

remains. A Madonna on a pilaster .

in the choir of the Duomo is

without any specific charadcter.
Later works may be found in

the ex-church of S. Francesco of

Parma, one of which, in part ob- .

literated, represents a kneeling

patron in fromt ‘of the Virgin and

child enthroned betweenS.S. John
the Baptist and Francis. An in-
scription reweals the following:

‘“Hsec figura fecit fieri magister
de Mociis de Cotignana murator
1448." ) .

Of the same feeble class is a
vemnant of a crucifixion, the only
remaining production in an edi-
fice of which the walls have re-
cently been whitewashed.

17%
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_Piacenza, of which Bartolin seems a native boasts
also of relics datmg as far back as the close of the
fourteenth and rise of the 'fifteenth century. Such are
much repainted figures of saints’ on the pilasters of the
church of S. Antonio, a picture in eight compartments?!
illustrative of the life of S. Anthony, protector of Pia-
cenza in the sacristy of the same church; two predellas
with half length saints® in the Archivio Capitolare of S.
Antonio, and frescos or rather remnants of the same, in
the right transept of the cathedral, representing the Vir-
gin and child adored by a blshop presented by a fe-
male saint and S. Lawrence, another female and S. John
the Baptist, the whole assigned to the above mentioned -
Bartolin. .

Passing from Lombardy to the province of Friuli, the
réader of these pages may remember the paintings of
Colalto near Conegliano, which are a mixture of the-
Florentine with the manner of Guariento. Mama"o was
able to describe early in our century a number of works
in Aquileia, Grado, Sesto and Concordia.? The facade of
the Duomo of Geniona, he adds, was covered ‘with scenes
from the legend of S. Christopher inscribed:

“MCCCXXXI. Magister Nicolaus pintor me fecit. Hoc
opus sub Johie Camerario quondam Petri Merisoni.”*

They were much damaged, but clearly by the earliest
artist on record in those parts. But next in interest to
thése were the frescos in.the parish church of Venzone,
'celebra,tmg the -consecration of that building in 1338.
We regret the loss of the wallpaintings by Nicolaus at
- Gemona, a loss caused by the reconstruction of the
‘church front. But the frescos of Venzone are still in’
existence. This town is about five miles distant from
 Gemona, on the road to Tolmezzo. The church is of the

L Of the close of the 14tk cen- AB Maniago. Stotia delle Bel
tury. rti Prinlane. 8°Udine 1823,

* Of the rise of the 16't cen- JLIbnl and Suu;x Nonz€e331
tllry, and very rude. (“emona’ p 119 ap Mn,nmg'o.
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fourteenth century, and the wall of the chapel té the"left
of the choir is covered with an-apotheosis of the Beato
Bertrand, patriarch of Aquileia,  with ten bishops at his
sides and angels waving censers above' their heads.!
Beneath them a group of nine or ten friars sing at
a desk, whilst the patron Bartolommeo Sclusano kneels
on the right hand foreground attended by three youths,
four dames of his family s?sing ‘or kneeling on
the left.? . : : .
The central group of singing monks\is the best part
of a work which is clearly of a Giottesque style; and
the figurds lack neither, character, proportion, nor ex- .
pression. The colour is of a light key. The rest of
the fresco is redder in tone, and seems by another
hand, but, though ruder, is executed on the same prin-
ciples as the rest. If this be a production of Nicolaus
whose facade at Gemora is taken down, that artist may
be classed amongst:the mediocre followers of the school

of Giotto.

Lanzi may be consulted for other productions of this
, district and for lists of artists whose works are not forth-

coming.

Venice last claims attention. It may be said fo have

! The angels .to the left are
gone, to the right two waving
censers and omne holding a taper
remain. Benecath the feet of these
figures are insgriptions partly ef-
faced and diffiedlt to read, but
preserved in a copy of the fresco
now in the choir, as follows:
“In Xsti. nomine amen annis sue
.Nafis currentibus 1338 Indictone
VI die 3da Augusti, ad laudem et
gloriam Dei omnipotentis ejusque

intemerate genetricis Virginis Ma-.

rig ne¢ non ad honorem - B. An-
dre Apost. sub cujus Veabule et

. nomine Rmus in Xsto Pater et.

Bus Dus Bertrandus Dei gratia S.
Aguilejen: Chte dignissimus Pa-
triarcha consecravit hoec Templum
ung cum Rdo. Pat. b. Petro Ar-
chiepiscopo, Nazareno nee non

b. b. EpiscopEs Guidone Concor-
diensi: Vitale Emonensi: joanne
Parentino: Andrea Caprolano:
joanne Savinensiz Marco Domo-
censi: Augustino, Pelonensi, et
Pietro Lesinensi quos quidem
bus bus Archiepiim et.Episcdpos
ad ipsam consacrationem cele-
brandam prudés et notabilis vir.
Bartholomeus,Sclusanus d¢
Venzono (tunc Camerarius ipsius
Ecetg) pariter congregavit, et sicuti
creatori altissimo placuit * ante
predram presulum segregationem
prétus. Bartholomeus sue vite
diem claunsit extremus cui funeri
presutis.”

2 The name of each peérson re-
presented is written beneath the
figures, much abraded and qiffi-
cult to read.
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beent, as‘regards art, a Byzantine colony; and admitting,
with Zanetti,! that there were numerous painters there in
1290 who claimed to be native Venetians, it is not the less
true that the old traditional forms and customs of early
centiries were preserved in painting till .the middle of
the fifteenth century. Every thing in Venice bore so
completely an Oriental_character, not only in edifices and
mosaics, but in the ]&cury and. fondness for show of the
inhabitants, that one may easily conceive-its clinging long
to that which h4d already been rejected by the rising
taste of freer people in other parts of Italy. Besides,
Venice, like Sicily, preserved her relations with "the East,
and thus kept alive the traditions of Byzantine -art to
the exclusion of the influence of Giotto and his fol-
lowers, Her immobility affected Padua; and as late as 1350
we find mosaics such as those of the chapel of S. Isidore,
in 8. Mark at Venice, illustrating’ the life of-the Baptist,
as thoroughly oriental in character, in brilliancy of colour,
richness of execution and classicism of composition as
‘any of the older productions of the same art in previous
times. Leaving to Zanetti and Lanzi the catalogue of |
early names without works,? which may be enlarged by a
reference to Verei,® and which only proves that numerous
painters existed at Venice in the thirteenth century, we
may glance at the altarpiece or “Ancona” "covering the
silver plates of Oriental carving in 8. Marco, representing
the dead Christ with apostles and incidents from the life
of 8. Mark inscribed: . .

““Magister Paulus cum Luca et Johanne filiis suis pin-
serunt MCCCXLV ms Apl die XXIL” ' )

Yet this production of Venetian art is a mere date;
and gives no clue to the artists’ ability,* because of the

t Della pittura Venezia-| ¢ We have two wills (dated 1324
na. 1971, p. 10. and 1344) if not the works of An-
.2 Lanzi, Vol. II. p. 73. Zanetti | gelo Tedaldo, a painter inhabiting
. 8. ’ S. Cassiano in Venice, They are
8 Verci. Notizie sonra la|preserved in the Archivio Nota-
Pittura Bassanese. Venezia|rile of Venice. :
8 1775. p. 9.



' Cmar. IX,  PAUL AND LORENZO OF VENICE. 263

complete repainting of the old surface. One may sstill
see generally that- the artists -were followers of the By-
zantine style. The name of Paulus, however, is not
scarce in the annals ef Venice. Morelli, in his notes to
the Anonimo,! after remarking the disappearance of all
traces of a painter named Jacopo di Barberino, of one
Perenzolo who flourished before 1335, and of Marco,
mentions, as-a designer for arras, \gne Paolo, by whom
o picture formerly in the sacristy S Francesco at
Vicenza bore the inscription: '
“MCCCXXXIII Paulus de Venetiis pinxit hoc- opus.
But another and earlier production from the same hand,
a Virgin and saints in the. Pinacoteca of. Vicenza in-
seribed: “Paulus de Venetiis 1323,” is peculiarly charac-
teristic showing that, with the unmistakeable impress of
old art on his works, Paulus had a certain taste in colour
and drapery and some idea of character in depicting
heads. As late as 1346 he produced an altarpiece for 8.
‘Nicolai. at Venice of which Zanctti has preserved a

" record.®

A follower of Pa,ulus was Lorenzo whose earliest altar-
piece undertaken at- the request of a senator of the noble
house of Lion for.the high altar of the church of S. An-
"tonio di Castello, is now in the Academy of Arts at
Venice.* It bears the inscriptions:

“MCCCLVII' Hmc tabella facta fuit et hic .affissa per
Laurdcius pictorem et Candiacum?® scult01em i té régis ven.
viri Dii fris Coti D. abbatib. de Flot..5..... and fun-
(a.2.t.0.r15) mon(s.8.)E." , :

t Anonimo ub. sup. notes.
p. 222.

2 A part of the picture repre-
senting the Saviour in flight to-
wards paradise with the infant
soul of the Virgin in his out-
stretched hands betrays even in
the engraving of Rosini (Stor.
ub. sup. Vol. IT. p. 343.) an un-
mistakeable Byzantme style.

8 Zanetti, ub. sup. p. 1l

.

Thepucewas 20 goldducats.

4 No. 6. Sala degli antichi
depinti.

5 Zanetti* reads Zaninum and
gives the date falsely as 1338.
ub. sup. p. 8.

& Zanetti reads Flor. for
Florgntia, an-error. See Ci-
cdgna Iscrizione Venezia-
ne. Venez 1824 fol. Vol L
p. 185.
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“Hane tius . ... S. Agne triumphat. .

Orbis..... Domlmcus Lion. ego nung supplex arte pre-
po..itam dono tabellam.”

The subject is the annunciation with a miniature figure
of Domenico Lion at the Virgin’s feet, the Saviour in
benediction and figures of saints in the upper courses;
and a record, preserved by Zanetti, states the cost of it
to have been three bfindred ducats of gold.

A better, mdeeffhe best, picture of Lorenzo is an
altarpiece in the Museo Correr at Venice representing the
Saviour enthroned in the midst of the apostles and giving
the keys to S. Peter. Angels fly about the Redeemer’s
head. On the border, the following ‘words may be read:

“MCCCLXVIIII mense Januarii. Laurentiii pinxit.”

Here is a production executed with a certain power as
regards colour, of excessively fused tones and  entirely
varnished with a lustrous fluid contammg no doubt a
mixture of wax. The Saviour’s mien might almost be
called noble, but the.forms and draperies are obviously -
reminiscent of the period preceding the Florentine revival.

Two pictures of 1371 by Lorenzo are preserved. One
is a series. of figures representing 8.S. Peter, Mark, John,
James, Nicolas and S. Lawrence,! with the following on
the borders beneath the two first mentibned:

“MCCCLXXI mense Novemb. Laurent. pinxit.”
the second an annunciation? formerly in the school of
S. Giovanni Evangelista inscribed:

. “MCCCLXXTI Laurent. pinsit.”

Both are in the Academy of arts at Venice. :

The Campana collection now in Paris contains a picture,
one year later in date than the foregoing, with the subject
of the Virgin enthroned, inscribed:

“MCCCLXXII. mense Septemb., Laurentius de Venetiis
“pinxit.”

The heads, however, are repainted.

It may be remembered that in a chapel of S. Jacopo

1 Academy of Arts at Venice. Sala XI, Nos 373—5 891—3.
2 Same place. No. 889.
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STEFANO OF 8. AGNESE.

"Maggiore at Bologna a large cathedral altarpiece’ has
been described “whose upper panels bear the name of
‘Jacobus Pauli.t All the figures of the lower course are

"in the old style with high projecting foreheads, and not
without a certain antique sternness; the angel is long
and slender, the S. George animated in movement. The
picture is clearly Venetian, dark in tone, painted in sharp
and mapped out planes of full bodied-colour, verde in
the shadows, red on the cheeks, and patticipating of the
manner of Lorenzo and Stefano who shall presently be
mentioned. The latest notice of Lorenzo \seems to be a
record quoted by Cicogna which represents the . painter-
as lividg in 1379 at Venice and contributing money to
the prosecution of the Chioggian war.? His panels, with
the exception perhaps of that in the Correr Museum are
all painted in a substantial, opaque; and hard tempera of
sharp tones, dryly but carefully outlined; and his figures'
are generally defective in type and in the drawing of
the extremities. Were the frescos of Mezzaratta better
preserved, it mlght be possible to determine in a positive
manner whether the Lorenzo of Bologna is the same as
the Lorenzo of Venice. As the Mezzaratta frescos now
stand, no connection is apparent and the painters are not
1dentlcal Yet Lanzi had had occasion to see ,in the
noble house of Ercolani at Bologna” a picture inscribed
»Manu Laurentii de Venctiis 1368.”3 A coronation of
the Virgin in the Brera of Milan* is attributed to Lorenzo
and displays his style or' more perhaps that of a cotem-
porary, Stefano, or the Pievan di S. Agnese, whose
pictures might be confounded with Lorenzo’s. A Virgin
holding a rose with the infant in her arms on a curious

t The lowest course of this an-
tiquated picture contains S.S.
Martin, Anthony, and Michael,
a niche gilt and without orna:
ment, an angel, a saint, and S.
George overcoming the Dmguu,
above this base, a1 row of niches
with busts in relief at each side

_of fthree little. jsubjects, sur-

mounted by another row of saints, ,
Peter, Paul, Nicoles, Gregory and
another.

2 Cicognsa, ub. sup. Vol. I.
p- 18b.

S Lanzi, ul.
p- 79.

4 No. 128, of Cat.’

sap. Vol. II.
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heavily shaped throne, is a specimen of h1s skill in the
Museo Correr, and bears the signature:

“MOCCLXVIIIL a di XI avosto Stef. pleb. Sée agné P

The style is Greek like that of Lorenzo, the hands de-
fective, long and lean, .the colour dark, the panel prepared
in red, as may be seen where the varnish has dropped.
A coronation of the Virgin, the centre to an alta.rplece of
which the remammg parts are by another hand, is in
the Academy at V:njce,® inscribed:

“MCCCLXXX] Stefan Plebanus site Agnetis pinxit.”?
The ablest Venetian artist of the fourteenth century is
Niceolo Semitecolo, whose first picture, a coronation of the
Virgin, dates as far back as 1351, being inscribed:
“Nicolo Semitecolo MCCCLI,”?
whose latest are of the fifteenth century, proving the
lngth of the painter's career. His best efforts are those
of 1367, at which date he executed an altarpiece, now
divided, in the library of the chapterhouse of the Duomo
at Padua, representing the Virgin and child, with the
Trinity beneath it,* S. Sebastian before the judge, his
martyrdom, execution, and deposition in the tomb; beneath
the judgment and execution are the words:

nNicholeto Semitecholo da Veniexia impése MCCCLXVII
a d1 XV di Decébre.”® .

ThlS masterpiece of the early Venetlan school need not
be criticised with reference to composition or arrange-
ment, being more remarkable for violence and quaintness -
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t No. 16. Sala, degli Antichi
depinti — comes from the con-
vent of.S. Chiara.

? In this manner in the Ex-
Campana Gallery, now in Paris,
under the name of Ottaviano
da Faenza is a triptych of. the
Virgin between &8.S. Anthony,
Bartholomew; Francis, John Bap+
tist.

3 No. 394, Academy of Arts
at Venice.

.4 Thé Eternal holds the Sa-
viour with outstretched arms as

1f crucified, but without a cross.
Both his and the Redeemer’s face
are serene, the lattet open eyed.

S In the martyrdom, the Saint
is bound erect to a stake fixed
in a tressel with groups on each
stdde and soldiers on the left
shooting under encouragement
from a priest. (The flesh tints in
the executioners are repainted in
0il.) Inadistantlodge two crowned
figures seem engaged in conver-
sation with the martyr. §. Se-
bastian is afterwards killed by
an executioner with clubs.
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of action than for order or symmetry. Life and passion
are realized in the old forms, but with the advantage of
a .certain intelligence in the drawing of the nude.  S. Se-
bastian, for instance, though unideal in conception, is not
devoid of proportion, or feelmg in expression; but a vul-
gar realism may be traced in Qe details of his frame,
- A large torso is supported on slenier but coarsely JOlnted
limbs; superabundant hair covers his head. The types
and movement are the vehement ones of the old time,
and some of th& bowmen with -large heads and staring
eyes are curiously like Tartars ir face. Oceasional
groups 'please in spite of-defective forms. The skill of
Semitecolo is in fact- that of a man following old tra-
ditions and methods, and painting with colours Yess dull
than that of most of his cotemporaries. The warm }e,l]ow-
ish carnation, shadowed as usual in verde and spotied
with red in the cheeks, does not repel the eye by too
great harshness of contrast, but pleases by additional
fusion. Precise outlines define the forms with simple
minuteness. A certain ease in the drapery and judg-
ment in the mode of throwing it about the form are
qualities of the master; but it musft be borne in mind
that these are the best of Niceolo’s works, and that the
1ema1n1ng examples of his manner are less perfect. The
minor panels of the coronation signed by the Pi8van di
S. Agnese in the Academy of Venice are much in Semi-
tecolo’s manner.t A Virgin giving the breast to the infant
with various saints in subordinate spaces at the Museo
Correr is signed:
“MCCCC. N. Semitecalg.”.

The inscription ‘of an altarpiece in 8. Maria de Servi
at Venice has been pleselved by Sansovino? in the
following ‘words: ~ .

“MCCCLXX. XX Decembrio. Nicolo Semitecolo fecit

hoc opus.” - .
Enough is krown to justify the assertion that Semi-

1 No, 16. Academy of Arts| 2Sansovinoub.sup.Lib. II.
at Venice. p- 69. : .
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tecolo lived till 1400; and the certainty of this fact may
help us to the solution of some open questions in the history
of early Venetian art, that for instance which concerps
_the identity of Semitecolo and other paintels of the name.
of Nichola. A Virgin enthroned in the Academy of
Venice,! bears the inserjption:
© T MGOOLXXXXIIIT. Nicholas.”

Another Madonna in the midst of angels recently pur-
chased for the Academy from the Manfrini collection, is
inscribed with the following:

»Hoe opus fecit fiéri Dis Uleia belgarzone, civis Yadriensis
MCCCLXXXXIIII. Nicholas filius nigri Petri pictoris de
Veneciis pinxit hoc opus qui moratur in chapite pontlb
Pa1ad1x1/‘ 2

Thig’ Madonna dlstlngmshable for, a certain grace in
the movement of the principal figure is more like a work
of Semitecolo than that of any other cotemporary Venetian.
The Anonimo notices a ecrucifix in S. Agostino of Ver-
ruchio inscribed:

¢ MCCCCIIIL Nicholaus Paradixi miles de Venecus pinxit
et Chatarinus Saneti LuCe inaxit (? incixit)’

On the whole, the paintings of. Nicholaé Paradisi, so-
called from his residence near the bridge of that name,
are but little inferior to those of Nichola Semitecolo, and
they gi%e weight to the opinion of Zanotto and Clcogna,
that two names conceal the same painter.

Lanzi describes two altarpieces in Venice, signed se-
verally “Angelus pinxit and e Katarinus pinxit”” Nothing
is known of the former. The latter’s name appears as the
carver of a pmtule by Nichola Paradixi just noticed..
He also appears in a similar capacity in conjunction with
one Bartoloigeo, whose altarpiece, described by Cicogna’
as in the church of Corpus Domini at.Venice, represents
scenes from the life of the*Saviour and is inscribed:

. -

o

! No. 6. Sala IX. p.- 676, of Iscrizione ub. sup.
? No. 269. .Academy of Venice. 4 Ibid. Vol. II, p. 6. and Vol.
2 Vol, IIL p. 89: and Vol. IV.{IIIL. note to p. 89.

»
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“Bartolomeu m{ Paul pinxit,
Chatarino Filius Magistri Andree
ineixit hoc opus.”

But that Chatarinus was also a painter is shown by
his altarpiece in the hands of the Conte Orsi at Ancona,!
on the border of which one reads:

“Chataxi . . . nus ‘de
Venecii pinxit."’2 N

This is a production important only for its inscription,
being executed with little talent, and defective not merely
in types which are ugly, but in colour wijch is harsh,
dull and raw. The gazing eyes, the bro%xde toucih
and hard outlines are equally repulsive; and in\his work
Chatarinus reveals the germ of the style whlch\i{ecame
marked in the school of Crivelli. - \\‘

It has never been affirmed that the early Venetidin
school was great in composition. It Zas been said tha\
it was from its origin -a school of colour. Yet in the
fourteenth and half the fifteenth centuries the Venetians
" were not ouly inferior colourists to the Florentines, but
to the Siennese and Umbrians. That Gentile da Fabriano,
an Umbrian, shed his influence over the art of Venice is
admitted. He was on friendly terms with Jacopo Bellini
who had studied the Florentine masterpieces in the city
that produced them. But Venice did not lead as a school
of colour till the arrival of ,Antonello da Messina and
the rise of the sons of Jacopo Bellini. She kept that
lead under Giorgione and Titian, and if at first: she
clung to old and worn traditions long after-they had been
abandoned.by other cities, she compensated for previous

1 Contrada delle Stade. No. 67.| Magdalen. A small figure of a
Representing the Madonna, be-|donor kneels at the feet of the
tween S.8. Jobn the Baptlst and | Virgin.

Anthony the abbot, Chnstopher,

and James, with a crucifixion in| 2 The painter’s name is divided
the upper course between S.8.|by a‘ghield, with the donoor's
Barbara, Bartholomew, and Lucy, | arms.

Catherine, Chiara, and Mary
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supineness by the splendour and number of her later
painters. ' : o
As there-are in Sicily but -few remnants of art in
the fourteenth century, and these are not of paramount
interest, we shall note such examples as remain in

.a chapter devoted to Antonello da Messina,- and his
predecessors..
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CHAPTER X.
BRUNELLESCHIL - GHIBERTIL- DONATO.

The®close of the fourteenth century is m&gked , in the
policy and literature of Ttaly, by a deqline\pf general
culture. The genius of the Italian tongue, B}Qilliantly
represented by Petrarch and Boecaccio, ‘disappedted in
the cloud of soulless writers who present to us less.the
spirit than the Lusk or shell of the past. The fifteengh.
century, however, witnessed the restoration of learnin
and the rekindling of a sacred fire, whose flame has
never since been suffered to expire. Art partook of the
same changes, and became tinged, in the fifteenth cen-
tury, by the partiality evinced for ‘ancient Greece and
Rome. Brunelleschi restored to architecture, at least,
the measures and proportions of the antique, and rein-
stated their rules and order. He incidentally studied and
gave an impulse to sculpture. Ghiberti, too, devoted
time and thought to the amalysis of the models of the
classic time;! but the man on whom those models were
most indelibly impressed was Donaitello. .

"It is foreign to the aim and purpose of these. pages to
tell the story of the lives of these great and interesting
men. Yet their influence’ upon their cotemporaties and
successors was so great and so important that we are

1 He desecribes, in his commen- | vase, wliich Ghiberti had caused
tary, many then recent discoveries | to be brought from Greece. Va-
of antiques, and Albertini (Memor- | sari too mentions certain torsos
iale, ub. sup. p. 12) mentions | and “Anticaglie’’, as'he callsthem,
several as existing in the Casa |of bronze and marble. Vas. Vol
Ghiberti, one especially a marble | ITL. p. 120,

-
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justified in glancing at the principal “works which they
left behind them, and in explaining the fendencies and
peculiarities which they reveal. Brunelleschi appears’ to
us, even at this, distance of time, as an extraordinarily
gifted man. Born in the fourteenth century,! his father
would have had him bred- to the law or to medicine. But
his ‘genius lay in a different direction, and he entered
the atelier of a goldsmith, where he studied all -the
“branches of the arts and sciences usually taught-there.
Through the same course which brought Verrocchio and
Leonardo to/{'ame as painters, sculptors, and engineers,
Brunelleschi/became the greatest engineering architect of
his time; /and, circumstances leading him to a special
pursuit 6f one brauch amongst the many which he had
mastepéd, he Zradually abandoned design and sculpture,
the /study of perspective and '’ statuary, for the more
Jgrative one in which he distanced his numerous com-
etitors. No reader of Vasari’s delightful biographies
will have forgotten Brunelleschi’s candid remark upon a
Christ crucified which Donatello showed him. ,,You have
crucified a rustic”’, he cried;? and o prove more fully
what those words were intended to comnvey, Brunelleschi
proceeded to carve in wood a similar figure which ex-
torted from Donatello the admission that he was beaten
at his own weapons. This work is still in S. Maria
Novella at Florence. It shows us that, though Brunelleschi
was not imbued with the Christian ideal of type, though
he failed in selection, which was the quality of Giotto
and Angelico, he was still fully alive to the necessity of
ennobling. the features and form ‘of the Saviour, and
possessed a fibre of gentleness which might be sought in
vain in "Donatello. At the same -time, he displayed a
natural progress in rendering the play of flesh and
muscles. His was clearly a higher nature than that of
his friend, one not as yet redolent of the materialistic
spirit in which the new century opened, one still enjoying

! Born 1377. Died 1466. ? Vas. IIT. p-p. 198 and 246.
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a tinge of that religious feeling which lingered yet awhile
in the breast of some choice artists. Before finally dropping
the sculptor’s tools, he was one" of those who competed
for the gates of S. Giovanni;- and no competent judge,
who ‘compares the bronze relief, assigned to him at the
Uffizi, with that attributed to Ghiberti, will fail to con-
clude that it was hard to decide which of the two
possessed most talent. . It must be candidly confessed,
indeed, that, after carefully examining both works, the
_oritic may be convinced that the relief’ of Brunelleschi
. is conceived and executed more in accordance with the
true maxims of art, whilst that of Ghiberti is more ¢al-
culated to please.!,

Ghiberti, who enthusmstlcally urges the clalm\ of the
Tuscan school of painting to the perfection of the Gr“eks,
but who need not-be taken as literally meaning all that-
he says in this respect, had clearly intended, at the out-
set of his career, t6 become.a painter. Unwilling, per-:
haps, to compete with his father, who was a sculptor; he
chose to forget the rules of plastic art.. The competition
for the gates of S. Giovanni altered liis resolve; and he
went in for the prize with others, amongst whom was
not Donatello, as we are NOW aware.3 The manner in
which he carried out the work of the first gate, in com-
pany with Bartoldccio, his father, illustrates a remarkable
tendency in the age, the introduction of a style exclusively
pictorial in the execution of bas-relief, a new feature that
was soon to find its concomitant in painting.* The pio--
“totype of Ghiberti in his first great enterprise is Gio-

t Brunelleschi’s’ relief is hum-
bered 391, that of Ghiberti 392.
Both replesent Abraham’s saeri-
fick. Albertini in “Memoriale”
ub. sup. p. 11, notes Brunclleschi’s
relief as being the ornament of a
marble altar in 8. Lorenzo of
Florence. .

? Ghiberti com. ub. sup. p. XXIL

8 Vasari (Vol. IIL p. 103) notes
the presence of Donatello amongst
the competitors, and (p. 104) even

yoL. II.

describes the model which he sub-
mitted. No record justifies this
statement, and we know that in
1401, the competing year, Dona-
tello was but 17 years old. See
Donatello’s income tax papers in
Gaye. Vbl. 1. p.p. 120——3.

4 This phase of mt in Ghiberti
is' ably developed in Rumobrvr,
Forschungen. Vol. II. p.p. 230
and following.
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vanni Pisano, the general aspect of whose work, its unity,
dlstnbutlon, action, and festooned drapery, were obviously
in the later artist’s mind.» Giovanni had already introduced
into his sculptures a picforial element unknown to Niccola.!
This' element was extended by Ghiberti in his first - gate,
whilst, in accordance with the great Giottesque maxims,
be still made every pait fairly if not completely sub-
ordinate to one great and' severe law, Ghiberti thus
showed to advar}tage , even. when compared with Andrea;
though trusting prmclpally, as Giovanni Pisano had done,
to action for effect.2 The Evangelists and doctors of. the
churc;h oy ‘the- lower courses, display indeed an energy
of move}ment which proves that action was really super-
se(hng the gravity of statuary in general; and this feature
in th# art of Ghiberti was that which his assistant Do-
natéllo exaggerated in ‘the pulpits of S. Lorenzo at Flo-
tgnce.? How the Florentines followed mp this path till
ﬁlchael Angelo produced the triumph of physical force
over the ideal of form, in the Jeremiah of the Sixtine
chapel, is clear tp every observer. It is to be noted, in
the meanwhile, that the art which ‘thus linked itself anew
to the tradition of Giovanni Pisano had already swept
aside much of the influence of Giotto. Indeed, what
these 'bronzes of Ghiberti wanted was the great law of
balance in distribution; and they illustrate the wuse of
indirect means for affecting the spectator in the absence
of the perfectmn resulting from the full apphcatlon of
essential maxims. Ghiberti, in fact, repeated, in his
branch, the fault of Masaccid in painting; and a genius’
like that of Uccello, of Mantegna, or Piero della Francesca
in the sister art, would have *been required to keep
sculpture within the due bounds of -positive scientific
principles.4 If we examine the numerous statues which

1 See the dismembered pulpit|of which reliefs Ghiberti’s style
of Pisa, of 1802, antea. p. 147. recals that of Giovanni Pisano.

3 As for instance in the 8. John

® This is apparent in the birth|Evangelist, in thought, with his

of the Virgin, and in the annun-|chin in the hollow of his hand.

ciation of the first gate, in both| 4 The crucifixion and the trans-
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Ghiberti executed before ‘the completion of* his- first gate,
we may note in the bronze figure of S. John Evangelist
of Orsanmichele, rigidity and hardness allied to progress
in the mode of rendering form;* in that of S. Stephen,?
the same peculiarities with a nobler mien, yet with an
undue sacrifice of the figure to copious festooned drapery;
-in that of 8. Mathew,” which Ghiberti claims-to have
produced, but for which Michelozzo, his assistant, received
part payment, greater freedom of motion, better draperies
and a more modern' manner.®

In 1424, the first gate of S. Giovanni.was completed;
" and Ghiberti received the commission of the secorid, which
‘remained in hand till 1452.¢ Iis peculiar beauties and
aefeg:ts have been ecxplained and commented by many,
with indulgent favour by Rumohr,® with smaller approval
by Sir Joshua Reynolds. It is not doubtful that the
faults which characterized the first were. repeated with
interest in the ‘second, and that Ghiberti finally substi-
tuted to the real laws of bas-relief a pictorial style which
sought to* increase the illusion of the spectator by the
introduction of linear- perspective.® We may admit the
art with which the sculptor varied the planes on which
his figures were placed; we may be charmed by the

'the statue was commissioned of

figuration may be considered as
best sustaining the prineciples of
basrelief and the mpaxims of com-
position perfected by Giotto. In
the annunciation there is more
-action and less balance, and tWe
same remarks may apply to the
nativity and adoration of the
Magi. .

1 This figure was executed in
1414. See Ghiberti's journal of
that date in Baldinucei, ub.
sup. Vol. V. p. 40. -

? Vas. Vol. IIL p. 110.

3 Ghiberti com. in Vas. Vol. L
p. XXXII. See for the payments
due to Michelozzo Michelozzi, his
tax paper; Gaye, Carteggio.
Vol. I. p. 117. He describes him-
self as Ghiberti’s assistant; and

'

Ghiberti. See the record of Aug.
26. 1419 in Baldinucci, ub.
sup. Vol. V. p. 44. In 1421, Ghi-
berti ‘announces, that the figure
bas failed in the casting, and coh-
sents to recgst it at his own ex-
pense; — record. Ibid. Vol. V.
p- 51. In 1422, he finally received
650 gold flor. for the work, Ibid.
Vol. V. p. 52, ,

4 It was finished in 1447, but
only gilt in 1452.

5 Forschungen. Vol. IL p.p.
230 and folléwing.

8 The same system was pursued
in the reliefs of the monument of
S. Zanobi at 8. Maria del Fiore

commissioned in 1439. See Gaye,
Carteggio. Vol. L. p. 543,
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beauty of 1solated palts or eplsodes, but the critical eye
vainly seeks one picture in which the simple qualities
required- by the gravity of sculpture are fully maintained.
The general features of "this great work are crowding of
figures, and their undue subordinatioh to the -distances
and accessories, a reversal of the Giottesque principle
which makes distances of minor importance; an appli- -
cation of linear perspective to plastic art, unusual, and
perhaps to be entirely condemned, but at the same time,
great progress over past efforts in the definition of form
and a .perfection in the use and production of ornaments
of flult, ‘garlands, and birds in their natural shape, inimit-
able and unsurpassed to this day.. How far the latter
_quality may be detrimental by casting the figure subJects
into the shade may be left to the individual judgment of
the observer. Vasari, who always preferred modern to
older art, naturally placed the second before the.first of
Gliberti’s gates.. Ins this he-has.been followed by Ru-
mohr. The true maxims of art were, however, best pre-
gerved in the first, least in the second. ’ :
The same age which welcomed the gentle talent of
Angelico, the manly genius of Masaccio, the polished art
of Brunelleschi and Ghiberti, gave éxpansion to Dona-
tello’s rugged style.! . A daring energy, a fiery temper,
and a frank demeanour, united to an open disdain of the
. finesses of culture, were remarkable in him; and his life
and works, if studied apart by a philosopher and a eritic,
would yield the same conclusions to both. His character
and style are alike illustrated in that encounter With
Brunelleschi, which ended in the triumph of the latter.
“To you the power of delineating the Saviour, to mre that
of representing rustics,”” such was his final remark to
his friendly rival.? But Donatello was by no means an
ordinary man. The strong pulsation of his blood, the
febrile activity of his hand might disable him from re-
flecting on the creation of ideal gentleness of type or

' Born 1386. Dicd 1468.  ° Vas. Vol. TIL p. 247.

t
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selection of form. They could not but impart to every
thmg he undertook a masculine energy equally original
in stamp and powerful in its impression on the beholder.

- Donatello, indeed, was a man whose influence on cotem-

’

porary art was beyond measure great, whose fame ex-
tended far outside the bounds of Italy, and who stands
forth in history as tlie archetype, on ‘which Michael .
Angelo was modelled. Michael Angelo might truly admire
the polish of Ghiberti, and declare that the gates of S.
Giovanni were worthy of guarding the entrance to Paradise;
but his own style was f‘uthfully moulded on that of Dona-
tello; and we recognize in two great Florentines of dif-
ferent ages the same characteristic features.

The complex of Donatello’s .numerous works reveals
the extraordinary powers of one whose spirit and fire’
carried him beyond the-limits of sober and select thought.
He worked and created with a vehemence properly called
furia, by the Italians, and suggesting comparison with
the fiery war steed, who, with swollen nostrils, strains at
the curb and disdains the bit. His works are the true
reflex of his nature. Yet his command -of means was in
no wise common; and it is to him more than o Ghiberti
that we owe the style which Vasari usually calls “mo-
dern”.! The study of the models of antiquity was maore
tharked in its influence on-his productions than upon
those of Ghiberti. One may still contemp]ate with sur-
prise the’ classic style preserved in works embody.mg the
subjects, and imitating the mauner, of the Greek ‘time;?
one admires the more distant- but not less certain trace
of that influence in works illustrative of Bible history.
If, among the many statues of David which Donatello
produced, we choose one which now adorns the collection
of the Uffizi, we shall agrde with Vasari® that the life

[ 3 .

t No doubt Ghiberti and Bru-|Donatello was the chief instru-
nelleschi had their fair share in{ment in it.
the creation of the modern style;| 2 See the bronze patera in Casa
for 