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PREFACE.

It is only in the last generation that lovers of art have recognized
the special qualities of the 14th century Sienese school of painting,
and have found its graceful, conventional drawing and its pleasing
decorative effects not inferior to the realism and fidelity to nature
praised in other periods.

The general admiration accorded to the subtle, lyrical and aristo-
cratic expression of abstract and spiritual conceptions which is the
essence of Sienese painting, gives us some hope for the future develop-
ment of taste in Europe and for its artistic tendencies.

F. Mason Perkins was the first to understand the aesthetic signific-
ance, not only of the principal artists of this school, but also of its
minor members. His numerous articles on the “‘Little Masters’ have
been of great assistance to me in my attempt to write as complete a
history as was possible of Sienese painting in the 14th century. I am
only too glad to take this opportunity of paying homage to his profound
knowledge and enthusiastic activity in this field of study.

Other names that deserve mention here are those of Mr. Langton
Douglas, the annotator of Crowe and Cavalcaselle and author of many
important studies including a “History of Siena’; and of Dr. G. De
Nicola, Director of the National Museum, Florence, for among the
many subjects with which he is conversant is the history of the Sienese
school of painting, on which he has written articles of great value.

I shall be glad if it is in my power, by means of this volume, to help
others to a greater comprehension and appreciation of the Sienese
Trecento; and if I succeed in this, I shall feel that I have liquidated
some small part of the debt of gratitude I owe these mdsters of the past
for the intense aesthetic emotions I have experiencedin contemplating
their works.

I trust also that a just affection for their admirable art may become
sufficiently general for the duty of providing these treasures with a
dwelling-ﬁlace more worthy than that offered in the Gallery of Siena,
to be universally acknowledged.

San Marco di Perugia, 1923. R.v. M.



N.B. The terms “right” and “left” are used from the standpoint of the
spectator unless the contrary be stated.



CHAPTER L

DUCCIO DI BUONINSEGNA (%).

Neither Giotto’s nor Duccio’s art can be accounted for by a
spontaneous outburst of talent, but whereas the precursors of
the founder of the Florentine school must be looked for in Rome,
those who paved the way to Duccio’s art are to be found in the
city of Siena itself.

() A. Chiapelli, Per 1a Madonna Rucellai, L’Arte, X, 1907, p. 55. The Same,
Duccio e Cimabue dinanzi alla odierna critica inglese, Nuova Antelogia,
16t" Sept., 1906. L. Coletti, Precedensa della scuola senese sulla scuola
fiorentina, Rassegna d’Arte Senese, I, 1905, p. 95. P. D'Acchiardi, Una
Madonna sconosciuta di D. di. B., L’Arte, 1906, p. 372 (coll. Tadino-Buonin-
segna). R, Davidsohn, D. di B. da Siena, Repert. f. Kunstwiss., 1900, p. 313.
G. De Nicola,D. di B. and his School at the Mostra di D., Siena, Burlington
Magazine, 1912, p. 138. Dobbert, D’s Bild, die Geburt Christi in der K.
Gallerie zu Berlin, Jahrb. der K. Preus. Kunstsamml., 1885, p. 163. Langton
Douglas, D.,Monthly Review, August 1903. 7/%¢ Same, Exhibition of Pictures
of the School of Siena, Burlington Fine Arts Club, London, 1904. G.
Frizzoni, L' Exposizione d’Arte Senese al “Burlington Fine Arts Club”,
L’Arte, 1904, p. 256. R. Fry, D., Monthly Review, 1900, p. 147. L. Gielily, D.
diB., Revue de ’Art Anc. et Mod., Oct. 1912. U. Gnoli, Una tavoladi D diB,,
{Madonna, Gallery of Perugia), Rassegna d'Arte Senese, 1920, p.94. /. de
Griineisen, Tradizione orientale bizantina etc. nel ciclo cristologico della
Maesta di D., Rassegna d’Arte Senese. 1912, p. 15. Kallab,D., Jahrb. der
Kunstsamml. des Allerh. K. Hauses, 1900, p. 39. Linsini, Notizie di D. pittore,
hullet. Sen. di Stor. Patr., 1898, p. 41. Linsini, Di D. di B., Rassegna d’Arte
Senese, 1912. The Same, Catologo dei dipinti della mostra Ducciana,
1911 Idem. The Same, Per lo studio della vita e della opere di D. di
B., Idem. The Same, D. di B. e il pavimento del Duomo di Siena,Idem,
R. van Marle, Recherches sur liconographie de Giotto et de Duccio,
Strasbourg, 1920. A. Peraté, D., Gazette des Beaux Arts, 1893, pp 89 and
177. F. Mason Perkins, Appunti sulla mostra Ducciana a Siena, Rassegna
d’Arte, 1913, pp. 5and 35. P. Rossi, D.di B.,Rassegna d’Arte Senese, 1912, p,
3. R. Schiff. Rinvenimento di due opere di D.diB. ricordate dal Vasari,
L’Arte, XV, 1912, p. 366. Suida, Einige Maler aus der Uebergangszeit vom



2 DUCCIO DI BUONINSEGNA.

In the previous volume I remarked on the great pictorial act-
ivity which took place in Siena from the early 13th century on-
wards; beginning with Guido da Siena in the first half of the
13th century. We have seen how a group of artists adhered to
his school, although some beautiful specimens of Italo-Byzantine
paintings were produced about the same time.

Duccio owes very much to these older masters of Siena, and
especially to the authors of works of the latter category, from
whom he seems to have borrowed his refined technique and his
general taste for the qualities of good Greek painting ; but, as will
be seen, he brought to these qualities many individual elements,
and a Gothicism of line which, although his productions are based
on Byzantine principles, give to them a different and more Italian
aspect than the pictures of a previous generation.

There is consequently no reason to bring forward the hypothe-
sis that Duccio received his training in Constantinople ; the con-
nection which existed between his native city and Byzantium, or
between Sicily and Apulia, where Greek art had taken a firm
hold, and the influence this had on many Duecento painters in
Siena, explain sufficiently the persistence of certain Oriental
characteristics in Duccio’s art.

Signor Linsini (¥) gathered together what is known about the
life of Duccio. Nothing can be said with certainty as to the year
of his birth; the supposition that it was 1250 is unsupported by
serious evidence. He is first mentioned in 1278, and from then on-
wards with some regularity until 1311. To me it seems unlikely
that his name should be absent from the ledgers until the age of
twenty-eight, when it is found there so frequently in the following
years, moreover, in 1278 he was occupied in decorating chests for
the municipal archives, a work which would seem more suited

Duecento in Trecento, Jahrb. der K. Preus. Kunstsamml., 1905, p. 28. Vasari,
Vita di D. di B. con note etc. di A. Jahn Rusconi, Florence (1913). 4. Venturt,
Un Opera di D. di B. a Copenhagen, L’Arte, XXIV, 1921, p. 198. C. H. Wes-
gelt, D. di B., Leipzig, 1911. T/he Same, D. di B. in Thieme Becker, Kunstler
Lexikon. X. p. 28. Wood Brown, Cimabue and D. at Sta. Maria Novella,
Repert. f. Kunstwiss., 1901, p. 127. O. Wulff, Zur Stilbildung der Trecento
Malerei, I. D. und die Sienesen, Repert. f. Kunstwiss., XXVII, 1904, p. 99.

() Linsini, Notizie di D. etc., p. 41, summarized and extended in Weigelt’s
useful publication. Several documents were given by G. Milanesi, Documenti
per la Storia dell’Arte Senese, [, Siena, 1854, p. 168.
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to avery young artist than to amature and skilful painter of almost
thirty years of age. I am therefore inclined to believe that the
date of his birth 1s nearer 1260 than 1250. This first mention of
Duccio () tells of his receiving forty soldi (?) for adorning twelve
of these chests; the following year we find him getting ten soldi
for painting the cover of an account-book such as one still sees
in the archives, while in 1280 he is recorded as having to pay a
fine of 100 livres, for an offence which is not specified; this is the
first mention of any kind of delinquency on the part of the artist,
though in subsequent years such records become fairly frequent.

In 1285 he signed a contract with the fraternity of Sta. Maria
Novella, Florence, to execute a painting of the Virgin (%), which
1s not impossibly the Rucellai Madonna. For this he received 150
florins, but had to provide his own materials. In 1285,°86,’91,’93
and 95 we find him painting book-covers and getting for them at
first 8 and then 10 soldi apiece. As to his private life during this
period, we know that in 1292 he had a house in the Via di Cam-
poreggio, while in 1294 he lent 33 soldi 6 denari to someone and
bought a “moggio” of wine, which facts are evidence of a cer-
tain prosperity. Other facts prove that his continual irregularity
of life and his difficult character did not interfere with his popu-
larity. In 1295 his opinion is invited, with that of other artists,
respecting the site of a fountain, though late in the same year he
is again fined 10 soldi for some unknown peccadillo. In 1298 he
sat on the “Radota”, a sort of committee assisting the town coun-
cil, but in the following years we find him refusing to swear
fidelity to the Capitano del Popolo or chief magistrate.

In 1302 the Capitano had his revenge and made him pay a fine
of 18 livres 10 soldi, while at the end of the same year he was
fined 5 livres for causing a public disturbance. Three times
during the year 1302 — April, May and 22nd December — he
was fined 5 soldi for the non-payment of various debts, although
on the 4th December of that same year he received 48 livres

() The Museum of Nancy possessesa panel with Duccio’s signature and
the date 1278, but it has often been pointed out that this inscription is false
and the painting of considerably later date (Taddeo di Bartolo).

(%) Weigelt gives the value of these payments in modern currency.

(*) Milanesi, Doc. Sen., I, p. 158, compar. Vasari published by K. Fry, 1,
Munich, 1911, p. 417 note. '
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for a “Maesta” with a predella for the altar of the chapel of the
town hall. Two years later he is mentioned as the owner of a
“mountain of vines” and on October gth 1308 he signed a contract
for the large Maesta, now in the Opera del Duomo (%). For that
portionofthe picture which displayed the Madonna with surround-
ing hosts of angels and saints he received 16 soldia day, besides
which he is paid 1o livres a month. All the work had to be done
by his own hand, the material being furnished by the commis-
sioners. Notwithstanding this magnificent salary we find Duccio
accepting an advance of 50 golden guilders. In the course of the
following year the remaining specifications of this panel were
revised. It was probably at this moment that the decision was
made to paint the back of the panel as well, but the special con-
tract which exists concerning this, is not very clear (). The scale
of payment then became 2%, (gold) guilders for each panel, there
being 26 divisions plus 8 of double size in the predella; in all he
would be paid as if there were 38 separate scenes (°).

Having been requested on the 28th November 1310 to hasten
the completion of the painting, we find it finished on the gth June
1311. The success of this wonderful panel was enormous, but he
must already have been a leading artist who was entrusted with
such a work, and his position was likewise vouched for by the
fact that at this time he had several pupils and followers. Duccio
might well have been a wealthy man, but after his deathin 1319,
when he was probably insolvent, his widow Taviana and seven
children refused their heritage. This is readily accounted for if
we consider that besides mention of his various activities, we find
little in the records of Siena but evidence of his dissipation, his
lack of order in money affairs and his buying of wine. We are
forced to conclude that in opposition to the honourable figure of
Giotto, Duccio may be ranked from a moral standpoint as a fore-
runner of the Bohemian artists of Montmartre, though he is far
from being the only great painter whose private life will not bear
too close a scrutiny.

(Y) Milanesi, Doc. Sen,, 1, p. 166.
(% Drawn up probably in 1310, Milanesi, Doc. Sen., I, p. 178.
(

%) Weigelt sums up by saying that the whole work brought him in about

£ 250 instead of about £ 1250 as a chronicler pretends.
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Vasari tells us hardly anything worth taking into considera-
tion. He mentions Duccio’s pictorial activities in Florence, Pisa,
Lucca and Pistoia and his sculptural and architectural work in
Florence, Arezzo, Faenza and Ancona. Vasari also informs us
that Duccio had been employed in the execution of the decorative
pavement of the Cathedral of Siena. Milanesi rejected this as un-
likely, though some regard it as possible and even probable; it is
however beyond doubt that he has been active as mosaicist(1).

At the end ofthe right transept of Sta. Maria Novella, Florence,
after ascending a few steps, we find ourselves in the Rucellai
chapel, before one of the most important paintings thatItalian art
hasever produced, but which, unhappily, since it hangs between
two windows, can never be seen to full advantage (fig. 1 and
frontispiece). [ am sure many will agree with me that this magnifi-
cent panel should be placed in such a position that the lover of
early Italian painting could feast his eyes upon it.

Fineschi (3), who in 1790 discovered the document of 1285
referring to a Madonna painted by Duccio for this church, even
then connected this record with the Rucellai panel, and it is now
almost universally believed that thisisa work of Duccio’s. Almost
thirty years ago Prof. Thode (?), in his desire to attribute as many
works as possible to Cimabue, retained certain doubts as to its
authorship, alluding to 14th century evidence that there was a
painting of Cimabue’s in Sta. Maria Novella, which Albertinelli,
in 1510, identified as the Rucellai Madonna; this identification
had also been effected by the author of a codex of the middle of
the 16th century, and by Vasari (#). Although Prof. Thode admits
that there are many points of difference, he finds thatthe compos-
ition and artistic value of the picture closely resemble those of
Cimabue’s. He agrees however, to a compromise, in saying that

() V. Lusini, D. di B. e il pavimento etc,, p. 74.

(?) Fineschi, Memorie Storiche, I, 1790, p. XLI, 99, 118.

(®) Thode, Sind uns Werke von Cimabue erhalten, Repertorium fiir Kunst-
wiss., 1890, p. 35 et seq.

() Vasari tells us of the triumphant procession which celebrated the bring-
ing of the picture from Cimabue’s studio to Sta. Maria Novella, which was
done in the presence of Charles of Anjou, who was in Florence in 1267, while
the church of Sta. Maria Novella was not completed until 1278. He confounds
this legend with what is told ot Duccio’s Maesta in 1311 and of Simone Napo-
litano in Naples.
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Fig. 1. Duccio, Rucellai Madonna. Sta. Maria Novella, Florence.

Photo Anderson,



DUCCIO DI BUONINSEGNA. 7

if Duccio produced this painting he was influenced by Cimabue,
while if Cimabue painted it, he would have produced an unusual
work in which he had followed Duccio. Mr. Wood Brown () has
given a natural explanation of the Madonna which Vasari found
at the end of the right transept, and which he attributed to Cima-
bue, thereby puzzling Prof. Thode. He thinks it quite natural
that when the Bardi took over the chapel, in which the painting
originally hung, from the Confraternity of Sta. Maria, the Ma-
donna painted for thelatter should have been removed andplaced
elsewhere, probably where Vasari saw it. Professors Wickhoft
and Strzygowsky go a step further than Prof. Thode, proclaiming
it as certainly Sienese; indeed they evenincline toward regarding
Duccio as its author. Herr Richter is more positive and boldly
ascribes it to Duccio. So also did Mr. Langton Douglas, partly, I
suppose, because he regards Cimabue nearly as a legendary
figure (). Mr. Aubert, who points out the striking resemblance
between the throne in this picture and that depicted in other
panels of Duccio’s, especially that of the small Madonna in the
Siena Gallery (no.20), Messrs. Rothes and Venturi, who compare
the various characteristics of Cimabue and Duccio, and Weigelt,
all ascribe the Rucellai Madonna to the latter painter(?). The
illustrations in the work of the last-mentioned authority allow us
to make an excellent comparison between the angels of Duccio’s
Maesta and those of the Rucellai Madonna, which show such a
strong likeness that it would be difficult to imagine that they
could be by two different hands. Mr. Roger Fry, following Caval-
caselle, 1s the only modern critic who still believes Vasari’s state-
ment that the Rucellai Madonna is a possible work of Cimabue’s.

Herr Suida (%), on the other hand, has quite a different theory
which has but few adherents; he believes in the existence of a
“Master of the Rucellai Madonna” who is neither Duccio nor
Cimabue, and dates the execution of the work shortly after 12g0.
To the same painter Herr Suida ascribes the crucifixes in the

(Y) Wood Brown, Cimabue and Duccio etc.

(3 See: Cimabue and the Rucellai Madonna, appendix to Chap. VI Crowe
and Cavalcaselle, 1, p. 187 and his Duccio, Monthly Review, Aug. 1903.

(®) Op. cit. and C. Weigelt, Duccio di Buoninsegna, in Thieme-Becker
Kinstler-Lexikon, X, p. 25.

(*) Suida, Jahrbuch der K. Preus. Kunstsamml., p. 28 et seq.
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sacristy of Sta. Maria del Carmine, Florence, and in S. Stefano,
Paterno, with which I have dealt in the previous volume, also a
Madonna in Sta. Cecilia of Crevole near Siena, which he places
as early as 1280. Mr. Perkins in his book on Giotto, had already
come to the conclusion that the Rucellai Madonna was by nei-
ther Duccio nor Cimabue, but another painter, to which theory
Messrs. Berenson and De Nicola both adhere (). Quite lately
Mr. Sirén has propounded another hypothesis; he believes the
work to have been begun by Duccio and completed by Cima-
bue (%), but in my opinion the ensemble is too harmonious for
this to be the correct solution of the problem. I believe that this
elaborate panel is after all an early work of Duccio’s, because,
unlike the artists of previous generations, the great masters of
the 14th century frequently underwent a very noticeable develop-
ment, several consecutive manners being found in the productions
of one individual painter. The only question to be solved is
whether there exists sufficient connection between the different
works attributed to Duccio, so that they may be linked together
as the labours of one man. If so, and if the artistic value and
general spirit remain the same, then the other divergencies may
often be accounted for by the fact that the paintings belong to
different periods in the development of the master’s art. For this
reason, I decided to attribute the major part of the St. Francis
cycle in the Upper Church of Assisi to Giotto, and for the same
reason [ believe that Ducciois the author of the RucellaiMadonna,
in which the conception, although less mature, is the same as in
his beautiful Maesta; the artistic value of both is about equal,
which cannot be said for those works which Herr Suida believes
to be by his master of the Rucellai Madonna. Besides, what
reason is there to attribute to the painter these primitive cruci-
fixes and this panel? The difference here is much greater than
between the Rucellai Madonna and the Maesta, and for this I
think Herr Suida’s theory incorrect and am of opinion that the
Madonna of Sta. Maria Novella may be regarded as an early
work of Duccio’s. It should, however, be keptinmindin doing so,
that we admit a not altogether insignificant difference separates

() Perkins, Rassegna d'Arte, 1913, p. 36 note 3.
(3 O. Sirén, Toskanische Maler im XIII Jahrhundert, Berlin, 1922, p. 309.
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Duccio’s other work from these, and we must allow for a Floren-
tine manner in the artist’s career, during which he was inspired
by Cimabue’s Madonna; this is by no means impossible, and
although the Rucellai Madonna is certainly not by Cimabue we
cannot be absolutely sure that Duccio is its author.

The high throne is placed on a small platform which is
supported by decorated columns; the back is festooned with a
curtain, the Madonna, clothed in blue, slightly inclines her head
as she looks towards the spectator with a calm but melancholy
expression. Like the Madonnas of Guido, she turns a little
toward the left, with the Child seated on her left knee, facing to
the right. The Virgin’s left hand supports His little body, while
the right hand is placed on His knee. A white transparent veil
reveals the upper part of the Child’s body; the lower part is
wrapped in cloth of gold, excepting the feet which are naked;
the left arm hangs downwards, while He stretches out His right
hand in benediction looking to the right with a sad and dreamy
expression. Three angels kneeling on either side of the throne,
grasp it, probably with both hands but this is only clear in the
case of the middle pair. They are depicted one above the other,
quite separately, the upper four apparently kneeling on air.
Thirty small medallions containing busts of Apostles, prophets
and saints, amongst them St. Francis, embellish the frame.

Neitherinstyle,workmanshipnortype canthisimposing picture
be called Florentine. It is Sienese, and this again only helps to
prove what [ said in my first volume, that towards the end of
the 13th century a distinct connection existed between the schools
of these two cities.

The throne, however, is different; it is more graceful than the
type usually found in the Florentine Madonnas, and less monu-
mental than those depicted by Cimabue.The back 1s higher, form-
ing, as it were, the background to the figure of the Virgin. The
curious grouping of the angels, kneeling one above the other, is
altogether foreign to Florentine art, in which, in an earlier gene-
ration, a similar escort, though much smaller, is generally repre-
sented in the upper part of the picture. Cimabue again, made his
lateral figures much larger, and we find them guarding the throne.
The expression of the Virgin and the angels of the Rucellai Ma-
donna is soft, mystical and languorous, and thus characteristic of
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the school of Siena; but it 1s entirely absent from the works ot
Cimabue and other Florentines, as is the loosely-flowing Gothic
line, which almost forms an arabesque, of the edge ofthe Virgin's
robe. This may really be said to establish the fact that the Ruc-
ellai Madonna, like the whole of Duccio’s art, belongs to a dif-
ferent artistic current from that comprising the works of Cimabue
and the other Florentine painters.

Messrs. Perkins and Suida who admit a special master for the
Rucellai Madonna, have already pointed out the similarity of
manner which exists between this picture and a Madonna in the
church of S. Michele of Crevole, Murlo (fig. 2) (1). If, however, the
Rucellai Madonna be by Duccio, it is more than likely that this
also is a product of the same artist, and of the same stage in his
career. The resemblance between the two figures of the Madonna
leaves but little room for doubt. In the Child, however, we observe
a Florentine characteristic absent in all other works of Duccio’s:
the partial baldness of the head. This peculiarity is frequently
present in Florentine pictures of the Virgin and Child of the end
of the 13th century, although Cimabue himself did not adopt it.
Very different from any work of Duccio’s, however, are the hands
of the Virgin, which are highly conventional and Byzantine in
form;nor do they in any way suggest Cimabue’s work. If then the
Madonna of S. Michele, Crevole, is really from the brush of the
great Sienese master (?), it would further confirm the hypothesis
that he must at one time have lived in Florence, in which case we
may conclude that he was peculiarly intluenced by Cimabue’s
work when executing the Rucellai panel, but that a memory of
other and more archaic Florentine masters must have been pre-
sent in his mind when he painted the Madonna of Crevole.

Signor Lusini has propounded the theory that this Madonna
might be that for the execution of which a certain Paganello di
Guido in 1250 left 50 soldi in his will. What makes this idea par-
ticularly interesting is the fact that in this document there is
mention of Paganello’s brother, Buoninsegna, so that it is poss-
ible that the testator was an uncle of Duccio’s.Another brotheris

(1) Also Weigelt, op. cit., p. 168, who, however, attributes it to the School
of Duccio,

(% To whom it is attributed by L. Colletti, Rassegna d’Arte Senese 1905,
p. 100, and by V. Lusini, idem, p. 146.
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Fig. 2. Duccio, Madonna. S. Michele, Crevole,
Photo Brogi.
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there referred to as “master Benvenuto.” Was healso a painter ?
If so, 1t does not seem improbable that 1s was with thisuncle that
Duccio studied his art.

The Madonna of Crevole, however, seems to belong to Duccio’s
Florentine manner; in other words, it was probably executed
after 1285, which leaves a lapse of thirty-five years between the
drawing up of the testament and its execution. Although not
impossible, this long interval makes the hypothesis somewhat
unlikely.

Duccio’s earliest work is in all probability the magnificent but
somewhat damaged small panel of the Virgin enthroned, adored
by three Franciscan monks, in the Gallery of Siena (fig. 3). Itisin
this painting that we most clearly realize the connection which
existed between the great master and the artists ot the previous
generation, to whom we owe the St. Peter and St. John altar-
pieces. The Virgin is here seated on a low throne, holding in her
left arm the Child Jesus Who blesses the adorers (1), while behind
them four small angels support the drapery of the background.

In the Byzantine quality of its technique this panel may be
called a genuine product of that refined Italo-Byzantine manner
which flourished in Siena at the end of the 13th century, taking,
as it were, the place of the moribund tradition originating in
Guido da Siena and continued by his immediate followers. This
small picture, however, shows us many and important innova-
tions. Let us first look at the attitude of the Virgin; she is seated,
turning slightly to one side in a relaxed, almost comfortable pose,
the head being slightly bowed. Comparing this with the majestic-
ally enthroned Madonnas of the older manner we find that quite
a different feeling, a sense of graceful and tender humanity, has
replaced the imposing dignity of the earlier works. This again
may be noted in the fragmentary figures of the angels behind the
Virgin, but it is much less marked in the three kneeling monks
who are rather more archaic of aspect. The great and fundamental
difterence between Duccio’s art and the older Italo-Byzantine
manner lies, however, in the flowing Gothic outline, of which
hitherto no trace has been found in Sienese painting. The actual
condition of this panel does not allow us to form a very exact

(") At first sight it may seem that here too the Child’s head is practically
bald: this effect, however, is entirely due to a damaged spot in the picture.
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Fig. 3. Duccio, Madonna and three adoring Franciscan monks. Accademia,

Siena.
Photo Anderson,
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1dea of the original appearence of the draperies; nevertheless the
gilt edge of the cloak shows us a line very similar to that observ-
ed in the Rucellai Madonna. Thisis a purely personal element
in Duccio’s work, for he did not borrow it from any of his prede-
cessors, either in Siena or 1n Florence. Here, then, we find Duccio
introducing a new factor into Sienese, indeed we might really
say [talian, painting, afactor which will be of immense importance
in its further development.

As I'said before, I think this small painting is the earliest work
of Duccio’s which has come down to us; it must, in fact, have
been painted about the time when we find the first mention of
his name (1278), that is, about the time the refined Italo-Byzant-
ine style was flourishing in Siena, and almost simultaneously
with the school of Guido da Siena, a late example of which is
dated 1270.

Common to these products of Duccio’s early career is the con-
ventional Byzantine drawing which is noticeable in the hands,
but is still more marked in the features, forexample, in the orbital
contours, the curve of the nose and the small flattened plane,
where the nose and the forehead join.

A work 1n which these factors are less evident, although an
early example of Duccio’s activities, seems to belong to a transi-
tion stage between this manner and that which followed it. This
is the half figure of the Madonna and Child in the collection of
the late Count Stroganoff in Rome (?) (fig. 4), and it betrays most
resemblance to the panel in the Gallery of Siena, which we have
just been considering. Here the Madonna, who is again depicted
turning shightly to one side, looks at the Child Whom she holds
in her left arm and Who is playing with His Mothers veil ; the
Gothic outline is less obvious, and besides the lessened incidence
of Byzantine convention (in execution as well as in the general
aspect) this picture differs from the others by the characteristic
tender melancholy of the Madonna’s expression.

If we place the Madonna and the adoring monks of the Gallery
of Siena between 1275 and 1280 and the half-figure of Crevole
about the same period as the Rucellai Madonna (1285), I think
we may conclude that the panel of the Stroganoff collection is a

(') Reprod. Weigelt, op. cit., pl. 44. Rassegna d’Arte, 1904, p. 145.
8 904, P- 145
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Fig. 4. Duccio, Madonna. Stroganoff Collection, Rome.
Photo Lombardi.
product of a later stage but was executed probably before 1295,
for Duccio’s second manner, which culminated with the famous
Maesta of 1308—1311, must have originated about that time.
Duccio’s early manner was apparently interrupted by some
Florentine influence, for the Madonna in the Gallery of Siena
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Fig. 5. Duccio, Triptych. National Gallery, London.

more closely approaches in style the two panels of his tran-
sitional phase, although divided from them by a longer interval
of time than the Rucellai and Crevole Madonnas, the peculiar
aspectof which is very probably due to this Florentine influence;
and if we did not admit the existence of this foreign element
in Duccio’s art there would not be sufficient reason for including
these two paintings amongst his works.
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Only some slight points of difference divide the early products
of whatI should like to call Duccio’s second manner from the last
works of his first and more Byzantine period. A very fine triptych
in the National Gallery, London (fig. 5), is that in which most
of the characteristics of the artist’s earlier creations have
been preserved; indeed it might still be regarded almost as a
transitional work. In its general aspect and feeling, the central
part reminds us most of the Stroganoff Madonna, the attitudes
are almost indentical, only the Child, Who is slightly smaller
than in the Roman picture, is somewhat more erect and plays
with His Mother’s veil in a rather more deliberate fashion. Two
small angels fly on either side, while above, in the border, six
prophets (?) holding scrolls approach the central crowned figure
of David; the wings contain the sturdy figures of SS. Dominic
and Agnes. The draping of the Virgin and St. Agnes is more
markedly Gothic than that of the Stroganoft Madonna ; the draw-
ing is less schematic, and, with the exception of the index finger
of the Virgin’s left hand, the fingers are more normal in propor-
tion. A certain archaism may be observed in the rigid and em-
phatic’ opposition of light and shade, more especially in the faces
of the figures on either side of the Cross.

A half-figure of the Madonna in the Gallery of Perugia (fig. 6)
has recently had the 15th century repainting which entirely
covered the principal figures, removed but even by the six
angels in the spandrels, which had retained their originalaspect,
this picture was known to be a work of Duccio’s (1). It was origi-
nally in the church of S. Domenico of the same city and is no
doubt slightly later than that in the National Gallery. Itis true
that we can no longer judge the effects of relief which must have
been present in the figures of the Virgin and Child, but whichare
now partly effaced. The Child looks up at His Mother, whose
gaze is directed toward the spectator. As in the London triptych,
the left index finger of the Madonna is extremely long, but the
hands are otherwise of a very ordinary shape. Again we are
struck by the marked contrast between light and shade in the
figures of the angels.

(V) 1. Vavasour Elder, La pittura nella Galleria di Perugia, Rassegna
d’Arte Senese, 1909, p. 65. U. Gnoli, Una tavoladi D. di B., Idem, 1920, p. 94.
2
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Fig. 6. Duccio, Madonna. Pinacoteca, Perugia.

Photo Verri,
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This 1s the picture which leads the way to Duccio’s master-
piece, his Maesta (fig. 7). This enormous altar-piece, now in the
Opera del Duomo of Siena, may, as has been remarked, be

Fig. 8. Duccio, Detail of the Maesta,

Opera del Duomo, Siena.
Photo Lombardi.

regarded in Duccio’s artistic
career, of the same importance
as the decoration of the Arena
chapelin Giotto’s. Inboth cases
we have unquestionably
authentic worksrepresenting a
great many scenes from the
Life of Christ, each perhaps
the artist’s most important
creation, so that we have here
a basis enabling us to compare
and judge their respective
value. We have already re-
marked that Duccio’s large
altar-piece was ordered in 1308
by a member of the Mares-
cotti family, who, acting in the
name of the Cathedral board,
came to an understanding with
the painter. The satisfaction of
the people in respect of the
finished work was very great;
the Chronicle of Agnola di
Tora, another and anonym-
ous chronicle, and the city
treasurer’saccount-book of the
year 13171 all mention the great
popular rejoicing — and be-
cause of it all trade and traffic
even were stopped for the
day — which burst forth when
the wonderful altar-piece

was carried amidst the “ringing of bells, the sounding of
trumpets and the beating of drums” from Duccio’s house to the

Cathedral.

We shall not find this work, which was one of the first, if not
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the first of its kind, as it was when it left the artist’s studio (¥) ; the
small scenes which originally formed the back of the panel of the
Madonna and her surrounding escort of angels and saints have

been removed from it; they are
arranged in two divisions, an
upper and a lower, each con-
taining two rows of scenes, to
follow whose order we must in
both cases start with the left-
hand upper corner, and take
alternately one of the first and
one of the second row. Each
large panel had a predella;
many of these parts are now
dispersed amongst various
museums and collections. The
predella of the Madonna was
composed, on one side, ofthe
Annunciation, the Nativity, the
Adoration, the Presentation in
the Temple, the Massacre of the
Innocents,theFlightinto Egypt
and the Child Christ teaching
in the Temple; and on the other
side, of the Baptism, the Tempt-
ation, the Calling of SS. Peter
and Andrew, the Wedding at
Cana, the Samaritan Woman at
the Well, the Transfiguration
and the Resurrection of Laza-
rus. The scenes of the predella
were divided by small panels
containing the upright figure of
eithera prophet or a saint (figs.

Fig. 9. Duccio, Detail of the Maesta.

Opera del Duomo, Siena.
Photo Lombardi.

(') 1 believe Weigelt gave us approximately the right reconstruction, op.
cit., pls.65—66, although I am rather doubtful about the long row of angels at
the extremities. Another and I think less successful attempt to reconstruct
this picture was made by V. Lusini, Rassegna d’Arte Senese, p. 70 etc. and

plate after p. g8
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Fig. 10. Detail of fig. 7.

Photo Anderson,
8and g). Above each large panel we find small representations,
on the one hand of various apparitions of the Lord after the
Resurrection, including the apparitions to the disciples at the Sea
of Genezareth, on the mountain and during a meal, and also the
Descentofthe Holy Spirit; on the other, ofthe Apostles at the house
of the Virgin, the angel announcing her death, her farewell to the
Apostles, herlast moments, her Death, her Funeral, her Entomb-
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Fig. 11. Detail of fig. 7.

Photo Anderson,
ment, and probably the now dispersed Assumption and Corona-

tion. It is very likely that above each of these eight scenes there
was once a panel containing the figure of an angel, as we find
in another picture of Duccio’s, the polyptych in the Accademia

(no. 47) ().

(') Several similar small panels of angels of the school of Duccio are found
in public and private collections.

23
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Fig. 12. Detail of fig. 7.

Photo Anderson.

The principal panel of Duccio’s Maesta shows us the Madonna
seated on a monumental throne of inlaid marble; she is turned
slightly to one side and looks, with bowed head, dreamily into the
far distance; the Child, Who is neither particularly graceful nor
animated, is held in His Monther’s left arm while in front she sup-
ports Him with her right hand (fig. 10). He is dressed in a white
semi-transparent garment which He grasps with both hands, and
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Fig. 13. Detail of fig. 7.

Photo Anderson,

a star-covered cloth is draped around His left arm. In front of the
host of angels, and saints which surround the Madonna (figs. 11
and 12), kneel the four patron saints of Siena, SS. Savinus and
Ansanus on the right, the holy bishop Crescentius and St. Victor
on the left. Behind the former is a row of five standing figures,
two angels, SS. John the Baptist, Peter and Agnes (plate 2), while
as a pendant on the left other side we have SS. John the Evan-



26 DUCCIO DI BUONINSEGNA.,

Fig. 14. Detail of fig. 7.

Photo Anderson,

gelist, Paul and Catherine (fig. 13). Behind each of these rows is
another of six angels (figs. 14 and 15), the innermost standing
slightly higher than the rest, thus forming a connection with the
four angelic figures who stand behind, leaning their heads on
their hands, which are laid upon the back of the throne as they
look lovingly toward the central figures. Five small half-figures



St. AGNES

Detail of Duccio's Maesta, Opera del Duomo, Siena.
Photo Anderson.
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Fig. 15. Detail of fig. 7.

27

Photo Lombardi.
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of Apostles are depicted above the principle picture, on either
side of it separated from the angels by a narrow border. On the
base ot the throne 1s the following inscription: Mater Sancta
Dersis sents requieists Duccio vita te quia depinxit ita.

This picture gives us a profound impression of the artist’s sense
of symmetry, each angel and each saint on the one side having
his pendant on the other, although taken separately each figure
shows a certain freedom of attitude and no trace whatever of
rigidity.

The half-figures of the Apostles above do not improve the
composition, but rather add to the overloaded impression which
this picture tends to convey. The rows of heads, one behind the
other, differing only in attitude, might well be a continuation of
the old Byzantine principle, many examples of which are to be
found in miniatures. The Florentine painters depicted their groups
In another manner, representing, as we saw, only the halves or
the upper part of the heads of the figures behind, but many other
differences are to be noted in their compositions. The newer
Western elements are manifest in the general aspect of the Vir-
gin, whose face, although unfortunately somewhat damaged,
must have shown a considerable likeness to that of the Madonna
of Perugia; the Gothic style of the draping is not more marked
than in some of Duccios earlier works.

Indescribing the scenes from the Life of Christ I prefer to take
them in the order of their occurance rather than as we find them
arranged on the altar-piece.

The Annunciation, now in the National Gallery (no. 1139)
(fig. 16), is depicted against a background of fine architecture,
from a projecting part of which, on the left, the celestial herald,
full of grace and beauty advances towards the Virgin whom he
blesses with his outstretched right hand; she is seen standing
under a large arch, raising one hand to her breast in a movement
of reserve, while in her other she holds a book. In the background
between the two figures stands a vase of lilies.

The Nativity (1), flanked on either side by a figure of a prophet,
the motif used to separate the various scenes of the predella, is

(Y) Dobbert, Duccio’s Bild die Geburt Christi in der K. Gem. Gallerie zu
Berlin, Jahrbuch der K. Preus. Kunstsamml , 1883, p. 153.
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now found in the Berlin Museum (fig. 17). We see, within a grotto
under a canopy, the Madonna half reclining on a mattress gazing
dreamily before her, the manger behind her contains the swad-
dled Babe, while the heads of the animals appear over the top of it.
To the left in the foreground the first bath of the Child is about
to be given; one of the two women is seen pouring water into

Fig. 16. Duccio, Annunciation. National Gallery, London.

the bath, the other holding the Child in readiness. To the left,ot
the Virgin, a very old St. Joseph sits meditating. To the right six
sheep and a little seated dog are represented, followed by two
shepherds, one young, the other old, looking at the angel, who
carries the message and forms one of the group of seven which
is depicted on either side of the roof of the shelter. These groups
are arranged in two rows; the three figures of the lower all
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direct their eyes downward to the Divine Child, while those
above look up toward the segment of a circle whichindicates the
heavens; from which the star of the East has descended, shedding
its beams on the newborn Infant. This painting has very great
artistic qualities ; the mystical Madonna, the graceful and greatly
rejoicing angels, and the realistic but harmonious group of the
first bath, are all excellently rendered; the manger with the Child
and the animals behind, however, are less succesful, forming a
stiff little group in the centre of this beautiful panel.

The following scenes are allin the Opera del Duomo of Siena.
The Adoration is depicted as taking place outside the grotto;
the Madonna, now enthroned, holds the Child, before whom one
of the Kings kneels to kiss His feet; the other two, both crowned,
stand behind Him; farther to the left are four men holding camels
and horses.

The Presentationin the Temple shows us againan arcade for a
background; Joseph, with covered hands, approaches from the
left, Christ, held up by the aged Simeon, stretches Hislittle hands
toward His Mother, who shows her eagerness to receive Him;
the prophetess Anna stands behind with uplifted arms; a prophet
on either side of the scene holds a long written scroll.

In the representation of the Massacre of the Innocents we see
Herod, attended by two other male figures seated on a dais, and
watching the soldiers below execute the cruel order. Two are
represented in the act of piercing the small bodies with their
swords, one as he 1s pulling the child away from his mother; and
numbers of slaughtered infants are seen lying on the ground.
The drawing of the children is particularly good, as are the
action, and the fierce expressions of the soldiers, but the grief of
the mothers is much less natural.

The story of the Flight into Egypt is illustrated by two small
scenes on one panel, which bears on either side the figure of a
prophet. On the left an angel appears to Joseph, who sits asleep,
warning him of the danger; to the right we find depicted the
Madonna and Child on a donkey led by a young man and follow-
ed by the gesticulating Joseph.

The Lord as a boy of twelve, teaching in the Temple (fig. 18)
appears against a beautiful architectural background consisting
of arcades on pillars which are adorned with little naked angels



32 DUCCIU DI BUONINSEGNA.

of an almost classical type. Christ is seen seated under one of the
arches with two rows of priests before Him ; He is looking toward
the left and seems to be speaking to His parents, who approach,
gesticulating.

Satan tempting Christ is represented in two scenes; one of
them, in which only parts of the architecture are preserved, was

Fig. 18. Duccio, Jusus teaching in the Temple. Opera del Duomo, Siena.
Photo Anderson.

found not long ago in the Cathedral of Siena; in all probability
it depicted the Saviour and His tempter on the balcony of a Go-
thic building (!). The other picture which forms partof the Benson
collection is a peculiar composition and one in which Duccio’s
capacity for the fantastic is most conspicuously present, whereas

(1) Weigelt offers us areconstruction of this picture, op. cit., pl. 17.
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in all his other scenes we find little or no trace of it. On a rock,
small in comparison with the figures, which in turnare enormous
in proportion to the building and cities shown, the Lord stands in
a graceful attitude, holding His cloak about Him and pointing
reprovingly at Satan, a horrible dark figure with wings and
claws, who offers Him the kingdoms of the world, represented
by several cities. From the oppositeside of the picture two stately
angels approach with respectfully covered hands, which are,
with one exception, raised in protest. The deep melancholy of
the Lord’s features is very impressive.

The Calling of SS. Peter and Andrew, which belongs to the
same collection, is of less artistic value. The Lord, standing on
the shore with a rock as background, extends one hand, in a
somewhat uncertain manner, toward the two future Apostles,
who are seen in a small boat, busily pulling in their net. St. Peter
turns toward Christ and raises one hand, rather stiffly; St. An-
drew looks neither at his net nor at the Lord. The figure and atti-
tude of the latter are full of compassion, but the disciples, and in
general the whole scene, are very expressionless, and the artist
has not succeeded in depicting the distance between the shore
and the boat at sea.

On the panel of the Wedding at Cana, which still exists in the
Opera del Duomo, eight persons, including the Lord, are re-
presented as seated around a table, on which are placed various
articles in general use. Itis illogical that, besides the Virgin, no
other woman is present. Three young men are occupied in pour-
ing water into amphora, while two others are filling up the
glasses. The figures are well drawn but not very natural, the two
standing in front ot the table being unduly tall.

The Samaritan Woman at the Well, again in the Benson col-
lection, resembles, in quality, the previous scene. The Saviour is
seated on the curb of the well, resting one hand onit. With a
gesture not unlike that which He makes in calling the two di-
sciples, He motions to the woman, who holds forth her right hand
in a similar fashion as she approaches the well, carrying one
water-jar on her head, and another, with a rope for drawing
water, in her left hand. Through an archway in the elaborately
fortified wall of a city on the right, four of the Apostles emerge;
on the extreme left, just behind the seated Christ, a fragment of

3
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arock is depicted. The Apostles, with their grave and interested
faces, are the best figures in this picture.

The Transfiguration in the National Gallery (no. 1530) shows
us the Lord in a mantle of cloth of gold, raising one hand and
holding a book in the other as he stands on a rock between Eliah
and Moses, one of whom carries a scroll. Lower down the three
disciples, Peter, James and John, kneel on the ground, gesticu-
lating, and looking up toward the apparition. This composition
is extremely simple, somewhat rigid and not altogether pleasing.
The painter has taken some liberties with the text, according to
which the Lord is clothed in a radiantly white garment while the
Apostles lie with their faces on the ground until the moment
when Christ tells them to look up, when Eliah and Moses have
disappeared.

In the panel of the Healing of the Blind Man (fig. 19), also in
the National Gallery (no. 1140), we have one of the very few
instances of Duccio combining two moments of a story in one
scene.

It is true that in the Flight into Egypt we had two events
depicted in the same painting but there they were separate pro-
ductions. Here, however, it is not so, for on one side we see the
Lord in the act of healing the blind man, who is represented a
second time walking away rejoicing. It has occurred to me that
Duccio might have followed the Gospel of St. Matthew (XX.
29 et seq.) who, differing from Mark (X. 46) and Luke (XVIII. 35),
relates the miraculous cure of two blind men (); on the other
hand, the two figures are so very much alike that we are forced
to conclude that Duccio wanted to represent the same mantwice.
The background of the scene consists of architectural inventions,
amongst which we find several very handsome buildings and the
beginning of a street. The Lord is followed closely, in fact too
closely,by HisTwelve Apostles, who move as though surrounded
by a crowd. The Saviour touches the eyes of the blind man, who
stands leaning on his staff; farther to the right the same man,
making a gesture with one hand, looks heavenward in obvious
gratitude for the miraculous recovery of his sight, as he lets his
staff, now useless, fall to the ground.

() R. van Marle, Recherches sur I'iconographie de Giotto et de Duccio.
Strasbourg, 1920, p 2o.
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The Resurrection of Lazarus (fig. 20), again in the Benson
collection, takes place against a background of rocks on which two
isolated trees are growing; a great multitude of people approach-
es from the left, and the Lord, Who forms the central figure,
with St. Peter behind and Martha in front, orders, with a gesture
of His outstretched hand, the dead man to come to life, while
Mary kneels at His feet; Lazarus, in his cerements, propped in

Fig. 19. Duccio, Christ curing the Blind. National Gallery, London.

the doorway of his sepulchre, the slab of which has just been
removed; the person nearest Lazarus holds his nose. The com-
position of the group around the Lord is very good; the figures
are without rigidity and show a variety of graceful and natural
attitudes. This is the last and I believe the best of those scenes
which donotactually form part of the altar-piece itself, and which,
on the whole, seem to have been executed with less care.

The first scene on the Maesta panel is one of double the usual
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size and represents the Entry into Jerusalem (fig. 21). Evidently
following the Gospel of St. Matthew, Duccio has depicted a
young ass running by the side of its mother, who carries the
Lord towards the Holy City; He is followed by a group of Apost-
les; alarge crowd stands outside the gate of Jerusalem, many of
those nearest the approaching Christ carry branches in their

Fig. 20. Duccio, the Resurrection of Lazarus. Benson Collection, London.

hands while one lays his cloak on the ground for the Lord toride
over. From within the walls a little group watches the proces-
sion; some of them hold their hands up to receive branches from
amanin atree; a youth near by is energically climbing another
tree. Of the city one or two buildings are alone represented;
from a window close to the archway a woman looks down on the
crowd below.

In the Last Supper we see Christ and His Apostles seated on



Fig. 21. Duccio, the Entry into Jerusalem. Opera del Duomo, Siena.
Fhoto Anderson,
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either side of along table; those nearest the spectator have turned
a little to one side, so that we see them in profile. Amongst them
Judas is recognizable ; the Lord in the midst ofthe Apostles at the
other side of the table holds a piece of bread in one hand. St. Peter
is placed on his immediate left and St. John, on the right, rests his
head on his Master’s breast. Of the others some are busy eating

Fig. 22. Duccio, Christ washing His disciples’ feet. Opera del Duomo, Siena.

Photo Anderson.

the bread or drinking the wine which has been placed before them.
Some are engaged in a lively conversation. The moment the
painter has chosen to represent is not that depicted by Giotto,
when the Saviour reveals to His disciptes the one who is to betray
Him; but rather theinstitution of the Last Supperitselfasindicat-
ed by the actions of the various participants. The decorated ceil-
ing 1s supported by joints, below which a rod, supporting a piece
of cloth whichhasbeen described as a curtain, but does not resem-
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ble such, runs the whole length of the room. Both doors of the
room are open.

Only eleven disciples are present at the Washing of the Feet
(fig. 22), Judas being absent, conspiring no doubt with the high
priests, as represented in the next picture. This scene takes
place in the same room as the Last Supper, but the table hasbeen
taken away. On the left Christ, kneeling with one knee on the
floor, holds St. Peter’s foot in His left hand, apparently blessing
him with His right. He has a towel before Him, which seems to be
attached to His girdle; St. Peter, making the traditional gesture
of raising his hand to his head, sits before Him with one foot in
the basin of water, beside which his sandals lie on the floor. Of
the other Apostles two are seated on a bench unfastening their
sandals while the rest stand in the background, two of them grasp-
ing their chins in awe, as they watch their Master washing the
feet of His disciple.

The Lord’s sermon of farewell is depicted in the same room;
the Saviour sits alone on the left; His figure is once again draped
in the handsome cloak which He had taken off in the last scene,
and from whose border one hand emerges. Before Him, sad but
full of attention, the Apostles are seated together.

Judas receiving the price of his betrayal (fig. 23), which might
have been depicted before the Last Supper, is the subject of the fol-
lowing scene. Against an open loggia, which, with a small portion
of the external wall of a church, forms the background, we see five
priests and four laymen; the central figure, that of an old priest,
is in the act of emptying the contents of a purse into the hands
of Judas, who steps eagerly forward to receive his payment.

In speaking of Christ praying in the Olive Garden both SS.
Matthew and Mark mention the fact that three of the disciples
were chosen to accompany their Master. St. Luke speaks of the
angel who appears to the Lord during His prayer, while the
pseudo-Bonaventura combines the two events, and itis evidently
this latter text which Duccio has illustrated in several scenes in
the one division. In the scene farthest to the left, against a back-
ground of rocks and trees, eight disciples lie huddled together
asleep on the ground, some in remarkably realistic attitudes;
farther to the right sit the disciples Peter, James and John above
whom the Lord bends, and says: “My soulis exceeding sorrowful
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unto death, tarry ye here and watch.” They are, however, unable
to remain awake, and the youngest of the three has already shut
his eyes. On the extreme right of the scene the Lord is depicted
in prayer, with an expression of profound melancholy, in harmony
with the words which, according to the text, He speaks a second

Fig 23. Duccio, Judas receiving the price of his betrayal. Opera del Duomo,
Siena. Photo Anderson,

time ;in the sky above, a little angel appears to Him. It should be
noted that Christ does not lie with His face on the ground as re-
corded by SS. Matthew and Mark, butinaccordance with St Luke
and the pseudo-Bonaventura, kneeling in prayer.

The Betrayal of Judas (fig. 24) takes place on the same spot as
the previous event. We see the soldiers, bearing torches, coming
to arrest the Saviour, while St. Peter cuts off the ear of Malchus.
Although the grouping is excellent, there are too many events
depicted simultaneously to make the scene thoroughly realistic,
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for at the same time as Judas gives his treacherous sign, we see
the mob laying hands on Christ, St. Peter cutting off the servant’s
ear, and seven of the Apostles hurriedly leaving the scene of the
tragedy. A very incongruous figure is one to the right of Christ;
his head-dress and bearded face are like a priest’s, while his
short dress and naked legs resemble those of the soldiers
amongst whom he stands.

St. Peter’s first denial takes place in a courtyard from which a
stairway leads up to a small projecting balcony of handsome
design; seven persons are seated around a fire in various and
well-observed attitudes. Amongst them the majestic figure of
St. Peter raises his hand in protest against the statement of the
maid, who, holding the balustrade, looks attentively at the
Apostle as she accuses him of having been in the company of
the Lord.

The scene in which Christ is brought before Annas takes
place indoors; the high priest is seated to the left on a hand-
some chair, with one hand raised in argument. Behind him a
priest stands in the doorway, while before him is led the piteous
figure of the Lord, with His wrists crossed and bound; He 1s
surrounded by a numerous group of soldiers, one of whom strikes
Him on the face as He asks “ Answerest thou the high priest so ?”
(St. John, XVIII, v. 22).

Duccio’s rendering of the Lord before Caiaphas (fig. 25) is
combined with the scene of St. Peterdenying Christ for the
second time, to the two men at the door; inside, the Lord, bound
as before and again surrounded by soldiers, stands in front of
Caiaphas, who is seated on a square throne and is depicted,
according to the Gospels, rending his clothes.

The following scene occurs in the same room; outside the
room, speaking to the maid, standing in the doorway, St. Peter
for the third time disowns the Lord, while overhead the cock
crows; inside the room, the Lord, Who is blindfolded, is beaten
with rods by the soldiers, while Caiaphas, seated on the same
chair, confers with his companions.

The Lord is then brought before Pilate; the latter sits beneath
a portico, while the soldiers have just led in the bound Prisoner,
Who 1s followed by a group of people headed by the accusing
priests.
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Fig. 25. Duccio, Christ before Caiaphas. Opera del Duomo, Siena.

Photo Anderson.

In the next scene Pilate has stepped in front of the Lord, and
is shown in the act of informing the mob that he finds no fault in
Christ, upon which the excited, gesticulating crowd retorts that
He incited the people to disorder. The change in attitude of the
accusers, as well as of the soldiers, who follow Pilate with their
eyes, is particularly well observed.

Pilate then sends Christ to Herod, before whom we find Him
in this scene,” which is enacted in surroundings almost identical
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with those in the representation of Christ appearing before
Caiaphas. The Lord, in the same attitude, and escorted by a
number of soldiers, stands close beside the spacious and ornate
throne, on which Herod is seated, with one hand raised ; near him
stand three men, one of whom, holding the white robe which he
hasbeen commanded to compel the Lord to wear, whispers some-
thing about it to his neighbour.

Fig. 26. Duccio, the Flagellation. Opera del Duomo, Siena.

Photo Anderson.
The scene in which Christ is brought a second time before
Pilate differs but little from the first; the incident occurs under
the same portico, as do the following three scenes. Christ is now
clothed in white; the attitudes of the soldiers and the crowd are

slightly different, though they occupy the same positions.
Inthenextscene the Lord, arrayed in purple and holding a rod
in His hand, is set upon a throne whose ornamentation resembles
that of Duccio’s Madonnas; Pilate, seated next to him, watches
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with attention the soldiers kneeling before the Saviour in mocking
veneration, others beat Him with rods or press the crown ot
thorns upon His head. Amidst the dense crowd which pressed
about near the tragic scene, some look away, one has a most
compassionate expression. This scene should have been placed
after that of Pilate washing his hands, for according to the

Fig. 27. Duccio, Pilate washing his hands. Opera del Duomo, Siena.
Photo Anderson.

Gospels 1t occurs after Christ had been given over to the mob,
but the Flagellation, which is the subject of the next painting,
happens under the direction of Pilate, who is here seen standing
on a small platform on the right, evidently giving orders (fig. 26).
Christ, now undressed, has been attached to one of the pillars of
the portico; at either side stands a torturer, one with a birch, the
other manipulating a many-thonged scourge; the eager mob has
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Fig. 28. Duccio, the Crucifixion. Opera del Duomo. Siena.
Photo Lombardi.

had to retire slightly, to leave sufficient room for the exe-
cutioners.

Pilate, who refuses any responsibility, is still depicted standing
on the same platform; a servant with a towel on his shoulder
pours water over his master’s hands (fig. 27); Christ, again cloth-
ed, i1s already being led away by the soldiers, one of whom
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Flg 20. Detail of ﬁg 28. Photo Anderson,

looks back in a significant way at Pilate, who did not dare con-
demn the prisoner.

The painting showing Christ on the road to Calvary has
afforded an excellent opportunity for the artist to prove his skill
in painting groups. In the foreground the aged Simon carries the
Cross; he is followed by the Saviour, Who is being pushed for-
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ward by one of the mob as He turns to look at the figure of the
Virgin, which is beautifully draped. This procession is accom-
panied by a large crowd, of which a great number are soldiers.

The Crucifixion (figs. 28 and 29), like the Entry into Jerusalem,
is twice the size of the other scenes. The dead body of Christ
falls into a two-fold curve as it hangs heavily by the somewhat
long arms from the cross-bar of the very tall Cross. The male-
factors on either side are on aslightly lower level and are much
less imposing. From the wounds of all three fall heavy drops of
blood, while on the legs of the two lateral figures traces of the
blows by which their bones were broken are visible. Thirteen
small angels fly gracefully above the central Cross, expressing
in a variety of gestures their profound grief; two of them ap-
proach to kiss the hand of the Lord. Under the Cross are two
groups of people, that on the left smaller than that on the right; in
front of the former we see the Madonna, whose hands are held by
St. John, fainting, in the arms of two of her companions; some
of the other women who help to form this group gesticulate as
they look up at the crucified Saviour. The group on the right
betrays evidence of excitement; the gestures are more violent
and the expressions more agitated ; many convey to us the idea
that a doubt has entered into their minds whether or not this
death was justified. The scene is a very impressive one and forms
a well-balanced composition. Duccio, who, as we have seen,
generally liked to depict events in minute detail, has, on this
occasion, done well not to destroy the general effect by trivial
details; the soldiers, for example, who are invariably depicted
gambling for the clothes of Christ, have been omitted. This
Crucifixion is in my opinion Duccio’s masterpiece.

In the Descent from the Cross (fig. 30), Joseph of Arimathea on
a ladder, and St. John on the ground, support the body of Christ,
which has been removed from the Cross, which in this scene is
not so tall; the feet are still fixed by a nail which Nicodemus,
kneeling on one knee, is extracting with pincers. The Virgin
presses to her own the face of her Divine Son; His arm, which
hangs inert across her shoulder, is supported by a female
follower, who, standing behind the Madonna, imprints a kiss
upon 1t. On either side two women look sadly on, those on the
right with covered hands, of which each raises one to her face.



DUCCIO DI BUONINSEGNA. 49

The sorrowful expressions of the faces are not very well depicted,
but the general atmosphere of the painting is one of sadness and
reverence. The posture of the helpless Saviour, and of the two
men who are supporting Him, is realistic and natural.

The Entombment (fig. 31) is represented against a rocky back-
ground. But for the absence of one female figure the actors are

Fig. 30. Duccio, the Deposition. Opera del Duomo, Siena.
Photo Lombardi.

the same as in the previous scene; the body of Christ, placed in
a white sheet, is gently lowered into the stone sarcophagus by
St. John, Joseph of Arimathea and Nicodemus; as pseudo-Bona-
ventura puts it, the Virgin presses her face against that of her
Divine Son; a woman bending over the Virgin raises her arms
in a gesture of profound despair; two others standing behind her
gaze with bowed heads upon the Dead. On the left stands another
female disciple, her sad eyes fixed on the Lord.
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TheLimbointowhich thel.ord descends (plate 3)is represented
by Duccio as a hill-side cave, but the artist has strangely enough
shownus two entrances. The Lord must have entered through a
narrow door-like opening, after having broken down the stone
slab. He treads upon the dragon-winged devil, which looks fierce-
ly up at him, as, holding his staff, surmounted by a crucifix and

Fig. 31. Duccio, the Entombment. Opera del Duomo, Siena.
Photo Lombardi.

a banner, He leans slightly forward to grasp Adam’s arm ; the
latter, an old man with a long white beard, kneels in the wider
entrance to the cave. Farther from the spectator is an elderly
female figure kneeling whom we recognize as Eve; of the others,
who stand in two rows farther back in the cave, several are vene-
rable, long-bearded figures of the same type as Adam, one wear-
ing a crown; the foremost figures in the cave, four in number,
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Fig. 32. Duccio, Detail of the Holy Woman at the Empty Sepulchre. Opera

del Duomo, Siena.
Photo Anderson.
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sign with their hands to the approaching Christ. In this scene the
Lord wears a rich gold-embroidered garment.

Although seen from a slightly different angle, the background
of the picture of the three Maries at the Empty Sepulchre (fig. 32)
1s the same as that in the scene of the Entombment. Of the three
Maries, two carry small jars of spices, and two make identical

Fig. 33. Duccio, Noli me tangere. Opera del Duomo, Siena.
Photo Anderson.

gestures of surprise at the sight of the stately angel in white sitting
at the head of the sepulchre, pointing to it to call attention to the
fact thatitisnow empty, and, as if in proof of this, the white sheet
in which the Lord was swathed is laid over the edge of the sar-
cophagus.

The two remaining spaces are occupied by the Lord’s appari-
tion to Mary Magdalene and also to certain disciples on the road
to Emmaus. The former (fig. 33) takes place againsta rocky back-
ground relieved by a couple of trees; the Lord is in a gold
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Fig. 34. Duccio, Christ appearing to the Pilgrims on the Road to Emmaus.

Opera del Duomo, Siena.
Photo Anderson,

embroidered robe, and is carrying the staff depicted also in the
Descentinto Hell. He turns, and with an expression full ofsadness
looks back at Mary Magdalene, who kneels on the ground, her
hands held out imploringly towards Him. In the simple, but charm-
ing representation of the scene on the road to Emmaus (fig. 34),
the Lord is depicted as a pilgrim wearing a sheepskin, with a
large hat slung over His back, and carrying a plain staff; He makes
asign to the two disciples, who look back at Him, and one of whom
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Fig. 35. Duccio, the doubting Thomas. Opera del Duomo, Siena,

Photo Anderson.

points towards the doorway a little farther on, arguing no doubt
that Christ should go in with them. Only a very great master could
give to three small figures and a fragment of architecture all the
charm and sentiment which this little scene conveys.

The predella consists of five other further apparitions, which
Herr Weigelt considers to be the work of a pupil. To me this does
not seem to be the case, and I believe that this part of the Maesta,
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although executed with less care, must be ascribed to the master
himself.

The first two scenes have been inspired by the Gospel of St. John
(XX. v. 19 et seq. and v. 26 et seq.); they are enacted within a
courtyard, one of the houses of which has a triangular front. The
Lord, who is again shown in the gold-embroidered robe, stands
before a closed door, with His right hand uplifted in benediction;
at either side is a group of five Apostles, all making gestures of
surprise and reverence; amongst them St. Peter s easily recognis-
ed. The next episode, that of Thomas the Doubter (fig. 35), is
situated inthe same surroundings, but the spectatoris now a little
more distant from the scene. The Lord raises His right arm, as
with His left hand He draws back His cloak to reveal the wound
in His side to Thomas, who approaching, places one finger in it.
Thomas 1s young and handsome, and 1s accompanied by nine of
his brother Apostles, four on the left, and five on the right.

In the apparition on the Sea of Tiberias (John XXI. v.I) (fig. 36)
the attitude and situation of the Lord closely resemble those de-
picted in the appointing of the Apostles to their mission. Of the
seven disciples mentioned in the text, St. Peteris depicted wading
through the water, stretching out his hands towards the Saviour,
while four of the six in the larger vessel look at Christ, the other
two pulling with all their strength at the net laden with fish.

The Lord appearing to His disciples on the mountainin Galilee
(Mark XXVIII v. 16—20), 1s also depicted (fig. 37), although the
rendering of this scene 1s not very clear, for some have supposed
its subject to be the Lord instructing the Apostles in respect of
their mission to mankind. On the left the Lord stands with raised
hands, while before Him the eleven followers are grouped closely
together, gazing with awe-struck expression upon their Master.

The next scene shows us Christ appearing to His disciples at
a meal. The eleven figures are depicted seated round a table,
five facing the spectator, one on the right, and five with their
backs towards the spectator; their heads are turned so that
their profiles are visible; all appear to be gesticulating in an exci-
ted manner as they look towards the Lord, Who approaches from
the left. ‘

The series of scenes from the life of the Virgin begins as it
were, with the Descent of the Holy Ghost; the Madonna seated
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Fig. 36. Duccio, the Navicella. Opera del Duomo, Siena.

Photo Anderson,

in the midst of the Apostles, raises her outstretched hands; the
figures around show great variety in movement and expression.

Concerning the representations of the last days and death of
the Virgin, HerrWeigelt believes that only the first — the Annun-
ciation of the death of the Madonna — is by the hand of Duccio
himself. This painting is sometimes called simply the Annunci-
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Fig. 37. Duccio, Christ appearing to the Disciples on the Mountain,
Opera del DuOmO, Siena. Photo Anderson.

ation, but obviously should not be so called, for the angel who
hasjust entered the room in which the Virgin is seated kneelsand
offers her a branch of the palm of Paradise, which fact is specially
mentioned at the forewarning of her death. The Virgin, whose
book lies open on a lectern, has evidently just left off reading ;
she raises her hands in surprise at the sight of the angel.
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Fig. 38. Duccio, the Apostles’ farewell to the Virgin, Opera del Duomo,

Siena. Photo Anderson.

We then see the Apostles miraculously coming to the house of
the Virgin, who had expressed a wish to see them before her death;
she clasps in her hands the right hand of St. John, who kneels be-
fore her; the palm branch is seen behind her. On the left, outside
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the door, twelve disciples are depicted in varying attitudes. SS.
Peter and Paul are standing hand in hand.

Again, in the same room, we have there presentation of the last
moments of the Madonna, who, reclining on a couch, is surrounded
by the Apostles (fig. 38); a group of seven seated and one standing
face her; three sit behind her, and two stand on her left; one, St.
John, holding the precious branch.

The text tells us that about the third hour; the Lorddescended
surrounded by a host of angels and that the soul of the Virgin left
her body taking refuge in the bosom of Christ. Thus it is that the
painter has portrayed the event in the following manner: the Lord
stands beside of the death-bed of His Mother, holding in His
arms a miniature figure in personification of the soul of the Ma-
donna; ateither side stands a cherub; beyond, on the left, are three
angels, and two on the right; behind these figures is another row
of eight angels and two cherubins. Nine Apostles stand at the foot
of the couch and two others kneel before this group, while behind
the head of the Virgin another Apostle is visible.

On the next panel we see the funeral of the Madonna (fig. 39)
taking place outside the walls of a city. The Virgin, with folded
hands, lies peacefully on her bier, which is born by the eleven
Apostles, St. John, leading the way, carries the palm branch in
his hand. A small figure who seizes the bier from behind must of
course be the Jew Recebes, who wanted to throw the body of the
Holy Virgin on the ground but whose hands withered or were
cutt off in the act, according to different versions. Three figures
just outside the gate are no doubt the Jews mentionedin the text
who were attracted by the sound of sweet music.

The last we possess of this series represents the Apostles
placing the body of the Virgin in the sepulchre; only four take an
active part in the poceedings and hold, as in the Entombment ot
Christ, the cloth on which the Virgin lies, the others bend over
the dead figure making gestures of distress. The sepulchre, no
less than the background, reminds us of the other Entombment,
but here several trees appear in the rocky background.

The Assumption and Coronation of theVirgin which concluded
this group of scenes, are missing, but as Herr Weigelt remarks
the latter might very well have resembled the one on the
triptych of Buckingham Palace which will be dealt with later on.
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These last panels are somewhat inferior to those of the
Passion, but, as I said before, although this entreprise is enor-
mous, I do not see the necessity of admitting the help of pupils or
collaborators.

Fig. 39. Duccio, the Funeral of the Madonna. Opera del Duomo, Siena.
Photo Anderson.

A polyptych belonging to the hospital of Sta. Maria della Scala
but deposited in the Accademia of Siena (no. 47) must be more
or less contemporary with the Maesta; unhappily time and
human hands have dealt rather roughly with this important
picture. The most damaged part is the central representation of
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the half-figure of the Virgin, who tenderly presses the Child to
her breast; to the left are depicted St. John the Evangelist and
St. Agnes (fig. 40), to the right are the Baptist and the Magdalene.
Above each of these panels we see two small half-figures of
prophets carrying unrolled scrolls, while over the central panel
is a representation of King David. The superimposed terminals
contain laterally, half-figures of angels and centrally, that of the
Lord.

Comparing this panel with the group of the Maesta, we find
many obvious points of correspondence: the two female saints as
well as the Evangelist are practically indentical and the face of
the Child Christ is also very similar. Many of the figureshowever
have retained little of their original appearance; of the Madon-
na’s face, for example, only the green priming is left.

Markedly resembling the Maesta, although not of such a high
standard of painting, is the upper part of the Madonna and Child
— evidently a fragment of a much larger picture — in the church
of Sta. Maria dei Servi at Montepulciano. It is above all the Child
who reminds us of Duccio’s great altar-piece ; He faces the specta-
tor and with one hand grasps the veil of the Virgin who in type
is somewhat more Byzantine than in the Maesta. This fragment
formed part of the altar-polyptych of the church of Sta. Maria
dei Servi which was built in 1305— 1306; the painting therefore
must have been executedalmost contemporary with the Maesta(?).

If the triptych in Buckingham Palace be really from the hand
of Duccio, it must be of later date than the Maesta, and must be
placed in the very last years of the master’s career. This then
would account for the incontestable differences which exist
between this panel and Duccio’s other productions; on the other
hand, there are too many obvious characteristics of the master
present in this painting for us to admit the possibility of its being
the work of another artist.

In the centre we find a representation of the Lord on the Cross
between the Virgin and St. John, two angels flying above the
cross-bar, and two others decorating the spandrels. The figure
of the Saviouris very long; drops of blood fall from the wounds
in His hands; the two lateral figures are also taller than we

‘ () V. Lusini, Rassegna d’Arte Senese, 1912, D. 116.
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Fig. 40. Duccio, two panels from a polyptich. Accademia, Siena.

Photo Anderson.
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usally find, and both wear gilt woven cloaks. The left wing
contains the Annunciation above, and below, the Virgin enthron-
ed with the Child, surrounded by four angels; in type the Infant
Christ resembles that depicted by the Maesta. On the right we
find St. Francis receiving the stigmata, below which the Lord
and Virgin are seated in majesty while six small angelslook over
the curtain which forms the back of the throne.

Although other works have been attributed to Duccio, Idonot
think that amongst the numerous works of art in Duccio’s
manner which have come down to us we shall find any others
which can pass as creations of the master’s own hand.

It seems to me that there can be no doubt, although this also
has been contested, that Duccio’s artis chiefly Byzantine in origin;
I think he may be looked upon as the last, but greatest, of the
Italo-Byzantine artists. Most of the following generation of Sienese
painters borrowed from his art only such elements as were not
Oriental, so that the real Ducciesque manner survived butashort
time the death of the master. The date 1345 is found on a work
of Niccolo di Segna’s, the last really Ducciesque painter, and this
date which is about twenty-six years after Duccio’s death, is the
last which we can in any way connect with this school. It1s,
however, very evident that amongst the factors which comprise
Duccio’s art, there are also many which are non-Byzantine, gene-
rally speaking we may say that the manner of the great Sienese
master consists in an Italian rendering of Byzantine art. Most
Italian of all is the graceful melancholy which emanates from all
the figures of Duccio’s works and by which he replaced the seri-
ous austerity of Byzantine figure painting. In almost all his cre-
ations the Gothic spirit of his outline emphasizes the Western
elements, and although the development of the master’s manner
runs parallel with the development of the Gothic spirit, it should
not be forgotten that we find it in his earliest creations (). The

() It seems to me therefore wrong to call Duccio’s later manner his Gothic
period as Mr. Langton Douglas does. The master’s two different manners
are rather to be determined by the decrease in importance of the Byzantine
factors. Mr. Langton Douglas places a “Roman period” between whathe calls
the Byzantine and the Gothic periods, but I find no substantial argument in
favour of this theory.
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architecture in the background of his pictures is also Gothic, at
least Western, and never Oriental. The most definite reminis-
cence of Byzantine art to be noted in his work is the Oriental
character of his figures. This is very clear in Duccio’s earliest
works; the Madonna of Crevole, the angels at the sides of the
throne in the Rucellai altar-piece, and the small figures in the
border of this marvellous picture, are in aspect and feeling more
Oriental than Italian, but in his later creations Duccio also seems
to frequently select his models from the East, for the angels of
the Maesta with their almond-shaped eyes, aquiline noses and
small mouths are not fundamentally different from those depicted
by the artists of Byzantium. The features of the Lord in the re-
presentations of the Passion and especially in the apparition
scenes betray a striking resemblance to those of the Saviour in
certain Byzantine miniatures, most of all with the 11thcentury
examples of the Gregory of Nazianze in the Paris National Li-
brary or those of the Cosmas Indicopleustes in the Vaticana.

It was Byzantium which imbued Duccio with a taste for magni-
ficent decorative effects, garments of cloth of gold and hierarchic
compositions. A Byzantine influence will also be observed in some
of the different costumes and their accessories (%).

Again Duccio’s iconography is Byzantine, principally on ac-
count of his choice of subjects, but also on account of his desire
for completeness — never omitting a scene in spite of the danger
of monotony — and the absence of any dramatic feeling, for it
must be confessed that in his representations of numerous epi-
sodes of the story of the Saviour and His Mother, the painter but
rarely deviates from the gentle melancholy of expression and the
graceful but stereotyped attitudes characteristic of Sienese art,
and in this respect his art is an exact antithesis of that of his great
Florentine contemporary.

With Duccio’s fidelity to the Byzantme iconography, [ have
dealt elsewhere in sufficient detail to make it unnecessary to
return here to the same question (2). On the whole it may be
said that the Byzantine iconography was so generally adopted
in Italian art of the 13th century thatit would have been surprising

(1) de Griinetsen, op. cit.
(3 R.wvan Marle, Recherches sur Piconographie etc.
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if Duccio had followed any other system. But besides this fidelity
to the existing tradition, which is to be expected in any [talian
painter of this period, two rather contrary statements may be
made with regard to Duccio’s art. On the one hand we find that
he not only accepted the current compositions, but probably had
Byzantine examples, no doubt miniatures, before his eyes, for
apparently unimportant points, such as attitudes and gestures
or architectural details, which appear in Byzantine works, and
which were not generally adopted by the Italians, are rediscover-
ed in Duccio’s productions (). On the other hand there are
about as many instances in which the painter has followed the
Byzantine type in general outline, but artistically speaking has
improved upon them by making certain changes in the details (2).

In his compositions, in so far as the formation of groups, or the
surrounding of the figures by the space in which they are depicted,
and the connection between the one and the otherare concerned,
Duccio proves not only his superiority over contemporary and
even later Byzantine artists, but also over Giotto himself.

It is to Duccio then that we owe that sense of realism in detail
which in the 14th century is a leading factor in the Sienese
school of painting, butin the delineation of the human form Duccio
remained much more conventional and Oriental than Giotto, and
considerably his inferior in dramatic narrative power, thus be-
traying, as I said before, his Byzantine susceptibility.

Thus we find that Duccio was un-Byzantine especially in the
grouping of his figures, and in giving to them their natural and
architectural environment. Never do we find in Duccio’s compo-
sitions the place in which the event occurs represented by a few
fragments of architecture as so frequently happens in Giotto’s
frescoes, and when the scene takes place in the interior of a
building, as for instance in the numerous representations of the
Lord before His judges, and he leaves part of the outside wall
visible, he does it in such a manner that we might really imagine
the incident to have occurred in an open loggia. It is clear how-
ever that in depicting the inside of a room, Duccio’s perspective
1s much weaker than Giotto’s. We observe rather frequently a

()IR. van Marle, op. cit,, p. 58.
() R.van Marle, p. 57.
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lack of proportion between the different parts as compared with
the composition as a whole, (for example in the Wedding at Cana
and the Last Supper) or again even actual mistakes in drawing
(the Lord at the age of twelve teaching in the Temple, in which
the floor slopes upward). The superiority of Giotto’s attemps to
produce perspective is, on many occasions, due to the fact that
he depicts ceiling, floor and lateral walls of an interior view, while
in Duccio’s works we seldom see more than the background and
ceiling.

Giotto’s desire for graphic illustration was the cause of his
simplified compositions, in which little more was represented
than the actors of the drama, and even then such importance was
given to the action, that the accessory figures were somewhat
neglected, packed together in a corner or disappearing behind
the others, with only the upper part of their heads to indicate
their presence. This perhaps is only natural in the works of an
artist whose aim was almost exclusively to make his represen-
tation of events comprehensible.

Duccio’s principle was an entirely different one; his great
desire, before all else, was to produce beautiful pictures, and the
composition is made to correspond with the general conception of
the work of art. In his paintings we do not find the principal
figures of the drama very prominent and the others inconspicuous;
for this reason his general composition and grouping are much
more uniform. In representations such as the Last Supper, Judas
conspiring with the high priests, St. Peter’s first denial, Pilate
washing his hands, and the Calvary, there is no differentiation
between the more and the less important personages, but the
arrangement of the figuresis none the less well-balanced.

In the same manner as the Byzantine miniaturists executed
their fine illuminations, Duccio painted his beautiful pictures,
calm and passionless, but of an extraordinarily high aesthetic
standard.

In his different composition and in the introduction of factors
characteristic of Sienese art — foremost amongst them the
Gothic style of drawing and design - Duccio improved upon
the Byzantine image to such an extent, that he not only paved
the way for fresh artistic aspirations in his own city, but the
Orient acquired from Italy, most of all from Siena, some of those
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elements of beauty which the great Sienese artist had added to
the Eastern style.

There is no doubt that the more animated composition and
taste for dramatic representation of the later Byzantine artists
came from Italy (). The gentle facial expression and the graceful
design of the Russian painter Roublev, who was active about
1408, cannot be explained without admitting an Italian influence,
and although we do not find any trace of the Gothic spirit in
his lovely picture of the three angels at the table of Abraham, in
S. Sergius, near Moscow, it is nevertheless a work which owes
most of its qualities to Duccio (?).

(Y E. Millet, Recherches sur I'iconographie, p. 62s.

() The last historian of Russian art, however, in his otherwise excellent
work, denies the existence of an Italian influence on Byzantine painting.
L’ Réaun, 1’ Art Russe, Paris, 1921, p. 188.



CHAPTER II.

SCHOOL OF DUCCIO.
DUCCIO’S ANONYMOUS FOLLOWERS.

The number of Duccio’s followers was very considerable,
and, as I have already remarked, although his school — or we
might say his tradition -— was only of shortduration, it monopo-
lized, at least for a time, the greater part of Siena’s pictorial
output.

None of the painters whose works we are about to consider
1s known to us by name, but it may be taken for granted that the
Johes Ducii De Senis who executed a picture for the church of
S. Dominico of Carpentras (), and the Grorgio de Duccio dipin-
tfore whose name appears in a ledger of the hospital of Siena (2),
are amongst their number.

The Ducciesque paintings may be divided into four principal
groups: I, the products of Duccio’s studio; II, Segna di Bonaven-
tura, with his son and other followers; III, Ugolino da Siena and
his adherents; and IV, painters belonging in a more general
sense to the Ducciesque school.

Of Duccio’s assistants there is one whose manner so strongly
resembles the master’s own that several of his works have been
attributed to Duccio himself,. and hitherto no one has ever
grouped them together as the output of one artist.

The most important of his pictures is a polyptych composed
of five half-length figures in the Gallery of Siena (no. 28). In the
centre we see the Virgin, carrying on her left arm the Child
Jesus, Who grasps a fold of her dress; on the left are SS. Augus-
tine and Paul, and on the right SS. Peter and Dominic; while the

() G De Nicola, L’ Affresco di Simone Martini ad Avignone, L’Arte, IX,
1906, p. 340.

(*) L. Douglas, The Exhibition of Early Art in Siena, Nineteenth Century

and after, November 1504; and note 1 in Crowe and Cavalcaselle, op. cit.,
111, p. 16.
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Fig. 41. Duccio’s workshop, Polyptych. Accademia, Siena.

Photo Anderson.
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Fig. 42. Detail of fig. 41. Photo Lombardi.
terminal panels contain, in the centre, the Saviour, and on either
side figures of angels (fig. 41 and 42)('). The types and the general

(Y It is catalogued as a work of Duccio’s and attributed to this master by
IV. Rothes, Die Bliitezeit der Sienesischen Malerei, Strasbourg, 1904, p. 43.
Weigelt, op. cit.,, p. 172, looks upon it as a work from Duccio’s studio. V.
Lusini, Rassegna d’Arte Senese, 1912, p. 118, believes the picture was
painted for the monastery of S Paolo “nella costa di S. Marco”, founded in
1342; but this date seems to me much too late.
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aspect of the work convince us that it can only have been painted
in Duccio’s immediate environment, but if compared with the
master’s own work it will be found of slightly inferior quality.
Beautiful as itis, it is not entirely free from a certain hardness in
the drawing of the features and the draperies, nor do we find
here that spiritual tenderness of expression which is never lack-
ing in Duccio’s own work. The nobility of form and magnificence
of colour, however, are by no means inferior to those of the
master.

An equally beautiful half-length figure of the Madonna, of
which the provenance is unknown, but which was acquired some
years ago by the Gallery of Siena (no. 538), is undoubtedly the
work of the same artist (fig. 43) (*). This painting betraysaneven
greater resemblance to Duccio’s own manner than that previ-
ously described ; and here too the expression reminds us more of
the master’s works. The type of the Child, Who is sitting erect
on His Mother’s left arm, grasping her right hand and looking
behind Him, resembles that of the above polyptych, both differ-
ing slightly from Duccio’s type of the Infant Christ. Again, a
certain hardness of expression may be noted which is foreign to
the master’s own productions.

It seems to me beyond doubt that it was the same artist who
repainted Guido da Siena’s famous Madonna in the Palazzo Pub-
blico of Siena. I have already pointed out in the previous volume
that only a small part of the original work has been preserved.
The head of the Virgin and the whole figure of the small Christ at
least betray a flavour of Duccio’s work. We might, it is true, say
the same of the inscription with the name of Guido and the date
1221, where the form and shape of the letters are identical with
those to be seen on Duccio’s Maesta. The features of the Virgin
show a marked resemblance to those of the central figure of the
polyptych in the Gallery of Siena (no. 28), while the Childis very
similar in type to the Infant Jesus of the last-mentioned panel.

Again, there are three other half-length figures of the Madonna

(1) Before 1906 it belonged to the Bishop of Colle. It was bought by the
Gallery as a work of Duccio’s; see H. Franchi, Rassegna d’Arte Senese,
1906, p. 115; and is catalogued as such. R. Schif, L'Arte, 1912, p. 366, is of
this opinion, but V. Lusini, op. cit., and F. M. Perkins, Rassegna d’Arte,
1913, p. 7, have attributed it to the school of Duccio.
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Fig. 43. Duccio’s workshop, Madonna. Accademia, Siena.

Photo Anderson,

which reveal such marked similarity that we may regard them
as the work of a single artist, who must also have been anappren-
tice in Duccio’s studio. TheseMadonnas are those of the Collegiata
of Asciano, the Compagnia di Sta. Maria della Grotta, Siena,and
the Tadini-Buoninsegni collection, originally in Pisabutlatertrans-
ferred to Florence.

Of these three, the first is the work which most closely resem-
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bles the central part of the polyptych in the Accademia of Siena
(no. 28), which I attributed to the first of Duccio’s followers (?).
Comparing this painting with the previous group, we find a less
rigid outline, a greater tenderness of expression, taller figures,
more movement,anda greater plasticity, but a falling-off of techni-
cal excellence. Moreover, despite his imitation of minor details,
such as the abnormally long index finger of the left hand, this artist
is a degree farther removed from Duccio than the painter of the
polyptych.

The Madonna of the Compagnia di Sta. Maria della Grotta (fig.
44),1s now in the Opera del Duomo (2). The church in which this
picture was originally preserved was built in 1302 (%); this may
serve as an indication of the date of this painting, whichisnow in
very poor condition. The chief difference between this and the
previous panel is the type of the Child, especially as regards the
features and the hair, which is here smooth and straight whereas
in the other panel it was curly.

In the Madonna of the Tadini-Buoninsegni collection theappear-
ance of the Child may be said to be midway between the two
others, but here again we donotfind the characteristic gilt thread
woven in the cloak of the Madonna, and her eyes are much more
expressive of tender melancholy (*). This picture has been attri-
buted to Duccio, butitis certainly not a work of the master’s hand,

(Y Thisworkis attributed to the “bottega” of Duccio by V. Lusini, Rassegna
d’Arte Senese, 1912, p. 117, and to an immediate disciple by Perkins, Rassegna
d’Arte, 1913, p. 6 and 36.

(*) The picture was placed here after it had been stolen from the church in
which it originally hung. v. Rassegna d'Arte Senese, 1920, p. 58—39 It has
been attributed by G. De Nicola first to the school of Duccio (Bollet. Senese
di Stor. Patr.,1911, p.437) and in his Catalogo della Mostra diOpera di Duccio
di Buoninsegna e della sua scuola, Siena, 1912, no. 31, and then to his studio
(Vita d’Arte, 1912). v. Rassegna d’Arte Senese, 1912, p. 156. V. Lusini ascri-
bes it to Duccio’s studio (Rassegna d’Arte Senese, 1912, p. t19) and F. M.
Perkins to an immediate disciple (Rassegna d’Arte, 1913, p. 7).

(®) Lusini, op. cit.

(% P. D’Achiardi, Una Madonna Sconosciuta di Duccio di Buoninsegna,
L’Arte, IX. 1906, p. 372. The attribution was accepted by Venturi and
Langton Douglas. V. Lusini, op. cit., p. 119, ascribes it, and I think rightly,
to Duccio’s workshop; Perkius, op. cit.,, p. 7, to an immediate follower.
Weigelt, op. cit., p. 174, note, to Duccio’s school.



74

SCHOOL OF DUCCIO.

Fig. 44. Duccio’s workshop, Madonna. Opera del Duomo, Siena.
Photo Lombardi,
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although it may be one of the most pleasing products of his disci-
ples and more closely approaching Duccio’s own style than the
two other panels which we have ascribed to the same artist.

A small triptych in the Gallery of the Hospital or Confraternita
della Madonna sotto le Volte della Scala, is, by Cavalcaselle (%),
Berenson (%), and Perkins (), attributed in part to Duccio himself.
The central part is an exception; it represents the Crucifixion and
seems to be by quite a different hand. The original aspect of the
lateral panels, which are adorned with scenes of the Flagellation
and Entombment, has been considerably altered by restoration
and re-gilding (%).

In the same collection there exists a panel of the Crucifixion
which has also been very badly restored. The composition shows
a great similarity to the Crucifixion of the Maesta, and some of
the heads, which retain their primitive aspect, are executed in a
manner such as we might imagine Duccio’s to have been as repro-
duced by a close disciple (°).

The Gallery of Siena still possesses two pictures which were
certainly produced under the direct influence of Duccio (¢). The
more important of these contains half-length figures of the Baptist
and St Peter, with angels on the terminals (no. 22), being obvi-
ously part of a polyptych. So little remains of the original painting
thatnot much canbe said aboutit, save that at one time it probably
showed a great likeness to Duccio’s manner.

The other picture (no. 24)is but a small fragment of a larger
work and represents the half-length figure of a holy martyr (7).

Besides those panels which I have attributed to Duccio’s

() Crowe and Cavalcaselle, op. cit., p. 17.

(%) Berenson, Central Italian Painters.

(°) Perkins, Rassegna d’Arte, 1913, p. 6. De Nicola, Catalogo, No. 33,
hesitates between Duccio and his workshop.

(*) Venturi, op. cit., p. 581, note, and }¥eigels, p. 177, note, do not ascribe
these panels to Duccio himself. Lusini, Rassegna d’Arte Senese, 1912,
p- 121, is doubtful.

(*y This painting also is attributed by Mr. Berenson to Duccio, but by
Weigelt to a follower.

() They are catalogued as works of Duccio’s.

(") De Nicola, Catalogo, No. 70, considers this picture to be in the manner
of Segna.
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Fig. 45 School of Duccio, Maesta. Badia a Isola.

Photo Brogi.
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studio, there are still anumber of other paintings which, although
they are often of excellent quality, betray certain points of
difference from the master's own work. Here we are dealing
with the products of a group of artists who not only received
their inspiration from the same great master, but had also one
another’s works constantly before their eyes, so that it is but
natural that all should have a somewhat similar aspect.

The earliest of these is, no doubt, the master to whom we owe
a large but somewhat restored Madonna, of the Maesta type,
in the church of 5. Salvatore at Badia a Isola at Coll. e di Val
d'Elsa (fig. 45) (). The Virgin wears a mantle of cloth of gold,
and carries on her left arm the almost erect Babe, in the attitude
of blessing; and on either side of the marble and mosaic throne
stands an angel.

As Mr. Perkins has remarked (), the painter of this panel does
not betray the influence of Duccio so much as his descent from a
common origin, which would be the late Byzantine Duecento art
of Siena. On the other hand, it is obvious, and perhaps only
naturally so, that his work betrays some knowledge of Duccio’s
manner; but this painter has been dominated more by the archaic
and hierarchical spirit of his day than by the sweetness and grace
of the leading Sienese master.

This, however, changed as the painter’s art evolved; for there
exists another Madonna by his hand in a private collection, in
which the Ducciesque elements are more evident (fig. 46). The
composition of this equally large picture is identical with that of
the Madonna already described, with the exception thathere two
angels stand at the sides of the throne. It is they that show most
clearly connection with the earlier work and confirm the attri-
bution to the same master. His hand is also plainly to be discerned
in the other figures, although there is an obvious increase of
tenderness of expression and grace of attitude and proportion; a
proof that we have here a later work of this anonymous artist,
whose subjection to Duccio’s influence must have been a gradual

(*) Attributed to Duccio by Langton Douglas, Crowe and Cavalcaselle, 111,
P. 19; to his school by I. Vavasour Eider, Rassegna d'Arte Senese, 1908,
P- 26; Lusini, Idem, 1912, p. 120 ; Weigelt, op. cit., p. 136.

(*) Rassegna d’Arte, 1913, p. 8.
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Fig. 46. Master of the Badia a [sola Maesta, Maesta. Private Collection.
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process. There exists good reason to attribute this panel, on
account of its provenance, to a date prior to 1304.

In the Archiepiscopal Museum of Utrecht there 1s yet another
fragment by the same master, which depicts the head and
shoulders of the Madonna with the Child in the attitude of bene-

Fig. 47. Master of the Badia a Isola Maesta, Fragment of a Maesta.
Archiepiscopal Museum, Utrecht,

diction (fig. 47); doubtless this once formed part of a similar
Maesta. It is the type of the Babe, with His round head, chubby
nose and thick lips which more especially confirms this
attribution.

As a matter of chronology the Utrecht picture should probably
stand between the two other paintings of this master.



Fig 48. School of Duccio, Maesta. Gallery, Citta di Castello.

Photo Alinari,
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Dr.DeNicola, Messrs.Berenson, Perkins(?), Lusini(2), Weigelt(®)
and the present writer are agreed in ascribing to one and the same
artist the large Madonna in the Pinacoteca of Citta di Castello, a
half-length figure of the Virgin and Child from the church of S.
Michele at Crevole, now in the Opera del Duomo of Siena, and a
polyptych in the Gallery of the same city.

The first of these (fig. 48), formerly in the church of S. Domenico
at Citta di Castello, belongs to the same type of Maesta as the
pictures already described, but it has undergone extensive res-
toration so that its original appearance has been considerably
modified, although originallyit must havebeenamagnificent work.
The Madonna, seated on a high throne inlaid with marble, sup-
ports the Babe on her left arm, upholding one of His feet with her
hand. At either side of the throne stand three angels, of whom the
farthest removedis touching the throne, while the other two raise
their hands in gestures of veneration. The least restored figurein
the picture is that of the lively-looking Christ-Child Who grasps
part of His Mother’s head-dress. Notwithstanding the changes
which this picture has suffered, it is one of the finer works of the
Ducciesque tradition.

Several characteristics, such as the type, the shape of head, the
strong yet refined drawing, the shape of the hands and fingers,
and the deep, serious feeling expressed in the picture, enable us
to ascribe to the same master the half-length figure of the Madonna
with the Child from Crevole (fig. 49), now in the Opera del Duomo
of Siena. Here the chief difference will be found in the direction of
the Madonna’s gaze, which is fixed on the Babe, Wholooks upat
her, while at Citta di Castello His eyes were turned away from
His Mother.With its quaint and strenuous attitudes and its facial
expression, it bears the least resemblance to Duccio and may
be regarded as one of his latest productions.

(Y) Rassegna d’Arte Senese, 1908, p. 3I.

(? Idem, 1912, p. 134; 1913, p. 19. This author, I think without suffi-
cient reason, attributes to the same painter an enthroned Madonna in the
library of the Mont’ Oliveto monastery and the already mentioned Madonna
in the Collegiata of Asciano.

() Weigelt, op. cit., p. 195.

(9 Attributed by Suida to Meo da Siena, Jahrbuch der Preus. Kunst-
samml.. 1905, p. 28, by Venturi to the painter of the Madonna (no. 565)

in the National Gallery, and by others to Segna.
6



Fig. 49. The Master of Citta di Castello, Madonna.
Opera del Duomo, Siena. Photo Alinar
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Fig. 50. The Master of Citta di Castello, part of a polyptych.
Accademia, Siena. Photo Lombardi,

Another work by the “Master of Citta di Castello” is a polyp-
tych in the Accademia of Siena (no. 33) (fig. 50), originally in the
S. Lorenzo monastery, representing, in the centre, the Madonna,



Fig. 51. The Master of Citta di Castello, panel of a polyptich.
Accademia, Siena. Photo Lombardi.
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holding the Babe with her two hands, between St. John the
Evangelist and St. Francis on the left and St. Lawrence and St.
Clare (fig. 51) on the right. In the terminals we find, above the
Madonna, the Lord, and over the other figures respectively SS.
Peter and Augustine, John the Baptist and Mary Magdalene.

The master’s earliest and most Ducciesque painting is a half-
length figure of the Madonna in the Glyptotheca of Copenhagen
(fig. 52) (1). The connection with Duccio, to whom it has lately
been erroneously attributed, 1s in this picture more obvious;
since at the time of its production the artist had not yet quite
found his own particular manner. We already notice the tendency
to less attenuated proportions, harder outlines and a certain cold-
ness of expression never found in Duccio’s own works.

The “Master of Citta di Castello” stands out among Duccio’s
disciples as a remarkable figure. In its general aspect his work,
and above all the presumably early Madonna of Citta di Castello,
most certainly belongs to this tradition; but hisfigures arebroader,
more monumental, more plastic, much more tragic and less
sentimental than Duccio’s, or those of any of his other disciples;
this i1s true not only of his Madonnas, but also of the magnificent
figures of saints in the polyptych in the Accademia.

The St. Clare is a most impressive figure. In his minute and
more elaborate linear effects the artist sometimes reminds us of
Ugolino, but lacks his violence, while he has a keener sense of
beauty, and obtains very remarkable and individual results by
his handling of light and shade, especially with regard to the
separation of planes. The Byzantine elements in the Crevole
picture are confined to a few technical details, but it seems likely
that these variations on Duccio’s manner increased with time,
and are especially characteristic of his later products.

One does not easily forget the facial expression of this painter’s
Madonnas; it reveals a deeper feeling than is to be found in
the works of another master — whom we shall call “Pseudo
maestro Gilio” — and whose paintings bear a strong resemblance
to those which we have been considering.

We have at least three Madonnas by this artist, while it seems

() A V%uri, Un opera di Duccio di B. a Copenhagen etc,, L’Arte, XXIV,
1921, p. 198. The catalogue of the Glyptotheca mentions the correct attribu-
tion to the Master of Citta di Castello made by Mario Krohn.
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Fig. 52. The Master of Citta di Castello, Madonna. Glyptotheca,
Copenhagen.
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Fig. 53. Pseudo Maestro Gilio, part of a Maesta. National Gallery, London.

possible that yet a fourth may be attributed to him. One of these,
again, belongs to the same type as the Maesta, but only a frag-
ment of this work has survived. It will be found in the National
Gallery, where, for along time, itpassed as apainting of Cimabue’s;
but J. P.Richter has rightly attributed it to the school of Duccio (%).
The panel has been cut though just beneath the knees of the
Virgin, but the marble inlaid throne, around which are grouped
six angels, still remains visible (fig. 53). Very characteristic of

(Y) J. P. Richter, Lectures on the National Gallery, London etc., 1908, p. 8.



88 SCHOOL OF DUCCIO.

Fig. 54. Pseudo Maestro Gilio, Madonna. Accademia, Siena.
Photo Alinari,

this painter is the type ot the Child, with sharp nose, small mouth,
and thick, curling, protruding lips, features which we find not
only in the Madonna but in some of the angels as well. The gilt
hem of the Virgin’s robe displays a smoothly flowing line of
Gothic character. The panel is considerably restored.

The second work of this master’s is also an enthroned Ma-
donna, in the Gallery of Siena (no. 18) (fig. 54), and this too is
mutilated, but to a less extent. No angels stand around the throne,
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and another difference to be observed is that the Virgin is here
depicted full-face, while she is shown three-quarter face in the
picture in the National Gallery. The Babe, Who, in the other paint-
ing is seated calm and erect, has here a more anxious expression.
The picture is in the Gallery of Siena attributed without any
reason to a “Maestro Gilio”, a painter mentioned in the year r250;
Prof. Venturi ascribes it to Pietro Lorenzetti (2).

The painter’s third work is a fresco in the Collegiata of Casole,
attributed by Dr. De Nicolo to Pietro Lorenzetti, in his first and
most Byzantine manner (). Again the subject is a Maesta, very
like the London panel. The fragment which remains, shows the
upper part of an enthroned Madonna, with three angels on one
side, and the head of a bishop on the other. _

The fourth picture, which, as [ mentioned, might be by the
same hand, is a half-length figure, in profile, of the Virgin, gazing
at the naked Child, Whom she holds in a position reminiscent of
that seen in the panel belonging to the National Gallery. Before
its purchase by the Siena Gallery, this painting formed part of a
private collection (%). Although in poor condition, it seems to me
that the characteristic peculiarities of the features are here so
plainly reproduced, and the type of the Child is so similar, that
its attribution to the author of the three previous pictures is
justified. It might, however, be that the last-mentioned panel is
an earlier product, and that in the Gallery of Siena a creation
of his maturer manner. Like the painter of the Madonna of Citta
di Castello, so also this unknown artist seems of a more tragic
and less tender temper, being technically less Byzantine and
stronger in his rendering of plastic effects than Duccio himself.
The types,however, remain less grandiose and altogether differ-
ent from those of the Master of Citta di Castello. His art forms
a link between Duccio and Pietro Lorenzetti, whose master he
may very well have been.

One of the finest products of Duccio’s studio is a triptych (no.

(1) A. Venturi, op. cit., p. 586,

(®) Rassegna d’Arte, XIX, 1919, p.96. The considerably damaged fresco
adorns a niche — no doubt an altar — in a lumber room, to the left of the
church.

() H. Franchi, Rassegna d Arte Senese, 1907, p. 6. Lusini, Idem, 1912,

P 134.
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35) in the Accademia of Siena which has even been attributed at
times to the master’s own hand (%). This very beautiful but rather
dilapidated painting shows us, in the upper part of the centre
panel, the Coronation of the Virgin, between the two SS. John,
with four angels looking over the back of the throne, on which
the Madonna and Lord are seated, and below, the Virgin enthron-
ed between SS. Peter and Paul; here two small angels are seen,
while a donor kneels at the feet of Our Lady. Seven half-figures
of saints form a sort of predella,while the two figures of the Annun-
ciation are shown in the spandrels. Inthe wings are represented,
on the one side the Nativity, the Flagellation, and the Calvary,
and on the other the Crucifixion, the Descent from the Cross, and
the Entombment. It is certainly no lack of quality that makes us
conclude that this work is by another than Duccio; but the drap-
eries are rather different and the figures are slenderer.

We find this last characteristic, but in a greater degree, intwo
other Ducciesque panels which might well be from the same hand.
The one is a triptych, now part of the Blumenthal collection in
New York (fig. 55); the other is a Crucifixion in the possession of
Prince Gagarin in Petrograd. The former (¥) shows us in the
centre the Lord on the Cross, around which fly four small angels;
below, on the left, stand the Virgin and St. Clare, and on the
right St. John and St. Francis. In the wings three small scenes
are depicted, one above the other, on either side; those on the
left are the Annunciation, the Nativity, and the Adoration of the
Magi; and those on the right the Coronation of the Virgin, three
male, and three female saints. Although quite faithful to the
Ducciesque manner, it may be that this panel is the work of the
generation following that of the master.

The Crucifixion in Prince Gagarin’s collection (%) resembles

() Catalogued as such; also attributed to D. by Berenson, The Central
Italian Painters, p. 163. Rassegna d’Arte, 1912, p. 121, ascribed to his school
by Perkins, Rassegna d’Arte, 1913, p. 7.

(%) Weigelt, p. 193, remarks upon a close connection with Niccolo di Segna’s
art, which I am unable to see.

(®) Reprod. Weigelt, pl. 61. Attributed to Duccio by P. P. Weiner,
L’Esposizione di quadri antiche promossa a Pietroburgo della Rivista
Starije Godij, L’Arte, XII, 1909, p. 220;and by F. Sapori, Rassegna d’Arte
Senese, 1910, p. 83.
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Fig. 55. School of Duccio, Triptych. Blumenthal Collection, New-York.
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that of Duccio’s Maesta in the matter of composition, but is
somewhat simplified by the omission of the two thieves who
were crucified on either side of the Saviour. Here two small
angels accompany the Crucified, and numerous groups are seen
standing on either hand; the swooning Virgin is supported by

Fig. 56. School of Duccio, Triptych. Sta. Catarina, Montalcino.

Photo Lombardi

her companions and St. John, while some small boys stand near
the foot of the Cross.Comparing this representationwith Duccio’s,
we observe an inability on the part of the artist to imitate the
master’s treatment of groups. The people in the picture now in
question form compact masses, their heads appearing one above
another in ascending lines.
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Fig. 57. The Master of Montalcino, Madonna and Saints. Pieve, San Giovanni

d’Asso.
Photo Istit, Arti Grafiche.
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To a more faithful adherent of Duccio’s manner we may per-
haps attribute four different works. They are:

1. a damaged and restored triptych on the altar of the sacristy
in the Conservatorio of Sta. Caterina at Montalcino (fig. 56),
showing the half-length figures of the Madonna and Child, a
holy bishop (Nicholas ?) and St. Antony of Padua, and on the
terminals the Lord and two angels;

2. four parts of a polyptych in the Accademia of Siena (no. 38),
each depicting the half-length figure of a saint in the main
panel and two small half-length figures of saints above; the
principal figures are St. Benedict, the archangel Michael, St.
Bartholomew and St. Nicholas;

3. no. 37 of the same gallery: a panel of identical composition,
showing as principal figure St. Bartholomew;

4. in the church of S. Giovanni Battista of San Giovanni d’Asso,
certain paintings of better quality than the foregoing, for
which reason I rather hesitate to include them here. They
comprise three considerably restored and detached polyptych
panels, showing the Madonna and the two SS. John with the
Saviour and two angels on the terminals (fig. 57) (!). They are
finer in feeling and of a more tender expression.

On the whole, however, the work of this painter does not
reveal him to us as a very refined member of this group; the
colouring is dark, the drawing not without a certain hardness,
the draperies fall in heavy folds, there is a lack of grace in the
attitudes, and the contrast of light and shade is almost startling.
The painter, however, faithfully adheres to the Ducciesque
type and feeling, although the latter is somewhat exaggerated,

Of a more refined disciple of Duccio’s we have, in the Gallery
of Siena (no. 36), a crucifix (fig. 58), on which the date 1305 1s
visible, attributed, without any reason, to a painter called Masa-
rello di Gilio. At the ends of the cross-bar the half-length figures
of the Virgin and St. John are seen, and above, in a circular
medallion, that of the Lord. This crucifix is one of the finest

(Y F. Bargagl Petrucci, Pienza, Montalcino ela Valdarno, Bergamo, 1911,
p. 17. Dr. De Nicola believes these last three paintings to be by the same
author (Catalogo, Nos. 61—66, 85—86), but does not include the first of these
works in the same group.
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Photo Anderson.

() O. Sirén, A descriptive Catalogue of the Pictures in the Jarves Col-
lection belonging to Yale University, New Haven, etc., 1916,
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Fig. 50. School of Duccio, Angel. Museum, Berlin.

polyptych; a similar panel was recently offered for sale in the
Florentine market for antiquities, which might have formed
part of the same polyptych, while a third once formed part of
the Saracini collection, in Siena, but is now in the Johnson col-
lection in Philadelphia (no. 88) (). Finer than any of these are two
similar figures of angels in the Loeser collection in Florence.

(9 In the catalogue the Berlin panel is attributed to the “School of Cima-
bue”. The picture in the Saracini collection was believed by Messrs. Beren-
son and Douglas to be by Duccio himself, although the former is now less
affirmative about the matter. See the Catalogue of a Collection of Paintings
and some art Objects : Italian Painting, Philadelphia, 1913.
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An important Ducciesque Madonna belongs to the Duchess
Melzi d’Eril Barbi at Milan, which shows us the Madonna enthro-
ned between two angels, St. Bartholomew and St. John, with
vases of flowers in the foreground (%).

(*) In addition to the numerous works by Ugolino, Segna, or his son and
their disciples, there is still a certain number of paintings belonging to the
school of Duccio. Most of these were included in the Ducciesque exhibition
held at Siena in 1912. A few ofthe following are known to me only by the
evidence of catalogues, critical essays, etc, so that, if they have lately
changed hands, the possibility exists of my quoting the same work twice.
Siena, Orphanage, Madonna and Child; Gallery, no. 21, crucifix, with the
Virgin and St. John on the terminals of the cross-bar; it betrays a stylistic
relation to the crucifix attributed to Masarello di Gilio, but is of inferior
quality; it is the work of the artist who made the crucifix ot Pienza; no. 44,
a grandiose but coarse half-length figure of the Madonna; no. 314, a half-
length figure of St. Paul, from a polyptych. In 1912, the antique dealer,
Merlotti of Siena, possessed a Madonna enthroned; the brothers Turinia
weeping Madonna from the side terminal of a crucifix, and Signor Morandi
a Madonna. At the exhibition of Sienese art held at Siena in 1gog4, I find
attributed to Duccio or artists under his influence the following: Room 27,
no. 30, an enthroned Madonna, the property of the brothers Pannilini, San
Giovanni d’Asso; and no. 36, a Madonna enthroned, feeding the Child, the
property of the brothers Griccioli. In the region of Siena: Buonconvento,
in SS. Pietro e Paolo, on the altar to the left, a Madonna (considerably
damaged); it shows a close stylistyc connection with the works of the
master of Badia a Isola; Castelmuzio, Pieve, Madonna (much restored);
San Galgano, Pieve, Madonna ; San Gimignano, Conservatorio, polyptych,
Madonna enthroned between SS. Francis and Clare of Assisi, above the
principal figures are some smaller representations of saints, several of
which have disappeared (entirely repainted); Montalcino, hospital-cloister,
fragment of a Crucifixion; sacristy of S. Antonio (besides the four panels
in the manner of Segna), two panels of a polyptych, the Baptist and a holy
bishop with an angel and St. Paul in the apices; they were repainted, ata
rather late date and are not of very good quality; mention is made of a
mourning Virgin (fragment of a crucifix) in the Conservatorio, but it is no
longer to be found there Montisi, Annunziata,a small fine crucifix (much
damaged, the extremities being cut off); Mons’ Oliveto Maggiore, Biblioteca,
Madonna, enthroned with the Annunciation above (damaged); Pienza, S.
Francesco, a crucifix, which is by the same hand, as that in the Gallery of
Siena (no. 21); Pilli, S. Rocco, Madonna (restored); San Polo Chianti),
Pieve, crucifix with the Saviour, the Virgin and St. John on the terminal
panels; Rocca-di- Papa, Duomo, half-length figure of the Madonna with the
Child, coarsely painted and restored. PUBLIC AND PRIVATE COLLECT-
IONS: — Chicago, Reyerson collection, Madonna (7. Breck, Artin Ame-
rica, 1913, p. 112); Frankfort-on-Main, Stadelsches Kunstinstitut, triptych,

7
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Fig. 60. Ugolino da Siena, St. Peter. Kaiser
Friedrich Museum, Berlin.

UGOLINO DA SIENA AND HIS
FOLLOWERS.

The most important
mdividual pupil of Duc-
cio’s was Ugolino di Neri,
commonly called Ugolino
da Siena, and Herr Wei-
gelt thinks, — and [ be-
lieve correctly — that he
i1s quite possibly the
earliest. Cavalcaselle
goes as far as to call him
Duccio’s contemporary,
but in any case, even if
this be true, he profitted
considerably by Duccio’s.
example.

with the Lord enthroned be-
tween angels in the centre-
and on either wing two Apost-
les, with an angel above;
Harvard, U.S. A., Fogg art
Museum, damaged triptych;
London, Exhibition at the Bur-
lington Club, a male saint and
St. Catherine of Alexandria,.
collection of Mr. Ellison Mac-
artney(LangtonDouglas,Bur-
lington Fine Arts Club; Ex-
hibition of Pictures of the:
School of Siena,, etc., London,.
1904, 108, 94—63) ; New York,
Collection of the late T. Pier-
pont Morgan, triptych of the-
Crucifixion with SS. August-
ine and Ambrose in the
wings, attributed to Duccio by
Langton Douglas, Crowe and
Cavalcaselle, 111, p. 19, note.
Paris, Louvre, no. 1620, Ma-
donna and saints; Romze, Spi-
ridon coll., half-fig. Madonna:
(late).
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We have no certain
dates concerning Ugo-
lino’s life. Vasari tells us
that he died in 1349; Bal-
dinucct places his death
ten years earlier. Milanesi
assumed a family rela-
tionship between Ugolino
and Guido da Siena, with
a rashness which we find
but rarely in the scientific
annotations of this au-
thor (1). If Ugolino painted
a Madonna on a pillar of
the Or San Michele of
Florence, as Cavalcaselle
believes (2), it 1s likely
thathe did so shortlyafter
a miracle which occured
in 1291, and the great
authentic work, part of
which still exists — the
altar-piece made for the
church of Sta. Croce of
thesame city — was prob-
ably begun after this
church was founded in
1294.

The authenticity of the
altar-piece of Sta. Croce
1s guaranteed by a state-
ment of Padre delle Valle,
who saw the inscription
“Ugolinus de Senis me
pinxit”. This important

(Y Vasari, ed. Milanesi, I,
P. 453, et seq.

(® Crowe and Cavalcaselle,
110, p. 22.

Fig. 61. Ugolino da Siena, St. John the
Baptist. Kaiser Friedrich Museum, Berlin.
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Fig. 62. Ugolino da Siena, the Flagellation. Kaiser Friedrich Museum,
Berlin.
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Fig. 63. Ugolino da Siena, the Entombment. Kaiser Friedrich Museum,
Berlin.
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polyptych consists of the Madonna and Childin the centre, three
half-length figures of saints with angels in the spandrels of either
wing, seven panels in the predella, fourteen half-length figures of
saints above and still seven others in the pinnacles. The central
piece which bore the inscription has unfortunately disappeared,
but the Museum of Berlin possesses the three half-length figures of
saints which formed the left wing (*). They are: St.Peter, holding a
book and key (fig. 60) between St. Paul with a book and sword and
St.John the Baptist with along scroll(fig. 61) ; in the corners above

Fig. 64. Ugolino da Siena, the Calvary. National Gallery, London.

each saint we see two small angels. It is more especially the schema
of the figures and the drawing that differentiate thisartist’s work
from Duccio’s. The structure of the body 1s somewhat more plas-
tic, with heavier draperies and longer heads; the drawing is deci-
dedly more minute, harder in outline, and more detailed; the eyes
are differently set and the expression is more penetrating. The
most important part of Ugolino's altar-piece, however, seems to
havebeen the predella, of which the same Museum possesses the
scenes of the Flagellation (fig. 62) and the Entombment (fig. 63)
and the National Gallery those of the Betrayal of Judas and the
Calvary (fig. 64). The other panels represent the Last Supper,

() L’Arte, 1906, p. 386, and Rivista d’Arte, 1907, p. 41.
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Fig. 65. Ugolino da Siena, the Deposition. Wagner Collection, London.



104 SCHOOL OF DUCCIO.

the Descent from the Cross (fig.65) and the Resurrection, and are
now in private collections (). Although this is the only authentic
work that we have of Ugolino’s, several panels may be attributed
almost certainly to this master.

Mr. Perkins, I believe, was the first to attribute to Ugolino the
half-length figure of the Madonna between SS. Stephen and Clare
on the left and SS. John and Francis on the right, in the Accade-
mia of Siena (no. 39); and he mentions that in this assumption Mr.
Berenson concurs. He judgesit to be an earlier work than the Sta.
Croce altar-piece, more Ducciesque, and simpler as to the drape-
ries, regarding it as Ugolino’s master-piece (2).

But little time can have passed between the execution of this
painting and that of another polyptych in excellent preservation
in the Castle of Brolio (Chianti) (%); here the centre represents
the Virgin with the Child — similar in type to the Madonnas of
Segna and his school —between SS. Paul and Peter on the left and
SS. John-Baptist and Evangelist on the right, all in half-length;
while the terminals above contain the Saviour and four angels.
The type and the proportions resemble those in the painting just
mentioned; particularly the figures of saints in Berlin, although
those are somewhat harder in execution and in linear effect.

Of a somewhat later date, it seems, and technically less affect-
ed by Duccio’s influence, is the magnificent bust of an Apostle,
now in the Lehman collection, New York (fig 66) (*). In this work
Ugolino shows a more grandiose conception and more beautiful
design than in any of his other works.

Very much in the manner of the Sta. Croce altar-piece are two

() In 1908 Mr. Langton Douglas informed us that these panels belonged
respectively to Messrs. Meyers, Wagner, and White. Of the smaller half-
length figures one was the property of Lord Crawford, four of Mr. Charles
Butler and two of Mr. Langton Douglas, while Mr. Wagner and Col. Warner
Ottley owned other fragments (Crowe and Cavalcaselle, 111, p. 23 etc.).

(8) F. M. Perkins, Alcuni appuntj sulla Galleria delle Belli Arti di Siena,
Rassegna d’Arte Senese, 1908, p. 48. De Nicola, Catalogo, no. 41, calls it
“in the manner of Ugolino”.

() G. De Nicola, Ugolino e Simone a San Casciano, Val di Pesa, L’Arte,
1916, p. 13.

(*) Published by #. M. Perkins, Rassegna d’Arte Senese, 1908, p. 50;
Rassegna d’Arte, 1913, p. 8; and by Weigelt, op. cit., p. 186, Lusini,
Rassegna d’Arte Senese, 1912, p. 124.
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Fig. 66. Ugolina da Siena, an Apostle. Lehman Collection, New York.

panels which might have formed part of a similar polyptych, in
the church of the Confraternity ofthe Misericordia, San Casciano
(Val di Pesa), representing the half-length figures of SS Peter
and Francis (fig. 67) (1), and perhaps of a slightly later date is the
figure of Daniel in the Johnson collection in Philadelphia (2).

() Perkins, Rassegna d’Arte, 1913, p. 8. De Nicola, op. cit.
(*) B. Berenson, Catalogue of a Collection of Paintings.



Fig. 67. Ugolino da Siena, St. Francis. Confraternity of the Misericordia,
San Casciano. Photo Lombardi.
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Fig. 68. Ugolino da Siena, the Sermon of St. John the Baptist. Gallery,
Budapest. Photo Hanfstaengl.

Less pleasant in its general aspect is the predella now in the
Gallery of Budapest, representing the Sermon of St. John
(fig. 68), who is depicted standing between two groups of people,
the Saviour appearing in that on the right hard. The forms and



108 SCHOOL OF DUCCIO.

attitudes, especially of the foremost figures, lack that grace so
characteristic of Duccio and his followers. In comparing this
work with the predella panels of the Sta. Croce polyptych, I find
a considerable difference, and therefore do not believe it could
ever have formed part of the same series () ; besides, this possi-
bility is precluded by the fact that this predella only comprised
seven compartments, all of which can be traced (3).

I know of no other pictures by Ugolino, though there are still
others ascribed to him: the terminal of a polyptych containing
half-length figures of Moses, a holy bishop, and two angels, pro-
bably a fragment of a Crucifixion in the Cook collection, Rich-
mond (%), as well as a Crucifixion in the Johnson collection,
Philadelphia (¥).

Though obviously a Ducciesque artist, there are a certain
number of elements which distinguish Ugolino pretty clearly
from his master; his works express less tenderness and are more
serious, even tragic, in feeling. Comparing the Passion scenes
of the one and the other artist, we find thatin the representations
of the Descent from the Cross and the Entombment, Ugolino has
really confined himself to the production of free copies ; this, how-
ever, does not apply to the Calvary, in which Duccio shows us
the Cross carried by Simon, and the pupil, by the Lord Himself,
an iconographical difference which is not without importance.

A technical comparison shows us that Ugolino’s design lacks
the easy flowing line of Duccio, and the grouping is less harmo-
nious; in the Calvary of Ugolino, for instance, some figures are
in motion, while others stand still, but the whole mass of the cor-
responding scene of Duccio appears to move forward. Ugolino’s
groups frequently comprise fewer units and the composition is
more compact, forming a central nucleus (very evident in the
Descent from the Cross and the Entombment), while Duccio’s
figures are more dispersed. Even in his earliest stage, (polyptych

() 4. Venturi, op. cit,, V, p. 587, note.

(¥ This picture was attributed to Ugolino by Mr. Perkins, but is generally
ascribed to Duccio, v. von Terey, Der Gemalde Gallerie etc. in Budapest,
Berlin, 1916, p 22; Lusini, Rassegna d'Arte Senese, 1912, p. 139; Berenson,
Central Italian Painters, p. 163, Duccio ?

(*) Rassegna d’Arte Senese, 1912, p. 143.

(*) Berenson, op. cit.
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no. 39 in the Gallery of Siena) Ugolino’s proportions are slende-
rer, but he never attains the master’s grace; in his earlier works
his figures show nothing of Duccio’s strength. The drapery is
heavier and not so clinging; the figures are less animated and the
faces frequently differ from Duccio’s, showing a very minuteren-
dering of detail. The drawing, which is not always free from
hardness, would lead us to believe that in another age Ugolino
might have been a great engraver. It is this great care for detail
in the drawing of the features and the rather artificial curves
which enterinto their delineation, together with the small mouths,
pointed noses and rounded faces, all sharply outlined, and the
general rarity of Byzantine elements, which form the chief cha-
racteristics of Ugolino’s art, and enable us to decide that certain
works were inspired by him, rather than by Duccio himself.

Very like Ugolino’s early manner are four half-length figures
of saints, each with an angel above, from the church of Sta. Ce-
cilia of Crevole, now in the Gallery of Siena (nos. 29—32), repre-
senting SS. Peter, Antony Abbot, Augustine and Paul (). Here
we find the same slender proportions which we noted in the pol-
yptych of this Gallery ; the serious expression, and the tendency
to immobility, though still more evident than in Ugolino’s works,
betray their connection with the art of this master.

A triptych of the Madonna in half-length between SS, Peter
and Paul, with the Lord, a bearded saint (St. John the Evange-
list?) and a young deacon (St. Laurence?) in the terminals (fig.
69), the property of Nobile Pannilini at San Giovanni d’Asso (3),
was inspired by Ugolino’s later works, such as the half-length
figure of the Lehman collection, or the figures of SS. Peter and
Francis in San Casciano. The proportions here are somewhat
more robust and the rich drapery displays excellent relief,
although the work in general is more Ducciesque than its source
of inspiration.

By the same hand is an enthroned Madonna with a small de-
votee at her feet, once more in the Misericordia chapel at San

(") Lusini, Rassegna d'Arte Senese, 1913, p. 30 De Nicola, Catalogo, nos.
79—82, ascribes these panels to the Master of Citta di Castello.

(%) Lusini, Rassegna d’Arte Senese, 1912, p. 128. F. M. Perkins, Rassegna
d’Arte, 1913, p. 8. Previously these panels also were in the S. Giovanni
Battista church of this little town.
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Casciano, Val di Pesa (). The marble throne is similar to those
which we have previously found in the painting of Duccio’s
school; the Virgin gazes into the eyes of the Child, Who plays
with her veil (?). Besides the points of resemblance in the features
of the Virgin and the Babe, we also notice the same excellent

Fig. 69. School of Ugolino da Siena, triptych. Pannilini Collection, San

Giovanni d’Asso.
Photo Instit. Arti Grafiche.

arrangement of the draperies noted in the above mentioned panel;
but here the edge of the Virgin’s robe shows Duccio’s Gothicline.

() This assumption was previously made by F. M. Perkins, Rassegna
d’Arte, 1913, p. 8.

(%) de Griineisen, 1 ritratti di Monna Muccia e di un Committente ignoto
nella mostra Ducciana di Siena, Rassegna d’Arte Senese, 1912, p. 52.
De Nicola, op. cit., and Catalogo, no. 47. I cannot agree with the opinion
here expressed that this picture might be by Ugolino himself.
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An equally close disciple was the painter of a half-length figure
of an old bearded saint in the Blumenthal collection, New-York ().
The draping of the cloak is more plastic; the type of the saintand
his robe 1n cloth of gold are among the elements which give this
panela more Byzantine aspect than any other works of this group.

We find also some later productions of Ugolino’s disciples,
whichindicate that a small group of Ducciesque paintersremained
persistently faithful to his inspiration. Among these paintings
is an enthroned Madonna from the convent of S. Francesco at
Lucignano, Val di Chiana, now in the small collection of this
church (%), in type very similar to that of San Casciano, except
that the drawing and chiaroscuro are softer, and the colours
darker than is usual in this school, while the draperies fall diffe-
rently. Here also a small adorer — “Mona Muccia moglie che fu
di Guerino Ciantar?” — 1s kneeling at the feet of the Virgin.
Although the features show obviously that the painter was
inspired by Ugolino’s example, the work is less severe in style,
with less conventionality and more life and sentiment.

Of a later and much less skilful disciple, we have also a polyp-
tych of five half-length figures placed so high that is1s hardly
visible in the Pieve of S. Lorenzo in Monterongriffoli (near San
Giovanni d’Asso), depicting the Virgin between SS. Laurence
and Marcellinus on the left and SS. Leonard and Augustine
Martyr on the right. The central terminal is adorned with a
figure of the Saviour; while those at the sides show SS. Peter and
two angels. That the painter was acquainted with Ugolino’s
polyptych in the Gallery of Siena is obvious: he follows the
master almost exactly in type and hardness of drawing, which 1s
here greatly exaggerated, but is incapable of reproducing any of
his more artistic qualities.

Considerably later and one of the rare Ducciesque works of
unpleasant aspect, is the polyptych in the Collegiata of Chian-
ciano (fig. 70) (¥). In the centre we see the attenuated, half-length
figure of the Virgin with a staring Child; on the left, the Baptist

() F. M. Perkins, Some Sienese Paintings in American Collections,
Art in America, 1920, p. 200.

(%) de Griineisen, op cit.

(®} De Nicola, Catalogo, no. 87 and Lusinz, Rassegna d’Arte Senese, 1912,
p. 37, date it about 1330. I should be inclined to place iteven later.
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and the archangel Michael, and on the right, SS. John the Evan-
gelist and Bartholomew. Above each of these panels there were
originally two small figures of saints; all the names remain, but
only four of the images. The inscriptions, however, must have
been repainted, as they are of a much later date than any that we
can attribute to the painting in question (%).

Some connection with Ugolino may be found in two polyptych
panels representing SS. Justinus and Hugo, with prophets on
the terminals, hung high up in the Gallery of Volterra (nos. 14
and 15).

The best and most individual painter of this group was the
great anonymous artist who has been identified by Mr. B. Be-
renson, and called by him Ugo/ino Lorenzett/,combining thus the
names of those whose influence is most clearly distinguishable :
Ugolino da Siena and Pietro Lorenzetti (2).

1. Thegreatestachievement of this masteris the Nativity, in the
Fogg Art Museum of Harvard University (fig. 71). The cha-
racteristics of this painter, and Mr. Berenson’s demonstra-
tions are such that we can safely accept his attribution to
the same hand of the following pictures:

2. A polyptych (no. 8) in the Refectory Museum of Sta. Croce,
Florence (fig. 72), showing us, on the left, the half-length
figures of the Virgin and Child between the Baptist and an
old bearded saint, and on the right, an equally old and beard-
ed saint and St. Francis, with the Saviour; two saints, and
two angels on the terminals; the dead Christ, erect in His
tomb, and four saints, in the predella.

(1 Curiously enough, this inartistic painting has on several occasions
been attributed to Barna da Siena: G. B. Manucci, Una tavola del Barna,
Rassegna d’Arte Senese, 1905, p. 88. F. Bargagli Petrucci, Montepulciano,
Chiusi, etc , Bergamo, 1907, p. 28.

() B. Berenson, Ugolino Lorenzetti, Art in America, October and Decem-
ber 1917, Mr, Ferkins, Rassegna d’Arte, 1913, p. 9, had already grouped
together some of this artist’s works. See also De Nicola, Burlington Maga-
zine, XXII, p. 147, and Rassegna d’Arte, 1919, p. 93, where he points out the
possibility that this anonymous artist might be indentified with Biagio da
Siena.

8
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Fig 71. Ugolino Lorenzetti, Nativity. Fogg Art Museum, Harvard
University, U.S. A.

3. A very much damaged polyptych, lost, but once in exist-
ence in S. Agostino at San Gimignano which must have
been indentical in form, but of which the predella had already

disappeared.
4. The half-length figures of the Madonna (fig. 73), SS. Ansano
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Fig. 72. Ugolino Lorenzetti, polyptych. Refectory of Sta. Croce, Florence.

Photo Alinari,

and Galgano (fig. 74) originally at Fojano,now in the Gallery

of Siena.
5. A Crucifixion in the collection of Mr. B. Berenson (fig. 75),
in composition not unlike those of Duccio and his immediate

followers.
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Fig. 73. Ugolino Lorenzetti, Madonna. Accademia, Siena.
Photo Lombardi,
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6. Anoblong panel — probably from apredella — in the Louvre
representing the same subject somewhat differently: groups
of scattered onlookers, backed by mounted soldiery on
either side of an open space, on which are shown the Cross
and St. John (fig. 76).

7. In the collection of Mrs. Gardner, Boston, a tabernacle con-

Fig. 74. Ugolino Lorenzetti, SS. Ansanus and Galganus. Accademia, Siena.

Photo Lombardi.

taining the Virgin, near whose throne stand four saints; four

angels look over the back of the throne, while two saints, one

above the other, are depicted in each of the embrasures
(fig. 77)-

8. Four panels showing the standing figures of St. Catherine,
the archangel Michael, SS. Bartholomew and Lucy, in the
Gallery of Pisa (least characteristic of the artist, but none the
less his).

9. A panel whose upper portion contains the figures of the
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Fig. 75. Ugolino Lorenzetti, Crucifixion. Berenson Collection, Settignano.



Fig. 76. Ugolino Lorenzetti, Crucifixion. Louvre, Paris.
Photo Braumn.



Fig. 77. Ugolino Lorenzetti, tabernacle. Gardner Collection,
Boston. Photo Mar,
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Annunciation, while below this are two rows, each of four
separate saints, in the Johnson collection, Philadelphia.
Another work has of late been added to this list by Mr.
Perkins: it is a Madonna in the Lehman collection, seated on
a cushion resting on the ground, supporting the lively Child
with her left arm, while with her right hand she grasps His
leg (1); a painting already strongly influenced by Lorenzetti.
A Crucifixion in the Gallery of Siena (no. 34 (fig. 78) which
I attribute to the same artist. The Virgin and St. John are
seen beside the Crucified; the Magdalene at the foot of the
Crossand the sun and moon above, are either later additions
or entirely repainted. Cavalcaselle attributed it to Ugolino.
Certainly by the same artist, and in that case an early work
made wholly under the influence of Ugolino, is a weepiny
Madonna (fig. 79), on the lateral terminal of a cross once
belonging to Sig. Angeli of Florence, but now in another
private collection.

Another painting which I hesitatingly attribute to this artist
is a diptych from the Archiepiscopal collection now in
the Central Museum of Utrecht. It shows on one half the
Madonna escorted by four angels, SS. Francis, Agnes, and
the kneeling St. Clare (?), and on the other, the Crucifixion
(fig. 8o) in which the group formed by the fainting Virgin and
her faithful companions 1s identical with the corresponding
group in the Crucifixion in Mr. Berenson’s possession.
Another detail common to both is the curious shape of the
upper terminal of the Cross, a shape which we find also in
the Crucifixionnowin the Gallery of Siena (no. 34). However,
this diptych has been too much restored to allow us to say
anything with certainty (3).

() F. M. Perkins, Some Sienese Paintings in American Collections, Art in
America, 1920, p. 282.

(?) A cusped panel in the Berlin Museum showing the Birth of Christ,
with a row of angels in the grotto above the manger; the Virgin seated on
the ground, touching the manger; the Child turned toward the approach-
ing shepherds, who in the right-hand corner are seen receiving the
angelic message; the Adoration, and, in a medallion, above the Annun-
ciation, is in the Catalogue attributed to Ambrogio Lorenzetti, but is rather
a production of the scheol of Ugolino Lorenzetti, The Madonna bears
most resemblance to that in the Lehman collection.
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Fig. 78. Ugolino Lorenzetti, Crucifixion. Accademia, Siena.
Photo Lombardi.



SCHOOL OF DUCCIO. 123

Fig. 79. Ugolino Lorenzetti, Madonna. Private Collection.
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Fig. 8o. Ugolino Lorenzetti, Crucifixion. Central Museum, Utrecht.
Photo Blitz,
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As Mr. Berenson points out, this painter was one who began
painting under the influence of Ugolino da Siena, to finish as a
follower of Pietro Lorenzetti. The possibility that these works
are the products of two different artists is eliminated by the cha-
racteristics constantly reproduced throughout the whole of these
paintings.

The works which show us the master as an adherent of the
Ducciesque manner are the Madonna with saints from Fojano,
the partly repainted Crucifixion in the Gallery of Siena, and the
polyptychs in Florence and San Gimignano. In these we note
that the proportions, the sharp outlines and the features have
obviously been borrowed from Ugolino.

Of the intermediate stage, in which the forms, the composition
and spatial effects of Lorenzetti, are intermingled with elements
of the Ducciesque inheritance, are the Fogg Museum Nativity,
and the Crucifixion of the Berenson collection; inclining more
strongly to the former are the Crucifixion in the Louvre and the
panel at Pisa; as for the three pictures in the private American
collections, we need scarcely hesitate to describe them as the
work of a close follower of the Lorenzettis. In fact, the artist
became a more faithful interpreter of the Lorenzettis than he had
ever been of Ugolino. In his early works we find peculiarities of
form in the bodies, legs and arms, and the strangely elongated
heads, not to mention the nervous and anxious expression and
the frenetic movements and gestures which were never seen in
Ugolino’s art. Ugolino Lorenzetti, then, was a painter whose
style was more individual at the outset of his career, when the
traces of Ugolino’s influence were mainly extrinsic, than in his
later jyears, when he seems to have been entirely captivated by
the manner of the Lorenzettis.

SEGNA DI BUONAVENTURA AND HIS GROUP.

Segna di Buonoventura, or di Tura, is a less important painter
than Ugolino. He is mentioned in documents between the years
of 1298 and 1326. In 1305 and '06 he worked for the Bicherna at
Siena, in 1317 he executed a Madonna for the high altar at Lec-
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Fig. 81. Segna di Buonaventura, Maesta. Collegiata, Castiglione Fiorentino.
Photo Instit, Arte Grafiche
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ceta near this city (Y, and in
1319 was working at Arezzo.
He died before 1331 ().

There are two signed works
extant: an enthroned Madon-
na in the Collegiata at Cas-
tighone Fiorentino with the
inscription: “Hoc opus pinxit
Segna Senensis” and four
saints in the Accademia of
Siena (no. 40) on which we
read:*“Segnaine fecit”. More-
over, the discovery of docu-
ments 1n the archives of Arez-
zo, which prove not only his
presence in that town in 1319
but also hisacquaintance with
the abbot of SS. Fiora e Lu-
cilla, make it certain that he 1s
the author of the large crucifix
in this church (3), which was
already attributed to him by
Cavalcasellebefore the finding
of written evidence.

The large painting at Cas-
tiglione Fiorentino (*) shows
us the Madonna(fig. 81) of the

(1) Vasari-Milanesi, 1, p. 653, note.
(?) His son in 1331 is mentioned
as , Nicolaus Pictor olim SegnaPict-
oris de Senis” S. Borghesi ¢ L.
Bianchi, Nuovi Documenti per la
Storia dell’ Arte Senese, Siena,
1898, p. 17.

(%) M. Salmi, Il crocifisso di Segna
di Buonaventura in Arezzo,1.’Arte,
1912, p. 33—35. Vasari attributed
it to Giotto, Weigeit to Niccolo di
Segna.

() Weigelt, pl. 51.

Fig.82. Detail of fig. 8o.
Photo Istit, Arti Grafiche
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83) No doubt a Fig.84. Segna di Buonaventura, Madonna once
formed the cen- Crucifix. Badia, Arezzo. tre. The work
was originally Fhowo Alivatis 4 the Abbey of
Ombrone della Berardenga. The signature is seen on the sword
of St. Paul. A certain hardness which strikes us in the painting
at Castiglione Fiorentino appears here likewise, but it 1s less
noticeable in the crucifix of Arezzo (fig. 84). The body hangs
heavily from the upstretched arms; the head is deeply bowed; the
knees much bent; the anatomy is well observed and the figure not

9
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ungraceful. An ornamental expansion of the upright of the Cross
forms a sort of background, like that found in some 13th century
crucifixes. The terminals are rather fantastically shaped; the

painter all the more probable. As Dr. De Nicola says, this panel
may be called an “assimilation”, but not a copy, of Duccio’s

(1) It is reproduced in G. D¢ Nicola, Una Copia di Segna di Tura della
Maesta di Duccio, L'Arte, 1912, p. 32.
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() v. De Nicola, op. cit., p. 21, etc. with reproduction. F. M. Perkins, The
Burlington Magazine, 1904, p. 83, note 7. Rassegna d’Arte, 1904, p. 191.
Weigelt, and some others, however, attribute it to the school of Duccio,
without being more precise.



Fig. 87. Segna di Buonaventura, Madonna. Cathedral, Massa Maritima.
Photo Minist, del Pubbl, Istr.
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Fig. 88. Segna di Buonaventura, Christ before Caiaphas and St. Peter

denying Christ. Cathedral, Massa Maritima.
Photo Minist, del Pubbl, Istr,

Mocking of Christ, the Flagellation, the Calvary, the Crucifixion,
the Descent from the Cross, and the Entombment. In as far as its
poor condition allows us to judge, we again find the drawing
and expression superior to those of the two authentic works.
However, in comparison with Duccio’s, and Ugolino’s, Segna’s
figures have but little vitality. Duccio’s Byzantine reserve when
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Fig. 89. Segna di Buonaventura, Madonna. Servi Church, Siena.
Photo Anderson.

the represention of dramatic action is concerned, results here in
phlegmatic indifference.

Although I think the attribution to Segna of thislast work isin
all probability correct,we cannot call ithismostcharacteristic pro-
duction. The peculiarly elongated proportions of the signed pict-
ures, most conspicuousin the crucifix of Arezzo, are here absent.
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Fig. 9o. Segna di Buonaventura, Madonna. Seminary, Siena.
Photo Anderson.
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Fig. 1. Segna di Buonaventura, Mary Magdalene. Loeser Collection.
Florence. Photo Reali.

Finer in execution and more beautiful is a Madonna in half-
length above the door leading to the sacristy in the Servi church
at Siena (fig. 89), a beautiful painting, thoroughly Ducciesque in
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Fig.92 Segna di Buonaventura, Madonna, Lehman Collection, New York.
Photo Brogi.
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Fig. 93. Segna di Buonaventura, Madonna. Compagnia di S. Antonio,

Montalcino. Photo Lombardi.

spirit, but somewhat lacking in refinement of detail, a fault espe-
cially noticeable in the hands. A few similar Madonnas of this
master still exist; one in Siena, in the Seminary, next the church
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of S. Francesco, (fig. go); another in the Misericordia church of
Grossetto (1), while the Loeser collection, Florence, contains a
Madonna (%) and a Magdalene (fig. 91) (%), obviously from the
same hand. Outside Italy we find an example of Segna’s Madonnas
in the Lehman collection (fig. 92) (%).

In the S. Antonio Abbate church of Montalcino, a somewhat
damaged Madonna (fig. 93) which may be attributed to Segna,
forms the centre of a dismounted polyptych, the lateral panels of
which show St. John the Evangelist, a holy female martyr,
S. Augustine and S. Dominic. These works betray Duccio’s
immediate influence on the artist.

Segna has also left us two small pictures of less importance,
one of the archangel Michael in the Gallery of Grossetto,
evidently a terminal of a larger work (%), the other a panel repre-
senting the Magdalene, in the Gallery of Siena (no. 23) (°). Mr.
Langton Douglas mentions an oval-shaped Madonna by Segna
in the director’s room of the Borghese Gallery, similar to that
in the Seminary of Siena (%), and Mrs. Logan Berenson, an angel
in the Czartoryski Museum at Cracow (5).

A very interesting creation of this master’s, which indeed
might pass for the best product of his hand, is a Crucifixion
belonging to Lord Crawford (fig. 94) (). Duccio’s composition
was obviously its inspiration, both showing the three crosses,
around which fly six angels, with two large groups of people
below. The drawing is minute and refined, the draping plastic;

(1) C. 4. Niccolosi, 11 Litorale Maremmano, Bergamo, 1910, p. 117

(?) Perkins, Rassegna d’Arte Senese, 1908, p. 7. De Nicola, Catalogo,
no. 38, qualifies it as in the “manner of Segna”.

(%) Perkins, Rassegna d’Arte Senese, 1908, p. 7, and 1913, p. 196.

() Perkins, Art. in America, 1920, p. 195. This picture appeared at the
exhibition of Sienese art as the property of Signor Giuggioli.

(%) Niccolosi, op. cit., p. 123.

(°) Perkins, Rassegna d’Arte, 1913, p. 6, note 4. De Nicola, Catalogo, no. 72,
describes it as in the “manner of Segna”.

(") Crowe and Cavalcaselle, I11, p. 28, note 1.

(®) Rassegna d’Arte, XV, 1915, p. 4.

(%) At the Burlington Exhibition of Sienese Art it was even listed as a
work of Duccio’s. It has been attributed to Segnaby Venturi, Lusini (Ras-
segna d’Arte Senese, 1912, p. 50) Perkins (Rassegna d’Arte, 1913, p. 38 note
8), and, somewhat hesitatingly, by Messrs. Weigelt and Langton Douglas.
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the proportions and type, however, are rather different from
Duccio’s, and although the figures are more animated thaninthe
panels of Massa Maritima, here too we detect a tendency toward
a lack of vitality.

A crucifix signed by Segna exists — or existed — in the
Alexander III Museum at Moscow ().

Among the many paintings usually attributed to Segna [ do
not think there is any other actually from his hand. Segna’s
followers were very numerous and for some time painted in his
manner, even exhibiting a certain evolution, or at least a trans-
formation, of the Ducciesque manner. Segna then occupied the
same position toward Duccio as Taddeo Gaddi did toward Giotto,
the difference being that Segna not only reflected the manner
of his master, but also that of the latter’s first and most important
follower, Ugolino, from whom he borrowed the more conspicuous
linear effects visible in his drawing, and the curious features,
with their strongly incisive curves around chin, mouth, nose and
eyes.Segna, however, hasnothing of Ugolino’s nervous agitation;
on the contrary, he rather exaggerates Duccio’s religious calm.

The dated works — the Maesta of Massa Maritima, of about
1316, and the crucifix of Arezzo, 1319 — do not enable us to
construct the chronology of Segna’s activities. However, the
nearest to Duccio and therefore probably the earliest, is the Cru-
cifixion In the collection of Lord Crawford; a different and more
pronounced draughtsmanshipin the features and more attenuated
forms may be discovered in the Madonna of Castiglione Fioren-
tino, the polyptych panels in the Gallery of Siena, and the Mag-
dalene of the Loeser collection. These same characteristicsbecome
more obvious in the crucifix of Arezzo, with which we may class
the Madonna of the Lehman collection ; those at Siena, of which
that in the Servi church seems earlier than the Madonna in the
Seminary, may in that case be the outcome of alater — probably

(% De Nicola, op. cit, p. 32, note 2, Once Mr. Perkins attributed to Segna’s
later manner the SS. Louis and Francis in the Gallery of Siena (Rassegna
d’Arte Senese, 1908, p. 48) but afterwards retracted this opinion (Rassegna
d’Arte, 1917, p. 45). Prof. Venturi (L’ Arte, 1905, p. 425) attributed to Segna a
Nativity then in the Sterbini collection, Rome, but afterwards in the Johnson
collection, Philadelphia, which, however, belongs to the school of Cavallini.
See vol. 1, p. 540.
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Fig. 94. Segna di Buonaventura, Crucifixion. Lord Crawford’s Collection.



Fig.g5. School of Segna di Buonaventura, Madonna. Platt Collection,
Englewood, U.S. A,
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a final phase of development, from the shaping of which the
influence of Simone Martini cannot be entirely excluded (?).

Among the works showing a particular stylistic relation in re-
spect of Segna’s manner, there are some which may be grouped
together, thus enabling us to establish certain unnamed artists.
At least one of these appears to have been in no wise inferior to
Segna, and might have been his contemporary and companion
as well as his disciple. To this artist we may attribute three paint-
ings. The first is a Madonna enthroned, feeding the Child, and
attended by four small saints: two on either side, one above the
other. It 1s now the property of Mr. Platt, Englewood, N. J. (fig.
95), its provenance being the monastery of S. Eugenio near Siena,
and 1s certainly the most important contribution which has been
left to us by this artist (?). His draughtsmanship is superior to
Segna’s, especially in the draperies, and though more convention-
al, he has a greater sense of harmony; the strong and severe
drawing of the features is not unlike Ugolino’s.

Without doubt by the same painter is a head and shoulders
of the Magdalene (apparently cut off a larger figure) in the Fine
Arts Museum, Boston (no. 49) (fig. 56), a workin every way simi-
lar to the foregoing (¥). Somewhat less obvious is the resemblance
between these two paintings and a panel of the half-length figure
of St. Thomas holding a book, in the collection of Mr. Berenson (%),
which, however, after minute investigation, shows sufficient
points of contact with the other two for us to believe it to be by
the same artist.

Of slightly later date and by another master, though one pro-
bably inspired by these examples, is a Madonna della Misericor-
dia in the church of Vertina, under whose cloth-of-gold mantle
are sheltered two groups of adorers (?).

To another close follower of Segna we owe a fragment of a

() Mr. Langton Douglas has already commented on this influence, op.
cit., p. 28, note.

(3 F. M. Perkins, Rassegnad’Arte, 1908, p. 38, and Artin America, 1920,
p- 199. It was attributed to Duccio himself by Mr. Berenson.

(®) Mr. Perkins, Artin America, 1920, p. 199, has already attributed these
two works to the same artist. In the Museum catalogue the second panel is
ascribed to Segna.

(%) . M. Perkins, Rassegna d’Arte, 1913, P. 39.

(°) Published by Mr, Perkins,idem, p. 36, as probably by Niccola di Segna.
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fine Coronation of the Virgin in the Gallery of Budapest, of which
only the figure of the Virgin and the hands of the Saviour holding
the crown remain (%).

The same Gallery possesses a half-length figure of St. Lucy,
which bears so much resemblance to the above that it seems
highly possible thatit is a work of the same artist (). By the same
hand, and doubtless belonging to the same polyptych, consider-
ing the identity of form and the fact that both belonged to the
Ramboux collection, is a St. Margaret (no. 513) in the Wallraf-
Richartz Museum, Cologne (fig.97). Perhaps by the same master,
though not of equal quality, i1s a Madonna rising from herthrone,
obviously at the approach of the angel Gabriel, who must have
been represented on another panel; it was in the Helbing collec-
tion, Rome (3).

A triptych in the collection of Christ Church College, Oxford,
shows great similarity in style to the foregoing pictures, and
especially to the last; the Madonna is represented enthroned
in the centre and surrounded by six angels, while the wings
depict the Crucifixion and St. Francis receiving the stigmata (%).

Numerous are the half-length figures of the Madonna which,
though in type obviously akin to the art of Segna, show in their
execution a more advanced stage of Sienese art. It is doubtful if
any of these were produced prior to the death of the master.

The oldest and nearest to Segna himself is a Madonna, with
the prophets in the background, in the Gallery of Siena (no. 45)
(fig-98). Though somewhat broader in proportions, the inspiration
of Segna's Madonnas (for instance, those still found in Siena, in
S. Francesco or the Servi) is very obvious, although more in the
type and the general aspect than in technique.

A little group of half-length figures of the Virgin and Babe

(Y) Reprod. in von Terey, op. cit., p. 26.

(% Catalogued under Niccolo di Segna to whom other critics also at-
tribute it. von Terey, op. cit., p. 29. Suida. L’Arte, 1907, p. 178, ascribed
it to Segna.

(%) B. Cagnola, Rassegna d’Arte Senese, 1908, p. 45, published itasa
work of Segna’s.

(%) Attributed to Segna by Langton Douglas, Crowe and Cavalcaselle,
III, p. 28, note 1. This opinion is not shared by Tancred Borenius, Pic-
tures by the Old Masters in the Library of Christ Church, Oxford, etc,

1916, p. 38.
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