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History of Italian Renaissance Art introduces a new
dimension to books on Italian art. Professor Hartt, so
steeped in every phase of this subject, writes with extraor-
dinary knowledge and facility on Italian architecture,
sculpture, and painting across more than three centuries.
He brings into high relief the decisive achievements of
great artists, the interchanges among them, and the for-
mation of trends tha! created the Renaissance as we know
it. The openinz words of his book are: “The matrix of
Italian art is Italy itself.”

We discover that certain Italian artists were well aware
that they were forging a new style; others, content to
follow earlier art, were unavoidably influenced by their
more progressive contemporaries. External events—wars,
pestilence, political upheavals—affected artists’ lives as
well as the coemimissions they received and their comple-
tion of w.eork= already begun, and not always adversely:
a high point o. this book is the account of Florence in the
1420s, when the pressure of threatening armies produced
amighty upsurge of artistic activity.

The Renaissance, often known as the Age of Humanism,
broadened its religious faith to include knowledge of man
and confidence in his values and interests. The humanist
painter invents portraiture and landscape painting; the
sculptor contributes full-size figures that seem to move
freely; the architect builds for many kinds of living. City
life determines the artists’ commissions, and we also see
it reflected in the paintings. But Renaissance art also
presents the fulfillment of the individual artist—in Alberti’s
fundamental theories, Michelangelo’s superhuman vi-
sions, and Titian’s supreme warmth and vitality.

In the light of revived interest in the ancient world,
classical languages !larning, and art gave to artists a
panoply of images and ideas. Professor Hartt sorts out
the artists’ varying responses to this classical heritage,
whether it took form in Botticelli’s allegories, Raphael’s
harmonious ensembles, or the dancing freedom of Pol-
laiuolo’s frescoes and sculpture. And finally we see the
consolidation of the Late Renaissance, which was to
produce the wide world of the Baroque.

To convey this broad artistic development, to present
its major artists, and to acquaint the reader with its com-
plex monuments, the text is closely keyed to over 800
illustrations in color and black-and-white, many of them
photographed since recent restorations. In this ample
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FOREWORD

A book in English dealing with the art of the Italian
Renaissance—painting, sculpture, and architecture—
needs no apology for its existence. In recent decades
several single-volume introductions to Italian Renais-
sance painting have appeared in English, a few on archi-
tecture, and only one on sculpture. None, to my knowl-
edge, has attempted to treat all three. Yet all three were
closely related in Renaissance Italy. Often the same
master practiced two of the major arts with equal success;
sometimes he achieved commanding stature in all of
them. And, especially in the early Renaissance, architects,
sculptors, and painters interchanged their ideas with the
greatest freedom, often going so far as to borrow for
exploitation in their own arts effects which seem more
appropriate to other techniques and other media. This
book may, therefore, fairly claim to fill a gap.

The organization of the book has precipitated a series
of difficult choices. A comprehensive treatment of all
the gifted masters at work from the Alps to Sicily, during
the period of roughly three centuries which can be em-
braced by the term Renaissance, the whole compressed
between one pair of covers, might have produced a useful
handbook but not a readable account. Worse, it would
not have been possible to illustrate all the works of art
mentioned in the text with photographs of legible scale
and quality. I chose, instead, the twin principles of ex-
tended discussion and adequate illustration. In fact, no
work of art treated in the book is left unillustrated.

In making my choices I have tried to leave some for
other teachers. While my own undergraduate course in
Italian Renaissance art covers many more works than can
possibly be discussed or illustrated in a single book, I
have never attempted to treat in my lectures all the
masters who appear in the following pages. Individual
teachers may wish to take up artists I omit, or vice versa,
and the general reader—whose rights should be respected
—ought also to be able, if he wishes, to get a wider view
of the subject than can be fitted into any college course.

Reasons could be advanced for every inclusion, every
omission; but equally persuasive arguments will doubt-
less be produced by critics who do not agree with my
judgments. Neither they nor I can claim complete

objectivity. First, for instance, I admit to a personal slant
in favor of Tuscany, and especially Florence, which I
would be willing to relinquish if it could be proved to
me that the Renaissance originated anywhere else.
Second, it has seemed to me more important to write at
length about revolutionary figures and major movements
than to include certain minor masters, no matter how
delightful their works may be. I have tried to be fair,
despite my Tuscan bias. I may be castigated for having
omitted, for example, Torriti and Rusuti, Foppa and
Bergognone, Mazzolino and Ortolano, Romanino and
Moretto, Bartolommeo and Alvise Vivarini. I can only
reply that, for the same reasons of relative importance
and quality, | had to pass over such Tuscans as Pacino di
Bonaguida and Giovanni del Biondo, Luca di Tommé
and Taddeo di Bartolo, Bartolommeo di Giovanni,
Neroccio, Agostino di Duccio and Mino da Fiesole,
Bacchiacca and Ridolfo del Ghirlandaio.

My guiding principle of selection has meant that
certain pictures have had to be reproduced here no matter
how often the reader may have seen them elsewhere;
otherwise I would have had to refer him to a library of
other volumes. But even here, from time to time I have
changed the traditional emphasis, and put in fresh works
that I thought deserved to be better known, and left out
some familiar warhorses. Sometimes it has been im-
possible to give a fair account of the work of an artist
with so few examples. Pazienza, as the Italians would
say; the works of art themselves are in the galleries and
churches to be enjoyed and thought about, and the rich
literature about them is on the shelves to be read. My
goal will be attained if I have stimulated the reader’s
appetite to do both.

Throughout the book I have attempted, where possi-
ble, to present the individual work of art in its context of
contemporary history, to show how it fulfilled specific
needs on the part of artist and patron, and how its mean-
ing was intended to be interpreted. Sometimes the texts I
quote may seem abstruse and remote from our own
experience; that is not their fault. An iconologist
(one who interprets the meaning of works of art through
texts) often meets with the objection, “But aren’t you



reading all this into the work of art?” If the iconologist
has found the right texts, he has discovered only what
was intended to be seen in the work of art, and what the
forgetfulness of centuries has caused to be read out of it.
Aesthetically, of course, a work of art is no less inter-
esting if we do not know what it represented. But a
knowledge of its meaning can admit us into realms of
experience, in both the personality of the artist and the
period to which he was speaking, that would otherwise
have been inaccessible. Such knowledge can also open
our eyes to previously unobserved qualities of form and
color in the work of art. And it can tell us much about
why the artist did certain things the way he did—and
even, at times, give us a flash of insight into the forces
which cause styles to change or disappear and new ones
to take their places.

In quite a number of instances I have presented tenta-
tive ideas, labeled as such, which will eventually, I hope,
be more completely expounded elsewhere, supported by
all the necessary evidence. Would it have been better
to leave them out? Rightly or wrongly, I have always
felt that I owed the student in my courses the benefit of
my thoughts even when not fully tested by proof, and I
saw no reason why [ should not follow the same principle
in this book.

I have reason to be grateful to many persons, and
first to my mentors in the field of Italian art. Richard
Offner, Walter Friedlaender, and Erwin Panofsky left
a profound impression on the minds of their students,
and I am no exception. But above all I am thankful to
Millard Meiss, who gave me thirty-five years ago the
best possible introduction to the systematic study of
Italian painting, whose writings have influenced me
deeply ever since, and who has listened to my ideas and
read my work with his characteristic indulgence. Certain

basic notions on Ghiberti and Alberti, as well as on many
another aspect of Italian architecture and sculpture, |
owe to Richard Krautheimer. Ugo Procacci, Leonetto
Tintori, their colleagues in the Gabinetto dei Restauri
atthe Uffizi, and Elizabeth Jones at the Fogg Art Museum
have taught me what little I know about the all-important
question of techniques and their relation to style. Many
colleagues, younger and older, have helped me with ideas
and criticism, especially Ludovico Borgo, Samuel Edger-
ton, Sydney Freedberg, H. W. Janson, Charles Seymour;
Charles Sterling, and Jack Wasserman. My students at
Washington University, the University of Pennsylvania,
and the University of Virginia have not only listened to
me and given me unspoken help and inspiration, but
offered many crucial suggestions. Finally, the example,
the confidence, and the unfailing assistance of Bernard
Berenson and Nicky Mariano, dear departed friends,
have helped me in innumerable ways.

The Harvard University Center for Italian Renaissance
Studies at Villa I Tatti, which has fulfilled so well the
high ideals of its founder, has granted me study space.
Despite its devastation by natural disaster in 1966 the
Gabinetto Fotografico at the Uffizi has responded un-
failingly to my insistent requests for photographs, as have
Fratelli Alinari from their unparalleled photographic
archives.

Month after month Dianne Hess patiently and ac-
curately typed out the text. Patricia Egan and Mary Lea
Bandy helped smooth out many a knotty passage.
Barbara Adler hunted down elusive photographs. Dirk
Luykx is responsible for the handsome design and
layout of the book. Harry N. Abrams, F. H. Landshoff,
and Milton S. Fox met my every need, and gave me the
warmest encouragement publishers could offer. Calix
meus uberrimus est.

FLiED

Old Ordinary
Charlottesville, Virginia
April 25, 1969










1. Italy and Italian Art

The matrix of Italian art is Italy itself, a land whose
physical beauty has attracted visitors from time imme-
morial. The variety of the ltalian landscape. cven over
short distances. transforms a country roughly the size
of California into a subcontinent, harboring a seeming
infinity of pictorial surprises. Alpine masses shining
with snow in midsummer, fantastic Dolomitic crags,
turquoise lakes reflecting sunlight onto precipices, wide
plains of profound fertility, poplar-bordered rivers,
sandy beaches, Apennine chains enclosing green valleys,
vast pasture lands, glittering bays enclosed by moun-
tains, volcanic islands, dark forests, eroded deserts,
gentle hills—all these combine to make up the inex-
haustible Italy that rewards and defeats a lifetime of
explorations.

But not all the beauty of Italy was provided by nature.
More than any other country in the Western world,
Italy may be said to have been humanized. The country
and its people have made their peace in an extraordinary
way. Most towns, even some large cities, do not lie in
the valleys as we think they should, but are perched on
hilltops, sometimes at dizzying heights. The reason for
such positions is not hard to discover, for most Italian
towns were founded when defense was an essential. But
the views from their ramparts offered for the inhabitants
not only a military but an intellectual command of sur-
rounding nature. Even the hills that are not crowned
with cities, villages, castles, or villas—and most of those
that are—have been turned into stepped gardens, man-
made terraces which hold, growing constantly and to-
gether, those essentials of Italian civilization—wheat,
the olive, and the vine. Only here and there in Italy does
one come across wild tracts whose rocks or sand have
defied all attempts at cultivation. Everywhere cities can
be seen from cities, towns from towns. Agriculture and
forests are alike submitted to the ordering intelligence
of man. On the Lombard plains the plots of woodland
are marshaled in battalions; like perfect sentinels the
disciplined cypresses guard the Tuscan hills. Three-
hundred-year-old olive trees shimmer in gray and silver,
winter and summer alike. The gardens are not flower-
beds but hedged and terraced evidences of human plan-

ning, patience, and skill. The Italian climate is less
gentle than its reputation. While the winters seldom
match the severity of those in the United States or
northern Europe, neither can they offer brilliant days
of blue skies and flashing snowfields. Even in southern
Italy and Sicily, winter is dark, wet, and interminable.
Summer is hot, autumn rainy, and spring capricious.
Yet in three millennia or so of constant and often stormy
marriage with the land, the Italians have created a
harmony between human life and the natural world not
to be met with elsewhere. The forms of man’s construc-
tions and the spaces provided by geography seem to fit.
In the second half of the twentieth century the relentless
forces of industrialization are draining the hill farms of
their population. Thousands of stone farmhouses are
now abandoned, among untended olive trees and weedy,
crumbling terraces. The modern suburbs of the growing
cities have marred, with endless blocks of apartment
houses and factories, the beauty of many a valley and
plain. The hydra of the modern motor highway and the
compulsion of a newly prosperous population to take
their holidays at the sea, have ruined many a magical
vista. But the basic concord of man and nature in Italy
still survives. The country roads are still traveled, and
the hill farms still worked, by pairs of colossal and
surprisingly gentle, long-horned oxen. The smoke still
rises from the ancient towns on their hilltops. And views
across the lines of cypresses and up the rocky ledges still
reveal what might be the background of a fresco by
Benozzo Gozzoli. The vast Umbrian spaces are still
much as Perugino saw them. The rustling woods here
and there in the Venetian plain still seem ready to dis-
close a nymph and a satyr from the paintings of Bellini.

THE CITIES. It is the hard-won harmony between man
and nature which makes not only the landscape of Italy
but the art of its people different from any other in the
world. But this art in its entirety predates the rise of the
national state. The Italian language uses the same word
(paese) both for village and for country, in the sense of
nation. No wonder, because to the medieval Itahan and
to millions of Italian peasants and villagers today the
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boundaries of ‘“‘country’” do not extend beyond what
can be seen from a hilltop village. A map of ltaly in the
late Middle Ages or early Renaissance would look like
a mosaic, every piece representing a separate political
entity hardly larger than the modern Italian village.
These communes, which have often been compared with
the city-states of ancient Greece, were all that was left
of the Roman Empire, or let us say of the kingdoms and
dukedoms founded in the disorders following the bar-
barian invasions and the ensuing break-up of ancient
Roman society. During the later Middle Ages. from the
eleventh through the fourteenth century, these city-
states were quite independent of one another. Each had
set up its own peculiar polity, at least outside of the
fairly monolithic South, the so-called Kingdom of the
Two Sicilies, or Kingdom of Naples. Each ruled its
surrounding area of farmland and villages from the
central city. At the outset of the later Middle Ages,
most of the city-states were republics, but in Lombardy
many were ruled by their bishops. In general, they were
merchant cities, and the republican governments were
dominated by manufacturers, traders, and bankers. The
republics were in a state of endemic if sporadic war
with each other, even with visible neighbors (Florence
with Fiesole, Assisi with Perugia). Fiercer even than the
intercommunal wars were the civil eruptions, family
against family, party against party. Under such condi-
tions it was easy for powerful individuals to undermine
the independence of a city-state. Nobles in their castles,
mercenary generals ostensibly hired to protect the re-
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1. Plan of Florence. Cross-hatched area,
original Roman city; inner black line, 13th-century walls;
outer line, 14th-century walls and fortifications
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public, powerful merchants. all struggled to gain control
of the prosperous towns, and the rate of their success in
the fourteenth and fifteenth centuries measures that of
the destruction of communal hberties. The most suc-
cessful of all these super-polities was the papacy. which
maintained varying degrees of control over a wide belt
of Central Italian states.

Some of the republics were destined for greatness.
Venice, at the top of the Adriatic. had by the thirteenth
century extended an enormous colonial empire, largely
in order to maintain its commercial ties with the East.
Florence. in Tuscany, by the end of the thirteenth
century was trading with northern Europe and with the
Orient, and had branches of its banking firms all over
Europe, so much so that Pope Innocent 111 declared
that there must be five elements, rather than four, be-
cause wherever Earth. Water. Fire. and Air were found
in combination, one saw also Florentines. There were
other important republics as well: Siena., Lucca, Pisa,
Genoa-——all separate, proud. independent states—and
many much smaller. Each state, whether republic or
despotism (duchy, marquisate, county, or merely
signoria—lordship) tended to absorb its smaller neigh-
bors, either by conquest or by purchase. so that by the
end of the fifteenth century the peninsula was divided
into a much smaller number of polities, each now domi-
nating a considerable subject territory. Yet none was
able to unite against the menace of the increasingly
centralized monarchies of the rest of Europe which, in
the sixteenth century, were to submerge [taly almost
entirely.

The most striking phenomenon of any one of these
[talian city-states is a dense huddle of houses of almost
uniform height—regulated by law—crowding up the
slopes and toward the summits of the hills chosen for
defense, often still surrounded by city walls with gates
and towers. The jumbled planes of the tiled roofs are
punctuated here and there by the loftier walls and towers
of the churches and civic buildings. The town houses of
the great noble and commercial families also generally
culminated in towers, built to secure the fortunes, and
even the lives, of their owners. Only in a few isolated
towns are some of these house-towers preserved to their
full height because, in the later Renaissance, when the
small republics had coalesced into a few larger prince-
doms, the owners were forced by decree to crop these
means of defense.

In or near the center of every town is the piazza, the
great square which is the focus of civic life. It is, above
all, essential to understanding the civic nature of Italian
art. Surrounded by a natural world which man is con-
stantly trying to dominate, Italian art is based on
communication between people in the square and its
adjoining streets where the life of the community takes
place. In those smaller Italian towns where the great
squares have not become parking lots, this is still true.

In even the earliest Italian paintings it is striking how




2. View of Florence from the south

immediately the circumstances of life, the people, and
the architectural background of their existence are
transported to the works of art. The visual field, the
painting or the work of sculpture, under the guise of
religious or historical narrative, presents a permanent
image of the continuing reality of everyday life— the
contact, conversation, conflict, between people, which
constitutes the drama of the piazza.

In her ground plan Florence shows the nature of the
expansion of the Italian city-state (fig. 1). A bird’s-eye
view shows the great city in the fifteenth century, the
largest in Europe, even if considerably reduced by the
Black Death from the more than one hundred thousand
inhabitants it counted a century earlier, at a time when
London and Paris were towns of twenty thousand or so
apiece, and Bruges and Ghent, the trading cities of the
North, did not surpass forty thousand. The colossal
dome, whose construction we will presently follow,
forms a focus for the city which is surrounded by the
circle of walls and then by the Tuscan hills (fig. 2). In
the accompanying plan one can watch the metropolis
grow. Roughly oriented from east to west in the ordi-
nary manner of the ancient Roman town of the plains,
the original square Roman city plan, slightly expanded

on one side, is indicated by cross-hatched lines. Within
it, all the streets were straight, and intersected at right
angles. By the thirteenth century there were far more
inhabitants in the suburbs clustering around the gates
than remained inside the Roman walls, and a second
circle of fortifications, much less regular, had to be
built. In the fourteenth century a third circle of walls
was constructed, which the city was destined never to
fill. Even today, when Florence has grown to nearly half
a million and the suburbs straggle up and down the
Arno Valley, a few huge gardens remain inside the
boulevards which have largely replaced the walls. The
streets were and still are narrow. They must have been
overcrowded even in the Middle Ages and the Renais-
sance. They are flanked by towering buildings of stone,
often roughly cut, and when the house-towers were
standing, must have presented an even more forbidding
appearance.

Siena (fig. 3) is some forty-five miles to the south over
winding roads—in the Middle Ages probably a day’s
journey by post-norses. The bitter commercial and
political rival of Florence, Siena was eventually to
succumb to her hated enemy in the middle of the six-
teenth century. To a degree difficult for a foreigner to
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3. View of Siena from the west

4. View of Venice from the southeast
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conceive, Siena is still the archetype of the resentful
vanquished. It is a hill town, straggling along in the
shape of a ““Y” along the crest of three hills, in the
midst of a magnificent landscape. Instead of the four-
square intersections and powerful cubic masses of
Florence, Siena presents us with a picture of constant
climbs and descents, winding streets, and unexpected
vistas. In comparison with the logic of Florentine
architecture and planning, it appears illogical, spon-
taneous, roughly organized, and very beautiful.

The third city which will concern us chiefly, Venice,
needs scarcely to be described, save to emphasize that
its position, supported on wooden piles on hundreds of
marshy islets in a sheltered lagoon along the Adriatic
shore, rendered unnecessary either the city walls or the
massive house construction of the mainland towns (fig.
4). The result was an architecture whose freedom, open-
ness and brilliant color come as a release after the
fortress-like character of so many other Italian cities.

THE ARTIST AND THE GUILDS. The typical Central and
North Italian city-state of the later Middle Ages was
dominated by the guilds, in every phase of its com-
mercial and political life. Florence was a republic
founded on commerce and ruled by an organization of
guilds. These were independent associations of bankers
and artisan-manufacturers. The guilds were self-per-
petuating and self-regulating except insofar as they
were forced to accept the domination of the Guelph
party, the single political entity permitted in a democra-
cy which, however restrictive by modern standards, was
in advance of anything that had been conceived in
western Europe since the days of Pericles. In Florence

5. Northwest corner,
Orsanmichele, Florence.
Rebuilt 1337 (statues
here visible, 1411-29)

the position of the guilds was symbolized by the niches
reserved for each of the principal guilds in a curious
building to which we will frequently return, the center
of the food supply of the Republic in an era threatened
constantly by famine—the combined grain exchange
and shrine known as Orsanmichele (fig. 5). This was an
enormous three-story structure in the center of the city,
whose Gothic arches were, in those days, still open to
the streets. Between the arches were the niches in which
each guild had the civic responsibility to place a statue
of its patron saint. The seven major guilds (Ar#i, as they
were called) included the Arte della Calimala, the re-
finers of imported woolen cloth; the Arte della Lana,
the wool merchants who manufactured their own cloth;
the Arte dei Giudici e Notai, or judges and notaries;
the Arte del Cambio, or bankers’ and money-changers’
guild; the Arte della Seta, or silk-weavers; the Arte dei
Medici e Speziali, or doctors and pharmacists; and the
Arte dei Vaiai e Pellicciai, or furriers. The painters,
oddly enough, belonged to the guild of the doctors and
pharmacists, to which they were admitted in 1314,
perhaps—as is generally believed—because they ground
their own colors as the pharmacists ground their own
materials for medicines. In the 1340s the painters were
classified as dependents of the physicians, perhaps be-
cause painters and doctors enjoyed the protection of
the same patron saint, St. Luke, reputedly both artist
and physician. And in 1378 the painters found them-
selves as an independent branch of the Medici e Speziali,
one of the seven major guilds of the Republic.

There was a constantly shifting number of medium
and minor guilds. Among the former, and never ad-
mitted to the rank of the major guilds, was the Arte
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di Pietra ¢ Legname, the guild of the workers in stone
and wood. This comprised all sculptors who worked in
either material. But if a sculptor was brought up as a
worker in metals, such as bronze (and there was a com-
pletely different attitude on the part of the citizens
toward this material and those who knew how to
manipulate it), he made himself a member of a major
guild, the Arte della Seta.

At the bottom of the social structure, completely
outside all the guilds, were the wool carders, on whose
labors the fortunes of the city depended. Their situation
in some ways was comparable to that of the slaves of
ancient Athens, for although the Ciompi, as they were
called, were permitted to leave their employment,
their activities were severcly circumscribed by law.
These wretched creatures, constantly hovering on the
brink of starvation, once did revolt in the year 1378
and founded a guild of their own. Their participation
in the government, and indeed their guild itself, were
short-lived. The oligarchy resumed control, put down
the Ciompi by mass slaughter and individual execution,
and resumed complete control over the economy as
well as the political fortunes of the Republic.

The artist found himself an essential part of a closely
knit society, for which he worked on commission. It
would hardly have occurred to an artist of the thirteenth
or fourteenth century to paint a picture or carve a
statue for any other reason than to satisfy a patron. If
he were a good artist, he would doubtless have had a
substantial backlog of commissions all demanding
execution. An artist did not enjoy a studio, as known
to later traditions. The very word means ‘‘study” in
Italian, and came into use only in the seventeenth cen-
tury when the artists joined and were dominated by
academies. In the later Middle Ages and throughout
much of the Renaissance, the artist worked in a bottega
(shop). Sometimes it was really entered, like a shop,
from the street. Minor artists might even exhibit finished
work to the public in the shop. Artists as important as
Masaccio, Ghiberti, Castagno, and Pollaiuolo did not re-
fuse commissions for jewelry, for painted wooden plates
customarily given new mothers and painted shields
for tournaments or ceremonials, for processional ban-
ners and designs for embroidered vestments or other
garments. And even the greatest artists were frequently
employed in the design of triumphal arches, floats, and
costumes for the splendid festivals which celebrated
civic, religious, or private events. In his old age, in a
period already dominated by the new academic con-
ception of the artist as well as by the new autocracies,
Michelangelo protested that he ‘“‘was never a painter
or a sculptor like those who keep shops.”

For our purposes, the principal object made by a
painter in a bottega was the movable picture, above all
the altarpiece. This is the work of art which stands as a
religious image upon and at the back of the altar: it
may concentrate in visual symbols the doctrine under-
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lying the Mass, or depict the saint to whom a particular
church or altar was dedicated, together with scenes
from his life. Up to the thirteenth century or so, the
exact date varying from place to place, the priest had
stood behind the altar, facing the congregation. It is
to this carly form of the liturgy that the Church has
returned in our own day. With the celebrant in such a
position, there was room on the altar for nothing save
the ritually required crucifix, candles, and vessels of the
Mass. Decoration—and this could include images and
narrative scenes—was limited to the front of the altar
itself, and perhaps the sides and back. Sometimes the
decoration was sculptured, in stone or in semiprecious
or even precious metals. Often it was painted on wooden
panels. In the thirteenth century the ritual was moved
around to the other side of the altar, so that the priest
had his back to the congregation save for occasional
moments when he turned to them for the responscs or
the readings. This new position of the priest left the
field open for large-scale religious images, and these
developed with great rapidity in the thirteenth and
fourteenth centuries. The crucifix, required for every
altar, was the most immediate and logical possibility
as an altarpiece. But the thirteenth century saw the
growth of the veneration of the Virgin Mary, and quite
early begin to appear the images of the seated Madonna
and Child which play so large a part in Italian art, and
are still to be found in every Italian Catholic home.
This image was natural enough, because although the
Mass perpetuates the sacrifice of Christ upon the Cross,
in a sense His body is born again on the altar in the
Eucharist, and it is offered in this form to the communi-
cant by the Church as Mary holds and offers her Son.
Altarpieces, including tiny folding ones made to be
set up in private homes as an aid to the devotions
prescribed at set hours, were almost always composed
of wooden panels. Sometimes two of these were joined
together, in which case the work 1s called a diptych.
More common, however, were the triptychs (three
panels), and most frequent of all were polyptychs, whose
construction in many panels within carefully designed
architectural frames often suggests the fagades of con-
temporary Romanesque, Gothic, or Renaissance
churches. Since altarpieces were freestanding, and the
high altar of any major church was set in the center of
the apse or chancel, the painted images or scenes some-
times went around the back of the altarpiece as well.
Early in the fourteenth century arose the custom of
painting the predella, or pedestal of the altarpiece, with
small narrative scenes, visible only at close range by the
actual participants in the Mass, including the kneeling
communicants. And about the same time the Gothic
pinnacles, set between or even above the arches and
their architectural gables, also began to provide fields
for painting. The iconography of the altarpieces was
determined by the clergy. But the artist himself designed
its shape to fit the requirements of the patron and, it is
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6. Tempera panel dissected to show five principal
layers a. poplar panel b. gesso, sometimes reinforced
with linen ¢. underdrawing d. gold leaf
e. underpainting f. final layers of tempera

to be supposed, had the total form of the altarpiece and
the proportions of all its subdivisions fixed before he
started drawing on paper the images to be placed within
the frames. Such preparatory drawings sketching out
and studying in detail the figures to be painted in the
altarpieces are seldom met with before the fifteenth
century, when they become extremely common.

THE PRACTICE OF PAINTING. The intricate procedures of
the painter’s craft (fig. 6), as practiced in Florence from
the time of Giotto up into the fifteenth century, are
described in elaborate detail by Cennino Cennini in
Il libro dell’arte (The Book of Art; see Bibliography),
who tells us proudly that he studied with Agnolo
Gaddi, the pupil of an assistant of Giotto. The panels,
generally of finely morticed and sanded poplar or linden
wood, were spread with gesso, a mixture of finely
ground plaster and glue. Sometimes this gesso was
covered with a surface of linen soaked in gesso; then
still more gesso was applied to the linen so that the
fabric would be sandwiched between two layers of gesso.
When hard, the gesso surface was very resistant and

could be smoothly finished. Then the painter, having
measured the proportions of the various elements of
the image to appear on the panel, proceeded to draw in
carnest. Preliminary indications in charcoal may have
been made, but what has survived in some extraordinary
instances is the underdrawing in sharpened leadpoint,
the ancestor of our modern lead pencil. In the thirteenth,
fourteenth, and carly fifteenth centuries the backgrounds
behind all figures and the haloes around the heads of
saints were almost invariably gold leaf, applied in sheets
over a red sizing to hold them to the gesso. In many
altarpieces, the edges of the original sheets can still be
made out, and as the gold leaf tends to wear off with
rubbing, damaged gold backgrounds often display large
areas of the underlying red. Gold, of. course, was used
on account of its precious character. The value of gold
was much higher in the Middle Ages and Renaissance
than it is today. But gold could be, and generally was,
handled in such a way as to bring out its symbolic
significance; for example, its great luminosity suggested
the light of heaven.

When the gilding of the background was fairly solid
the painter could proceed with the underpainting,
usually in terra verde (green earth) for the flesh, but even
the drapery was often outlined in this color. When the
underpainting was completed, the artist would build

7. ANDREA Pi1sANO. The Art of Painting.
Mid-14th century (c. 1334-before 1348). Marble.
Lower row of Campanile, Florence (see fig. 127)
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8. FRA ANGELICO. Madonna and Saints. 1430s(?).
Panel, transferred from original panel, 54 x 811".
Diocesan Museum, Cortona

up the actual painting in layer after layer of tempera;
that is, ground colors mixed with yolk of egg as a vehicle,
instead of with the oil of more recent tradition. Yolk
of egg, as everyone knows, dries rapidly and becomes
extremely hard. As a result, the painter could not easily
correct what he had done. The strokes, applied with a
sharply pointed brush usually made of miniver (gray
squirrel) hairs, had to be accurate, neat, and final. This
made for a slow and craftsmanly approach to the art
of painting in tempera. A relief by the fourteenth-
icentury sculptor, Andrea Pisano (fig. 7), from the Cam-
panile of the Cathedral of Florence, shows a painter
at work on an altarpiece, proceeding just as all modern
painting students are told not to. A painter in the four-
teenth century sat down to paint a panel, and worked
as closely as if it were a miniature. A little triptych is
displayed as if for sale in the painter’s shop although as
yet nothing is represented on it.

A major surgical operation performed upon an altar-
piece after damage in World War I1I affords us an unex-
pected opportunity to reconstruct the procedure of the
artist. A Madonna and Saints by Fra Angelico (fig. 8),
heavily damaged by mold, had to be transferred to a
new panel; this is a difficult but not unusual procedure.
After the mold and dirt are removed, the surface must be
covered with sheets of cheesecloth dipped in plastic
adhesive, which hardens sufficiently to retain the paint
in perfect condition. The panels can then be detached
from the frame, turned over, and the diseased wood
either picked off or scraped away. In this case it was
discovered that the gesso was also corroded, necessitat-
ing the removal of the gesso and the linen with surgical
instruments, leaving only the veil of pigment adhering
to the hardened cheesecloth and adhesive (fig. 9).
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9. FRA ANGELICO. Madonna and Saints. Removal of gesso-
soaked linen from back of gesso layer (lateral panels)

10. FRA ANGELICO. Head of St. John the Baptist, [
detail of Madonna and Saints. |
Underpainting, seen from reverse side
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At this stage the underpainting was revealed from the
wrong side, as Fra Angelico himself never could have
seen it (fig. 10). The soft green earth used for underpaint-
ing the flesh was intact and also the broad areas of solid
color under the drapery passages. In an orange cloak,
for example, a flat surface of orange was applied to the
entire area between the contours. Later, a darker orange
was added for the shadowed areas, a paler one for the
lights; the painter continued to model in lighter tones
until highlights were brushed on last of all in white.
Inevitably, these highlights were the first to disappear
in the rough cleaning to which the surfaces of many,
perhaps most, old pictures have been subject in the
past. Sometimes a division between dark and light
areas occurs even in the underpaint. Somctimes, also,
the painter used a different color for the shadows, which
produces a brilliant, iridescent effect. The gold haloes
were at first tooled to make a pattern in relief; later
they were punched. Since all the diseased gesso was
removed from the haloes in this instance, the patterns
stand up in reverse in this photograph, which even shows
traces of Fra Angelico’s delicate original pencil strokes
still adhering to the underside of the film of tempera.

The fresh bright colors and flashing gold of the altar-
pieces were, of course, slightly toned down by the
application of varnish; this practice was universal.
Varnish has even been found on thirteenth-century
panels beneath a complete layer of fourteenth-century
repaint. Light invariably caused ultramarine blue to
darken, and all the colors were slowly obscured by
candle smoke. It takes a considerable effort to restore
mentally a darkened picture in a museum or a church
to its original brilliance. We have, of course, some
instances of old pictures that have suffered hardly at
all: the most notable is probably a little Madonna and
Child with Saints by Nardo di Cione (see fig. 114), now
in the National Gallery in Washington. Being a private
altarpiece, this exquisite picture had the good fortune
to remain in a closed condition for centuries, the surface
preserved almost miraculously from dirt, fading, or
other discoloration, and rubbing or retouching of any
sort. This may be the most perfectly preserved of all
Italian fourteenth-century pictures, and it should be
studied by visitors to the National Gallery as a standard
against which to measure all other old pictures.

If the altarpiece forced the painter to work with
meticulous care over months and years, he had a chance
to express himself much more freely in another medium,
that of fresco. According to Cennino Cennini, who
seems to have described many of the standard proce-
dures of Giotto and his followers, fresco (which in
Italian means “fresh’’) was the most delightful technique
of all, probably because the painter could work fast,
pouring out his ideas with all the immediacy, vivacity,
and intensity for which the Italians are universally
known. A fresco today may appear detailed and exact
from the floor, but seen close to, it reveals at once that

it was executed at considerable speed. Most Iltalian
fresco painters could manage an approximately life-
sized figure in two days—one for the head and shoulders,
the other for all the rest. Counting that an additional day
had been spent on the section of background architec-
ture or landscape above, a rule of thumb has been
devised which arrives at the amount of time involved in
painting a fresco by multiplying the number of fore-
ground figures by three days. More exact methods are
possible, as we shall presently see, but this simple
system does correspond roughly to the usual state of
affairs.

In a fresco (fig. 11), the thirteenth- or fourteenth-
century painter secems to have proceeded to paint
dircctly on the wall without preparatory drawings on
paper, beyond the usual sketches that all painters make,
either from reality or imagination. The carly painter
was able to work directly on the wall in much the same
manner as he talked in the piazza. He stood on a
scaffolding before a wall whose masonry had been
covered with a rough coat of plaster called arriccio or
arricciato. On this surface the painter could make, often
with the aid of such devices as rules and chalk lines
tied to nails, the principal divisions of the area he was
going to paint. Then, with or without the aid of prelimi-
nary sketches, he drew rapidly, first with a brush dipped
into a little pale and watery ochre, which would leave
only faint marks.

Over the first ochre indications, the painter could
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11. Partially finished fresco at beginning of a day’s work.
Joints between previous days’ work indicated in heavy lines
a. masonry wall b. arriccio ¢. painted intonaco of
upper tier d. new intonaco ready for color
e. previous day’s work f. underdrawing in sinopia
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12. ANDREA DEL CASTAGNO.
Crucifixion. 1445-47.

Sinopia drawing (portion).

Cenacolo of Sta. Apollonia,

Florence (see fig. 268)

then continue drawing the rough outlines of the figures
lightly with a stick of charcoal, establishing the poses
of the limbs, the principal masses of drapery, and so
on. Then he would proceed to the third stage, the draw-
ing in red earth called sinopia, after the name of the
Greek city Sinope, in Asia Minor, from which the
finest red earth color was thought to have come. The
red earth was mixed with water and made an excellent
material in which to establish the smaller elements of
musculature, features, even ornament, sometimes with
broad, free strokes of a coarse-bristle brush, sometimes
with shorter strokes. In the process of detaching many
threatened frescoes from the walls, by a method roughly
similar to that used for transferring tempera paintings,
many of these sinopie have been brought to light since
World War II (fig. 12). Sometimes, in their freshness
and freedom, the sinopia drawings are more attractive
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to modern eyes than are the more exact finished frescoes
covering them, made to satisfy the taste of the times,
which might well have been that of the artist also. Often
the sinopia varies considerably from the fresco, either
because the painter had changed his mind about the
position of a limb or a piece of drapery, or in certain
cases because the patron complained that a saint was
wrongly dressed or placed. We even possess a letter in
which Benozzo Gozzoli informed Piero de’ Medici
that he had just painted a cloud over an angel to which
the patron had objected—presumably in the sinopia.
As the painter went on with the work, he (or his
assistant) had to cover a section of sinopia each morning
with a new piece of fresh, smooth plaster, or intonaco,
and thus had nothing but his memory to guide him
when he began to paint that area. Every day, therefore,
the fresco consisted of a certain proportion of finished




work, a certain proportion of sinopia, and one blank,
challenging section of fresh intonaco which had to be
painted before the end of that working day: thereafter,
the intonaco became too dry to paint on. The colors in
their water vehicle sank into the fresh intonaco, amal-
gamating with the water in the plaster and undergoing
chemical changes on contact. Not all colors were water-
soluble, and some had therefore to be painted a secco,
that is. on the dry plaster, from which they were. sooner
or later, destined to peel off like any other wall paint.
The joints between the days™ work are usually visible
and palpable, because the painter cleaned oft with a
knife whatever intonaco remained unused when the
light failed. so that he would have a clean edge to start
on next day. To keep the edge from crumbling, it was
beveled. When new plaster was laid on, it inevitably
left a soft and rounded edge adjoining the bevel. One
can therefore often determine not only the imits of each
day’s work. but even the order in which they were done.

Naturally enough, the painter worked from the top
down, not just to keep from dropping paint on com-
pleted sections, but because the floor boards of the
scaffolding had to be lowered every time the painter
wanted to paint a lower level. The result is a tendency
to compose in horizontal strips. The background land-
scape and architecture, sometimes including the haloes,
was almost invariably painted before the heads of the
foreground figures. Sometimes the painter started in the
center and worked out, sometimes he worked from the
sides toward the center. In neither case is it possible to
determine which side came first. But at best it was piece-
meal work, and this was a real drawback during the
fifteenth century when all-over visual unity, including
light and atmosphere, was considered the first essential
of painting. The limits of the scaffolding prevented the
painter from stepping back very far to get a view of the
whole. Occasionally an impulsive painter went over the
edge and was injured—Michelangelo, for instance,
when he was painting the Last Judgment. Barna da
Siena, according to Vasari, was killed in such a fall.
Many of the older masters. particularly when faced with
a hurried commission which had to be carried out with
the aid of many assistants, did a great deal of secco
painting over fresco underpainting. In the fifteenth
century advanced painters carried out experiments,
many of them ruinous, to discover a compromise be-
tween the demands of the new style and the limitations
of the old method. But in any form of painting, through-
out the Middle Ages and the Renaissance, craftsman-
ship and long experience were both required at every
stage. Only at the point of the sinopia, and again during
the painting of faces, background details, and so on,
was inspiration of much importance.

The death knell of the sinopia was sounded by the
cartoon, a full-scale drawing on sheets of heavy paper
or light cardboard pasted together (cartone in Italian
means cardboard). The cartoon could be drawn down

to the last detail in the artist’s studio, in charcoal or
black chalk, so that offending details could casily be
rubbed out and redrawn and the unity of the whole
picture very dehicately adjusted. When the drawing
was complete the outlines were pricked with little holes.
The cartoon, if necessary cut in sections and rolled, was
then brought up on the scaftfolding and the outlines
transferred by “pouncing.” or dusting: as cach day’s
section of intonaco went on the wall, a section of the
cartoon was held up against it and the outlines tapped
with a sponge or bag loaded with charcoal dust, so that
they would appear as rows of little dots on the fresh
plaster. Sometimes these dots can still be seen today.
The painter was then free to lay on his colors, without
having to remember a lost section of sinopia underneath
and with the cartoon always at hand to guide him. For
a while in the fifteenth century cartoons and sinopia
drawings scem to have been used in the same fresco,
but before long the sinopia stage was usually climinated.
In the early sixteenth century, in the work of Michelan-
gelo and Raphael, even the pouncing was skipped, and
the outlines transferred to the soft plaster by means of
a stylus, or metal point, pressed through the cartoon.

THE PRACTICE OF SCULPTURE. Andrea Pisano also
shows us a sculptor (fig. 13) at work on a statue that is
not standing vertically in its final position, but in the
most convenient position for carving—reclining at a
diagonal. Even as late as the sixteenth century Michel-
angelo worked on some of his statues in this manner,
which permitted the sculptor to approach every section
easily without climbing, and also gave every hammer
blow the benefit of gravity. For the sculptor the block
or slab of marble took the place of the painter’s surface
of gesso or intonaco. He, too, began by drawing. The
outlines of the figure or figures were roughly sketched in
charcoal on the surface of the block, from which the
sculptor then began to liberate the work of art by
carving away, first with a pointed, then with a toothed
chisel. The parallel marks left by the latter were re-
moved with files and the surface polished with pumice
and straw. The sculptor used drawing even more than
the painter. Before undertaking his statue in marble or
any other material, he usually made a small model in
clay, then sometimes a full-scale statue in clay, em-
ploying a device composed of adjustable iron rods
jointed together and ending in points, so as to transfer
first the basic, then the progressively finer, relations of
distance and proportion from the model to the finished
work of art.

Bronze was a luxury material, ten times as expensive
as marble. The sculptor was his own bronze-founder,
carrying out in person every stage of the difficult and
dangerous operation. Around the original clay statue a
plaster mold was so constructed that it could be removed
in sections. These sections were taken off, and coated
inside with a thick layer of melted wax. Separately, a
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core of clay and shavings was built on a framework of
iron so that the bronze statue could be hollow, for
otherwise both weight and cost would be prohibitive.
The shells of wax, removed from the plaster mold, were
fixed to the core with wires to make a new statue of wax
around the core. This wax statue was brushed with a
paste made of fine ash mixed with water, and around
it was made a mold of clay and shavings, which was
supported by an iron framework pinned and jointed to
that of the core. When the whole contrivance was
heated, the wax ran out, leaving a space between core
and outer mold to contain the melted bronze, which
was conducted from a furnace through pipes. After the
bronze had cooled, both core and mold could be easily
chipped away, leaving a hollow statue whose thickness
depended on the bronze-founder’s accuracy in measur-
ing the core. In the Gothic period and the Early Renais-
sance, the rough surfaces of the bronze were carefully
filed away by a process known as chasing, similar to
an engraver’s incising on a copper plate, or an armorer’s
incising designs on steel. Much fine detail was added
to the statue by this laborious means. But later only
the mold marks, bubbles, and other imperfections were
removed, and the surface remained otherwise much as
it had left the sculptor’s hands in the original clay.

THE PRACTICE OF ARCHITECTURE. Architecture, in the
eyes of Italians during the Renaissance just as it is to
some modern students, was the leading art of the period.
New buildings went up everywhere, and old ones were
remodeled. New city centers were constructed, and ideal
cities—destined, alas, to remain dreams—at least
reached the level of theoretical definition. It is in these
structures and groups of structures that the most obvi-
ous reference was made to classical antiquity, in terms
of classical proportions, revived Roman orders, arches,
and decoration, not to speak of squares that recall
Roman forums and direct imitations of Roman
triumphal arches for the festivities of Renaissance
sovereigns. Yet, in the long view, it is remarkable how
little the Italian architects understood, until the High
Renaissance, of the fundamentals of Roman Imperial
building, especially the system of vaulting which had
been developed by the Romans to roof permanently,
and still light adequately, vast interior spaces. In spite
of the development of an influential new vaulting system
in Lombardy in the late eleventh and early twelfth
centuries, destined to remain without issue in Italy
itself, Italian architecture of the later Middle Ages and
the Early Renaissance remained just what it had always
been—an architecture of walls. In fact, the word used
by all Renaissance architects, patrons, and theorists
for “to build” was murare (literally, ““to wall’’), and in
Italy a builder is still a muratore.

In comparison with the richly articulated architecture
of masses and spaces developed during the Roman
Empire, followed at Ravenna, and, technically at least,
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13. ANDREA PisaNo. The Art of Sculpture.
Mid-14th century (c. 1334-before 1348). Marble.
Lower row of Campanile, Florence (see fig. 127)

surpassed in the Gothic cathedrals of France and other
countries in northern Europe, Italian buildings of the
fourteenth and fifteenth centuries are strikingly simple
and barren. They are vast spaces, or rather areas,
enclosed by flat walls pierced at not necessarily regular
intervals by doors and windows, and, nine times out of
ten, roofed by the same simple timber constructions
used in Early Christian basilicas, and with at most a
flat, wooden ceiling suspended from the timbers.

Even when he constructed a vault, the Italian architect
was averse to the rich system of supports—the so-called
exoskeleton—of a French Gothic church with all its
flying buttresses and pinnacles. Many an apparent
vault in Italy, that of the Vatican’s Sistine Chapel for
instance, is a mere shell of brick, tied to the roof timbers
above. And the massive masonry vaults of the cathedrals
of Florence or Siena would collapse if it were not for
their iron tie-rods (see fig. 125). The French visitor to
Italy considers such a visible device a confession of
incompetency, but his contempt is equaled by the
Italian revulsion from the complexity of the French
system, which spoils, in his eyes, the simple beauty of
the walls. To the consternation of the modern conserva-
tion expert, some of the most daring Italian vaults of
the Baroque period turn out to have been made of
bundles of straw soaked in plaster and plastered over.

Andrea Pisano shows us (fig. 14) the construction of a
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14. ANDREA PiSANoO. The Art of Architecture.
Mid-14th century (c. 1334-before 1348). Marble.
Lower row of Campanile, Florence (see fig. 127)

building with the rough stones characteristic of Floren-
tine houses and Florentine military architecture of the
later Middle Ages and Early Renaissance, the so-called
rusticated masonry. The architect is visibly directing
the procedure; in a smaller scale, the masons are
working on the scaffolding and laying the stones around
its beams. As the wall rose, the masons moved these
beams to a new level, leaving holes. These square holes
are still visible today in Florentine medieval houses.
The all-important wall, freestanding with a minimum of

external buttressing (generally none at all), was the basis
of all Itahan architectural thinking until it was replaced
by the elaborate radial organizations of spaces in the
High Renaissance.

The concept of the flat wall plane dominates the arts
of ltaly to an extent inconceivable elsewhere. 1t is
fascinating, for example, to note that the often rich and
complex fagade of an Italian church or a palace may
seem to have little or nothing to do with the building
behind it. Actually this is not entirely true; the fagade
of a church, especially, sometimes tries to prepare the
observer for the spaces and architectural motives of
the interior. But the tissue of delicate elements that
makes up the fagade does no more, in general, than just
turn the corner, and then stops short. The flat, untreated
wall continues, abundantly visible from the sides of the
building—as acceptable to ltalian eyes as it is often
startling to foreigners. For the fagade is not considered
an essential part of the building. It i1s rather a splendid
ceremonial decoration for the piazza before it, rather
like the huge shrines still erected in South Italian streets,
and in the streets of certain South Italian sections in
American cities, to celcbrate the festival of an important
saint. The fagade sometimes does not have the same
number of stories as the building behind it and often
towers far above, so that its empty extent must be sup-
ported from behind by iron rods tied to the roof beams;
sometimes it is embarrassingly lower than the bulk of
the actual building. Too often, to the distress of every-
one but Italians, the fagade has never been built at all.

The wall is the beginning and the end of Italian
architecture, and forms as well the broad field for fresco
painting and the background for altarpieces and for
sculpture. The wall is the plane from which perspective
thinking starts, to create new, harmonious spaces in a
world projected within and beyond its surface, which
the observer is visually invited to step through. The wall
is the screen on which the cinematograph of Italian
civic life and Italian humanized landscape is printed,
through the inexhaustible fertility of Italian imagination.
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2. Dugento Art in Tuscany and Rome

The first manifestations of an independent new style
in painting and in sculpture seem to have taken place
in Tuscany, the roughly elliptical region in west central
Italy, embraced between the curve of the Apennines and
the curve of the Tyrrhenian Sea. It is noteworthy that
this region had become, shortly after the year 1000,
the scene of important new political developments. In
the then marshy valley traversed in part by the Arno,
between the Apennine wall to the north and the central
Tuscan hills, one by one the cities of Pisa, Lucca, Pistoia,
Prato, and Florence constituted themselves free com-
munes or republics, liberated from the domination of
the courts of Tuscany after the death of the celebrated
Countess Matilda in 1115, and owing a somewhat shad-
owy allegiance either to the Emperor or, in the case of

above: 15. Christ Pantocrator. 1148. Apse mosaic.
Cathedral, Cefalu, Sicily

right: 16. Crucifixion. 11th century. Mosaic.
Monastery Church, Daphne, Greece
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Florence, the Pope. Somewhat later in the century Siena
established an independent republic, free from the
domination of its bishop and of neighboring feudal
lords. These Tuscan city-states were the theater of the
constant struggle for power between the merchant class
and the old nobility, a struggle in which a high premium
was placed on the value and initiative of the individual;
they provided a rich market and a powerful incentive
for the new art.

The word Dugento (two hundred) is used in Italian
to designate the thirteenth century (the 1200s), as
Trecento is used for the fourteenth century, Quattrocento
for the fifteenth, and Cinquecento for the sixteenth.
The high quality and great richness of panel painting
(the frescoes have largely disappeared) in the Dugento




Colorplate 1. SCHOOL OF Pisa. Cross No. 20. ¢. 1230. Panel, 9’ 9” x 7" 8”. Pinacoteca, Pisa



Colorplate 2. Corro DI MARCOVALDO (attributed). Last Judgment (portion). Second half of 13th century.
Mosaic. Baptistery, Florence




have come to be appreciated only in the last generation.
prior to which the period was generally accepted as one
of stagnation, under the influence of Byzantine art
the painting of the Eastern or Greek Empire. centering
on Constantinople. According to Giorgio Vasari (the
sixteenth-century painter, architect, and writer on art
who is our best and richest source for the art of his
own time), Greek painters were called to Florence., and
there Cimabue, whom Vasari considered the first of
the truly Florentine painters, saw them at work and
quickly surpassed their “‘rude™ manner. Vasari knew
little, of course, about the highly intellectual and refined
painting of this later Byzantine civilization, but there is
a germ of truth in his legend. Greek mosaicists were
indeed called to the polyglot court of King Roger of
Sicily in the twelfth century (fig. 15) and founded there
a new school of Italo-Byzantine art, and it is not impos-
sible that,others came to Florence. But for all their
initial reliance on Greek models, on the Greek methods
of dividing the anatomy into clearly demarcated but
delicately shaded portions. and on the Greek way of
rendering light on drapery by means of parallel stria-
tions of color or gold, even the earliest productions of
Italo-Byzantine painting show an energy and a tension
which distinguish them at once from the more lethargic
beauty of their Eastern models (fig. 16). It is not hard
to realize that the mosaicists of the new school some-
times worked side by side with French sculptors straight
from Chartres.

PAINTING IN PISA. So little is left of Tuscan painting
in the twelfth century that it is impossible to determine
the main currents of its development, let alone the
complex problem of its origins, but the earliest examples
we know seem closer to the art of Romanesque Europe
than to that of the Byzantine East. Rapidly, however,
in the Dugento, possibly as a result of the conquest of
Constantinople by the Crusaders in 1204, the style
took on a strong Byzantinizing tone. Pisa. during this
period, was a rich and powerful seaport, in constant
commercial competition and naval warfare with the
rival ports of Genoa to the northwest, and Amaifi
south of Naples. One of the earliest Italian panel pictures
is probably the anonymous and undated Cross No. 15 in
the Pinacoteca (painting gallery) at Pisa (fig. 17). This
enormous work, probably an altarpiece, shows Christ
spread out upon the Cross. but alive; scenes from the
Passion and subsequent events are superimposed on
either side of His body and at the ends of the bars of
the Cross. The type of Cross with a living Christ—the
Christus triumphans (Christ triumphant)—appears in
a number of other examples, including a badly damaged
one in the Cathedral of Sarzana, not far north of Pisa,
signed by a painter called Gullielmus and dated 1138.
The purpose of these images, of course, was not to show
the agony of the Crucifixion as a specific incident, but
rather to present a symbolic image of the sacrifice of

17. SCHOOL OF PisA. Cross No. 15. Late 12th century.
Panel, 9" 37 % 7" 934”. Pinacoteca, Pisa

Christ as a timeless doctrine, and to dramatize for the
worshiper the significance of the Mass. In the back-
grounds the dominance of the architectural shapes
with their many arches and slender columns, and the
repeated vertical elements of the lateral scenes arranged
in levels one above another, recall at once the Roman-
esque architecture not only of the Cathedral, Baptistery,
and Leaning Tower of Pisa, but of the many other
churches throughout the city which depend for their
external effect entirely on the superposition of white
marble arcades.

It was the necessity of viewing the art work from a cer-
tain distance which led the artist, doubtless, to consider
very carefully not only the architectural structure of his
total composition, but also the color arrangements
which are evenly spaced and repeated to achieve an
all-over harmony among a very few simple colors—
blue, rose, white, tan, gold. Considering the potential
drama of the subjects, the style is remarkably restrained.
Clear, drawn contours outline every major element.
The linear drapery style is closely related to that of
contemporary Tuscan Romanesque sculpture. The
artist had modeled the erect figure—Whose arms seem
stretched voluntarily against the Cross—with considera-
ble delicacy, but as though it were carved in low relief.
The wide-open eyes, in their curious squared lids,
stare impassively outward. Against the elaborate archi-
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tectural structures, within which we are supposed 1o
imagine the stiff little figures to stand and move. the
scenes from the Passion are treated as if they were
incidents from a codified ritual. All in all. the style
recalls the manuscript painting of the Romanesque
period in Italy more than anything Byzantine.

Against this static and largely symbolic painting,
another and even more beautiful Cross, No. 20 in the
Pinacoteca at Pisa (colorplate 1), sets forth an un-
expected range of emotional values. The Christ is now
shown dead. hanging lightly upon the Cross as if He
were in reality opening out His arms to embrace all
mankind. The type is that known as the Christus patiens
(suffering Christ), destined to replace rapidly the
Christus triumphans with a direct appeal to the personal
feelings of the spectator. Again we do not know the
date of the painting nor. strangely enough, considering
the individuality of the style. the identity of the painter.
It is at once evident that he was strongly influenced by
Byzantine art. The pose of the body. with the hips
curving to the figure’s right. is common in Byzantine
representations and in those ltalian works derived from
Byzantine models. Throughout the drawing of the
anatomy and the drapery the painter betrays his knowl-
edge of Greek style. But even more important than the
Byzantine elements in the painting. which never reach
the point of imitation, is the intensity of feeling, result-
ing in a personal style of great lyric beauty and tragic
power. By analogy with dated works in other Tuscan
centers, it is possible to make a guess at a date around
the year 1230 for this work. Very probably the great
change in content and in style between the two Pisan
crosses is explained by the spread of the doctrines of
St. Francis of Assisi (d. 1226), who preached and
practiced a direct devotion to Christ Himself which
culminated in 1224 in the Saint’s stigmatization with
the wounds of Christ.

The new emotional content is evident throughout
the painting: in the expression of sadness, rather than
physical torment, on the countenance of the suffering
Christ, and in the dramatic effectiveness of the small
flanking scenes from the Passion, in which architectural
backgrounds are now subordinated to direct human
content. Everywhere the flow of line, in the hair and
the delicately delineated features, in the long and slender
fingers, and in the little flanking scenes silhouetted
against the gold. reaches a pitch seldom achieved again
in Italian art until Botticelli in the Quattrocento. In
the Lamentation (fig. 18), long, delicate lines move down-
ward with increasing rapidity through the angels’
wings to the profoundly moving image of Mary embrac-
ing her dead Son. Here we have one of the earliest of

left: 18. SCHOOL OF PisA. Deposition, Lamentation,
and Entombment, from Cross No. 20 (see colorplate I).
¢. 1230. Panel. Pinacoteca, Pisa




the tragic evocations of the Passion and death of Christ
which are to form so important a subject for the imagi-
nation of ltalian artists of the later Middle Ages and
Renaissance.

PAINTING IN LUCCA. Similar stages may be discerned
in the painting of Lucca, a rival republic only about
fifteen miles from Pisa; separated from the sca by the
mass of the Monte San Giuliano, Lucca was able to
carry on for centuries a splendid existence through its
banking activities. A group of fine crosses of the
Christus triumphans type culminates in a highly accom-
plished example (fig. 19) by one of the earliest known
Italian artists, Berlinghiero Berlinghieri, born in Milan.
who founded a family of painters active in Lucca in the
Dugento. In his signed Cross in the Pinacoteca at Lucca
Christ looks quietly out at the observer with wide-open
eyes. The sides of the cross are shorn of the narrative
scenes customary in earlier examples, and are painted
with many a reference to Byzantine style, particularly
in the striated character of the drapery and the separately
modeled segments into which the body is divided. Small
figures of Mary and John now appear under the arms
of the Cross, like their larger counterparts in Byzantine
art. The cross-arms, as in many earlier examples, cul-
minate in the symbols of the Four Evangelists.

Berlinghiero’s son, Bonaventura, was a painter of
stronger character, judging from his signed St. Francis
(fig. 20) in the Church of San Francesco at Pescia, a
little town at the base of the Apennines about half way
between Lucca and Pistoia. The painting is dated strik-
ingly early—1235—only nine years after the death of St.
Francis himself, which makes it the earliest known image
of the Saint. If such a picture had been painted in later
times we might be able to draw conclusions about the
physical appearance of the subject, but there is no evi-
dence that Tuscans in the Dugento attached importance
to portrait likeness. At least, however, we can deduce
from the extraordinary intensity of the face, with its
emaciated cheeks and piercing gaze, a great deal about
the meaning of St. Francis’ message to his contem-
poraries. Bonaventura has shown us the ascetic St.
Francis of the private meditations and ecstatic prayers.
The harsh power of the forms and the solemrity of the
content come as a surprise if we know only the gentler
representations of St. Francis and his life in the Trecento
and Quattrocento.

The shape of the picture, with its lateral scenes from
the life of the Saint, is partly determined by an analogy
between this image and the traditional painted crosses.
Its formulation, however, with a triangular top like the
gable of a church or a shrine, was followed consistently
in altarpieces representing the enthroned Madonna
and Child until replaced in the mid-Trecento by the rich
Gothic shapes imported from the art of France. The
setting of two of the narrative scenes gave Bonaventura
an opportunity for painting landscape backgrounds.

above: 19.
BERLINGHIERO BERLINGHIERI.
Cross. Early 13th
century. Panel.
Pinacoteca, Lucca

below: 20.
BONAVENTURA BERLINGHIERI.
St. Francis. 1235. Panel,
c. 60X 45%".

S. Francesco, Pescia
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right: 21. SCHOOL OF FLORENCE.
Cross. Late 12th century.
Panel, 12" 434" x7" 7”.
Uffizi Gallery, Florence

below: 22. Betrayal,
from Cross (see fig. 21)

Although these are strongly schematized according to
models in Byzantine painting, in fact reduced to re-
peated., superimposed formulae to represent hills, there is
something about the color and shapes that suggests
a new feeling for nature accompanying the new interest
in human emotional reactions. The Preaching to the
Birds and the Stigmatization are very effective, both
artistically and poetically. The architectural settings,
however, were adopted almost without change from
Byzantine models, and show no relation to the Luc-
chese architecture of Bonaventura’s day.
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PAINTING IN FLORENCE. Until the Dugento. Pisa and
Lucca were more populous and powerful than Florence,
and Florentine painting seems to have got off to a
slightly later start. But even the earliest examples show
a directness, power, and plasticity denied to either of
the two rival schools. The most splendid of the early
works is a great Cross of the Christus triumphans type,
now in the Uffizi (fig. 21), where it is still attributed to
the Pisan School although its affinities are all with works
located in or around Florence. The Christ seems almost
to be soaring; there is in fact no indication of the
original wood of the Cross. which is dissolved into a
mere background field of flat color. The forms, more
firmly modeled and strongly constructed than anything
we have seen either in Pisa or in Lucca. culminate in a
splendid head, whose round eyes gaze calmly outward.
The nobility of the shapes contrasts with great delicacy
in the rendering of such details as the dotted loincloth,
and in the choice of colors, subdued and even a little
dusty. The lateral narrative scenes make no effort to
compete with the modeling of the central figure. Almost
flat in their silhouetted shapes. they are. nonetheless,




lefr: 23. CorrPO DI MARCOVALDO.
Crucifix. Second half
of 13th century. Panel,
9" 7% X8 114",
Pinacoteca, San Gimignano

below left: 24. Head of Christ,
detail of fig. 2:

below right: 25. Lameniation,
from Crucifix (see fig. 23)

sharply alive, owing to the vivid contrast in iinear direc-
tions and to the flashing glances of the eyes (fig. 22). Asin
Romanesque painting elsewhere in Europe. the heads
in the small dramatic scenes are enlarged so that the
effect of the facial expressions will not be lost. Byzantine
canons of proportion, inherited from the Hellenic and
Roman world, did not permit such violations. Whoever
he may have been, this painter, like the master of Cross
No. 20 in Pisa, was a strong artistic personality; he is
also the first of the great Florentine.artists we are to
encounter, the ancestor of a long and honorable line.
An equally gifted painter in another emotional and
stylistic vein was Coppo di Marcovaldo (active 1260s—
70s), generally accepted as the author of the harrowing
Crucifix (fig. 23) in the Pinacoteca at San Gimignano,
which was then in Sienese territory. Even more deeply
influenced by Byzantine style than was the painter of
Cross No. 20, or the Berlinghieri family, Coppo turns
the linearity, the compartmentalized figure, and the
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striated drapery construction to a purpose strongly
different from the intentions of that lyrical master. In
fact. he shows us a Christ Whose sculptural body and
face are convulsed and distorted with suffering, Whose
loincloth, powerfully rendered to show the depth of
the waist. is broken into almost cubistic angles. all
projected with a violence seldom if ever to be met with
again in Italian art. We are reminded of Griinewald's
harshness and terror—in the Isenheim Altarpiece,
painted two hundred and fifty years later—when we
look at the rapidly moving, brightly illuminated shapes
of the features (fig. 24). The closed eyes are treated as
two fierce. dark, hooked slashes. the pale mouth quivers
against the sweat-soaked locks of the beard. the hair
writhes like snakes against the tormented body. Even
the halo, carved into a separate raised disk and then
broken by wedge-like indentations. is made to play its
part in a total effect of the greatest expressive power.
Coppo is known to have fought as a Florentine soldier
in the Battle at Montaperti in 1260, when the Arbia

26. CorPO DI MARCOVALDO. Madonna and Child. c. 1265.
Panel, 7" 934”4’ 5%”. S. Martino ai Servi, Orvieto

River ran red with blood. and was taken prisoner by
the Sienese after the defeat of the Florentine forces: it
is sometimes suggested that the emotional content of
the great Crucifix reflects Coppo’s wartime experiences.
As compared with the mournful beauty of the Laménia-
rion in Cross No. 20 (fig. 18). Coppo’s scene has the im-
mediacy of a television shot of street violence (fig. 25).
The dead Christ lies rigid on the ground. His head held
by His mother: the surrounding figures explode with
emotion, and so does even the landscape with its drastic
verticals. Parenthetically, it should be noted that the
head of the Christ was painted over a layer of gold
leaf, and some of the hair has crusted off, spoiling
the effect of the long curves of Coppo’s contours.

Among the other surviving works by Coppo di
Marcovaldo 1s a Madonna and Child in the Church of
the Servi in Orvieto (fig. 26). The subject itself forbade
such expressionistic outbursts as we saw in the San
Gimignano Crucifix, but Coppo’s characteristic inten-
sity of feeling is now merely transferred to the sphere of
form and design. The Virgin is shown as she appears
frequently in Byzantine representations, on a lyre-
backed throne, crowned as Queen of Heaven. and hold-
ing her divine Son upon her knee. The Child raises His
right hand in blessing. Two angels. of a smaller scale
than the Virgin and Child. are shown behind the throne.
A glance at the head of the Virgin. with its slightly re-
ceding chin. tremulous lips, and large. sad eyes. reveals
an emotional content not explained either by the ordi-
nary relationship of mother and child or by the ritual
purpose of the image. Every Italian Madonna and
Child contains, in one way or another. a reference to
the adulthood of Christ, especially His Passion, death,
and Resurrection. Frequently Italian Madonnas look
mournful just when we would expect them to be hap-
piest, endowed as they are with the ability to prophesy
the tragic events to come.

As in the Crucifix. Coppo has divided the beautiful
face into separate compartments by sharp. linear accents
in the nose. lips, and eves. and these divisions are
strengthened by the modeling of the masses in light and
dark. But here every shape is treated as an abstract form,
severe and clear-cut like elements of architecture.
Here. too. Coppo has sharpened the immediate impact
of the vision by wedge-shaped depressions in the halo,
but they are smaller and more numerous than those
in the San Gimignano Crucifix, creating a constant
glitter of gold around the face. The energetic Christ
Child. remarkably unchildlike in appearance, is already
the Saviour and Teacher. holding a scroll in His left
hand.

The dramatic nature of Coppo’s style is especially
evident in the interplay of forces in the drapery. cut
up in folds which are outlined and patched by gold
striations. These are strikingly sharp and intense, and
also irregular; in fact they tend to be organized in sun-
burst shapes which have little to do with the behavior
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of cloth. A portion of the crackling striations, seen alone.
could almost be mistaken for a work of twentieth-
century painting, so strong an independent life do these
forms lead. Few of Coppo’s works can be securely dated,
but the one picture that is inscribed and some docu-
mentary references indicate a relatively briel artistic
activity. centering around the late 1250s, 1260s, and
early 1270s.

The extensive cvele of mosaics flling the interior of

the octagonal pyramid which vaults the Baptistery of

Florence is the most important pictorial undertaking
of the Dugento that remains in the Tuscan metropolis.
On the west face of the pyramid is represented the
Last Judgment (colorplate 2). recently and persuasively
attributed to Coppo di Marcovaldo. The commission
for a monumental work of such prominence gives
testimony to his importance in the cultural life of his
native city. Far more. it provided ample opportunity
for Coppo to display the extraordinary vigor of his
imagination and the great power of his forms on an
unprecedented scale. The central figure, more than
twenty-five feet in height. is designed with an astonish-
ing simplicity and clarity of statement: the anatomical
masses are broken into relatively few segments, richly
modeled in color. The whole is surrounded by broad
and geometrically beautiful contours. in keeping with
the characteristic sunburst shapes of the gold-striated
drapery. The Lord is enthroned in a slightly ovoid
glory whose border is adorned with clear-cut patterns
of foliate ornament which show perfectly from the
floor. Below the seat of His throne may be seen the
seven blue arcs of the seven heavens. Gazing outward
with the wide-eyed look familiar from the Christus
triumphans, He stretches His right arm to beckon toward
the blessed, His left to cast the damned into eternal
fire. How far to carry the Coppo attribution into the
surrounding angelic figures, many of them heavily re-
stored. is problematic. But the athletic figures leaping
from their tombs are convincing as Coppo’s design,
and even more so is the terrifying Hell scene, in which
afew punishments and demons, clearly decipherable even
from the floor of the Baptistery, do duty for the whole.
Around Satan, writhing serpents and monstrous toads
devour the damned. all rendered with the broad, clear
zigzag shapes characteristic of Coppo’s style. As always
in his art, the intense expressive content is transformed
into abstract shapes of the greatest beauty. Coppo’s
mosaic of the enthroned Christ is the most awe-inspiring
representation of divinity in Italian art until Michelan-
gelo. Although his name was forgotten by tradition,
not even to be mentioned in later sources, the sub-
limity of Coppo’s vision remained to inspire, directly
or indirectly, generations of Florentine artists.

PAINTING IN SIENA. During his stay in Siena, Coppo
had considerable influence, especially on Guido da
Siena (active c. 1260), the leading painter of the

27. GUIDO DA SIENA. Enthroned Madonna.
Second half of 13th century. Panel, 9" 414" %6’ 4
Palazzo Pubblico, Siena

”

previously archaic Sienese school. Guido painted for
the Church of San Domenico a huge Enthroned
Madonna (fig. 27), now in the great hall of the Palazzo
Pubblico. The face of the Madonna and the entire figure
of the Child were cleaned off and repainted in the early
Trecento, probably by Duccio; the rest of the picture
shows the adaptation to Sienese taste—more refined
and even daintier than that of Florence, as will be seen
later—of characteristic Italo-Byzantine motives shorn
of Coppo’s tragic intensity of feeling. In other works,
Guido appears to have been influenced still inore
strongly by the style of Bonaventura Berlinghieri. The
Palazzo Pubblico Madonna has been the subject of a
prolonged controversy dating back to the eighteenth
century, because the painting bears an inscription de-
claring that Guido da Siena painted it in the “happy
days” of 1221. This gave Sienese antiquarians ammuni-
tion in their battle to assert the cultural priority of
Siena over the hated Florence. Although the inscrip-
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28. CIMABUE. Heads of Prophets, detail of
Enthroned Madonna and Child (see colorplate 3).
c. 1280. Panel. Uffizi Gallery, Florence

tion has been proved old and unaltered, most modern
scholars are unable to date this accomplished painting
alongside the crude efforts of the Sienese school in the
early Dugento, about fifty years earlier than dated paint-
ings that are almost identical with it in style. It has
recently been demonstrated that the inscription is
lettered in a manner common in the early Trecento,
and was added, for commemorative purposes, when
the faces were repainted and Guido’s exact dates had
long been forgotten.

CIMABUE. In most introductions to the history of art,
Cenni di Pepi, better known by his uncomplimentary
nickname of Cimabue (meaning ‘“‘dehorner of oxen,”
or figuratively, violent man), appears as the carliest of
Florentine and therefore of Italian painters (active c.
1272-1302); this is just where Vasari placed him,
considering everything to be clumsy before Cimabue’s
time. In reality, Cimabue comes not at the beginning
of a development but at its end. His altarpieces show
him to be the last great, thoroughly Italo-Byzantine
painter. Others carried Cimabue’s style well into the
Trecento, but they were minor masters who got no
jobs in Florence itself; their activity was relegated to
the villages, and soon ceased altogether. Cimabue sums
up and refines an Italo-Byzantine tradition which had
been going on for nearly a century in Tuscany, and,
elaborate and splendid though his creations were, he
begins nothing essentially new.

The great Enthroned Madonna and Child in the Uffizi
(colorplate 3), painted for the high altar of the Church
of Santa Trinita in Florence, has always been attri-
buted to Cimabue by Florentine tradition and is not now
doubted, although no document connects it with the
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master, and we are not even sure of the date. Probably
it was done a few years before Duccio’s Rucellai
Madonna of 1285 (see fig. 86). [tis enormous, even larger
than the Madonna by Guido— by far the most ambitious
panel painting attempted by any ltalian master up until
that time. Inside the dark, narrow, and lofty church
and seen properly by candlelight, it must have made an
overwhelming tmpression. The enthroned Queen of
Heaven is here shown crownless, presenting her Child
to the faithful, the throne held by eight angels, four on
each side. In the arches below the throne Old Testament
prophets display scrolls containing their prophecies of
the Virgin Birth (fig. 28). The throne is gigantic and
fantastic. Cimabue has created a dream architecture
which poses as many problems to the observer today as
it probably did to the artist. Any attempt to figure out
purposes and relationships is fruitless. Although every
form can be traced back through Byzantine art to the
best classical sources, the result is the antithesis of
classical art. One is constantly aware of shifting shapes
and floating forms, of figures which have no ground to
stand on yet assume the duty of support, or of figures
which suddenly appear from below as if in elevators
which have stopped halfway up. Cimabue does not
even seem to have made up his mind whether the curves
beneath the throne are arches in elevation or niches in
depth—or both.

The Child in this case is seated on the Virgin’s left,
holding His scroll and teaching, as He looks directly
out toward the observer. This is a ceremonial subject
depicting a court ritual in which none of Coppo di
Marcovaldo’s emotional power could be tolerated. The
gold striations of the drapery have proliferated to an
astonishing degree. There are thousands of these tiny
lines, and they weave a shifting, glittering network of
shapes, moving back and forth from side to side, very
like the bewildering effect of the multiple elements in
the throne itself—as if the artist were trying to over-
whelm the faithful with his image of regal majesty. The
Virgin’s heaven-mantle was originally a brilliant blue,
customary like the rose tone of her tunic. The blue has
darkened with time into a slate tone, an inevitable
defect of the ultramarine which artists often used for
the Virgin’s mantle because it was the most precious of
all colors, more expensive than gold and therefore
worthy of the sacred subject. The coloristic effect when
the painting was fresh must have been impressive,
especially as the brilliant blue was brought into further
relief by the flickering flame colors of the graduated
tones in the feathers of the angels’ wings.

Cimabue’s drawing style is extremely nervous and
delicate, very different from the raw power of Coppo’s
broad lines. The eye structure is characteristic, with the
lower lid almost level, the upper lid shaped like a circum-
flex, and the sidelong glance contrasting with the
downward tilt of the head. Frescoes painted before
1311 in the monastic church now known as the Afendiko
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at Mistra, near Sparta, show so vivid a resemblance to
Cimabue’s drawing as to make one wonder whether
Vasari may not have had some basis for his famous
statement that Cimabue studied with Greck painters
in Florence.

Although Cimabue has a keen sense of modeling
within certain definite limits, no form seems able to
occupy space, no head is really round. He wishes to
show everything he knows to exist, making both ears
appear even in a three-quarter view of the face, as though
no solid mass of the head intervened to hide one of them.
The idea that the image of an object was received by
the human eye as a reflection of light had, of course,
occurred to no one. In his zeal to inform us, Cimabue
gives us a kind of Mercator’s projection of a global
head on a flat surface. For all this descriptive naiveté,
Cimabue’s penetrating intelligence enables him to
analyze and differentiate psychological types with
considerable effect, as for example the distinction be-
tween the fresh, even a bit foppish, young angels and
the weary, disillusioned prophets. His eye and hand
delight in complicated shapes, long slender fingers,
and the complex ornament derived from classical

sources. Even when he gets to the gold background he
cannot stop inventing. The entire gold area, including
the haloes which originally were supposed to rep-
resent a glow of light around sacred heads, is enriched
with shifting patterns of incised lines.

Cimabue was also a monumental artist—very prob-
ably, he continued the Baptistery mosaics started by
Coppo and others. His great abilitics as a fresco painter
can be only dimly suggested by photographic re-
productions; especially badly preserved is his cycle of
frescoes in the Upper Church of San Francesco at
Assisi. Even when one stands before the originals, little
comes through in these ruined works beyond the move-
ment of color and the unity of the frescoes with the
walls they decorate and the spaces they dominate.

St. Francis, the Poverello (little pocor man) of Assisi,
who married Lady Poverty and renounced all posses-
sions whatsoever, is enshrined in one of the most
magnificent buildings in Europe, a huge double church,
one built above the other, erected over his tomb.
Cimabue’s Crucifixion (fig. 29) is difficult to decipher
because the whites have oxydized and turned black
with time; it is generally reproduced in a photographic

29. CIMABUE. Crucifixion. After 1279. Fresco. Upper Church of S. Francesco, Assisi
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negative. Cimabue has conceived the Crucifixion as a
universal catastrophe. Christ writhes on the Cross, His
head bent in pain— perhaps already in death, although
this is impossible to determine in the present state of
the fresco. A great wind seems to have broken loose.
as if produced by the carthquake recorded in the
Gospels, sweeping the long folds of the loincloth off
to one side. Angels hover in the air about the Cross,
their drapery also blown by the wind; and hands reach
upward from the vast crowd below toward the Crucified,
from Whose side pour blood and water (foretelling the
sacraments of the Eucharist and Baptism) into a cup
held by a flying angel. On our left appears Mary, the
other Holy Women, and the Apostles; on our right
are the Romans and the chief pricsts and elders, in-
cluding the Roman centurion in the foreground who
has recognized. through the earthquake, that Christ
was the Son of God. Even from this wrecked fresco we
can see that Cimabue was an artist of great dramatic
capacity, endowed with an unprecedented ability to
grasp and project the intensity of a moment of revela-
tion. His entire stature we can glimpse only dimly
through the impenetrable barrier of time and change.

PAINTING IN ROME. While Cimabue was ruling the
Florentine scene, a remarkable school of painters was
working in Rome—a city from which few artists of
importance had emerged since the end of the Roman
Empire. The city itself was destined to go rapidly down-
hill after 1305, when the seat of the papacy was removed
from Rome to Avignon, in southern France. Important
mosaic and fresco decorations by the Roman school
still survive in Rome itself, and several Roman painters
were active in the fresco cycles which fill almost every
space in the walls of the Upper Church of San Francesco
at Assisi. The leader of the Roman school was Pietro
Cavallini (active 1290s), an artist even more dimly
visible to us today than Cimabue. His most important
remaining work is a fragmentary fresco of the Last
Judgment in Santa Cecilia in Trastevere in Rome (color-
plate 4), extremely difficult to see because it is bisected
horizontally by the nuns’ chapel and the nuns are in
clausura. 1n the enthroned Christ and Apostles, their
rich coloristic harmonies dominated by soft orange
and green. and the angels with wing-feathers in the
usual graduated colors, there is a remarkable change
from anything we have previously seen. The entire
Byzantine system of schematic illumination and com-
partmentalization, that culminated in the gold striation
of so many draperies, has here been abandoned. The
striations and compartmentalizations themselves were,
so to speak, formalizations of the methods of represent-
ing light in ancient Roman painting. By dint of con-
stant repetition the reflections of light on drapery,
flesh, or rocks became frozen in Byzantine painting into
hard-and-fast patterns, especially recognizable in the
icon painting of Greece, the Balkans, and Russia.
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30. PIETRO CAVALLINL. Head of an Apostle,
detail of The Last Judgment (see colorplate 4).
¢. 1290. Fresco. Sta. Cecilia in Trastevere, Rome

Cavallini went back to light itself (fig. 30), as the
ancients had done. His light does not come from one
recognizable source, but it has rich play on the drapery
of the seated Apostles and, above all, on faces. Form
now appears to have roundness in depth by virtue of
light, independently of line. The shapes of the faces can
still be traced to Byzantine types, but the surfaces are
completely free from the domination of line.

It is easy for us to say that Cavallini took a decisive
step in the direction of Giotto’s art, but it would prob-
ably be closer to the facts if we said that the innova-
tions of Cavallini provided a strong incentive, perhaps
even inspiration, for the younger and eventually greater
Florentine master, who must have seen and studied
Cavallini’s work when he came to Rome.

SCULPTURE. While the Italo-Byzantine movement
was reaching its height in Italian painting in the second
half of the Dugento, Nicola d’Apulia, the first of the
sculptural innovators, arrived in Tuscany from southern
Italy. Better known to us today as Nicola Pisano
(active 1258-78), from the city where he lived and worked
for many years, he may have been active at the court
of the emperor Frederick II; Frederick, though head
of the Hohenstaufen family, was born in southern Italy
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and considered himself ltalian, and is still a legend in
Apulia. The classical culture of Frederick’s court may
have helped form Nicola’s taste for antiquity and
sharpen his eyes to the ancient sculpture he saw when
he arrived in Pisa about the year 1250. Immediately he
broke with the rigid formulac of the Romanesque
tradition that then ruled Tuscan sculpture. His first

known work, a rich marble pulpit for the Baptistery of

the Cathedral at Pisa (colorplate 5). was completed in
1260 and signed with an inscription in which the artist
proclaimed himself as the greatest sculptor of his day.

It is not entirely clear why a baptistery should
require a pulpit: perhaps this had something to do with
the special importance of the baptistery in those Italian
city-states where it was the only place to celebrate
Baptism, the sacrament which brought the child into
the Christian community. The baptistery, a scparate
building. thus had a civic as well as a rcligious impor-
tance. In any case, Nicola Pisano’s hexagonal pulpit
is a magnificent construction of white marble from the
quarries at nearby Carrara, with columns and colon-
nettes of polished granite or variegated red marble.
The columns are of different length; every other one is
short, supported on the back of a white marble lion,
and the central column stands on a base enriched by
seated sculptural figures. The pulpit shows the same
juxtaposition of northern European and Mediterranean
elements we have noticed in contemiporary ltalo-Byzan-
tine art (see p. 27). Although Nicola’s study of original
Roman Corinthian capitals in southern ltaly and in
Pisa has given to his a classical firmness and precision,
his projecting acanthus leaves resemble the much freer
naturalistic foliate ornament in the French Gothic
cathedrals. especially that at Reims, with which Nicola’s
ornament shows many other affinities: his six arches
are just barely pointed in the Gothic manner. but they
are enriched with the three lobes developed in the fagade
architecture of French cathedrals. The hexagonal
parapet behind which the preacher stands provides
fields for five splendid marble panels carved in high
relief (the sixth being used for the opening from the
staircase); the spandrels flanking the arches are filled
with reliefs representing Old Testament prophets. and
are separated by figures in high relief standing over the
capitals. The whole structure, rich in detail yet compact,
culminates in the white marble eagle which serves as
the lectern, doubtless because the eagle symbolizes St.
John and his Gospel commences, ‘“‘In the beginning
was the Word, and the Word was with God and the
Word was God.”

Nicola was apparently required to compress a number
of separate incidents into the same frame: in the initial
scene one can make out first Mary’s Annunciation, then
the Nativity, then the Annunciation to the Shepherds
(fig. 31). The Annunciation, of course, is one of the most
important events in the Christian cycle, when the Angel
Gabriel brought to the Virgin Mary the tidings of her

miraculous maternity. It was precisely when the Word
struck her ear. according to theologians, that Mary
conceived the human body of Christ. One of the reasons
for dating Christmas on December 25 was the custom
of celebrating the feast of the Annunciation on March
25. nine months previously., the first day of the Roman
year. In fact, the new year began on March 25 through-
out Tuscany, until the Gregorian calendar was adopted
in the mid-eighteenth century. In the Nariviry Mary
reclines upon a mattress before a suggestion of the cave
that is used in Byzantine representations of this event,
the same cave still shown to visitors in Bethlehem. At
the bottom of the relief two midwives, their presence
derived from a widely believed tradition preserved in an
apocryphal gospel, are testing the temperature of the
Child’s first bath. At the lower left Joseph sits as a silent
spectator. The shepherds. although damaged. can still
be seen at the upper right-hand corner: their sheep have
already arrived on the scene at the lower right. These
peripheral scenes act as a kind of frame for the cnormous
figure of the reclining Virgin, much as narrative scencs
flank a Dugento Cross or a large-scale standing saint.
Nicola clearly drew them all on the original marble
slab, then cut in to the exact extent nccessary to free
heads, arms, and trees from the uniform background or
from each other. No attempt was made to suggest dis-
tant space. so that the heads all arrive at the surface
plane no matter how much the figures may overlap.
Yet the crowded relief is responsive to the inner forces
of the enclosing architecture, a feature impossible to
observe in separate photographs but effective when
facing the actual pulpit.

Not only the dense packing of the figures but, much
more important, the rendering of their heads can be
traced immediately to classical models. especially to
figures on the Roman sarcophagi of which a number
had remained in Pisa since antiquity. or been brought
there in relatively recent times, and reutilized as Chris-
tian tombs. These provided Nicola with authoritative
models. His Virgin has often been charactcrized as a
Roman Juno, and indeed the straight nose, full lips,
blank eyes, and hair waving back from a low forehead
come directly from classical art. But for all these detailcd
and specific references to antiquity, and the figures’
classical weight and dignity. the whole is strangely
unclassical. The drapery breaks into sharp angles pro-
viding an all-over network reminiscent of the ltalo-
Byzantine forms in contemporary Dugento painting.
The general compositional principles in the Baptistery
pulpit reliefs are not far from those of Coppo di Marco-
valdo and Cimabue. Classical and Gothic details alike
are intrusions at this stage.

In the Adoration of the Magi (fig. 32), the seated
Virgin is imitated, almost line for line and apparently
with no sense of irreverence, from the seated Phaedra
on a Roman sarcophagus, still in Pisa, representing the
legend of Hippolytus. The Three Kings coming from
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the East to adore the Christ Child look very like Roman
bearded figures, but again the drapery shows the stac-
cato breaks of Italo-Byzantine style rather than the
fluidity of even the mass-produced Roman scuipture
available to Nicola. Most striking of all is the fine
male figure, below the left-hand corner of the Adoration,
representing the Christian virtue of Fortitude (fig. 33),
nude save for the lion’s skin over his shoulder. He, in
turn, was imitated from a figure on a Roman Hercules
sarcophagus, appropriate enough since Hercules is
an ancient exemplar of fortitude. In spite of the Chris-
tian horror of nudity, naked figures do turn up in medie-
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lefr: 31. NicoLA PisaNo.
Annuuciation, Nativity, and Annunciation
to the Shepherds, panel on the Marble
Pulpit, Baptistery, Pisa (sce
colorplate 5). 1260. 335 > g4 4"

below feft: 32. NICOLA PISANO.
Adoration of the Magi, panel on the
Marble Pulpit, Baptistery, Pisa (see
colorplate 5). 335~ 44%"

below right: 33. NicOLA PISANO.
Fortitude, on the Marble Pulpit,
Baptistery, Pisa
(sce colorplate 5). Height 227

val art, especially in scenes of the Last Judgment; all
are naked before God. In the Trecento, in fact, nude
figures are more common than one might at first think.
Andrea Pisano’s sculptor (fig. 13) is carving a male nude,
and Cennino Cennini, though contemptuous of the
female figure, describes the proportions and construc-
tion of the male nude in exhaustive detail. But this
handsome Fortitude is the first heroic nude in Italian
art. The large head, of course, betrays the fact that
Nicola is still a medieval artist, adapting the proportions
to the relative sizes of the figures.

Three years after the completion of the Pisa pulpit,



Nicola was called to Siena to executc an cven more
ambitious work for the Cathedral (fig. 34). octagonal
and much more richly decorated. In this masterpiece
Gothic and classical elements, more deeply understood

than in the Pisa pulpit, blend cffortlessly in a style of

unprecedented serenity and dramatic resonance. From
1265 to 1268 Nicola worked on this immense under-
taking with a group of pupils that included his son
Giovanni and several other sculptors later to become

well known and successful. Doubtless these assistants
were necessary in order to complete so claborate a
project in so short a time, but the general style of the
work, and probably even the execution of most of the
principal sculptural portions, shows the style of Nicola
himself. The abrupt style of the Pisa Baptistery pulpit
has given way to a broader and more unified movement
of shapes and surfaces. Standing statues, rather than
red marble colonnettes. separate the seven reliefs of

Marble Pulpit. 1265-68.
Cathedral, Siena

left: 35. NicoLA PisaNo.
Last Judgment (portion),

above left: 34. NICOLA PisANO.

panels on the Marble Pulpit,
Cathedral, Siena.
Each panel, 331 x 381"
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above right: 36. NicoLA PisaNoO.
Madonna and Child, on the
Marble Pulpit, Cathedral,
Siena. Height 334"

N G x5 90, T
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the parapet. with the result that the flow of sculptured
forms appears continuous. In all. nine columns of
granite and porphyry support the pulpit; the four
shorter ones rest on the backs of lions or lionesses who
stand over animals they have struck down. Around the
base of the central column sit the Liberal Arts. their
number here augmented to eight. The pulpit was at
one time dismantled. and all the statues are not now in
their proper positions: furthermore not all the figures
have been clearly identified. Nicola. like so many artists
from the Middle Ages to the Baroque. must have had
pattern books for stock scenes. and some of the events
are here represented much as in the Pisa Baptistery
pulpit. The most spectacular of the scenes is undoubted-
ly the Last Judgment (fig. 35). which comprises two
relief panels and the intervening sculptural group of the
enthroned Christ with attendant angels. The richness
of the panoramic composition depends not only on the
combination of various degrees of sculptural projection.
but upon the new and vivid conception of the muscular
surface of the human figure, especially in the relief
which shows the damned about to be dragged to Hell—
figures whose freedom of pose and action gave inspira-
tion to later artists. particularly the painter Duccio.
All traces of ltalo-Byzantine compartmentalization of
form have been swept away by the movement of
Nicola’s surface. Drapery flows as easily as in the
classical originals he admired. and the softness of the
flesh portions and the grace of expression, particularly
in the beautiful Madonna and Child (fig. 36). point the
way to some of the loveliest creations of the Florentine
Quattrocento sculptors. Although Nicola's classicism
has parallels with certain sculptures on the facade of
Reims Cathedral. it would be a mistake to consider his
art influenced by French Gothic, or even very closely
related. It is a strongly individual creation. seemingly
full of premonitions of the impending Renaissance.
Nicola’s gifted son. Giovanni Pisano. inherited the
shop sometime between 1278 and 1287, after the great
master’s death. Giovanni (c. 1250-c. 1314) designed the
lower half of the magnificent fagade of Siena Cathedral
(fig. 37) and carried out some of its finest sculpture, be-
fore returning to the Arno Valley. In contrast to Nicola,
Giovanni is determinedly Gothic, but it is a Gothic far
removed from the courtly style as we know it in France:
it 1s closer rather to the expressionistic Gothic of Ger-
man sculpture. The powerful statues of prophets and
saints on the fagade of Siena Cathedral twist and turn
to an extraordinary degree. as if to declare total inde-
pendence from the confining rules of architecture, even
though it was Giovanni himself who laid out the arches,
gables, and pinnacles of the structure. The most violent
wrenches given to the figures—especially the neck pro-
jecting sharply from the torso and then twisted to one
side—-are to be explained, however. by a sensitivity to
optical phenomena which was apparent even in the art
of Nicola, whose sculptured reliefs were clearly designed
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to be seen from below. their shapes then responding to
the movements of the arches. Giovanni was well aware
that unsatisfactory effects would result if a sculptor did
not take the visual angle into account when planning
statues intended for a lofty position. He therefore
brought the neck outward so that the face would not
be hidden by the breast and knees of the figure, when
seen from the piazza below. He also—and this is com-
mon in ltalian sculpture designed for such spots—
reduced the figure and its features to their essentials,
because at a distance fine detail would be lost and only
the most powerful masses and movements could register
on the eye.

The self-laudatory inscription placed by Nicola on
the Pisa Baptistery pulpit is exceeded in pretension by
the inscription Giovanni carved on the magnificent pul-
pit he created between 1298 and 1301 for the narrow,
dark Romanesque church of Sant’Andrea in Pistoia
(fig. 38). where modern illumination has only now
permitted it to be fully appreciated. Nicola had claimed
to be the greatest of living sculptors, and Giovanni
states that he has surpassed Nicola, which in some re-
spects is true—although he never approached the sub-
tlety of his father's late style. Although hexagonal, the
Pistoia pulpit gives a totally different impression from
the Pisa Baptistery pulpit. The shapes of the cusped
arches are now sharply pointed, the leaves of the capitals
more strongly projecting. The classical elements. so im-
portant in Nicola's art, have been submerged by a rising
tide of emotionalism. The reliefs seem almost to billow
in and out. from the parapet to the angle sculptures and
back again. The projections are much sharper, the
undercuttings of heads. arms, and other projecting
elements much deeper. The free, zigzag movement of
the drapery has little in common with Nicola's carefully
balanced folds. Even when the arrangement of figures
and scenes appears to derive from Nicola's pattern book,
the effect is one of deep hollows enclosed by fluid shapes
in continuous motion.

A scene especially suited to the new possibilities of
Giovanni’s style is the Massacre of the Innocents, those
children under the age of two who were slain at the
command of King Herod, thus to destroy the infant
Jesus he feared would replace him on the throne. Rep-
resented in a restrained way by Nicola, this scene
becomes an orgy of sadism in Giovanni's relief (figs.
39. 40). On the upper right Herod is giving the order;
the stage is filled with wailing mothers, screaming chil-
dren, and soldiers holding up children and stabbing
them with swords, while mothers below cradle their
dead children and weep over them. Even the lesser
figures—the prophets in the spandrels and the sibyls
between the capitals and the parapet—share in the gen-
eral agitation. The sibyls. Greek and Roman prophet-
esses who were believed to have foretold the coming of
Christ, will be seen again and again throughout Italian
art, culminating in their grand representations by
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facade by Giovanni Pisano, 1284-99

37. Cathedral, Siena, Lower half of
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left: 38. GlovANNI Pisano. Marble Pulput.
1298-1301. S. Andrea, Pistoia

below: 39. NicoLA PisANO. Massacre of the
Innocents, panel on the Marble Pulpit, Cathedral,
Sicna (see fig. 34). 335 x 3814
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above right: 40. GiovaANNI PisaNo.
Massacre of the Innocents,
panel on the Marble Pulpit,
S. Andrea, Pistoia. 33 <4014”

right: 41. GIOVANNI PiSANO.
Sibyl, on the Marble Pulpit,
S. Andrea, Pistoia. Height 2434”

far right: 42. GlovaNNI PisaNo.
Caryatid, on the Marble Pulpit,
S. Andrea, Pistoia
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Colorplate 3. CiMABUE. Enthroned Madonna and Child. c. 1280. Panel, 11’ 77 % 7" 4”. Uffizi Gallery, Florence
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Colorplate 5. NicoLA PisaNo. Marble Pulpit. 1260. Baptistery, Pisa
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Michelangelo on the Sistine Ceiling. Michelangelo must
have studied with care the splendid sibyls of Giovanni
Pisano. One strikingly dramatic figure, for example
(fig. 41), inspired by an angel who has come to speak
over her shoulder, is especially proto-Michelangelesque.
Her excitement is communicated by the turn of her
head, the zigzag movement of the figure, and the con-
stant flow and flicker of the drapery folds. But the wildest
figure of all, strongly Germanic in its appearance, is the
caryatid who has the unpleasant duty of upholding one
of the columns on the nape of his neck (fig. ¢2), forcing
severe contortions on the figure and a disturbing em-
pathetic effect on the observer.

It is perhaps characteristic of the mélange of styles
which coexisted in Dugento Tuscany that the Pistoia

43. G10VANNI P1saNO.
Madonna and Child,
on the altar,
Arena Chapel, Padua.
c. 1305-6. Marble

pulpit should be roughly contemporary with the last
manifestations of the Italo-Byzantine style in painting.
But we have seen that Cimabue was, at Assisi, capable
of projecting emotional dramas on a large scale in fresco
compositions. At this particular moment in Italian art,
Gothic sculpture and Italo-Byzantine painting are allies.
The last manifestations of Giovanni Pisano’s art, how-
ever, really belong to the next chapter. The grand
simplicity of his Madonna and Child on the altar of the
Arena Chapel in Padua (fig. 43), her clear-cut profile so
different from the Romanizing profiles by Nicola, the
broad sweep of the drapery masses enhancing the vol-
ume of the figure beneath them, the geniality and human
directness of the expressions—all suggest a close famili-
arity with the art of Giotto, the great master whose
frescoes fill almost the entire wall surface of the same
Chapel. For the moment, at least, the harsh expression-
ism of the Pistoia pulpit is in abeyance, but this vein
flows always just below the surface of Italian art and
life, and under circumstances of stress will reappear
again and again.

ARCHITECTURE. At this point the author of a book on
Italian art and architecture faces a dilemma. It is logical
enough to present the great painters and sculptors of
the Dugento and the Trecento as precursors of the
Renaissance and, in their own right, as leaders of an
artistic revival that is not directly comparable with the
Gothic style that prevailed elsewhere in Europe. Despite
their ties with the Middle Ages, their work, as will be
seen in later chapters, is inseparable from that of the
generally accepted Renaissance masters of the Quat-
trocento and Cinquecento. The same cannot be said of
Dugento architecture—an Italian version of the Gothic
without the organic complexity of French Gothic, to
be sure, but Gothic nonetheless. Yet the figurative
artists of the period worked within this architectural
context; many of its basic preconceptions governed
their frescoes, statues, and reliefs. In fact, they some-
times took part in the actual construction of Dugento
buildings.

The great thirteenth-century religious movements,
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Dominican as well as Franciscan, required ecclesiastical
buildings on an entirely new scale to accommodate their
unprecedented congregations. The two finest Florentine
churches of the period, Santa Maria Novella and Santa
Croce, owe their existence to the preaching orders which
still occupy them today. Santa Maria Novella (figs. 44,
45), founded by the Dominicans before 1246 but con-
structed from 1279 into the early Trecento, is perhaps
the supreme example of the simplicity of plan, organi-
zation, and detail which characterize Italian Gothic
architecture as a whole, and was unfavorably compared
in the nineteenth century to the universality of French
Gothic. The church is also one of the noblest and most
harmonious structures of the entire Middle Ages in any
country. The plan is derived from that of the Cistercian
order founded earlier in France; in their monasteries
throughout France, England, and Italy, a flat east end
was characteristically substituted for the apse generally
used in cathedral churches. But the relatively high side-
aisles, leaving little room for a clerestory and none for
a triforium, are typically Italian. So is the contrast be-
tween the stone (in this case the tan Florentine pietra
forte) arches, ribs, and slender supports, and the walls
and vaulting surfaces covered with intonaco; these sur-
faces maintain a continuous membrane that encloses
and harmonizes with the ascending and descending
forms of the pointed arches. Arches and vault ribs are
flat, wall ribs are almost nonexistent, and compound
piers are as simple as those of Romanesque buildings in
France. There is, moreover, no formal separation be-

DUGENTO ART IN TUSCANY AND ROME | 47



tween the nave arcade and the wall above, pierced by
simple oculi instead of the usual pointed Gothic win-
dows. As a result there is nothing to interrupt the whole
membrane, from whose dynamism emerges an unex-
pected and very beautiful feeling of calm and repose.
This is in striking contrast to the highly energetic
pictorial art and the exceedingly rich sculpture of the
period. However different the architectural forms of
Santa Maria Novella may be from the later, classically
derived elements of the Renaissance, the harmony of
its lines and spaces render it a fitting precursor of such
Quattrocento masterpieces as San Lorenzo and Santo
Spirito (figs. 134, 138). Ata moment when French archi-
tects had dissolved the wall entirely, converting whole
churches into elaborate stone cages to enclose surfaces
of colored glass, the unknown—possibly monastic—
builders of Santa Maria Novella proclaimed the quintes-
sentially Italian supremacy of the wall.

So did the architect of Santa Croce (figs. 46, 47), the
great Franciscan church on the opposite side of the city,
,but in a very different way. In all probability this master

was Arnolfo di Cambio, also very important as a sculp-
tor, a pupil and co-worker of Nicola Pisano, and as the
first architect of the often-redesigned new Cathedral of
Florence (fig. 125). The construction of Santa Croce,
founded in 1294, was continued well into the Trecento.
The plan combines a timber roofed nave of seven bays
(immensely long for Italy), with a considerably lower,
vaulted polygonal apse that is separated from the nave
by a triumphal arch somewhat like those of the Early
Christian basilicas in Rome but pointed, and pierced by
two pointed windows. Octagonal columns replace the
compound piers used in Santa Maria Novella, needless
here since there is no vaulting. A catwalk carried on
corbels separates the small clerestory from the nave
arcade, and carries the eye straight down the nave,
sharply up over the crossing, across and above the trium-
phal arch, and back up the nave again on the other side.
While the church lacks the unearthly harmony of Santa
Maria Novella, the loftiness and openness of its arches
make 1t seem vast, almost endless. Its timber roof, in-
stead of having the barnlike look so frequent in Italian

right: 44. Nave and choir,
Sta. Maria Novella,
Florence. Begun 1279

below: 45. Plan of
Sta. Maria Novella
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left: 46. Nave and choir,
Sta. Croce, Florence.
Begun 1294

below: 47. Plan of
Sta. Croce

preaching churches, is so richly treated that it contrib-
utes to the sense of mystery and grandeur. From the
very start the soaring wall surfaces were intended for
painting, as were the windows for stained glass. In fact,
the nave was still being built when Giotto and his most
gifted followers, as we shall see in Chapter 3, were at
work painting frescoes on the walls of four of the ten
chapels (five flanking the apse on either side) along the
rear wall of the transepts, and in one of the two chapels
terminating the transepts. The early Trecento painted
decoration of the ceiling beams is still largely intact. The
splendor of Santa Croce, of which this brightly painted
roofing is an essential part, gives us some insight into
how the Duomo of Florence (duomo is the Italian term
for cathedral) might have looked, had Arnolfo’s plan
been followed.

In all the Italian city-states the building which housed
the government competed in physical bulk and artistic

magnificence with the principal churches, and Florence
was no exception. The Palazzo Vecchio (more accurate-
ly the Palazzo dei Priori, or palace of the Priors, as the
principal governing body was called) dominates a whole
section of the city, and in popular imagination its tower
is always grouped with the dome of the Cathedral as a
symbol of the city (fig. 48). In point of fact, the Palazzo
Vecchio is not only the largest but one of the last-built
of the great Italian communal palaces of the Middle
Ages. Many of these palaces survive, and they form the
finest body of medieval civic architecture known to us.
The Palazzo Vecchio was erected in an astonishingly
short space of time, only eleven years from the laying of
its foundations in 1299 to the completion of the lofty
bell tower in 1310. From the start the building was
intended to complete a huge square produced by the
destruction in 1258 of nearby houses of the traitorous
Uberti family, who had fled Florence and later fought
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with the Sienese at the Battle of Montaperti. The build-
ing, of pietra forte, appears as a gigantic block, divided
by stringcourses into a ground floor and two main
stories, each of colossal proportions, crowned by a
powerfully projecting arcade carried on corbels and
culminating in machicolations. The tower, placed off-
center apparently because of difficulties in finding a
secure foundation at the center, ends in a machicolated
projecting story, and carries an open bell chamber sup-
ported on four columns.

The brutal power of the building mass is accentuated
by the roughness of the blocks, left untrimmed, or

rusticated, as in Roman military architecture. And the
building seems even more impregnably strong by virtue
of the relative delicacy of the mullioned windows with
their trefoil arches, in imitation of French Gothic
models. Its simplicity and force, its triumphant assertion
of the nobility of man and his capacity to govern, were
intended to symbolize the victory of civic harmony over
the internal strife which tore the Republic apart in the
last years of the Dugento. The building may also serve
as a useful introduction to the artistic ideals of one of
the greatest periods in Florentine art, the Trecento, and
to the style of Giotto, its leading master.

48. Palazzo Vecchio,
Florence. 1299-1310




3. Early Trecento Art in Florence

GlorTo. Giotto di Bondone (c. 1267-1337), born in the
little town of Vespignano in the valley called the
Mugello, north of Florence, in an astonishingly short
time revolutionized the art of Florence, of Tuscany, and
in fact of most of Italy. The first Italian master to achieve
universal importance, Giotto is unquestionably one of
the most powerful artists who ever lived. He was so
recognized by his contemporaries. The Chronicles of
Giovanni Villani, written in the Trecento, already rates
Giotto among the great personalities of the day. Boc-
caccio records how Giotto’s fellow Florentines were
struck by the extraordinary naturalism of his work;
Dante, in a famous passage in the Divine Comedy,
relates his encounter in Purgatory with the miniaturist
Oderisi da Gubbio, who bewails his own fall from popu-
larity, comparing it with that of Cimabue, as an example
of the transiency of worldly fame and fortune:

Cimabue believed that he held the field
In painting, and now Giotto has the cry,
So that the fame of the former is obscure.

Similar, according to Dante, was the success of the poet
Guido Cavalcanti, inventor of the dolce stil nuovo (the
“beautiful new style’”), whose revolutionary use of the
Tuscan language chased his competitors from the nest.
Dante’s statements are literally true. Within a few years
after the appearance of Giotto on the Florentine horizon,
the style of Cimabue was banished to the villages, where
itlingered only a decade or so. Immediately most painters
in Florence began to imitate the new style, which spread
rapidly to other centers in Tuscany, including Siena, and
then up and down the Adriatic coast, capturing one
provincial school after another. Within a generation it
met resistance only in Venice, strongly tied to the Greek
East, and in Piedmont and Lombardy, deeply influ-
enced by Northern Gothic. The basic conceptions of
Giotto’s art remained dominant, despite the personal
variants of individual painters, into the Quattrocento;
Renaissance artists and writers were emphatic in their
insistence that Giotto was their true ancestor. Perhaps
at no other moment in the entire history of painting has
a single idea achieved so rapid, widespread, and well-
nigh complete a change. In this respect only the French

Gothic and Italian Renaissance styles in architecture can
be compared with the effect of the Giottesque movement.

What was this new style? Cennino Cennini, who as
we have seen was the pupil of Agnolo Gaddi (himself
the son and pupil of Taddeo Gaddi, one of Giotto’s
closest followers), expressed the matter succinctly when
he declared that Giotto had translated painting from
Greek into Latin. Later Vasari was more voluble in his
declaration that Giotto revived painting after it had
languished in Italy since ancient times, on account of the
many wars which had overwhelmed the peninsula.
Giotto, he said, abandoned the ‘“‘rude manner” of the
Greeks, and since he continued to ‘‘derive from Nature,
he deserves to be called the pupil of Nature and no other.”
No one, not even in Cennini’s time, was in a position to
realize what Italian painting had gained from Byzantine
examples and, perhaps, from actual Greek masters. To
all commentators naturalness was equated with Latinity,
which meant, of course, Roman culture in the larger
sense—Italy and, as we shall see, France. The virtue of
Giotto’s style for his contemporaries and successors lay
in its fidelity to the human, natural, Italian world they
knew, as against the artificial manner imported from the
Greek East. It is interesting, however, that not even
Cennini speaks of Giotto drawing from posed models,
nor does he recommend this practice although his master,
Agnolo Gaddi, was responsible for the earliest preserved
drawing which appears to have been done from life.
Apparently one was supposed to obsgrve nature very
carefully, and then record one’s observations in sketches.
So pungentand convincing are Giotto’s characterizations
of human beings that we are almost compelled to presup-
pose such drawings.

The surviving work of all great Italian masters, even
those of the High Renaissance, is a mere fraction of what
they actually painted. But as we read Vasari’s accounts of
Giotto’s work—even knowing that many of the paintings
he mentions may really have been by other artists—we
realize with especial sadness how little remains today of
what Giotto must have produced in the course of a long
and honored lifetime. He is reported to have worked
throughout Tuscany, North Italy, and the Kingdom of
Naples, including its capital, then ruled by a French
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dynasty. The great master was said even to have gone in
- person to France and there worked in Avignon, the new
seat of the papacy after 1305, and elsewhere. French
contacts are abundantly visible in Giotto’s style, and
commercial relations between Florence and all parts of
Europe were so routine during the Trecento that we
would be daring indeed to deny the possibility, even the
ease, of a trip to France for so prosperous and universally
desired a master. Whether or not Giotto really studied
with Cimabue in Florence, as Vasari says he did, the
older master can have played little part in the formation
of the young artist’s style as we now know it. The domi-
nant influences must have been the sculpture of the
Pisano family, the painting of Cavallini, French sculpture
eitherin France itself or through small, imported works—
and the rediscovery of nature.

During most of the Dugento Florence and its territory
had been the scene of bitter warfare between opposing
factions: the Guelphs, who favored the Pope, and the
Ghibellines, who were attached to the Holy Roman
Emperor. In reality, this was a class conflict, because the
Ghibellines were the feudal nobility, and they and their
supporters looked to the Emperor to maintain them in
their fiefs. The Guelphs, on the other hand, comprised
the bulk of the city dwellers—artisans and merchants for
the most part—who succeeded in establishing their
guilds by the famous Ordinance of Justice in 1293; to
all intents and purposes this ordinance disenfranchised
the nobles unless, as many were eventually constrained
to do, they were willing to adopt a trade and join a guild.
An attempt of the nobles to regain power was put down
in 1302 and hundreds of Ghibellines, including Dante,
were exiled from the city. It is against this triumph of the
energetic, prosperous commercial and artisan class, who
equated their values with the highest ideals of the state,
that one must understand the firm, quiet, eminently
practical art of Giotto, with its emphasis on clarity,
measure, balance, order, and on the carefully observed
drama developing between human beings at close
quarters.

THE ARENA CHAPEL. In this same period Padua, a great
university city not far from Venice, had regained its re-
publican independence, and created a considerable state
in the flat Venetian plain. A wealthy Paduan merchant,
Enrico Scrovegni, acquired in 1300 the ruins of the an-
cient Roman arena in Padua as a site for his palace and
chapel. He began building the chapel in 1303; in 1305 it
was consecrated, apparently decorated at that time only
with fabrics borrowed from San Marco in Venice. At
some time thereafter, but probably before 1310, Scro-
vegni had the idea of asking Giotto, who it seems was
then at work on a great fresco series in the Franciscan
basilica of Sant’Antonio at Padua, to paint the interior
of the chapel. Undoubtedly Giotto had assistants work-
ing with him, but he certainly himself planned the entire
fresco cycle of the nave (those of the chancel are later),
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and they form not only his greatest preserved achieve-
ment but one of the most wonderful fresco cycles any-
where (fig. 49). They are astonishing in their completeness
and state of preservation, despite their recent damage
from industrial fumes. The Chapelis small, intended fora
congregation of the Scrovegni family and their retainers,
and the frescoes themselves are smaller than they seem
to be in reproductions; the figures are about half lifesize.
The windows are on the south wall only, and were kept
small in order to provide as much wall space as possible
for the frescoes; these climb the walls in three superim-
posed rows of scenes, like motion-picture strips. The
scenes are enclosed in delicately ornamented frames
which form a continuous structure, even curving into the
springing of the barrel vault. The vault is painted the same
bright blue as the background color in all the frescoes—
naturally enough, since vaults and domes were tradition-
ally held to be symbolic of Heaven, and Italian documents
show that the vault of an interior was often referred to
as “il cielo” (the sky). This one is covered with gold stars,
and bust portraits of Christ and the Four Evangelists
float in circular frames against the blue.

The wall surfaces are so divided that the Life of the
Virgin and the Life of Christ are told in three levels,
divided into six sections of narrative and thirty-eight
scenes. Narration begins on the upper level, to the right
of the chancel arch, with the events of the lives of Joachim
and Anna, the Virgin’s parents, on the right-hand wall
and the life of the Virgin on the left, ending with the
Annunciation on either side of the sanctuary and God the
Father enthroned over the chancel arch. On the second
level the Infancy of Christ, on the right-hand wall, culmi-
nates in His adult mission, on the left. On the lowest tier,
the Passion of Christ on the right is followed on the left
by His Crucifixion and Resurrection. A dado below,
painted to imitate veined marble, is relieved by small
images in grisaille imitating sculptural reliefs, the Seven
Virtues on the right and the Seven Deadly Sins on the left.
The drama of human salvation comes to its climax in
the Last Judgment covering the whole entrance wall (see
fig. 62). In a sense, the narration can be compared with
that of the cinema, so exact is Giotto’s sense of timing
and so clear is his presentation of each dramatic incident.
Unfortunately, in a book of this size all of the scenes can-
not be illustrated and this cinematic sequence must be
studied elsewhere.

The observer entering the Chapel does not yet recog-
nize the element of time, but he is at once aware that he
has suddenly stepped into a world of order and balance.
The Byzantine fabric of compartmentalized figures and
gold-striated drapery has vanished. All is clear light,
definite statement, strong form, firm ground, carefully
modulated ornament, simply defined masses, and beauti-
ful glowing color, the colors of spring flowers. One is
reminded of Ruskin’s phrase, “The April freshness of
Giotto.”

In every scene, something in the dignity and balance




49. Arena Chapel, Padua. Interior, facing altar. Consecrated 1305

of Giotto as a narrator makes one think of Sophocles,
who “saw life steadily and saw it whole.” Italian docu-
ments and sources contain no word for our “scene’:
scenes are invariably called storie (stories), and that is
what they are throughout Italian art. Each storia is an
incident from a continuous drama, and based on a simple,
human relationship of figures. We can follow the plot,
generally accompanied in the Shakespearian sense by

one or two subplots as well, in great or delicate, but
never excessive, detail as we move through the series. In
an incident from the life of the Virgin, for example (figs.
50, 51), Joachim, who will become her father but has here
been expelled from the temple on account of his child-
lessness, has taken refuge with the shepherds in the
wilderness. This is the principal plot, and on the relation-
ships among the figures the entire composition is
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founded. Joachim looks downward, overcome by humili-
ation. The shepherds accept him only with reluctance;
one looks toward the other, attempting to gauge his
response and judge whether it is safe to take in this out-
cast—a psychological situation all too familiar from the
events of recent history. The masses of the landscape
are so deployed as to frame and accentuate this tense
moment. Then comes the subplot; the sheep, symbols
of the Christian flock (priests and ministers are still
called pastors), pour out of their little sheepfold, and the
dog, age-old symbol of fidelity in Christian art, leaps
upward in joyful recognition of Joachim’s sacred role.

The landscape, the most advanced known at that
time, is powerfully projected, but deliberately restricted
in scope. Cennini instructs his readers that, to paint a
landscape, it is necessary only to set up some rocks in
the studio to stand for mountains and a few branches for
a forest. Yet Giotto’s iceberg-like, rocky backgrounds
form an effective stage setting for his dramas, and in
successive scenes that supposedly take place in the same
spot he does not hesitate to rearrange the rocks a bit to
bring out the inner meaning of the particular moment of
action. The rocks enclose a distinct space that is limited,
behind all the scenes, by the continuous heavenly blue
background which should not be confused with real sky.
It never contains clouds or other atmospheric phe-
nomena, unless these are used to indicate the angels’
celestial origin.

Within this shallow box of space, the figures stand

above: 50. G10TTO. Joachim Takes Refuge in the Wilderness.
After 1305. Fresco. Arena Chapel, Padua

right: 51. Joachim, detail of fig. 50
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forth in three dimensions like so many columns, the
drapery masses simplified so as to bring out as convinc-
ingly as possible the cylindrical volumes of the figures,
which show profile, one-quarter, and even back views
instead of the customary three-quarter aspect of figures
in Dugento painting. In delicate gradations, the light
models faces, drapery, rocks, and trees, establishing
their existence in space. But—and this is of prime im-
portance—no source is shown for the light. It is a uniform
illumination which bathes all scenes alike, regardless of
the time of day, and this, of course, helps to maintain the
unity of all the compositions within the space of the
Chapel. Giotto’s light, having no source, casts no shad-
ows and makes no reflections. With few exceptions, cast
shadows do not appear in painting until the Quattro-
cento, yet we can hardly imagine that Trecento painters
were unaware of shadows. In a famous passage in the
Inferno one of the damned asks who Dante is, since he
casts a shadow (and the dead do not). And there is a
rich medieval literature on light and its behavior. But
for some reason as yet unexplained, painters did not
consider natural light effects to be suitable for represen-
tation. Giotto’s realism is limited, like his space, by a
set of conventions, but he often suggests a more distant
space; some trees are shown cut off by the rocks, so that
we read them as growing on the other side of the hill. And
there is no limitation whatever to the depth and subtiety
of his observation of the reaction of human beings.

The next scene is the Vision of Anna (fig. 52), back in
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Jerusalem, where she is visited by an angel who flies in
through the window and announces to her that she will
conceive and bear a child. Out on the back porch the
servant, who is spinning, pays no attention. The setting
is a charming little construction—its classical pediment
containing a medallion with a bust portrait uplifted by
angels is imitated from a Roman sarcophagus—but it is
meant merely to indicate an actual building. Like the
rocks in the landscape backgrounds, a few simple archi-
tectural elements symbolize a complex reality. The front
wall is removed as in a stage setting so that we see the
interior of the house, and Giotto has treated us to a view
of aTrecento Florentine room with a bed and its curtains,
a little chest for clothing, shelves, and various objects
hanging on the wall. The cube of space is turned at a
slight angle, so that we can see two sides at once. The
head of the angel, seen from above, is foreshortened as
a definite, powerful little volume in space. Vasari is
eloquent on the subject of Giotto’s foreshortenings, and
he is probably right in claiming that Giotto was the first
to be able to do them. Cennini tells us that the distant
objects should always be represented darker than those
in the foreground; this must have been another conven-
tion derived from Giotto, and it will be noted that the
elegant frame of the architecture is more brightly lighted
than the recesses of the interior, just as the foremost
leaves on Giotto’s trees are always lighter than those
farther away (fig. 51).

We next arrive at the famous Meeting at the Golden
Gate (fig. 53). Meanwhile Joachim has also received a
revelation from an angel and returns to Jerusalem to tell
Anna, just as she rushes out to break the news to him.
Their encounter, like the rest of the story described in
the Golden Legend by the Genoese thirteenth-century
bishop Jacopo da Voragine, occurs on a bridge outside
the Golden Gate of Jerusalem. The small scale of the
architecture as compared with the figures is explained by
another Trecento convention, this time easy enough to
understand. Architecture, especially Italian architecture,
is relatively large; people are small. To apply the same
scale to architecture and figures would result either in
reducing the figures to a point where the story could be
read only from close up, or in omitting all but the lower
portions of the buildings. Giotto and his followers—in
fact all artists, well into the Quattrocento—were content
with a double scale which presented the story in all its
force without mutilating the architecture.

In this case the architecture, in particular the beautiful
shape of the arch embracing even the happy neighbors,
reflects the emotions of the figures. Few scenes in art are
more moving than this reunion of husband and wife.
Anna puts one hand around Joachim’s head, drawing
his face toward hers for a long embrace. As always,
Giotto’s draftsmanship is broad and simple, leaving out
details that might interrupt his message of sincere human
feeling or the powerful clarity of his form. One subplot,
of course, can be sensed in the reactions of the neighbors;

53. G10TTO. Meeting at the Golden Gate,
Arena Chapel

another appears in the shepherd who accompanies
Joachim and carries his belongings, and is partly cut off
by the frame to indicate conventionally that he has come
from a distance.

Turning to the events directly connected with the Life
of Christ, we find the Annunciation (figs. 54, 55) divided
into two sections, in the spandrels flanking the sanctuary
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54, 55. G10TTO0. Annunciation, Arena Chapel

arch. This was the position designated for the Annuncia-
tion by a tradition going back to Byzantine art, because
the prophet Ezekiel was shown a vision of the sanctuary
of the Temple, whose gate was shut,

... and no man shall enter in by it; because the
Lord, the God of Israel, hath entered in by it,
therefore it shall be shut.

It is for the prince; the prince, he shall sit in it
to eat bread before the Lord; he shall enter by
way of the porch of that gate and shall go out by
the way of the same.

To Christian theologians the closed gate of the sanctuary,
which only the Lord both entered and left, stood for the
virginity of Mary; the prince was Christ, the bread the
Eucharist.

Giotto has represented the Annunciation, the moment
of the Incarnation of Christ in human form, in a new
and intimate way that is in keeping with his profound
understanding not only of religion but of the human
heart. He has laid stress on the moment in which Mary
accepts her immense responsibility: “Be it done to me
according to thy will.”” In token of resignation she crosses
her hands upon her bosom and she kneels, as does the
angel. The kneeling positions were determined liturgi-
cally, because at Mass when the words ‘““And was incar-
nate by the Holy Ghost of the Virgin Mary” occurred
in the Nicene Creed the congregation traditionally knelt.
On the noble figure of the Virgin, kneeling in absolute
profile, beats a flood of light. This is actual light, not
golden rays or masses of gold leaf (even though the
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haloes are still rendered as gold disks); it is painted with
a soft orange-yellow pigment, in clustering rays. Yet
there are no sources of natural light anywhere in Giotto’s
art. This is the light of Heaven. Light is identified mysti-
cally with the Second Person of the Trinity: “In him was
life; and the life was the light of men. . . . That is the
true Light which lighteth every man that cometh into
the world.” These words, until recent liturgical changes,
were repeated at the close of every Mass.
- The two little stages on which Giotto has placed the
two participants of the Annunciation are derived, it has
lately been shown, from constructions used in the
dramatizations of the Annunciation which actually took
place during the Trecento in Padua; these started at the
Cathedral and culminated in performances in the Arena
Chapel. But Giotto has filled his two spaces with the
radiance of Divine Light, coming from the throne of
God the Father in the arch above, as in the angel’s pledge
to Mary, in the Gospel. In his Annunciation we have
emerged from a world where every scene is bathed in the
same dispassionate light into a world of mysticism and
revelation, unexpected for an artist so classical and self-
possessed as Giotto and prophetic of the great mystical
paintings of the later Renaissance and the Baroque,
when light again plays the catalytic role. It is important
for the deeper understanding of Giotto’s style and per-
sonality to recognize that even he, the most reasonable
of artists, found a point at which he was willing to break
the rational order of his universe for a revelation, sub-
merging clear shapes in a tide of shadow and light.
Before Giotto, Italian artists had always placed the




Nativity in the cave required by Byzantine tradition (now
less familiar to us than the stable, of European tradition).
Although the cave still exists in Bethlehem—authentic
or otherwise—the Gospel account gives no precise set-
ting. Giotto, perhaps after his visit to France, adopted
the shed usually depicted in Gothic art (fig. 56). He also
eliminated the apocryphal account of the baby’s bath.
The midwives are still there, however; one is handing
the Christ Child, already washed and wrapped, to Mary.
The ox and ass, who almost invariably appear in Western

57. GlotTo. Flight into Egypt, Arena Chapel

58. Giorro. Head of Christ, detail of Raising of Lazarus
(see colorplate 6), Arena Chapel

Nativities, look on. They are a fulfillment of the prophecy
of Isaiah: “The ox knoweth his owner, and the ass his
master’s crib: but Israel doth not know, my people doth
not consider.” Joseph is sleeping in the foreground. The
Annunciation to the Shepherds is taking place around
and above; rejoicing angels are scattered in a variety of
positions against the blue, and one leans downward to
give the tidings to two shepherds. One shepherd has
turned his back to us—a simple device, yet it is impossi-
ble to overestimate what this implies for the painter’s
attitude toward space; he now can turn and move his
figures in any direction. Giotto’s backs, moreover, are
extremely expressive: the shepherd’s astonishment is
written in the set of his shoulders, the back of his head,
the calves of his legs, even the hang of his garment.

In the Flight into Egypt (fig. 57), the family moves
calmly and intrepidly off to the distant land, led by an
angel who is visible only to the waist, disappearing in a
trailing cloud. Mary, seen in complete profile, holds the
Christ Child to her bosom. The pyramidal group is delib-
erately echoed in the structure of the background rocks.
Giotto has again suggested movement in space by cutting
off the last figures, to show that they have come from
outside the frame. Giotto’s animals are always delightful,
and this patient donkey is one of his most convincing, a
complete animal personality.

Turning to the mission of the adult Christ, the Raising
of Lazarus (colorplate 6; fig. 58) is one of the most power-
ful scenes in the Chapel. Christ, the clear-eyed, short-
bearded Christ of French Gothic tradition rather than
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the Byzantine type favored by Coppo and Cimabue,
stands silhouetted against the blue, calling Lazarus from
the dead by a simple gesture of His right hand. The
corpse in its grave clothes stands forth miraculously, in
the pallor of death, while Lazarus’ sisters, Mary and
Martha, prostrate themselves before Christ in suppli-
cation. Giotto includes the traditional figures who cover
their noses in the presence of death, yet in the context
of his larger humanity such details never seem disturb-
ing. Despite the considerable number of elements, the
scene is clearly and simply composed, divided into blocks
of figures by broad diagonals, verticals, and rhythmic
curves. Again Giotto has exploited the back of the figure
as an expressive device, in the massive workman at the
right. The color is remarkably vivid in this scene and
includes iridescent passages (the bending workman is
dressed in pale pea-green with rust-colored shadows),
the formula for which is recorded in Cennini’s handbook
and persisted into Renaissance painting. An especially
striking bit of coloristic freedom is seen in the veined
marble of the tomb slab, forerunner of gorgeous effects
which will turn up again and again in later Italian paint-
ing. Christ’s blue garment was rendered in one of the
pigments which, Cennini tells us, could not be painted
in true fresco, and therefore had to be added a secco. As
a result, much of it has peeled off, showing the brush
strokes of the underlying drawing.

We now turn to the story of the Passion ; in the Betrayal
(fig. 59) Giotto follows the general compositional ar-
rangement of the scene in the Uffizi Cross (see fig. 22).
The nucleus of the drama is the group of Christ and

59. GioTTO. Betrayal, Arena Chapel
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Judas. Even though His body almost disappears in the
tidal wave of Judas’ yellow cloak which moves upward to
embrace it, Christ stands as firmly as in the Raising of
Lazarus, with the same calm gaze. Giotto has exploited
the contrast between the classical profile of Christ and
the bestial features of Judas, his lips pursed for the
treacherous kiss, as a confrontation of absolute good
and absolute evil. The contrast is especially striking since,
in the preceding scene of the Last Supper, Judas had the
same handsome youthful face as many of the other
Apostles. But the Gospel account tells us that the devil
entered into Judas when he took the sop in wine. Giotto
has increased the impact of the drama by insert{ng the
noses and eyes of Roman soldiers, barely visible, between
the confronted faces.

The unforgettable main groupis flanked by two intense
and sharply different subplots. Required by iconographic
tradition to depict the episode of Peter cutting off the ear
of Malchus, the High Priest’s servant, Giotto has almost
concealed it behind another of his great expressive backs,
that of a hooded attendant at the left trying to restrain
Peter. Especially searching is Giotto’s exploration of the
character and feelings of the High Priest himself at the
right, entirely through his pose. He points toward the
treacherous embrace in the center yet vacillates as he
does so, as if unable to face the full wickedness of Judas’
betrayal. His crooked finger begins to contract, and the
masses of his garments break upinto little shivering folds,
deliberately contrasted with the sharp, forward lunge
of Judas’ cloak.

It will be noticed that the halo of Christ, modeled in
plaster on the surface of the fresco, is shown in perspec-
tive. Some of the effect of the composition has become
dissipated by the loss of the swords, halberds, and torches
which were painted a secco and have largely peeled off.

In some ways the Crucifixion (fig. 60) in the Arena
Chapel is more impressive than any other in Italian art.
Giotto has shown the Christus mortuus, not the Christ of
the liturgical crosses of the late twelfth and early thir-
teenth centuries, triumphant over death, nor the agonized
victim in Italo-Byzantine representations. Here He is
dead, quietly and absolutely. He hangs there; one is made
to feel the actual weight of the body suspended from the
arms. No one screams; there are few gestures. Mary
stands under one cross-arm and, in the most effective
manner open to his temperament, Giotto has shown the
result of her overwhelming grief. Mary collapses. That
is enough. She has lost the columnar entity, the firmness,
the grandeur with which Giotto endowed humanity. To
his mind, perhaps, there could be no more terrible fate.

Mary is supported by St. John and one of the other
Marys. Mary Magdalen, as she almost always does from
now on, kneels before the Cross, her long, golden hair
unbound, gazing at the feet she once washed with her
tears and dried with her hair. At the right, the Roman
soldiers are disputing over Christ’s seamless robe which
they are about to cut. Above are the grieving angels,
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their positions recalling their rejoicing counterparts in
the Nativity, they soar against the blue, as in Cimabue’s
Crucifixion (see fig. 29), but their motion here follows in a
beautiful arc the curve of the arms of the hanging figure.
Some hold chalices to catch the blood from Christ’s
hands and side, others rend their garments or wring their
hands. Directly above the Cross two angels fly straight
toward the observer, so that their heads are foreshortened
from above. Even this scene of deepest tragedy is pre-
sented with the same quiet firmness of composition—
two blocks of figures, at once divided and united by the
Cross—and the same fresh beauty of color we find
throughout the cycle.

The justly famous Lamentation (fig. 61), like the
Betrayal, follows a traditional type, in this case estab-
lished by Coppo (see fig. 25). The dead Christ is stretched
across the lap of Mary, His head upheld by a mourn-
ing figure seen only from the back, while another holds
up one of His hands; Mary Magdalen gazes down at
His feet cradled in her hands. John, the Beloved Dis-
ciple, stands with arms outstretched looking at the coun-
tenance of his Master, and the long line of the barren
rock behind him moves down inexorably toward the
mysterious interchange between Mary and Christ, she
searching His face as if to elicit an answer from beyond
the barrier which separates life and death. The angels
here float in a discordant succession, twisting and turning
first toward us, then away. But the drapery lines of all
the main figures point sharply down, toward earth. Here
and there some startling bits of Giotto’s coloristic
freedom are visible, especially the Apostle wringing his
hands, whose gray-blue cloak has plum-colored shadows.
At the upper right, summing up the tragic scene, stands
a single withered tree, recalling Christ’s words as He
was led to Calvary, “If they do this in the green tree,
what will they do in the dry”’; that is, If they do this while
I am alive, what will they do after I am dead ? This cele-
brated phrase was widely held to refer to the Tree of the
Knowledge of Good and Evil, which withered after
Adam and Eve ate the forbidden fruit. According to
legend, especially the Legend of the True Cross later
painted in more detail by Agnolo Gaddi and by Piero
della Francesca, and the long poem called The Pilgrimage
of Human Life by the fourteenth-century Cistercian
monk Guillaume de Déguilleville, the wood of the Cross
came from this tree. Its life was restored only through
the crucifixion of Christ who was, mystically speaking,
the fruit of the other tree which grew in the Garden of
Eden, the Tree of Life. Thus, through the sacrifice of
Christ, the Tree of Knowledge again brought forth life
for mankind. Giotto was never sympathetic to elaborate
theological symbolism, but in this case he seems to have
utilized the well-known significance of the withered tree
for an overwhelming dramatic effect.

The Last Judgment (fig. 62) fills the entire entrance wall,
save only for the inconvenient window around which
Giotto deployed battalions of the heavenly host. Rather

61. Giotto. Lamentation, Arena Chapel

than showing in detail the torments of Hell for which the
Divine Comedy, begun by Dante at perhaps about the
same time as the frescoes in the Arena Chapel, was to
provide other painters with such an inexhaustible supply,
Giotto selects only a few punishments and does not dwell
on those. It has recently been pointed out that, for Giotto,
Hell is a place of disorder. To his temperament nothing
could be more terrible than the dissolution of the struc-
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ture of the Universe, which event seems to be taking place
at the lower right. In the center, Christ is enthroned as
judge of all creation, on a rainbow throne (fig. 63). This,
like the rainbow glory around him, is made up of count-
less tiny, colored feathers, graduated in tone like those in
the wings of Dugento angels, here recalling the many
references in the Psalms to the Lord’s wings and feathers.
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above left: 62. G1OTTO.
Last Judgment, Arena Chapel

above: 63. Enthroned Christ, detail of fig. 62

below: 64. Hell, detail of fig. 62

below left: 65. Enrico Scrovegni Offering the Model of
the Arena Chapel, detail of fig. 62

The seat is upheld by the beasts of the Four Evangelists,
dimly seen in the blaze of light which emanates from the
risen Lord. The glory is attended by angels on either side,
and cohorts of angels float above. To left and right, the
Apostles are enthroned exactly as in Cavallini's frag-
mentary fresco (see colorplate 4), which Giotto must
have known. Below, the dead rise from their graves and




66, 67, 68. Gl0TTO. Justice, Injustice, and Inconstancy, Arena Chapel

are welcomed into Heaven or consigned to Hell (fig. 64).
Four rivers of red and orange fire proceed from the
throne of Christ to engulf the damned.

Directly over the door of the chapel, the Cross of
Christ is upheld by angels, and directly below the Cross
kneels Enrico Scrovegni himself, together with a Bene-
dictine monk (fig. 65), upholding a clearly recognizable
model of the Arena Chapel as his expiatory offering.
(Considering the quality of the work he commissioned, it
1s to be hoped that Enrico’s offering was accepted.) The
portraits are among the earliest convincing examples of
portraiture that we have, as distinguished from the stock
effigies common in medieval art which may or may not
have resembled their subjects. One gets the feeling that
Enrico Scrovegni must have looked like Giotto’s portrait
of him. The precise identity of the figures who accept
the model is not clear; a recent theory suggests that they
are three manifestations of Mary. Whoever they may be,
they are certainly beautiful figures, with their classical
profiles, their calm, steadfast gaze, and the radiance of
their flesh.

The Virtues and Vices on the lower sections of the
walls recall the tradition so common in French Gothic
portal sculpture. Enthroned Justice (fig. 66) is a regal
figure before whom commerce, agriculture, and travel,
the essential human activities of Italian corporate life,
proceed undisturbed. Her counterpart, Injustice (fig.
67), is a robber baron (reminding us that Padua and
Florence were both merchant republics organized against
the nobility) who, from his castle gates surrounded by
rocks and forests, presides over rapine and murder.

Vices are proverbially more interesting than Virtues: in
Giotto’s fascinating series perhaps the most significant
for his style is Inconstancy (fig. 68) on her precarious
wheel, who tries so desperately to maintain the balance
which to Giotto is the essential of existence.

OGNISSANTI MADONNA. Although not dated precisely,
the great Enthroned Madonna (fig. 69), painted by Giotto
for the high altar of the Church of Ognissanti (All Saints)
and now in the Uffizi, is believed to have been done about
1310, not long after the completion of the Arena Chapel.
The gabled shape is similar to that of Cimabue’s Santa
Trinita Madonna (colorplate 3) and of a number of
other Dugento altarpieces, beginning with Bonaventura
Berlinghieri’s St. Francis (see fig. 20). Giotto has placed
the Virgin on a beautiful Gothic throne, like that of
Justice in the Arena Chapel-—another instance of his
interest in French inventions. This throne, with its
pointed vault, delicate gable ornamented with crockets,
and open arched wings, provides for the Madonna a
cubic space that is utterly different from the elaborate
Byzantine thrones of the Dugento. Her feet rest on a
marble slab; access to the throne is provided by a marble
step. Narrow panels are filled with delicate, controlled
ornament painted to resemble inlaid geometrical shapes
alternating with foliate motives, in contrast with the free
forms of the marble veining, surprisingly fluid and bril-
liant in color.

The Virgin gazes outward with the calm dignity we
would expect of a Giotto representation (fig. 70). The
Child looks slightly upward, His right hand lifted in the
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69. GioTTO. Enthroned Madonna (Ognissanti Madonna).
1310. Panel, 10" 8” x 6’ 814”. Uffizi Gallery, Florence

two-finger gesture of teaching, the scroll held lightly in
His left, and His mouth open as if talking. Here, as in the
frescoes, Giotto has completely abandoned anatomical
compartmentalization. The massive shapes of the dra-
pery and limbs have a clear-cut existence in depth, which
no needless complexities are permitted to disturb. The
robust Child is lightly but firmly held by His mother,
whose fingertips press against His waist. Her right hand
is truly-sculptural in its apparent roundness, and the cy-
lindrical shape of her neck is brought out by the clean,
round neckline of the tunic. The Child’s beautiful head
is a definite block in space, completely hiding the right
ear from our sight.

On each side of the throne three saints are grouped in
a row behind three angels, grouped in a triangle, all of
these figures smaller in scale than the Queen of Heaven.
The two foremost angels, dressed in a beautiful, clear
green, offer Mary a crown and a golden cylindrical box.
They are inexact profile, as are the two kneeling, chanting
angels before the throne who present crystal vases of
lilies and roses, both symbols of the Virgin. The brilliant
clarity of their profiles, strikingly similar to that of Gio-
vanni Pisano’s Madonna in the Arena Chapel(see fig. 43),
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and the glowing white of their tunics with shadows of
soft lavender gray, make these among the most beautiful
of all Giotto’s figures. When compared with the com-
plexity of such visionary altarpieces of the later Dugento
as Cimabue’s Enthroned Madonna, Giotto’s Ognissanti
Madonna seems the quintessence of stability, harmony,
and warm humanity.

THE BARDI AND PERUZZI CHAPELS. After the great
fresco cycle in Padua and the equally fine Ognissanti
Madonna panel, Giotto’s style underwent a considerable
change. Two fresco cycles remain in the chapels immedi-
ately to the right of the chancel in the Franciscan Church
of Santa Croce in Florence, the chapels of the Bardi and
the Peruzzi families who derived their riches from the
two greatest banking houses in Italy. The dates of the
frescoes, painted when the other end of the church was
still unfinished, are not known, but both cycles are gener-
ally placed in the 1320s; this was a period of turmoil
and difficulty, during which the hard-won popular
government was sharply threatened from within and the
territory of the Republic diminished by attacks from the
Ghibelline forces of Pisa and Lucca, under the tyrant
Castruccio Castracane. Under such circumstances, per-
haps the heroic harmonies of the Arena Chapel could
not be recaptured.

Both chapels were completely whitewashed in the

70. Detail of fig. 69




o)
Q
172
(5]
S
[62,
=~
o
o
—
et
L
ot
Ae
£ g
s 2
g o
S m
2 4
S 8
~ O
S o
N
i O
&m
17}
S -
3 8
S =
S .o
MC
- =2
O &
=~
oA
=
@]
~
()
i)
=
joh
e
2
o
Q




Colorplate 8. Duccio.
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eighteenth century; after the frescoes were made visible
again in the nineteenth, they were so thoroughly repaint-
ed that to attempt to retrieve their original appearance
seemed hopeless. Recent careful restoration has removed
all or most of the repaint, to show a sharply different
situation in each chapel. The Bardi Chapel, frescoed with
scenes from the life of St. Francis, reappeared in good
condition, save for gaps left by earlier mutilations. But
the Peruzzi Chapel is only a ghost of its former self;
apparently it was painted in haste, and largely a secco.
In painting the Ognissanti Madonna Giotto must have
had some assistance, and certainly did in the frescoes at
Padua, not only in laying out the surface but in the actual
painting, especially of the background figures and less
important details. But in the Peruzzi Chapel the quality
of what is left indicates that Giotto made colored draw-
ings that were then enlarged and painted almost entirely

71. Giorro. St. Francis
Undergoing the Test by
Fire Before the Sultan.
After 1317. Fresco.
Bardi Chapel, Sta. Croce,
Florence

72. Gio1T0. Funeral of

St. Francis. After 1317.
Fresco. Bardi Chapel,
Sta. Croce, Florence

by his pupils. At least one other fresco cycle and a con-
siderable number of panel paintings, some of them very
fine, betray the same collaboration between the over-
popular master and the army of helpers necessary for the
execution of all the commissions that he accepted in his
later years.

In the Bardi Chapel the fresco representing St. Francis
Undergoing the Test by Fire Before the Sultan (fig. 71)
shows some renunciation of the controlled dramatic
intensity that made the Arena Chapel frescoes so power-
ful. A kind of stasis seems to have overcome Giotto in
his late style; at first sight very little appears to be go-
ing on in these frescoes, all divided symmetrically as if
they were altarpieces. A closer look, however, discloses
that Giotto’s essentially dramatic and human style has
merely become subdued in his later years. In the center
the Sultan is seated grandly on his throne, his right arm
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crossing his body, his head turned slightly to the left.
On the right St. Francis calmly prepares to undergo the
test by fire—from which, of course, he will emerge
unharmed, to the great discomfiture of the Moham-
medans who can be seen already creeping away on the
left, their state of humiliation indicated not only in their
faces but in the disarray of their drapery folds. The two
Negro slaves beside them are among the earliest rep-
resentations of colored persons known in Western
art, and are sensitively understood not only in their rich
coloring, set off by the luminous white and soft gray of
their garments, but in the careful analysis of their facial
structure.

The Funeral of St. Francis (fig. 72) was mutilated to
include a tomb, long since removed. Old photographs
show the missing sections of the fresco replaced by some
fanciful inventions of the nineteenth-century restorer.
What now remains, if fragmentary, is at least entirely by
Giotto’s hand, and of the utmost beauty. The Saint lies
upon his simple bier before a wall; the other poverelli
crowd weeping around him, kissing his hands and feet,
gazing into his eyes, in a composition which subtly
recalls the Lamentation in the Arena Chapel (fig. 61).
Priests and monks at the Saint’s head intone the office
for the dead. Beside him, and with his back to the ob-
server, kneels a richly dressed knight of Assisi who, like
a new St. Thomas, thrusts his hand into the wound in the
Saint’s side. Above the little room, angels bear the re-
leased soul heavenward, attended by clouds. Again the
composition is static, symmetrical, and carefully bal-
anced, in contrast to the diagonal arrangements so
common in the Arena Chapel. Yet a closer view shows
that the drama still goes on, under the composed and
quiet forms. The beautiful face of the pale Saint himself,
his eyes mysteriously not quite closed, and those of the
mourners—even the characteristic Giotto backs—betray

73. GloTTO. Ascension of
St. John. After 1317.
Fresco. Peruzzi Chapel,
Sta. Croce, Florence
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an inner feeling too deep for overt expression. In this
fresco the late style of Giotto reaches a new stage of calm,
purity, and breadth. Sometimes we are able to watch him
at work ; the head of the brother looking upward in won-
der at the soul carried to Heaven was painted at great
speed (colorplate 7). The artist did not bother to erase
his preliminary lines, or to paint over the quick touches
of the brush in which the cowl is indicated. The result is
a head of astonishing freshness and freedom, the spon-
taneity of the brushwork reminding us of ancient Roman
painting in Pompeii and Herculaneum, a style Giotto
perhaps knew from other sources now lost to us.
Among the ruined frescoes of the Peruzzi Chapel, the
Ascension of St. John (fig. 73) is particularly striking. The
delicate architecture of the house, its columns upholding
an entablature enriched by inlaid ornament, is broken
in two to permit St. John to soar upward through the
ceiling from his tomb in the floor, to be received into
Heaven by Christ and other saints. The power of the
composition is achieved by the verticals, horizontals,
and diagonals, so that action seems to flow through the
figures rather than to originate with them. On the right
all look upward, on the left downward, with equal as-
tonishment. The group on the left, incidentally, was later
copied in pen by the youthful Michelangelo. Best of these
compositions, however, is St. John on Patmos (fig. 74),
the island on which St. John experienced the series of
visions recorded in the Book of Revelation, also known
as the Apocalypse. The Book of Revelation had pro-
vided for centuries an inexhaustible source for illustra-
tion in manuscripts, wall painting, stained glass, and
sculpture, many examples of which were doubtless
known to Giotto. Possibly the monks of Santa Croce—
or, one would prefer to think, Giotto himself, with his
classic frugality of temperament—chose from this treas-
ury of imagery only four incidents, and reduced these to




their simplest terms. In the center of a wide sea, which
goes back not to the sky but to the blue background, is
the island of Patmos, treated almost like an ice floe, and
on it crouches St. John, asleep in a position which recalls
that of Joseph in the Nativity in Padua (fig. 56). On the
right, on a cloud above the sea, reclines the woman
clothed with the sun and standing upon the moon,
already delivered of her man-child who is wrapped in
swaddling clothes and laid in a cradle. She has the eagle’s
wings which helped her fly from the dragon, but she
wears no starry crown and the dragon has only one
head, instead of seven. To the left, on another white
cloud, sits “one like unto the Son of man,” with the
sharp sickle in his hand, but he too lacks the crown men-
tioned in the text. On the earth below, at either side, are
apparently the four liberated angels who were bound in
the Euphrates, but this is by no means clear. Despite the
almost emblematic simplicity of the four episodes,
stripped of their fantasy, the visionary effect is over-
whelming.

assisl.  The matter of Giotto’s early style has been left
until this point, because it is one of the two or three most
vexing questions in the whole history of art, and there
is still no general agreement. The crucial problem re-
volves around frescoes in the nave of the Upper Church
of San Francesco at Assisi: in particular, the series below
the windows, on the projecting wall surface that was
clearly built for the purpose, representing the life of St.
Francis in twenty-eight scenes. In general, Italian
scholars accept Giotto’s authorship of all but four of the
scenes; foreign scholars tend to reject all as by Giotto,
but acknowledge Giotto’s influence. There, by and large,
the problem still remains.
There are no documents regarding the series. A long-
. established local tradition connected them with Giotto.

Vasari recorded the tradition in the sixteenth century,
and in the fifteenth Ghiberti wrote that Giotto ““painted
almost all the lower part.”” A Ferrarese chronicler, called
Riccobaldo, wrote around 1313 (or so the passage is
now reconstructed, since the original manuscript is lost)
that the quality of Giotto's art is witnessed by “‘the works
made by him in the churches of the Minorites at Assisi,
Rimini, and Padua, and in the church of the Arena.”
Since the Arena Chapel frescoes are preserved, and since
we know that paintings by Giotto once decorated the
Franciscan churches of San Francesco at Rimini and
Sant’Antonio in Padua, it is argued that Riccobaldo,
writing while Giotto was still alive and working, was
correct about Assisi as well, and that his remarks could
only refer to the St. Francis cycle.

Actually, Vasari records many erroneous traditions
concerning Giotto and other masters, and in this case
even wrongly mentions “‘thirty-two™ scenes. Ghiberti’s
ambiguous reference might refer equally well to the
frescoes in the Lower Church, many of which were done
by Giotto’s followers, perhaps under the supervision of
the master himself. The proponents of Riccobaldo seem
never to have asked themselves whether this chronicler
was invariably reliable in his other assertions, written
in an era when present-day standards of historical
accuracy were unknown. Nor have they taken it into
account that he may have been referring to the paintings
in the Magdalen Chapel in the Lower Church, quite
possibly commissioned from Giotto and executed partly
by him but largely by pupils. Nor has the question been
examined of an altarpiece for the Upper Church, whose
absence is one of the strangest phenomena at Assisi;
such an altarpiece, presumably an elaborate polyptych,
might very likely have been by Giotto. A date well before
1307 for the entire series has been supported by a sup-
posed copy of the Stigmatization of St. Francis by

74. GlotTo. St. John on
Patmos. After 1317.

Fresco. Peruzzi Chapel,
Sta. Croce, Florence
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75. MASTER OF THE ST. FRANCIS CYCLE. St. Francis
Renouncing His Worldly Goods. Early 14th century.
Fresco. Upper Church of S. Francesco, Assisi

Giuliano da Rimini, that is dated in that year. But the
painting, in the Gardner Museum in Boston, does not
resemble the Assisi fresco in all respects, and might have
been made after one of Giotto’s lost frescoes in Rimini,
from which the Assisi fresco could also have descended.

This argument is extremely important, because the
style of the St. Francis cycle is sharply different from the
work of Giotto as we know it elsewhere. The fresco of Sr.
Francis Renouncing His Worldly Goods (fig. 75) shows the
Saint, who has thrown off his clothes in the market place
of Assisi, protected by the bishop’s mantle, while his
father rages helplessly. The arrangement seems too trivial
to attribute to a great master. The mass of persons is
divided in two, leaving the center blank, save for the
uplifted hands of St. Francis. Each group is backed by
chaotic architectural elements that recall medieval archi-
tecture in Rome and its neighboring towns, quite un-
related to Florence. Facial expressions are uncom-
municative, often inert. The figures are not coherent,
the heads are not round; neither the impact nor the force
of Giotto’s figures can be felt. Profiles, so characteristic
of Giotto, are rare in the St. Francis cycle; in this scene
there is only one, that of the child at the left. When
Giotto’s eloquent backs are imitated, the artist somehow
gets their faces into view. Giotto’s one-quarter views of
faces rarely appear, and then awkwardly. Most of the
faces are in Byzantine three-quarter view. Eyes are
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shown full-face, whatever the angle of the head; in three-
quarter faces, the distant eye remains flat, though
wrapped around the curved cheek, while Giotto’s distant
eyes show his distinct awareness of three-dimensionality
by being cut into the profile. To many critics, including
the author of this book, the differences in style and
quality between the St. Francis cycle and the known
works of Giotto are too great to be embraced in the work
of a single artist.

The Master of the St. Francis cycle (and he may have
used assistants, for there are differences in quality be-
tween various scenes) was a gifted painter, if on a lower
level than Giotto. In spite of his imperfect success in
rendering emotion, his S7. Francis Giving His Cloak to
the Beggar (fig. 76) is a delightful scene, with its delicate
color and the charm of the hillside town, complete with
suburbs outside the gates—a far cry from Giotto’s rudi-
mentary architectural forms. The upward flow of the
hillside—its cliffs, scattered trees, town, and chapel—is
unconvincing compared with the hard, simple masses
of Giotto’s rocks. Such complexities are completely
alien not only to Giotto’s landscape as we know it, but
to the specific directions given by Cennino Cennini, as
deriving from Giotto. The landscape masses converge
on St. Francis’ head in a kind of X-shape, uncom-
fortable in itself and not especially dramatic. A careful,
dispassionate study of the style of the St. Francis cycle
has yet to be undertaken. It might show that the series
was done well into the fourteenth century by a Central

76. MASTER OF THE ST. FrRANCIS CYCLE. St. Francis
Giving His Cloak to the Beggar. Early 14th century.
Fresco. Upper Church of S. Francesco, Assisi




left: 77. MAso D1 BANCO.

St. Sylvester Resuscitating
Two Deceased Romans. c. 1340.
Fresco. Bardi di Vernio Chapel,

Sta. Croce, Florence

below: 78. BERNARDO DADDI.
Madonna and Child. 1340s.
Panel, 3234 % 2114”. Berenson
Collection, Villa I Tatti,
Florence (Reproduced by
Permission of the President and
Fellows of Harvard College)

Italian master, even Roman, who was influenced by
Giotto and his followers, and at times by Duccio.

FLORENTINE PAINTERS AFTER GIOTTO. The authority of
Giotto's style in Florence may well have impeded the
emergence of other personalities of the first order. None-
theless, several of Giotto’s numerous Florentine assist-
ants became important painters in their ewn right.
Closest to the master, perhaps, is Maso di Banco (active
1340s), whose work has recently been convincingly
reconstructed. Although Maso could never approach
Giotto’s breadth and harmony, he did achieve a hand-
some narrative and decorative style, especially in the
frescoes of the Bardi di Vernio Chapel in Santa Croce,
probably painted around 1340, after Giotto had died.
The Chapel is decorated with scenes from the life of St.
Sylvester, the Pope who was believed to have dissuaded
Emperor Constantine from curing his leprosy by bathing
in the blood of many children slaughtered for the pur-
pose, and instead managed to baptize him as a Christian.
One miracle of St. Sylvester was the closing of the throat
of a dragon whose breath had killed two wise men in
the Roman Forum, and their resuscitation (fig. 77).
Among Roman ruins, one sees the wise men lying on
their backs, then suddenly alive and kneeling in thankful-
ness. This before-and-after representation is typical of
Trecento miracle paintings. The massive figures and the
unified space and lighting are all learned from Giotto,
but Maso has gone farther in the spatial complexity
of the background. Nonetheless, the Roman ruins,
with their flat wall-planes and empty arches, are impres-

sive. Maso’s facial types, of course, reflect Giotto’s late
style of the Santa Croce chapels, where Maso may well
have assisted him.

By all odds the most gifted of Giotto’s pupils was
Bernardo Daddi (active c.1312—48), a painter whose

sensitivity was more suited to panel paintings than to
frescoes, which in fact he rarely painted. The beautiful
Madonna and Child (fig. 78) in the Berenson Collection
is typical of this delightful master; his pictures are
intimate, even those intended for important public
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positions, and show a different aspect of the Virgin and
Child from the majestic images in the tradition which
runs from Coppo di Marcovaldo to Giotto. Daddi's
Virgin smiles gently as she looks down at her Child, Who
secks to take from her a goldfinch, the symbol of His
Passion and ultimate death but here daintily masked
in the byplay between Mother and Child. Daddi’s lyric
sweetness has been traced to the influence of Sienese art,
but this is difficult to justify; most likely it is a happy
conjunction between his own temperament, the rather
relaxed taste of the 1340s when he was the leading painter
of Florence, and the example of ivory carvings brought
from France which often show a similar sweetness and
playfulness. Withal, Daddi is never sentimental: his
statement of form is as round and firm as one could wish
from Giotto’s protégé, his drawing is precise, his model-
ing clear, his color resonant. The facial types, with their

79. BERNARDO DADDI. Annunciation. 1330s(?).
Predella panel, 167 x 27%”. The Louvre, Paris

80. TADDEO GADDI. Tree of Life. Mid-14th century (c. 1340-50). Fresco. Refectory, Sta. Croce, Florence
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81. TADDEO GADDI. Annunciation to the Shepherds.
1332-38. Fresco.
Baroncelli Chapel, Sta. Croce, Florence

comparatively short noses and round cheeks, are his
own. The movement of his drapery folds confers on his
compositions a melodic beauty not to be met with again
until Domenico Veneziano, with whose graceful style
Daddi has much in common.

An especially luminous example of Daddi’s composi-
tional and coloristic perfection is the elegant Annunci-
ation in the Louvre (fig. 79), in which Gabriel encounters
Mary under a delicate loggia whose forms recall Giotto’s
airy architecture in the Bardi and Peruzzi Chapels. The
splendid hanging of gold damask forms a sparkling
counterpart to Daddi’s graceful figures, with their fine
features, dainty drapery folds, and perfected, controlled
movements. The delightful scene proceeds as if in a pag-
eant of the kind which actually took place in Florentine
churches.

Taddeo Gaddi (active c.1332—.1366), another faithful
follower of Giotto and the father of Agnolo Gaddi,
Cennino Cennini’s teacher, could not compete with
Daddi’s tasteful style. His relatively clumsy Madonnas
have the virtue of a rustic honesty, but his frescoes, for
all their abruptness of form, can be impressive. The great

82. ANDREA Pi1saNo. Creation of Man.
Mid-13th century (c. 1334-before 1348). Marble.
Lower row of Campanile, Florence (see fig. 127)

Tree of Life (fig. 80) for the refectory of Santa Croce,
badly affected by the flood of 1966, shows the robust
vigor of this painter, as well as a fascinating display of
iconographical richness; the subject illustrates one of
the major works of St. Bonaventura, the “‘seraphic doc-
tor” of the Franciscan movement. Christ hangs, not
upon the conventional Cro$s, but upon the symbolic
Tree of Life, which grew alongside the Tree of Knowledge
in the Garden of Eden; and the medallions hanging from
it, fruits of the marvelous Tree, contain scenes from the
Life of Christ. At the right are St. Benedict in the Desert
and The Feast inthe House of Levi, at the left the Stigmati-
zation of St. Francis and a Scene from the Life of St.
Louis of Toulouse. The Last Supper, below, is one of the
many that still decorate so appropriately the refectories
of Florentine monasteries and convents. The strong,
simple, clear-cut figures, with their relatively coarse
features and harsh expressions, form a strong contrast
to the refinements of Bernardo Daddi, almost a carica-
ture of Giotto’s powerful forms with none of Giotto’s
expressive richness and depth.

Taddeo’s principal achievement in the field of fresco
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Pisano (c. 1290-1348) is no relation to Nicola and Gio-
vanni Pisano, but acquired his name through the fact
that he came from Pontedera, an Arno Valley town then
in Pisan territory. We have already noted the little
reliefs representing painting, sculpture, and architecture
(see figs. 7, 13, 14) with which Andrea ornamented the
Campanile that Giotto designed for the Cathedral of
Florence (see fig. 127). Giotto may even have provided
the designs for some of these reliefs (fig. 82). Certainly
they are very close in feeling to his late paintings, and
many of the reliefs illustrating the life of St. John the
Baptist which decorate the set of bronze doors completed
by Andrea in 1330 for the Baptistery of Florence seem
like simplified sculptural equivalents of Giotto’s pictorial
compositions (fig. 83). Theirclear-cut, simple stages, their
limited depth, and their well-spaced, beautifully organ-
ized movement have nothing to do with the heavily
charged style of the great Dugento sculptors, but are
directly related to Giotto’s new vision of form and space,
and especially to his economy of statement. Salome
Before Herodias (fig. 84) is one of these delicate and
perfectly organized little scenes, neatly balanced inside
the fashionable quatrefoil form imported from Gothic
France. Andrea’s Doors, like Ghiberti’s two great sets
which followed in the Quattrocento, were made of
bronze panels welded together, with figures and raised
elements of ornament, architecture, and landscape
covered with gold leaf and burnished. It was thought

83. Baptistery, Florence. ¢. 1060-1150.
South Doors (left), Andrea Pisano, 1330;
East Doors (right), Lorenzo Ghiberti, 1425-52

painting is the interior of the Baroncelli Chapel (1332~
38), one of the larger chapels in Santa Croce. Apparently
much of the work was done during Giotto’s last years,
so it may be said at least to reflect the master’s ideas.
Giotto even signed the altarpiece in the Chapel, though
few believe he painted much of it with his own hand.
The Annunciation to the Shepherds (fig. 81) is the most
spectacular scene, notable especially for its dramatic
effect of night light, a vivid and important forerunner of
more famous efforts in this direction in the Quattrocento,
such as the Nativities by Lorenzo Monaco (see fig. 124)
and Gentile da Fabriano (see fig. 180), and Correg-
gio’s Cinquecento Holy Night (see fig. 620), with all its
Baroque descendants. The angel comes sweeping by,
casting a strong light into the dark hillside where the
shepherds were guarding their sheep. This is by no
means the only example of night light, but in this case
it seems fair to connect it with the tradition of mystical
illumination in the paintings of his master.

SCULPTURE. Giotto’s style dominates the art of the - . e
entire Trecento, including sculpture. The work of Andrea 84. ANDREA Pisano. Salome Before Herodias,
Pisano has a special relationship to Giotto’s shop, from South Doors, Baptistery, Florence.
admittedly close though never exactly defined. Andrea 1330. Bronze, 193% x 17"
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85. MASTER OF ST. CECILIA. Enthroned St. Cecilia and Scenes from Her Life.

s ”

Early 14th century. Panel, 33 x71%". Uffizi Gallery, Florence

before World War II that the gilding had vanished in the
course of time ; but while Andrea Pisano’s and Ghiberti’s
Doors were being removed for safekeeping, it was dis-
covered that the gold leaf, largely intact, had merely
been covered, so gradually that no one had noticed it,
by dust from the Florentine streets, unpaved until the
eighteenth century. Through this dust had spread a
patina from the ungilded bronze surfaces, until all the
gold became masked by a uniform, greenish crust. After
the war this was carefully dissolved and washed away,
so that all three sets of Doors are now visible again in
something fairly close to their original splendor.

Up to this moment we have followed only the grand
style in Florence, dominated by Giotto and his followers.
But there were other masters who did not capitulate
entirely. The best of these, a distinct and delightful
artistic personality, is the Master of St. Cecilia, not
otherwise identified, whose principal work is the hand-
some altarpiece that shows the Enthroned St. Cecilia and

smaller scenes from her life (fig. 85). Only the monumen-
tality of the Saint recalls Giotto; the facial type is entirely
different, and so is the complete lack of Giotto’s precision
of form. The soft figures of the St. Cecilia Master live
an agreeable if shrunken existence at the bottom of the
well-like spaces he has prepared for them. This painter
understood the risks of Giotto’s double scale for archi-
tecture and for figures, and he created rooms more
accurately proportioned to his figures. He also suffered
the consequences of his innovation, because his stories
cannot be so easily read as Giotto’s. The same master,
itis generally agreed, painted in Assisi four of the twenty-
eight scenes of the life of St. Francis, in which it is
particularly hard to accept him as a collaborator of
Giotto at any stage of the latter’s career. His amusing
figures with long bodies and tiny heads, and his freely
invented architectural shapes so strongly projected and
illuminated, form a pleasant antidote to the grand
official style.
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4. Early Trecento Art in Siena

puccio. Among the innumerable painters of high
quality who flourished in Trecento Italy, by common
consent only the Sienese master Duccio di Buoninsegna
(active 1278-1318) can withstand close comparison to
Giotto. The full story of the formation of his art has yet
to be told, but two elements are certain. First, in a
city which seemed—and still seems—to the logical
Florentines to be individualistic, impulsive, and irra-
tional, Duccio’s behavior stood out as especially
unruly. No less than nine separate fines, sometimes ex-
tremely heavy, are recorded in the documents as having
been levied against the great painter for one trans-
gression or another. Second, as far as we can deter-
mine there was no Sienese master of comparable quality
with whom Duccio could have studied, and his highly
personal style was shaped in varying respects by in-
fluences from other centers. The Italo-Byzantine tradi-
tion, exemplified in Siena in the passionate art of
Coppo di Marcovaldo, must have been enriched beyond
measure as Duccio experienced, perhaps even watched
in execution, the wonders of the new pulpit for the
Cathedral, carved by Nicola Pisano and his band of
assistants, including his gifted son Giovanni (see fig.
34). And in Florence itself the vision of Cimabue’s co-
lossal Enthroned Madonna in Santa Trinita (colorplate
3) must have excited the young painter.

In fact, the earliest major work we know by Duccio
is the Rucellai Madonna (fig. 86), so called because it
stood for centuries in the chapel assigned to the Rucellai
family in Santa Maria Novella in Florence. It is
probably to be identified with a large Madonna com-
missioned by the Company of the Virgin Mary in 1285.

In the Uffizi today, as we look from the Rucellai
Madonna to Cimabue’s Enthroned Madonna, both now
in the same room, we are confronted with a much
softer and gentler personality than that of Cimabue.
Duccio’s Virgin is seated sideways on a throne seen
slightly from the right, with her head bent. The six
angels upholding the Virgin’s throne kneel on one knee,
yet are superimposed against the gold background as
if floating. Except for the cloth around the legs of the
Christ Child, Duccio has completely abandoned the
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traditional gold striation used to indicate drapery by
Italo-Byzantine artists and still used by Cimabue in
most portions of his Enthroned Madonna. The Virgin’s
ultramarine cloak has darkened so much with time that
it is difficult to reconstruct its original appearance, but
the delicately crinkled, freely wandering gold border
assumes a new, important role as a carrier of energy.
The border is embellished with an almost imperceptible
golden fringe, and upon the Virgin’s shoulder and over
her brow glow stars whose sixteen points suggest the
points of the compass, for Mary, according to her
litany, is the Star of the Sea and Port of Our Salva-
tion. Probably the folds of the mantle originally were
modeled like those in the often translucent drapery of
the six angels, which are rendered in colors of a fresh-
ness and refinement unprecedented in Italian painting.
Their flowerlike tones include a soft lavender, a delicate
yellow, rose, luminous gray-blues and gray-lavenders.

The ovoid shapes in the Virgin’s face are derived ulti-
mately from those of Coppo di Marcovaldo (see fig. 26)
but they are less drastically stated, in keeping with
Duccio’s vacillating line and new coloristic refinement.
The almond eyes are bordered by a dainty, curving line,
and a gradual movement, scarcely interrupted by the
usual spoonlike configuration at their intersection,
unites the brows with the long and slender nose. The
upper lip protrudes slightly above a tremulous lower lip
and a chin that recedes to blend imperceptibly with the
slender neck. The angels, whose faces are similarly con-
structed, all gaze in reverence toward the Christ Child,
who turns in His mother’s arms to address them with
outstretched hand.

Refinement of surface is pushed to a new extreme. The
arches of the Virgin’s throne are hung with a splendid
patterned silk, its folds indicated in soft strokes of wash
over the design. Tooling covers the gold haloes with an
elusive network of ornament made up of interlocking
circles containing foliate designs; this is derived, like
the patterns of the silk, from French Gothic rather than
Byzantine sources. Between the oddly Victorian-looking
spindles of the throne, tiny French Gothic arches have
made their appearance. The usual dot-dash motive in




86. Ducclo. Rucellai Madonna. 1285.
Panel, 14" 914” % 9" 615”. Uffizi Gallery, Florence

the gabled frame is now replaced by a series of small bust
portraits of saints in medallions, of the utmost sensi-
tivity in drawing and color, and the bands between
these are now richly ornamented. Duccio’s new and
slightly Gothicized phase of the Italo-Byzantine style,
as declared in this sumptuous altarpiece, must have had
its effect on the contemporary generation of Florentine
painters, including the youthful Giotto.

For Siena the Virgin Mary was not just the Mother
of God and the Queen of Heaven, she was the patron
saint of the recently established Sienese Republic; in
fact, Siena’s title was vetusta civitas virginis (ancient city
of the Virgin). In 1308 Duccio was commissioned to do
a magnificent painting for the high altar of the Cathedral
of Siena, the zebra-striped marble structure at the apex
of the highest of Siena’s hills. In 1311 the colossal
altarpiece was carried in triumph to the Cathedral; a
contemporary account describes it:

.. . accompanied by the members of the govern-
ment, the clergy, and the people, carrying lighted
candles and torches, to the sound of all the bells
of the city, and the music of trumpets and
bagpipes.

It was not only a religious triumph for the city of the
Virgin, but an artistic one for the painter, for it was
generally felt that the full prowess of the Sicnese in-
tellect was at last made visible in a work which could
compete successfully with the achievements of Giotto in
Florence and in North Italy. Unfortunately, the paint-
ing was removed from its altar in 1505 to make way for a
series of sculptures by Francesco di Giorgio, and placed
on another altar. Vasari when he wrote his Lives was
not even able to discover its location. Originally the
Virgin in Majesty—or simply the Maesta, to give the
work its Italian title—was a super-altarpiece. Its
central panel (fig. 87) represents the Virgin enthroned,
adored by a court of kneeling and standing saints and
angels; above are bust-length figures of prophets in
separate panels, under arches. Below was a set of panels
illustrating scenes from the infancy of Christ, forming
the strip later known in altarpieces as a predella. Above
the whole were pinnacles containing scenes from the
Life of the Virgin; these were surmounted by angelic
figures. Since the high altar was freestanding, even the
back of the gigantic altarpiece, including its predella
panels and pinnacles, was covered with scenes depicting
in great detail the Passion of Christ. The major panels
of the front and back, and some smaller ones as well,
still remain in Siena in the Opera del Duomo (cathedral
museum), but most of the pinnacles and predellas have
been scattered to public and private collections in
Europe and America. Many have been cut to rectangu-
lar shapes. Two of the principal panels have never been
found, and their subjects are still conjectural.

Four saints kneel in the front row of the central
panel. Six more saints stand behind them. Mary’s in-
tricately inlaid marble throne is flanked by four arch-
angels who continue this central, standing row. A
final rank of angels runs continuously from side to side
of the panel, continuing behind and above the throne,
on which four of these angels rest their hands and prop
their chins. In the resultant interlace of figures, heads,
and haloes, all united by the constant flow of drapery
lines, ornamental masses, and brilliant color, separate
elements do not stand out as they would in Giotto’s
manner of composition. Rather, the entire panel takes
on the appearance of a length of fabric, of great rich-
ness and splendor. The Virgin holds the Christ Child on
her lap, much as in the Rucellai Madonna, but He seems
to have relinquished His teaching function and gazes
directly outward at the observer; altogether, He is a
more natural and human baby. In line with the artist’s
decreasing reliance on Byzantine motives, gold stria-
tions appear only here and there in the richly modeled
drapery that courses about clearly felt, if strongly
attenuated, bodies. The Virgin’s face has suffered
from a disastrous overcleaning in the past. Judging from
better-preserved Madonnas by Duccio, she must have
been very beautiful, showing a still further refinement
of curvilinear motives.
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88. Head of St. Catherine, detail of fig. 87

Duccio’s sensitivity is beautifully displayed in the
head of St. Catherine of Alexandria (fig. 88), to the
extreme left of the panel. The old Byzantine demarca-
tion of surface forms, including all but a hint of the
spoon formation at the juncture of the eyebrows, is
swept away in the continuous flow of surface. The
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mournful gaze of St. Catherine’s eyes is typical of most
of Duccio’s figures. His treatment of the fabrics of her
garments is particularly refined. A gold-embroidered
scarf of translucent linen permits us to feel the shape of
the Saint’s head, even to see her hair, through its liquid
folds. Her mantle is painted over gold, the paint tooled
away to show the underlying gold and thus suggest the
sparkle of a gold-thread damask.

One of the finest sections of the front predella is in
the National Gallery in Washington (fig. 89). It shows
the Nativity between tiny panels representing the proph-
ets Isaiah and Ezekiel. Duccio has kept the cave of
the Byzantine tradition, but has inserted into it the
shed imported by Giotto from French Gothic represen-
tations, a compromise often felt to be symptomatic of
Duccio’s artistic position, intermediate between Byzan-
tine and Gothic traditions. Mary, enveloped in her
bright blue mantle, reclines on a scatlet mattress; she
pays no attention to the Christ Child in the manger,
adored by ox and ass. At the left sits Joseph, and the
bath scene reappears below, the naked Christ Child
plunged by the midwives into a chalice-like tub. Sixteen
angels stand behind the cave, eight looking upward to
the arc of Heaven, eight bending over, like the angels
behind Mary’s throne in the central panel. One angel
waves a scroll announcing the happy event to the
shepherds, whose sheep have already arrived upon the
scene. The brilliant colors of Mary’s cloak and mattress
are set off by softer color ranges, such as the rose of
Joseph’s cloak and Isaiah’s rich lavender mantle over a
tunic of an entirely different rose, or the powdery blue
of the angels’ garments against the clear, singing blue
of Ezekiel’s cloak.

Another panel from the Maesta is the tiny scene from
the back predella, now in the Frick Collection (fig. 90),




showing one of the temptations of Christ Who, accord-
ing to the Gospels of Matthew and Luke, was led by
Satan up to a high mountain and promised all the
kingdoms of the world. It is characteristic of a Tuscan
artist that Duccio has represented the kingdoms as
Italian city-states, some on plains, others on hilltops.
He has been brave enough to include seven of these
cities—no earlier Italian artist had attempted s6 much—
using a different scale from that of the large figures of
Christ and the Devil. Each city is a complete com-
munity, with walls, gates, streets, and public and
religious buildings. The space still penetrates only to a
certain degree into the picture, but there is a feeling
for distance, enhanced by the tiny scale of the cities.
The'complex, irrational, elusive nature of Duccio’s
world has little in common with the reasonable, or-
dered, tangible environment Giotto provides for his
narrations. The rocks, for example, seem fluid as com-
pared with Giotto’s iceberg mountains. Linear motion

left: 89. Duccio. Nativity and
Prophets Isaiah and Ezekiel,
from the front predella of
the Maesta. 1308-11. Panels:
center, 17Y4 X 174", laterals,
each 17% x 614 ”. National
Gallery of Art, Washington,
D.C. (Mellon Collection)

below left: 90. Ducclo.
Temptation of Christ, from the
back predella of the Maesta.
1308-11. Panel, 17 x 1814".
Copyright The Frick
Collection, New York

below right: 91. Ducclo.
Crucifixion, from the back of the

Maesta. 1308-11. Panel, 40 % % 2974".
Museo dell’Opera del Duomo, Siena

twists and ripples through their surfaces, and breaks
upward toward the standing figures. On this moving
ground the figures cannot possibly stand with the firm-
ness and decision of Giotto’s people; they maintain an
uncertain footing, as if walking on waves. And Duccio’s
slender, sad Christ is utterly different from the majestic,
forthright Gothic Christ of Giotto.

On the back of the Maesta the story of the Passion
was told in thirty-four scenes, the first of which rep-
resents the Entry into Jerusalem (colorplate 8). The
hilltop setting is similar to that of Siena itself, which
we might be entering from Florence or from Rome.
Duccio has placed us exactly, in a farm separated from
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the highway by a wall with an open gate over which
we watch the procession winding up along the highway
to the towering city-gate. We can see over the wall on
the other side of the road into an orchard in which move
people, some climbing trees as in Byzantine represen-
tations of the scene, others leaning over to cast olive
branches on the way. As the text of the Gospel requires,
some onlookers remove their mantles and spread them
on the road. Duccio has been very exact: not only is
Christ on a donkey, but the donkey’s colt follows as
well, according to the prophecy of Zechariah (‘‘Behold,
the king cometh . . . lowly, riding on an ass, and upon
a colt the foal of an ass”). The crowd surges out of the
great gate, chattering and gesticulating; the Apostles
follow Christ up the road. In these two human rivers
about to meet we get all the feeling of a mob scene in a
little Italian medieval city. We can look through the
gate into the main street; there is even a balcony with a
head protruding through a window. The Temple,
strikingly like the Baptistery of Florence, rises in the
distance, over trees and rooftops.

In the Crucifixion (fig. 91) Duccio has depicted a scene

of mass violence and tragedy. As in Cimabue’s fresco
(see fig. 29), all three crosses are shown; Duccio has
even represented the legs of the thieves, broken to put
an end to their agony, while Christ’s legs were left in-
tact in fulfillment of the prophecy recorded in the Gospel
of St. John, “a bone of him shall not be broken.”” The
lofty, slender crosses soar against the gold background,
into which the eye seems to be able to penetrate as into
golden air. Duccio has carefully distinguished the pen-
itent thief, turned toward Christ, from the impenitent
thief who not only faces away but is represented in a
darker color. The angels do not form definite groups
about Christ as in Giotto’s Crucifixion (fig. 60), but
gather out of the clouds above Him like a flock of birds.
Below, the crowds of the Apostles, Mary, the Holy
Women, the Chief Priests and Elders, and the Roman
soldiers are separated into two waves, like the Red
Sea before the Israelites. As in the religious text called
Meditations on the Life of Christ, which used to be
ascribed to St. Bonaventura but was probably written
in Sienese territory by an early Trecento Franciscan
mystic, Mary swoons below the Cross, sinking powerless

92. SIMONE MARTINI. Maesta. 1315; partially repainted 1321. Fresco. Council Chamber, Palazzo Pubblico, Siena
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into the arms of the Holy Women as she looks upward
toward the fragile body of her agonized Son, from Whose
side blood and water gush in powerful streams. Duccio’s
mastery of crowds and his ability to project human feel-
ing are never more effectively shown than in this scene,
with all its flashing eyes and reaching hands.

SIMONE MARTINIL.  Like Giotto in Florence, Duccio had
his close imitators in Siena, some of them extremely
sensitive painters. But his greatness as a painter seems
to have been equaled by the freedom of his doctrine as
a teacher, for he also initiated a remarkable succession
of gifted painters in Siena, each able to develop a style
independent of the master and of cach other. One of
the most original of Duccio’s known pupils was Simone
Martini (active 1315-44), who worked on Duccio’s
later commissions, very probably on the Maesta itself,
and afterward achieved great fame and influence far
beyond the borders of the Sienese Republic. In 1315
Simone was commissioned to paint a Maesta of his
own (fig. 92), a colossal fresco about forty feet wide,
covering the entire end wall of the Council Chamber in
the Palazzo Pubblico in Siena, from which vantage
point the Virgin could direct and bless the deliberations
of the Council of the Sienese Republic. In his arrange-
ment of kneeling saints in the foreground, Simone was
obviously indebted to Duccio, but the two kneeling
angels are shown in profile, in the manner of Giotto.
Duccio’s thrones, Byzantine with occasional Gothic
details, have now been replaced by a fashionable and
completely Gothic throne with lofty wings whose
tracery recalls the windows in French cathedrals. Above
the throne and embracing almost all of the loosely
grouped throng of saints and angels, Simone has
created a unified space by the ingenious device of a
huge canopy supported on eight poles arranged in
depth—the same kind of canopy that still shelters the
Eucharist today when carried in solemn procession in
Italian churches or through streets and country roads.
Simone’s canopy is carried by saints, who turn and
gaze outward toward the observer. Many portions of
the huge work were painted a secco and have peeled off
in the course of time, showing underdrawing in ochre
on the intonaco. Either because certain sections were
already in bad condition or because they were not
satisfactory to the patrons, Simone was called upon to
repaint them in 1321. It is instructive to compare the
still almond-eyed, soft-featured heads, especially in the
rear ranks of the Virgin’s attendants, with the frankly
Gothic ones in the foreground that are much more
characteristic of Simone’s later style—crisp and smart,
with neat features, pursed mouths, and blond wavy hair.

Between the two campaigns of work on the Maesta,
Simone was invited to Naples by the French king of
that country, Robert of Anjou; he depicted the king
kneeling to receive the crown from his brother, St.
Louis of Toulouse (fig. 93), who was canonized in 1317

NN b
oy e

e et )

»

\', S ;-\',o’ ;\t" \'t._\.;'\‘l‘\%‘:)lv'\\?p.‘.\1_";,"‘}’__!_‘»"!\![,‘."1/"‘ ':}f‘
L Nt U SO o N T e s S
e =

93. SIMONE MARTINIL. St. Louis of Toulouse Crowning
Robert of Anjou, King of Naples. 1317.
Panel, 7834 % 54Y4”. Museo di Capodimonte, Naples

—which event the picture was probably painted to
solemnize. The composition was not, by any means, an
easy problem. The artist had to reconcile a basic con-
flict between the vertical, frontal image of the Saint,
which demanded centralization, and that of the
kneeling king, which could be placed only at one side.
The resultant dilemma Simone converted into a posi-
tive advantage by the subtle relation of interweaving
diagonals and diagonally directed curves; these are
carried out with remarkable consistency in every ele-
ment of the figures and drapery patterns, from the base
line up to the off-center placing of the angels who hold
a heavenly crown above the enthroned Saint. In this
highly original, and at times almost abstract, composi-
tion Simone displayed his unusual ingenuity in han-
dling boldly silhouetted areas and surface patterns that
are still richer and more delicate than anything attempt-
ed by Duccio. Sometimes the patterns are actually
embossed, but these quasi-sculptural surfaces are never
permitted to compete with the basic element in Simone’s
maturing style—a taut, harsh linear contour, as if the
shapes were cut from sheet iron.

In 1328 the artist was again entrusted with a major
commission by the Sienese Republic, a huge equestrian
portrait of the Sienese captain Guidoriccio da Fogliano
(fig. 94), in celebration of the victory of Montemassi

EARLY TRECENTO ART IN SIENA / 79




94. SIMONE MARTINI. Guidoriccio da Fogliano. 1328. Fresco. Council Chamber, Palazzo Pubblico, Siena

won that year. This fresco was made to face Simone’s
Maesta, and runs across the upper half of the entire op-
posite wall of the Council Chamber. The general rides
along on his magnificently caparisoned charger before an
enormous sweep of landscape, the most ambitious de-
signed by any painter known to us since the last centuries
of the Roman Empire. The rocky forms, of course, are
still drawn from the conventional repertory inherited by
Duccio from Italo-Byzantine tradition. But the indi-
vidual elements have started to flow together in broad
rhythms recalling eloquently the open spaces of the
Maremma south of Siena, toward the sea, in the midst
of whose largely barren hills Montemassi is situated. At
the left can be seen the town itself with walls and towers,
perched on its hill; at the right, behind the general, a
fortress with the banners of Siena and of Guidoriccio
proudly flying from its towers, and between two of these
the catapult with which the castle walls were breached.
The plain at the lower right is filled with the splendid
tents of the Sienese officers and the more humble straw
huts of the troops around a tiny vineyard. On the hill-
top above the camp are tents of lookouts, and banners
of another detachment appear over the shoulder of the
hill. A palisade defended by pikes winds in and out of
the picture.

The dark blue background is still an abstract one; no
clouds are shown. The rider moves before, rather than
in, the immense landscape. One of the horse’s hooves
seems to touch the frame, another may be somewhere on
the rocks, and both hooves on the off side are lifted at
once, a remarkable achievement for any animal. For an
image so ceremonial, the portrait of Guidoriccio is un-
flattering. His puffy cheeks and corpulent figure do not
‘exactly correspond to traditional ideals of military fit-
ness, but Simone has not only presented the captain as
he probably looked, but has harmonized his least attrac-
tive features with the general pattern of the landscape.
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Probably about the time of the Guidoriccio fresco
Simone painted the rich series of scenes from the life of
St. Martin that decorate the chapel dedicated to that
Saint in the Lower Church of San Francesco in Assisi.
In addition to a number of landscape views closely
related to that in the Guidoriccio, Simone showed his
narrative ability, enchanting colorism, and decorative
genius in interior scenes such as the Vision of St. Martin
(fig. 95) and the Funeral of St. Martin (fig. 96). In the
former an aloof and princely Christ attended by angels
appears to the Saint, who sleeps under a silk coverlet of
rose and blue squares heightened by gold threads. The
luxury of the setting almost overbalances the religious
content, but the brilliance of Simone’s linear organiza-
tion and the expressiveness of his faces show the best
qualities of his style. Less expected is the salty humanity
of his observation in the Funeral of St. Martin. The
Saint lies in a three-bay Gothic chapel that is complete
with lofty spiral colonnettes and Gothic tracery, and
extremely convincing in its spatial construction. Simone
shows with evident relish such details as the youth kissing
the ring of St. Ambrose who has miraculously appeared
to conduct the rite, the monks singing lustily, and the
humble attendants dressed in skins who uphold with
difficulty the gigantic wax torches at the foot of the bier.
Nobody except Simone bestows much attention on the
gorgeously dressed dead Saint.

The most famous, and possibly the most brilliant, of
all Simone’s surviving works is the great Annunciation
(colorplate 9) painted for Siena Cathedral in 1333, and
now, to the chagrin of many loyal Sienese, in the Uffizi
in Florence. In this altarpiece Simone has abandoned
the traditional clean-cut shape in favor of an elaborate
construction of cusped arches and gables made of convex
and concave curves, enriched by foliate crockets and
punctuated by spiky pinnacles. The forms composing
this dazzling display were, of course, French imports in
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Colorplate 9. SIMONE MARTINI. Annunciation. 1333. Panel, 10" X8’ 9”.

Uffizi Gallery, Florence
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the incipient Flamboyant style. Simone has utilized them
in a very subtle way to enhance the drama of the moment
of the Incarnation—in fact, this is the earliest known
example in which this incident was chosen as the subject
of an entire altarpiece. At first sight the complex struc-
ture appears to be a polyptych, with its five arches and
two lateral panels containing standing saints painted by
Simone’s pupil. Lippo Memmi. But only two of these
arches are supported by the customary twisted colon-
nettes. The center two colonnettes are unexpectedly
absent, their capitals hanging in mid-air. The resultant
suspense is increased by the blankness of the gold back-
ground at the center of the painting, traversed only by
the words of the angel, * Ave gratia plena dominus tecum’™
(Hail thou that art full of grace, the Lord is with thee),
embossed in the gold, as they come from the mouth of
Gabriel to Mary's ear.

As in Giotto’s fresco the heavenly messenger kneels,
but the suddenness of his arrival is indicated by the age-
old device of a cloak over his shoulders, still floating in
the breeze. Why the cloak is checked like a Scotch plaid
has never been explained, but neither has anyone ob-
jected: it is a delightful design, reminiscent of St.
Martin’s checked coverlet in the Assisi fresco. The Virgin
shrinks backward at the news: indeed the Gospel account
said that her spirit was disturbed within her, at what

95. SIMONE MARTINL. Vision of St. Martin. c. 1328.
Fresco. Lower Church of S. Francesco, Assisi

manner of salutation this should be. The violence of her
movement increases the explosive immediacy of the total
effect. The sharp, taut curves of her attenuated body are
richly contrasted by Simone against the protuberant
masses of the angel, crowned with the olive leaves of the
Prince of Peace and bearing an olive branch in his hand.
In the center of the richly veined marble slab of the floor
stands a golden vase containing the lilies which symbol-
ize Mary’s purity. These, the olive leaves, and the curves
of the drapery, not to speak of the features of Mary and
Gabriel, display the same sharp, metallic quality seen in
Simone’s St. Louis of Toulouse. In accordance with the
angelic prophecy the dove of the Holy Spirit overshadows
Mary, but it seems to burst forth from a group of bodiless
angels with crossed swallow-wings, beautifully harmo-
nized with the cusps of the central Gothic arch. The
hard, crisp lines of Simone’s faces, particularly surpris-
ing in the distressed expression of Mary with her puck-
ered brows and pursed lips, are enhanced by the glitter-
ing sunburst shapes incised in the gold background
around the tooled haloes.

On occasion Simone could be a brilliant narrator, as
in the delightful altarpiece in Sant’Agostino in Siena,
representing the Blessed Agostino Novello, flanked by
four scenes of his miracles (fig. 97). In the central panel
the Augustinian monk stands in a position which the

96. SIMONE MARTINI. Funeral of St. Martin. c. 1328.
Fresco. Lower Church of S. Francesco, Assisi
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97. SIMONE MARTINI.
The Blessed Agostino
Novello and Four of
His Miracles. c. 1330.
Panel, 8" 514" % 6" 6”.
S. Agostino, Siena
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above: 98. A Miracle of Agostino Novello
(see fig. 97)

right: 99. SIMONE MARTINL. Way to Calvary. c. 1340-44.
Panel, 974 % 614”. The Louvre, Paris
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patron doubtless requested, resembling that of Bona-
ventura Berlinghicri's Sr. Francis (see fig. 20) and other
Dugento images of this sort, but Simone transformed
this pose with great delicacy and allusiveness. The monk.
holding a book—doubtless his breviary—walks toward
us among the trees of a forest, lost in meditation, while
an angel whispers words into his ear. All the subtlety of
Simone’s sense of linc and space is evident in the flat-
tened curves and the suggestion of diagonal motion in
depth. The stubblc on the monk’s jaw and chin. beauti-
fully rendered. forcshadows realistic effects to be ex-
ploited by Netherlandish artists in the following century.
In the lateral scenes Agostino Novello. in posthumous
miraculous appearances, heals a boy whose eyc had been
gouged out by a wolf, and restores to life a traveler who
had fallen from his horse, and a baby whose broken ham-
mock had dumped him on the floor. Especially amusing
is the scene in which the monk precipitously intervenes
to grab a board dislodged from a balcony, bcfore it
hits the street (fig. 98). The child who trusted this treach-
erous support is shown on his perilous way down. then
suddenly revived by Agostino’s intervention. to the
delight of his parents and relatives. Wood-grained balco-
nies, nail-studded doors. and views into staircase halls
recapture the Siena of Simonc’s day without sacrificing
the innate austerity of pattern and the delicacy of color
which render him one of the greatest masters of the
Trecento.

Simone’s last years were spent in Avignon. then the
seat of the papacy: since the French who built the Palace
of the Popes had no experienced mural painters to deco-
rate its vast wall surfaces, it was a Mecca for ltahan
artists. Simone’s followers. including his brother. left a
number of works of varying quality and condition. but
only a few by Simone remain, notably a series of panels
from a dismembered polyptych representing the Passion:
the most dramatic of these is a startling Way to Calvary
in the Louvre (fig. 99). Paradoxically enough. in these
last small works actually painted in France Simone’s
Francophile elegance seems to have vanished entirely. to
be replaced by a sometimes coarse and violent feeling for
immediate action. Christ is led forth from a very Sienese
Jerusalem, seen from below with remarkable accuracy.
but He is almost overwhelmed by the mob of loving.
grieving Apostles and friends, and mocking Romans and
Hebrews including two irreverent and extremely con-
vincing gamins. In the new interest in passionate drama.
even the delicacy of Simone’s color has given way to a
fierce brilliance, centering around the scarlet robe of
Christ. Simone’s late style had no immediate issue in
Italy, but it must have been a revelation to Northern
European painters; certainly his art and that of his com-
patriots working in Avignon played a crucial role in the
development of the new naturalism with which, under
Jan van Eyck and the Master of Flémalle, the Nether-
lands were to astonish the world in the opening decades
of the fifteenth century.

PIETRO LORENZETTL. Simone’s chief competitors in
Siena. the brothers Pictro and Ambrogio Lorenzetti,
exercised undisputed domination over Sienese style af-
ter the great Simone’s departure (Pictro, c. 1290-13487;
Ambrogio. d. 13487?). Which of thc brothers was older
depends on the still-disputed interpretation of a docu-
ment of 1300, referring to one Petruccio di Lorenzo who
was paid for work done on an altarpiece in that year. In
any case the brothers, although they almost always
worked and signed their paintings independently, show
a certain affinity of style, remarkably detached both from
the lingering Byzantinism of the Duccio school and the
Francophile clegance of Simonc. Pietro’s earlicst known
work is the splendid polyptych (fig. 100) signed and dated
in 1320, which now stands again in its proper place on
the high altar of the Church of the Pieve in Arezzo; in it
the artist declarcs himsclf to be a mature master, in com-
plete control of a brilliant new style. Pietro must have
visited Florence, for the Gothicism and the intense
humanity of his art, not to speak of the clear-cut features,
stronger hands, and ample proportions of his figures,
reveal an acquaintance with the art of Giotto and his
followers. The decorative linearism of Sienese painting
has become one of the clichés of criticism, but it is hard
to find in this work, whose principal emphasis is on warm
emotionalism enhanced by the broad, remarkably free
movement of pictorial surfaces. In the central panel (fig.
101), the Christ Child looks upward at His mother with
a gaze whose happiness is answered by a look of search-
ing, foreboding depth, typical of the passionate intensity
which characterizes so much of Pietro’s art. Similarly the
saints in the lateral panels turn toward each other as if in
conversation even as they look out questioningly toward
the observer: in the upper register, just to the left of the
Annunciation. St. Luke, closing his book, looks upward
at the great event about which he had written so beauti-
fully—perhaps also to remind us that he, too, was a
painter and, according to a tradition depicted in many
works of art. painted the Virgin’s portrait. Has Pietro
represented himself in this bearded artist-Evangelist, as
so many later masters were to do?

Compared with the massive figures of the Giottesque
tradition, however, Pietro’s personages seem almost
weightless: rather than assessing their volume, the eye is
invited to explore the bewildering richness of the patterns
on their clothing. The Virgin, instead of her customary
blue mantle, wears a tunic and cloak made of the same
white silk covered with a pattern based on groups of
four interlocking circles ; the mantle is lined with ermine,
whose dark tails punctuate unexpectedly the constant
flow of surface design. In this great work there is little to
suggest that Duccio’s Maesta was finished only eleven
years before, and that Simone had still to complete his
own version of that subject.

Both the extent of Pietro’s participation in the frescoes
representing scenes from the Passion of Christ in the left
transept of the Lower Church of San Francesco at Assisi,
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right: 100.
PIETRO LORENZETTIL.
Madonna and Child with
Saints, Annunciation,
and Assumption. 1320.
Panel, 9" 915" < 10" 114",
Church of the Pieve,
Arezzo

below: 101.
VMadonna and Child,
detail of fig. 100
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as well as the date of the series, remain in doubt. His
authorship of the Descent from the Cross (fig. 102), how-
ever, 1s beyond question, as are its dramatic power and
the nobility and bold originality of its composition. The
upper portion of the Cross, including the titulus, is cut
off by the border of the fresco, leaving the long horizontal
of the crossbar against a background which, on the right,
is completely vacant. The gaunt body of Christ, the
effects of rigor mortis clearly indicated in its harsh lines
and angles. is lowered by His friends: Joseph of Arima-
thea holds the torso; St. John embraces the legs. pressing
his cheek into one thigh; while Nicodemus, holding an
immense pair of tongs, withdraws the spike from one
pierced foot, Mary Magdalen prostrates herself to kiss
the other. Another of the Marys holds Christ’s right
hand,and-—most shattering of all—the Virgin presses the
hanging head of her Son to her cheek in a way that unites
the two heads, one right side up, the other upside down,
the dead and the living eyes seemingly threaded on the
same line. The broad, columnar masses of Giotto’s
figures, which undoubtedly influenced Pietro’s repertory
of forms, are simplified into vertical drapery lines which
suggest little or no volume beneath them, yet they bind
the fabric of the composition into a unity of almost un-
bearable tension.




Many of the other scenes, especially those leading up
to the Crucifixion, are of far lower quahty, but the Last
Supper (fig. 103) has been maligned in recent criticism.
In spite of repainting it is a remarkable work, and one of
the most striking examples of the observation of light in
Trecento art. Christ and the Apostles are gathered in a

102. PIETRO LORENZETTI.
Descent from the Cross.
First half of 14th
century (13208-1330S).
Fresco. Lower Church of
S. Francesco, Assisi

hexagonal upper loggia that is almost filled by the table.
In the rich ornament of this structure nude child-angels
holding cornucopias, undoubtedly imitated from an-
cient Roman works, play an unexpectedly important
part. While Judas at the left reaches greedily for the sop
in wine that Christ hands to him to identify His betrayer

103. PIETRO LORENZETTI
(executed by a pupil).
Last Supper. First half

of 14th century (1320s-1330s).
Fresco. Lower Church of
S. Francesco, Assisi
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—the symbol in later Christianity for the Eucharist
leading to one’s own damnation when taken unworthily
—John presses his face into the Master’s bosom. The
varying reaction of the Apostles to Christ’s dread revela-
tion is contrasted with the complete unconcern of two
servants conversing in the doorway, just as the spiritual
food of the Last Supper is contrasted with the greedy dog
licking the plates scraped in the adjoining kitchen. Even
more striking is the contrast of material and spiritual
light. The kitchen is illuminated by the fire in the fire-
place, and the moon and stars are shown in a real sky
outside; but what source lights the ceiling of the loggia
from below, when there is neither candle nor lamp? It
can only be the light from the haloes of Christ and the
Apostles.

At least in its present state, the most lyrical of Pietro’s
panels is his superb Enthroned Madonna (fig. 104), paint-
ed in 1340 for the Church of San Francesco in Pistoia,
in Florentine territory—tacit admission that after
Giotto’s death in 1337 no Florentine painter could com-
pete with the great Sienese masters. Although the simple
columnar forms of the figures abound in references to
the Giottesque tradition, the softness and lightness of
the surfaces and a certain abstraction in the shapes of
the drapery masses make it impossible to mistake the

104. PIETRO LORENZETTI. Enthroned Madonna. 1340.
Panel, 57V % 48”. Uffizi Gallery, Florence

105. PIETRO LORENZETTI. Birth of the Virgin.
1342. Panel, 735 x 7114”7,
Museo dell’Opera del Duomo, Siena
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picture for a Florentine work, even in a generation when
Bernardo Daddi's human sweetness had essentially al-
tered the grandeur of Giotto's heritage. The Christ Child
playfully pushes His mother’s chin and toys with one of
her fingers. The beautiful blond angels do not all give the
sacred figures their undivided attention: a few indulge in
peripheral conversations. The almost Greek profiles,
their straight noses and jaws deriving from the tradition
of Giotto and the Pisani, are softer in definition than any-
thing from the Florentine school. And the color, es-
pecially in the delicacy and sweetness of its blues, is
remarkably well preserved. It is fortunate that the
Church of San Francesco apparently could not afford
the extremely expensive ultramarine which has invariably
darkened with time; the clear. lovely blue (probably
German azure) of the Virgin's ermine-lined mantle har-
monizes exquisitely with the powdery, paler blues of the
angels’ tunics. In the designs at neck and sleeve lingers a
bit of gold striation in the form of an embroidered
pattern.

Two years later Pietro painted the Birth of the Virgin
(fig. 105) as his contribution to the great cycle of Marian
altarpieces which once adorned the Cathedral of Siena;
it is a remarkable triptych which, seemingly in competi-
tion with another by his brother Ambrogio (see fig. 108),
set a new level in the definition of space. The altarpiece
is treated as if it were an actual building or a stage of some
kind, the carved frame with its colonnettes, pointed
arches, and pinnacles being the outward projection of
the painted architecture; or, conversely, as if the repre-
sented space were behind the carved frame—to the extent
of establishing three Gothic ribbed vaults, so that each
arch of the frame does duty as the foremost arch of the
vault beyond it. It is an astonishing bit of illusion, care-
fully maintained to give us the feeling that we could step
over the threshold and enter the room where St. Anne
lies on her bed with its checked spread, while the baby
Virgin is being bathed and neighbors arrive bearing gifts.
One lady even waves a beautiful striped fan to cool St.
Anne (the Virgin’s birthday was traditionally set at Sep-
tember 8, still a hot season in Tuscany). In the antecham-
ber on the left St. Joachim receives the good news, and
behind him we look into a space which might belong
to some ecclesiastical building—a towering Gothic struc-
ture with at least three stories visible, the upper one cut
off by the vault of the antechamber. The tall structure
bears no relation to the habitation of Joachim and Anne,
luxurious as that is, and it must be a symbolic reference
to the Temple in which Mary was to be presented eight
years later. Ancient Roman painting, in the examples
that remain in Rome, Pompeii, and Herculaneum, had
often devised such illusionistic effects; these were revived
in the enframements of the St. Francis series at Assisi, to
identify the painted colonnettes that divide the scenes
with the clusters of actual colonnettes that form the piers
of the Gothic structure. It is interesting to speculate how
the two lateral panels of Pietro’s triptych that contained

standing saints, now lost, might have affected the general
appearance of the altarpiece. Pietro’s great work is the
first of a long series that present the entire space of the
picture as an inward extension of the frame. In the per-
spective formulation of the space, Pietro at times seems
to come close to the one-point perspective which rules
pictorial art during the following century, but analysis
will always show that the floors in the side panels have
separate vanishing points, and that these do not cor-
respond to the single vanishing point used for the con-
struction of all three vaults. Nonetheless, the Sienese
Trecento painters, recklessly plunging into the hitherto
unexplored realm of the rational formulation of visible
space, went a long way toward the art of the Renaissance.

AMBROGIO LORENZETTI. Although gentler and more
speculative in temperament than his passionate brother,
Ambrogio Lorenzetti was quite as great a painter. He
seems to have visited Florence on at least two occasions
—in 1319, when he painted a Madonna for the Church of
the Pieve in Vico I’Abate outside Florence, and in 1332-
34, when he painted a polyptych for the Church of San
Procolo, and joined, possibly because he had to in order
to work in Florence, the Arte dei Medici e Speziali. Typi-
cal of the warmth and emotional richness of his altar-
pieces is the group of panels from a polyptych Ambrogio
painted, probably in the later 1330s, for the now-sup-
pressed convent of Santa Petronilla in Siena (fig. 106). In
the central panel Mary, holding the bewitchingly natural
Child by His feet as well as His thighs, presses Him close
to her so that their cheeks touch. Mary Magdalen lifts
her right hand in delight at this image of maternal tender-
ness and holds forth her jar of precious ointment, while
on her breast shines the face of the mature Christ, in the
center of a cruciform burst of rays; St. Dorothy, who
demonstrated the directness of her route to Paradise by
a miraculous growth of flowers on her path, has picked
a lapful of these posies, from which she has selected and
tied a nosegay in tribute to the Madonna (fig. 107). No
more sparkling representation of flowers can be found in
the whole Middle Ages than this exquisite display. An
almost Impressionist sense of the value of each color
particle creates countless points of reflecting color,
bright and clear and pure, against the soft gray-lavender
tunic and mantle of St. Dorothy and leading up to the
rose tunic of the Christ Child. The color composition
receives an unexpected accent in the black-and-orange
ribbon interwound in St. Dorothy’s soft, abundant tres-
ses. Ambrogio’s female forms are fuller than those of
Pietro, his faces and throats softer, and his coloring even
warmer. Rich rose tones play throughout the fiesh. It is
not hard to think of him as an ancestor of the great
Venetian colorists of the High and Late Renaissance. At
the same time, even the apparent spontaneity of his
figural relationships produces delicate adjustments of
linear pattern—in, for example, the haloes and the tooled
borders which they intersect. The joy and sweetness of
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the altarpiece are summed up in the inscriptions—the
Ave Maria incised in Mary’s halo, and the scroll held so
casually by the round-eyed, curly-headed Child: “BEATI
PAUPER. . .ISP...”, referring to the first Beatitude,
“Blessed are the poor in spirit, for theirs is the kingdom
of heaven.”

106. AMBROGIO LORENZETTI. Madonna and Child with Saints.
Late 1330s. Panel, 4" 10” X 7" 51 ”. Pinacoteca, Siena

107. St. Dorothy, detail of fig. 106
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In the competition with his brother in 1342, Ambrogio
clearly won. His great altarpiece of Presentation in the
Temple for the Cathedral of Siena (fig. 108), now in the
Uffizi in Florence, penctrates architectural space in a
manner unprecedented since Roman antiquity. The
complex Gothic frame is not an integral part of the archi-
tecture, as in Pietro’s Birth of the Virgin, but, with its
colonnettes removed in the manner of those so spec-
tacularly missing in Simone Martini’s Aununciation, from
the same cycle of Cathedral altarpieces, the frame gives
the impression of a lofty gateway admitting the observer
into the “courts of the Lord™ (Psalm 84: 2-4). Within
and beyond the frame we gaze into the interior where the
light is dimmed by a stained-glass window. While Am-
brogio still maintains the double scale of medieval art—
one scale for the figures, another for the setting—he has
reduced the figures so as to make the architecture more
credible- Slender columns uphold the blue, gold-starred,
ribbed vaults of the nave. Behind the altar we look
through reverse catenary aiches into the dimness of the
sanctuarywith black marble columns and gilded capitals.
For the first time in any Italian painting, we sense the
actual immensity of a cathedral interior. The architecture
is a strange amalgam of Romanesque and Gothic. It has
been shown that in the later Middle Ages, Romanesque
architecture was considered to be of Oriental origin, so
that the Temple in Jerusalem was generally represented
with Romanesque round arches rather than Gothic
pointed ones. Also, the polygonal building we so often
see in the backgrounds of Trecento paintings, such as in
the Entry into Jerusalem on Duccio’s Maesta, is always
the Temple, since the Crusaders had brought back de-
scriptions of the Dome of the Rock in Jerusalem, the
central-plan mosque built on the site of Solomon’s
Temple. In Ambrogio’s picture, we see beyond the roof
of the building to the great polygonal dome behind; it
recalls the Baptistery at Florence, but is provided with
Gothic windows in spite of the Romanesque shapes of
the nave arches below.

For all his quiet drama, so like the ritual of Baptism
today, Ambrogio has illustrated precisely the Gospel
text (Luke 2: 22-38). We see the gift of two turtle doves
upon the altar, according to the Law. The aged Simeon,
whom the Holy Spirit had told he was not to die until he
had seen the Lord’s Christ, holds the little Child in his
arms, and murmurs the words of the Nunc Dimittis:

Lord, now lettest thou thy servant depart in
peace, according to thy word:

For mine eyes have seen thy salvation

Which thou hast prepared before the face of all
people:

A light to lighten the Gentiles, and the glory of
thy people Israel.

At the left side stand Joseph, Mary, and two attendants,

marveling ‘‘at those things which were spoken of him™’;

at the right side the eighty-four-year-old prophetess Anna




holds a scroll with the last verse of the passage from St.
Luke:

And she coming in that instant gave thanks
likewise unto the Lord, and spake of him to all
them that looked for redemption in Jerusalem.

With a wholly new sensitivity Ambrogio has been able to
depict all the differences in age and feelings. from the
tiny Child blissfully sucking His thumb and the gentle
pride of His beautiful mother. her arms now momen-
tarily empty, to the wrinkled age of the prophetess Anna
and the immense weariness of Simeon, now to be released
from the burden of life. Although the coloring of the
picture is certainly dimmed by dirt and darkened varnish,
it was probably subdued even when Ambrogio painted
it; today it is a rich harmony of reds and golds, inter-
rupted only here and there by other hues, such as the blue
of the Virgin's mantle.

Ambrogio’s most revolutionary achievement is doubt-
less the fresco series (1338-39) which, with no interrup-
tions save the narrow borders framing each entire wall,
lines three sides of the Sala della Pace. a chamber directly
behind the wall of the great Council Chamber in the
Palazzo Pubblico where, only ten years earlier, Simone
had painted his proud Guidoriccio da Fogliano. Am-
brogio’s task was unprecedented. He was called upon to
depict allegorically Good and Bad Government-—a
subject of intense significance to medieval Italian com-
munes—and then to represent in detail the effects of these
opposed regimes in town and country. Not unnaturally,
he chose the most strongly illuminated walls for Good
Government and its effects, leaving Bad Government to
languish in the shadows on a wall which, alas, has also
suffered considerable subsequent damage. Faced with
such extensive surfaces, Ambrogio composed quite freely
according to a panoramic principle which he seems to
have invented. The compositions flow in a relaxed man-
ner, without set geometric relationships, much like the
spontaneous city-plan of Siena itself. On one wall Am-
brogio has enthroned the majestic figure of the Commune
of Siena, holding orb and sceptre, and guided by Faith,
Hope, and Charity who soar in the air about his head
(fig. 109). On either side of Commune other Virtues,
chosen for civic significance, sit or lounge on a splendid
damasked bench: to the left side Justice, above whose
head floats Wisdom, dispenses rewards and punishments
through the agency of winged figures that represent
Commutative Justice, who gives arms to the noble and
money to the merchant, and Distributive Justice, who
crowns a kneeling figure with her left hand as she lops
off the head of another with her right. Below the throne
of Justice, Concordia presides over the twenty-four
members of the great Council of the Sienese Republic.
The style of the figures strongly resembles that of the
most gentle, softly painted altarpieces by Ambrogio.
One figure, the famous reclining Peace, is taken directly
by Ambrogio from a Roman sarcophagus fragment,
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108. AMBROGIO LORENZETTI. Presentation in the Temple.
1342. Panel, 8" 514" x 5 614”.
Uffizi Gallery, Florence

today in the Palazzo Pubblico; yet if the original were
not still preserved one would scarcely suspect a classical
prototype, so medieval is the style of Ambrogio’s
drapery.

The complete surprise is found in the fresco showing
the effects of Good Government in town and country
(colorplate 10; fig. 110)—a continuous view from a high
point, embracing so vast a scene that no one photograph
can contain it all (see fig. 3). We are taken, with great
delight, through the streets, alleys, and squares of Siena
(much as it still stands), over the city walls, and out into
the open country. No such comprehensive panorama of
the natural world and its human inhabitants is known to
us from the entire previous history of art, and certainly
nothing so ambitious was ever attempted later, save by
the painters of purely informative historical decorative
panoramas in the sixteenth century. Yet, since Ambrogio
is, after all, still a medieval painter, he has not chosen a
single point of view but rather shifts constantly from one
to another, to show us as much as possible of town and
country, and of what goes on in every corner of both.
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109, 110. AMBROGIO LORENZETTIL. The Allegory of Good Government.
above: Commune of Siena. below: The Effects of Good Government in the Country (see colorplate 10).
1338-39. Fresco. Sala della Pace, Palazzo Pubblico, Siena
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His world is absolutely complete, with buildings, people,
trees, hills, farms, waterways, animals, and birds. A
century, rather than ten years, seems to separate this
visual encyclopedia of the Sienese Republic from the
spare, still schematic landscape painted by Simone on
the other side of the same masonry wall.

Since there is no real story to be told, Ambrogio is
able. almost, to desert the double scale. Actually. the
buildings are larger than they would be in relation to
people, but if Ambrogio had made the people and ani-
mals as small as they should be they could hardly have
been made out in so vast a worldscape. He has boldly
decided to represent the entire city of Siena as it climbs
up its hillside to the zebra-striped tower of the Cathe-
dral, clearly visible in the upper left-hand corner. The
city is all there, its towers, crenellations, Romanesque
windows, Gothic windows both simple and mullioned,
the beams outside the windows for hanging out clothing
or providing leverage to haul things up from the street
below, streets with people conversing, people entering
houses, people cut off from our view as they ride behind
buildings. The open arches of the largest building in the
foreground disclose the interiors of an elegant shop dis-
playing shoes and hosiery, of a school where the master
teaches his attentive pupils from a raised desk, and a
tavern with flasks of wine set forth on an outdoor bar.
Above, one can clearly see a house in the process of
construction; the workmen, standing on the scaffolding
they had probably put in place only the day before, are
carrying building materials in baskets on their heads and
laying new courses of masonry. To celebrate the delights
of city life thus administered, a charming young lady
beats a tambourine and sings, while her elegantly dressed
companions dance a kind of figure eight in the street.
Nearby arrive farmers from the prosperous countryside,
leading donkeys with or without burdens, driving herds
of sheep, or carrying produce in baskets on their heads.
All have come through the city gate—probably the re-
cently completed Porta Romana—in the wall of Siena.
This zigzags freely through the scene from the lower
border to the gate, surmounted by the Sienese Wolf with
Romulus and Remus (the Sienese were descended from
the son of Remus), which looks off across the Sienese
contado.

This (fig. 111) is perhaps the most daring view of all.
Ambrogio seems to have wanted to bring in the entire
territory, off to a distant horizon, in order to display the
agricultural prosperity of the Republic. Vines are tended,
grain is harvested and threshed. As the peasants bring
their produce and their animals (including a delightful
saddle-backed hog) up the steep incline into the city, con-
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111. Detail of fig. 110

versing happily the while, gentlemen and ladies descend
into the country to go a-hawking. Considerately enough,
they indulge in this sport only in the fields of stubble
(never inthe standing grain!). Presiding over these human
activities is a sweet and largely nude lady labeled Secu-
ritas, who floats through the air; she brandishes a scroll
proclaiming that all men walk in peace under her benign
tutelage, and lightly holds in the other hand a gallows
from which swings an executed disturber of the universal
tranquillity. Our eye follows the amazing vista off over
hill after towered hill, farm after farm, but the spectacle
still terminates against the blank slaty color of the wall
itself at the horizon. It is too early, apparently, for the
artist to want to paint the sky and clouds. These last are
reserved, like Giotto’s light effects, only for the religious
vision. But as the landscape moves into the distance, it
is clear that Gothic linear techniques no longer suffice for
Ambrogio. He now represents details of plants and stub-
ble by a few quick, sketchy strokes, a kind of shorthand
which will have to await the Quattrocento and Masaccio
for full exploration.
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5. Later Gothic Art in Tuscany

The greatest masters of Florence and Siena, especially
the painters, created in the first four decades of the
Trecento a new art which revolutionized the vision of all
western Europe, and which seems to lead in a straight
line to the Early Renaissance—some of whose major dis-
coveries, indeed, Trecento artists in large measure antici-
pated. Without Giotto, Nicola and Giovanni Pisano,
and Ambrogio Lorenzetti, the work of such leaders of
the Early Renaissance as Donatello, Ghiberti. and Ma-
saccio would be hard to imagine. Yet the history of
art, like that of humanity itself, is seldom predictable
and avoids straight lines. The art of the second half of the
Trecento seems like a renunciation of the revolutionary
achievements of the preceding generation, and to have
little to do with the Renaissance which followed: thus it
is often disregarded or passed over with a few perfunctory
phrases. Nonetheless, although the period can show no
single artist of universal importance, it did produce works
of striking originality, beauty, and expressive depth.
Moreover, the sharp about-face from the *“‘progressive”
styles of the early Trecento can teach us much, not only
about the relationship between art and society but about
hidden factors in Italian group emotion which, when
brought to the surface by an unexpected turn of events,
can help to bring about unexpected stylistic changes.
For both Florence and Siena the 1340s were a decade
of calamities in ever-increasing intensity. In Florence
costly and frustrating military activities and a succession
of political and economic crises were followed in 1343 by
the failure of the important Peruzzi bank and in 1345 by
that of the Bardi, chiefly due to the bankruptcy of their
English branches., which were fatally involved in the
military adventures of King Edward IIl. Soon every
major banking house in Florence and even in Siena was
drawn into ruin, with serious consequences for economic
and cultural life. A brief experiment with dictatorship
under the Duke of Athens in 1342—43 did little to help.
During 1346 and 1347 agricultural disasters brought
about widespread famine. The weakened and demoral-
ized populations of Florence and Siena were in no posi-
tion to resist when in 1348 the bubonic plague—the
so-called Black Death—which had already caused havoc
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in 1340, struck again with unbelievable intensity. There
1s no accurate way of measuring the human toll; esti-
mates vary from a conservative fifty percent mortality
in both cities to seventy-five or even eighty percent of the
population, all swept away in one hot, terrible summer.
Chronicles written by the survivors present a horrifying
picture of streets piled high with rotting corpses, bodies
stacked like industrial products in immense ditches in-
stead of graves, complete economic stasis, runaway
inflation. general terror. The effects on every aspect of
culture, but especially in art and religion, have recently
been described in great detail (see Bibliography).

The artists of course suffered as bitterly as anyone else.
Bernardo Daddi, Andrea Pisano, and probably Pietro
and Ambrogio Lorenzetti died in the plague. Only
Taddeo Gaddi survived to carry into the second half of
the century some remnants of the great tradition of
Giotto. The demands for works of art seem also to have
changed radically. In the general wave of self-castigation
which follows catastrophe, religion offered an explana-
tion in terms of divine wrath, as well as a refuge from the
consequences of that wrath. The upheaval had decimated
the ruling classes, and their places were filled with a new
group of outsiders having conservative, non-Giottesque

* tastes. On all counts the ground was prepared for the

growth of a new style, which rejected as perilous the deep
humanity and explorative naturalism of the early Tre-

- cento and turned toward both the supernatural and the

Italo-Byzantine past. surviving from an era that must
have seemed to many more secure, because less adven-
turous.

MID-TRECENTO PAINTING IN FLORENCE. The neo-medie-
valism of the mid-Trecento, not to speak of more
positive qualities of the period, is abundantly visible in
one of its most powerful works, the altarpiece painted by
Andrea Orcagna (active c.1343-68) between 1354 and
1357 for the Strozzi Chapel in Santa Maria Novella in
Florence (colorplate 11). Although at first glance the
elements of Giotto’s style seem still to be present, this
picture soon discloses that it has abandoned most of
what Giotto and his contemporaries had tried to builgl




up, beginning with the very shape of the altarpiece itself.
(Although the frame dates from the nineteenth century,
drawings made of the altarpiece before restoration show
that it follows closely the original forms.) The clear,
crystalline shape of a Giottesque panel has now been dis-
carded in favor of a Sienese profusion of ornament in
the tradition of Simone Martini. but without any of
Simone's easy grace of movement. The five gables of the
polyptych are curiously truncated. and from their flat
tops spring unexpected floral shapes. Especially surpris-
ing is the pair of loops sprouting from the sides of the
central gable. Within the discordant rhythms of this
frame, all the figures—seated, standing, kneeling, or
floating—seem locked in a predetermined pattern
amounting to stasis, rather than having the free mobility
of early Trecento figures.

In the center Christ is enthroned in rigid frontality,
staring ahead. Yet no throne is visible ; the crowned Lord
is a mighty apparition in a golden mandorla bordered by
two overlapping crescents of cherub heads and wings.
Without looking at either of the kneeling saints, Christ
extends His arms absolutely straight, presenting a book
of doctrine (inscribed with Biblical passages, from Reve-
lations and from Kings) to St. Thomas Aquinas and
the keys to St. Peter. Mary stands behind St. Thomas in
a position of maternal protection, St. John the Baptist
behind St. Peter. Yet no space is indicated clearly, and
instead of areceding ground we find a gold-figured carpet
parallel to the picture plane, of which it seems indeed to
be a horizontal division. The humanity and this-worldli-
ness of the early Trecento has been replaced by the au-
thority of doctrine and by the immediacy of religious
vision, disrupting-—as did the miracle of the Annuncia-
tion in Simone’s panel (colorplate 9)—even the normal
shape of a polyptych divided by colonnettes. The majestic
pyramid of the central group, occupying three arches, is
abutted in the lateral panels by pairs of standing figures
crammed into spaces deliberately too small to hold them.
The arrangement is ostensibly symmetrical: the saints
holding swords guard the flanks (St. Michael and St.
Paul), those with tiered instruments of martyrdom (St.
Catherine and St. Lawrence) stand next to them. But
asymmetries appear: on the right side, both saints turn
their heads toward each other in conversation; on the
left St. Catherine looks inward, St. Michael out toward
the spectator. The precisely drawn heads, still within the
general repertory of Giottesque forms, show nonetheless
a wholly un-Giottesque tension of expression and form
and a sharp concentration on linear detail. Christ stares
outward with the impersonal grandeur of a Dugento
Pantocrator (All-ruler; see fig. 15). Frowns pucker the
foreheads of the older saints: St. Peter, looking fixedly at
the Lord with an expression of deep emotion, is drawn
with a Dugentesque insistence on every line of the intri-
cately curled beard and waved, crisply cut hair. More
than a hint of Dugento compartmentalism has reap-
peared, not only in the armor-plate divisions of the hair

but in the sharply demarcated structure of the facial
features and the neck. St. John the Baptist, the locks of
his hair writhing like flames, looks outward and partly
upward with an expression of mystic exaltation. Only the
female or youthful faces are calm, if somewhat masklike.
That of St. Thomas Aquinas suggests a portrait of a
living person in its accuracy and refinement of observa-
tion. Throughout the composition the casy drapery
rhythms of the early Trecento are replaced by generally
harsh and complex shapes.

‘Orcagna, whose real name was Andrea di Cione, was
one of three brothers (Andrea, Nardo, Jacopo) whose
populous studios dominated much of the painting of the
third quarter of the Trecento in Florence. Nardo di Cione
(active c. 1343-66)., notwithstanding a deep-seated differ-
ence in style between his own often still-Giottesque (or
rather Daddesque) work and his brother Andrea’s origi-
nality and emotional tension, produced the gigantic
series of frescoes which provide the setting for Orcagna’s
altarpiece in the Strozzi Chapel. Almost invariably in
frescoes of the Last Judgment, Hell was represented as
merely one section of a single, all-embracing scene. In
the Strozzi Chapel the position of the altar and altarpiece,
and the window in the center wall, made it necessary to
place Heaven on one side wall, Hell on the other. Al-
though it contains many beautifully painted individual
heads, Nardo’s Paradise (fig. 112) is hardly more than a
mass of costumed figures, row on row as if in church. But
his Hell (fig. 113) is an astonishing performance, the first
attempt at a fairly complete illustration of its punish-
ments as described by Dante, all enclosed in their proper
circles of the Inferno. The explicit and detailed repre-
sentation of these torments may well be another sign of
the times. Nardo's style, however, seems to have been so
completely formed before the catastrophes of the 1340s
as to have resisted their subsequent influence in all but
occasional aspects of the treatment of space, which he
generally represents in much the same flattened manner
as Andrea Orcagna. Possibly the exquisite little triptych
in the National Gallery in Washington (fig. 114), typical
of the small-scale, folding tabernacles (used to aid private
devotions) so popular in the Trecento, may well have
been painted in a happier period. Here the influence of
the gentle art of Bernardo Daddi is strong (fig. 78), not
only in the delicacy of execution and of detail, but in the
square-jawed, large-eyed facial type. There is a softness
and dreaminess about Nardo’s people, and a languorous
movement of the surfaces of both flesh and draperies,
that is found in no other painter, save the numerous
imitators who made of Nardo’s highly accomplished art
a graceful counter-current to the rerribilita of his brother.

A less brilliant draftsman than any of the three Cione
brothers, but nonetheless a fascinating figure in the
complex picture of the third quarter of the Trecento in
Florence, is the gifted narrator and decorator Andrea
Bonaiuti. known as Andrea da Firenze (active c. 1343~
77). Relatively little of his work survives save for one
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splendid series of frescoes in Santa Maria Novella, lining
the Spanish Chapel (built as a chapter house for the
Dominican monks, but so called because it was later
used by the Spanish community in Florence). The whole
chapel interior, including the vaulted ceiling, was con-
verted into an immense allegorical diorama surpassing in
ambition even the Good Government frescoes by Am-
brogio Lorenzetti. This time, however, the theme is
ecclesiastic government rather than secular, and it was
clearly the intent of the patron, a wealthy merchant
called Buonamico Guidalotti, as well as of the Domini-
can monks themselves, to figure forth the role of the
Dominican order in the establishment of a new eccle-
siastical orthodoxy. All the frescoes have to do with the
sacred origins and supreme power of the Church in
general, and the importance of the Dominican order in
particular. The most unusual of these representations is
certainly the scene generally known as the Triumph of the
Church (colorplate 12).

This huge fresco covers the entire right wall of the
chapel. The lower half is concerned with religious life on
earth, the upper third with Heaven, and the area between
the two seems to be largely if not entirely controlled by

above: 112. NarRDO DI CIONE. Paradise. Mid-14th century (1350s). Fresco. Strozzi Chapel, Sta. Maria Novella, Florence

below: 113. NARDO DI ClONE. Hell (portion). Mid-14th century (1350s). Fresco. Strozzi Chapel, Sta. Maria Novella, Florence




the Dominican order. In the lower left an immense, de-
tailed representation of the Duomo of Florence, then in-
complete and never to be finished according to this plan,
is used to typify the Church on earth—a reminder, per-
haps, of the fact that when the money was donated for
the frescoes the archbishop of Florence was a Domini-
can, and that Andrea da Firenze himself was one of the
consulting architects for the Duomo. The Pope is en-
throned in the center of this section, with a cardinal and
a bishop on his right, an emperor and a king on his left.
The sheep at his feet symbolizing the Christian flock are
guarded by black-and-white dogs—the domini canes
(Dominicans — *“‘dogs of the Lord™) of the historic pun,
and a crowd of ecclesiastical and secular figures gathers
before the thrones. On the right-hand side is the world
outside the fortress of the Church, a world in which,
above black-and-white dogs rending wolves, Dominican
saints admonish heretics and refute pagans. Above these
groups vain and worldly figures are enjoying the fruits of
the trees, dancing in the fields, making music, and em-
bracing in the shrubbery. From this blind alley, humanity
can be rescued only by the sacrament of Penance, ad-
ministered by a Dominican, while another Dominican
saint then shows eager humanity the way to Heaven.
Before the splendid gates, opened by a somewhat reluc-
tant St. Peter, angels crown the little souls, who forthwith
disappear: Heaven, it seems, is the exclusive province of
rejoicing saints, all drawn to a much larger scale. In the
entire scene only the saints in Heaven can behold Christ
Himself Who, with book and key as in Orcagna’s Strozzi
altarpiece, floats far above in His mandorla-shaped
glory; below Him the apocalyptic Lamb on his altar-
throne is guarded by symbols of the Four Evangelists,
and angelic cohorts praise the Eternal.

While Andrea da Firenze is uninterested in any of the
naturalism that delighted us in the frescoes of Ambrogio
Lorenzetti, he certainly relies on the wide visual sweep
which Ambrogio had discovered and others in Florence
had, quite possibly, already adopted. Certainly no sur-
viving painting from the first half of the Trecento in
Florence shows anything like this distant landscape,
moving from range to distant range and culminating in
castles and a little chapel. The foliage, however, is rep-
resented entirely according to formula, without any of
the delicate observations and scribbled brushwork of
Ambrogio. Just as Cennino Cennini was later to pre-
scribe, the nearer leaves are shown light, the further ones
darker—which is, of course, the reverse of visual ex-
perience. The landscapes of the Spanish Chapel were to
be imitated, more or less uncritically, until well into the
early Quattrocento in Florence, when they were gradual-
ly supplanted by the new visual realism of the Early
Renaissance. The space represented in the landscape is
curiously negated by the composition and the coloring,
which combine to produce an effect of all-over pattern-
ing. This effect has been compared with the appearance
of some splendid embroidered vestment. The colors,

114. NARDO DI CIONE. Madonna and Child with Saints.
Mid-14th century. Panel, 30 x253;”. National Gallery
of Art, Washington, D.C. (Kress Collection)

indeed, although often bright and clear, run to grayish
reds, harsh oranges and greens, and unusual and not
easily definable intermediate tones, rather than to the
clear primary and secondary colors that so often domi-
nate Giottesque schemes. Andrea has a keen eye for
unusual facial types, but their expressions are generally
uncommunicative and his drawing tends to dryness. His
figures, moreover, do not move through and occupy
space like those by Giotto and his followers, and appear
flat and at times wooden.

The most striking figure in these years of readjustment
in Florence was an outsider, Giovanni da Milano (ac-
tive 1346-1366). This Lombard artist was working in
“Florence at the middle of the Trecento, and painted a
splendid series of frescoes in the Rinuccini Chapel at
Santa Croce, beginning in 1365. In the Resurrection of
Lazarus (fig. 115) Giottesque space seems wholly denied,
as do the dignity and the physical beauty of early Trecen-
to figures. Scowling bystanders emerge from a city gate
that is tiny even by Trecento pictorial standards; they
press their elbows into their sides as an apparently re-
proachful Lazarus is hustled out of the tomb. Christ Him-
self looks powerless, devoid of the harmony of feature
given Him by the Gothic tradition. The most attractive
element in the picture is the veined marble tomb Lazarus
is forced to leave. The soft, slightly overripe surfaces and
feral expressions in the Rinuccini frescoes reappear with
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above: 115. GIOVANNI DA MILANO. Resurrection of Lazarus.
1365. Fresco. Rinuccini Chapei, Sta. Croce, Florence

right: 116. GIOVANNI DA MILANO. Pieta. 1365.
Panel. Accademia, Florence

increased intensity in a Pieta, also signed and dated in
1365 (fig. 116). This picture, showing the dead Christ up-
held by the Virgin, Magdalen, and St. John, is extraordi-
nary in many respects. It is certainly one of the earliest
representations of this particular subject to be painted
in Florence, and its expressive depth is typical of the
contemporary trend toward as harrowing as possible a
rendering of the sacrifice of Christ. His body is presented
to the observer by the grieving figures to remind him
vigorously of the suffering God had endured for him.
The technical brilliance shown in all of Giovanni da
Milano’s surviving work is here manifested in a steady,
gliding quality of surface modeling unknown in any
other Trecento master, as well as in a hairline delicacy
of detail. Over and over, in contemplating the work of
this unusual artistic personality, one thinks of stylistic
and expressive qualities which are characteristic of the
developed Quattrocento, and especially of such Venetian
painters as Domenico Veneziano and Giovanni Bellini.
The haunting face of the dead Christ surely provides one
of the great moments of Trecento art.

MID-TRECENTO PAINTING IN SIENA AND PISA. Although
Siena produced a number of interesting painters in the
third quarter of the Trecento, none of them ranks with
the universal masters of the great period of Sienese paint-
ing, the first four decades of the century. Indeed only one
of these later artists, Barna da Siena, stands out as an
extraordinary creator; he, in all certainty, is the only
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master who can compete with Giovanni da Milano in
expressive depth and intensity. We know very little about
Barna—not a single date—but he is traditionally believed
to have been a pupil of Simone Martini (whose influence
is often visible in Barna’s surviving work), and to have
died in a fall from a scaffolding. Barna's greatest known
achievement, the series of frescoes of the Life of Christ
which fills the entire wall of the right side-aisle in the
Collegiate Church at San Gimignano. is generally dated
between 1350 and 1355 although there is little evidence
to support this. The story of the infancy and adult life of
Christ is treated in the upper two rows, in twelve scenes,
while the events of a single week. that of the Passion, are
given in fourteen scenes. And it is of the Passion scenes
that we tend to think. when forming an idea of Barna’s
personality. They are. in fact, rendered with a wholly
new emotional immediacy. The Pacr of Judas (fig. 117),
for example. while in some superficial respects recalling
earlier compositions of the subject, converts the incident
into a rite of diabolical perversity. The architecture
soars above the figures. and reaches outward to embrace
the spectator: Judas. the High Priest. and the other
priests are drawn together into a huddle so that their
heads seem to form the voussoirs of a human arch.

In all Barna's Passion scenes Christ is desperately
alone. but never more so than in the Berrayal (fig. 118).
Even Judas' treachery seems scarcely more contemptible
than the brutality of Peter—who performs mayhem on
Malchus in the foreground. filling one-third of the scene




Colorplate 11. ANDREA ORCAGNA. Enthroned Christ with Madonna and Saints. 1354-57.
Panel, c. 9" X9’ 8”. Strozzi Chapel, Sta. Maria Novella, Florence
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Colorplate 12. ANDREA DA FIRENZE. Triumph of the Church. c. 1350. Fresco.
Spanish Chapel, Sta. Maria Novella, Florence




—or the cowardice of the other Apostles who abandon
Christ to His fate. Even St. John, the Beloved Apostle,
gathers his cloak about him and darts a look of terror
over his shoulder as he scurries off. Christ is abandoned
to an avalanche of steel. His quiet face resists Judas’
glare although He is cut off from the outside world by
helmets, spears, and shields. With their lunging move-
ments and strange groupings, Barna’s personages and
drapery forms represent, more than do figures by any of
his Florentine or Sienese contemporaries, an original
and perhaps necessary departure from the early Trecento
norms; these, in works by lesser followers of Giotto,
Duccio, Simone, and the Lorenzetti, were on the way to
becoming stereotypes. Barna does retain aspects of
Simone’s style, notably his crisp linearism and idio-
syncrasies of facial construction, but uses these for an
expressive purpose that is wholly un-Simonesque. Seen
from a modern vantage point, Barna seems to show the
way toward the art of the so-called Mannerists of the
early Cinquecento, even to such Northern European
geniuses as Bosch and Griinewald. In greater measure
than perhaps any other master of his time, Barna reflects
the tragic tensions of the Tuscan environment after the
Black Death.

Anotherwork of capital importance, less for the talents
of the painter than for the subject and the spectacular
scale and position of the work, is the series of frescoes
that includes the Triumph of Death and the Last Judgment
in the Campo Santo at Pisa. Although Italian scholars
in particular are by no means agreed on the authorship
of the cycle, no convincing arguments have yet been put
forward against the carefully demonstrated attribution
to a local Pisan painter called Francesco Traini (active
c. 1321-63). The Triumph of Death (fig. 119) reflects in a
provincial form the panoramic schemes of Ambrogio
Lorenzetti. At the lower left (fig. 120) is shown the tradi-
tional meeting of the three living and the three dead, often
represented in the later Middle Ages. Three splendidly
dressed noblemen and their friends and attendants, while
hunting, suddenly come upon three open coffins, each
occupied by a corpse, one still bloated, the next half-
rotten, the third reduced to a skeleton. Worms and ser-
pents play over all three, one of the noblemen holds his
nose at the stench, and even the hunting dogs sniff and
draw back in disgust. To the right in the fresco young
gentlemen and ladies, for all the world like the protago-
nists in Boccaccio’s Decameron (written, of course,
immediately after the Black Death), sit in a charming
grove playing music, caressing pets and each other, and
paying no heed to the approach of Death, a terrible,
white-haired hag flying toward them on bat wings and
brandishing the axe with which she will cut them down.
In the center is a heap of Death’s recent victims, all richly
dressed, above whose corpses demons carry off their
helpless souls. The escape from this horror, apparently, is
to be sought in the life of hermits in the wilderness where
they read, work, and contemplate on rocky heights (still

117. BARNA DA SiENA. Pact of Judas. 1350s(?).

Fresco. Collegiate Church, San Gimignano
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118. BARNA DA SIENA. Betrayal. 1350s(?).
Fresco. Collegiate Church, San Gimignano
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right: 121. FRANCESCO TRAINI.
Last Judgment. Mid-14th century.
Fresco. Campo Santo, Pisa
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above: 119. FRANCESCO TRAINI.
Triumph of Death.
Mid-14th century. Fresco.
Campo Santo, Pisa

left: 120.
Detail of fig. 119




Byzantine), fed by milk furnished by an obliging doe. (A
few years later Orcagna painted a similar scene in Santa
Croce in Florence ; a number of powerful fragments have
recently come to light.) Traini's accompanying scene, the
Last Judgment: (fig. 121), shows a regally crowned Christ
acting as the condemning judge, with no concern for
salvation. Traini’s Christ, scated in a mandorla, uses His
left hand to display the wound in His side, as if vengeful-
ly; Mary, raised to new pre-eminence in a twin mandorla,
puts her hand to her breast and shrinks back in fear. A
tempest of emotion sweeps the terrified damned, expelled
by archangels armed with huge swords, and the blessed
as well, even the Apostles. Earth is reduced to one great
tomb of square holes in which the dead arise. Alas, the
remarkable frescoes, like the other mural paintings of
the Pisa Campo Santo, were irreparably damaged during
World War I1; although much has been saved by prompt
and thorough conservation efforts, the remounted fres-
coes remain only pale reflections of what prewar visitors
remember.

LATE TRECENTO ART. In the last quarter of the Trecento
no new figures of the first rank emerge in the other arts,
either in Florence or in Siena. Government by committee
was the order of the day in both centers, as a method of
forestalling either dictatorship or revolution, though
the personnel of any given committee might often rotate.
Applied to artistic projects, the result of this patronage
was a leveling process, stressing conformity at the ex-
pense of individuality. Vast architectural undertakings
begun in earlier periods were either suddenly contracted,
like the overly ambitious plans for the Cathedral of Siena,
or unexpectedly expanded, like the Duomo of Florence,
but no new buildings on the scale of these were com-
menced. Accomplished, sensitive painters and sculptors
flourished, but their works, when compared to those of
the Cione brothers, Giovanni da Milano, and Barna da
Siena, not to speak of the masters of the earlier Trecento,
present a parade of craftsmanly skill rather than imagina-
tive freshness or sensitivity to the visual world. In this
bureaucratic society, which held oligarchical control
over all activities of the state, the most characteristic
painter, also the most firmly seated and influential, was
certainly Agnolo Gaddi (active ¢.1369-96), already re-
ferred to as the son of Taddeo Gaddi and the master
whose precepts appear to be recorded in Cennino Cen-
nini’s book. In some ways Agnolo’s artistic role, even
his pictorial style, could be compared with that of
Ghirlandaio in the late Quattrocento, or of Vasari in the
late Cinquecento. Agnolo was far from being a revolu-
tionary or even a very inventive artist. Nonetheless, he
had at his fingertips the entire resources of Trecento
tradition; he could fuse his twice-removed Giottesque
inheritance with newer compositional and expressive
devices of the mid-century artists.

Agnolo’s principal work, for which he must have
needed a large number of assistants, is the splendid series

of frescoes (1380s7?), for the Church of Santa Croce at
Florence, illustrating the Legend of the True Cross (a
story whose best-known embodiment is the famous cycle
by Piero della Francesca in San Francesco in Arezzo; figs.
283-87: colorplate 30). Presented with the walls of the
entire choir as a field for operations, Agnolo was able to
compose and narrate on a gigantic s<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>