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PREFACE.

The more I study the history of Italian painting, the more [ admire
the work of CrRowk and CavaLcaseLLE, who, in their scientific treatise
of the whole art. succeeded in making an enormous advance on works
like those of Laxzt and Rosixi, and did so without any of the in-
numerable facilities which are now at our disposal, such as special
studies of the different schools, critical editions of authors like GHIBERTI
and Vasari, and an abundance of documents published since their
time, and, best of all. the photographs which now exist of practically
every painting worth taking into consideration: for it is well known
that CavarcaseLLe had to make sketches of the works of art which
he wished to study or compare.

Although their history of Italian painting is wonderful for the
period in which it was written, the claim that nowadays we can
improve on it need not be considered presumptuous. It is true, that an
attempt has been made to bring CrowE and CavaLcASELLE up to date
by the addition of annotations by modern critics, but such a scheme
has many drawbacks, for the fact that the general aspect of the whole
problem has changed seems to me of more importance than the
absence of these recently added details. No doubt can exist that at the
present moment we have a clearerinsightinto many things, numerous
gaps have been filled in, and the evolution of painting from the early
Christian period until our own day, although many problems muststill
be left unsolved, may be conceived as an uninterrupted movement.
It is this that I regard as the great achievement of modern
research, which has led me to choose, as the title of my work,
“The Development of the talian Schools of Painting.”

I shall therefore endeavour to demonstrate the building-up of what
we arc used to call Renaissance painting, out of the earliest
manifestations of Christian art, passing through those schools
which have been termed prmitive — but which on account of the
somewhat depreciative meaning of the word I should prefer to
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call archaic — and which, as a whole, have been rather neglected
by most of my predecessors.

Until recently all painting previous to the 15th century was
looked upon as interesting merely from an historical, and not in
any way from an aesthetic standpoint, and the qualities of Tre-
cento painting — except the achievements of its most important
figures —- have only lately been understood, and even yet have not
been sufficiently studied as one progressive development.

The least known of all is the Italian painting of the Middle Ages:
that is, from the decadence of the antique tradition until the end
of the 13th century. One of the few books on this period, dealing,
however, only with an important section of it, viz., painting in Rome,
I myself published a short time ago. I found the courage which I
required for this enterprise in the fact that I had studied Byzantine
art more extensively than most of those who have written on the
history of Italian painting, the comprehension of which is the
stepping-stone to our knowledge of early Italian art, and this for two
reasons.

Firstly, because the Italian art of the Middle Ages borrowed a great
deal from the Byzantine style, and secondly, because practically all
early Italian painting executed before the end of the 13th century has
been classed as Byzantine, although this is an erroneous generali-
sation Simultaneously with the more or less purely Eastern manner
there flourished other styles; and in order to realize the indepen-
dence of certain forms of Byzantine art one needs to be better
acquainted with this latter than are many of those who have written
on the subject. An attempt to separate Byzantine artfrom Romanesque
is one of the principal objects of my first volume.

The history of Byzantine art is a very special one, but with a little
goodwill and exaggeration, its boundaries may be considerably
extended, and the Byzantine archaeologists have gleaned a bigger
field than [ think they were justified in doing Obviously,in claiming, as
is now frequently done, that the earliest manifestations of Christian
art appeared in the East, all the forms which its development and trans-
formation produced. should belong to Oriental Christian art. Not satis-
fied with classifying all Italian painting previous to the 14th century
as Oriental in origin — nowadays it is called Egypto-Syrian — some
modern writers tell us that with Giotto and the introduction of the
Gothic style starts the domination of the Asiatic influence. Here, how-
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ever, we enter mto the realm of fancy, which may offer amusing
subjects for speculation in casual resemblances of style, devoid of any
logical connection, but which will divert us from scientificinvestigation.

The peculiarity of the Byzantine style is that it adapted itself infi-
nitely less than Gothic, Baroque and other internationally spreading
forms of art, to the particular character of the countries into which 1t
penetrated. Notwithstanding its diffusion throughout the greater part
of Kurope, itsreal life, growth and decadence were limited to the place
of its birth, and its manifestations in distant regions merely reflected
these movements.

The close connection between the parental art and 1ts forcign off-
spring has been the cause of various misconceptions as regards Italian
products in the Byzantine style, which might have been avoided by
a deeper understanding of genuine Oriental art, since it would
be exaggerating to pretend that works made in Italy cannot be
distinguished from genuine Greek art. As we shall see, 1t 1s even
quite possible to distinguish contemporary Venetian from Sicilian
mosaic.

It is perhaps a general historical predisposition on my part which
leads me to investigate the source of things. It caused me to begin
my studies of Italian painting with its origin; thatis to say, with the
products of those dark ages which at that tune interested hardly anyone,
and during my first randoindes through Italy I spent more time
over not always very attractive pre-Giottesque remains than over the
works of the recognized greatmasters, whichIreachedby slowdegrees,

On the whole I think it is easier to become familiar with a succes-
ston of things and their surrounding circumstances by following these
up in their right order, than by working back from the effect to its
cause, from theresult to its origin, and I attribute the difficulty which
I believe many art critics experience 1n grasping the spirit of the 13th
century to their retrogressive investigations, taking as their starting.
point Raphael, Michelangelo cr the Florentine school of the
Quattrocento.

It is not only a difference in manner but also an enormous diversity
of artistic psychologyv which separates the one from the other.

The painters of the Duecento — not to go further back — did not
try to change existing forms of art, and I am not sure that this1s nnt a
characteristic which, with the art itself, came from the Orient.

I have read that in ancient India adherents of a school of philo-
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sophy took the name of its principal teacher, even publishing writings
under that name, so thatthere exist, for example, innumerable CHANK A~
RACHARYAS, whose works cannot be distinguished, although they are
the products of a great many different authors, who, for centuries. con-
tinued the teachings of the great CHANKARACHARYA, hiding their own
individual opinions and intellectual powers, convinced that these
never would equal those of the master.

Something very similar happened in Italian painting in the 13th
century. Figures like Guido da Siena and the Master of St. Francis
dominated theirsurroundings to such an extent thatthe sole aspiration
of not only their direct pupilsbut also of the other painters of that part
of Italy seem to have been to produce works which might pass
for those of their master. tryving to forget their own artistic personality
inanattemptto be worthy, like the followers ofthe Hindu philosopher,
of perpetuating, often for several generations. the name of their teacher.

For critics familiar with the schools of the 15th century, in
which two subsequent generations produced artists as different as
Lorexzo Monaco was from VERRoccHio, and 1n which NirI b1 Bicar
and the PoLLaIvoLos were contemporaries, the spirit of imitation of
two hundred vears earlier, which can be illustrated only by a few
examples, but which, one may be sure, must have been general, may
be difficult to understand. The same degree of variation which, in the
art of a later period. 1s accounted for by the change that a few years
wrought in the career of one artist. may, in the earlier period, point
to entirely different hands separated by the greater part of a century.

[ do not atrempt, by the above remarks, to demonstrate that those
who hold other viewson many points concerning the 13thcentury must
necessarily bein the wrong — and here I have in mind particularly the
question of the date of Guido da Siena — butmerely seek to explain the
arguments which have led me to my convictions on the subject The dif-
ference between the various periods in artisnotlimited merely to one
of manner and technique, but we also have to consider the individual
psychology of the artist, not only in connection with his work but
also in connection with his master, his school and the tradition to
which he owes allegiance.

Of late critics and historians have avoided as far as possible dealing
with the psychological aspect of art, and in so doing I think they
have diminished the means of investigation which lie at our disposal.
On the other hand, there have been so many insignificant and
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merely belletristic works published on artistic matters (most of what
has been written of Fra Angelico being mere sentimentality) that
a reaction is only natural. It cannot, however, be denied that a
different spirit emanates from the different schools and that the leading
artists, at least, betray different aesthetic aspirations, while we are
able to state that the art of the early painters of Siena is mystical and
spiritual, and thatofthe first Florentines realistic and dramatic, without
being guilty of a literary fantasy. In determining where traces of the
influence of these two schools may be found, we may also take into
account their different psychological tendencies, keeping at the same
time within the boundaries of scientific inquiry. The manifestation of
such tendencies need not lead us to praise the personality of the artist.
Let us not forget that Duccio, the creator of the most mystical
Madonnas, is known, from documentary evidence, to have been a

regular “bambocheur’.

The great merit of MoreLLy, the first modern connoisseur. lies per-
haps more in his sound and severe application of criticism. which
enabled him to nullify many traditional and frequently erroneous
attributions, than in his invention of a system or method, for after all
the comparison of details, in order to ascertain the” authorship of
a work of art, is such a natural and logical proceeding thatthe honour of
inventing it can hardly be awarded to one individual; and many dangers
will be encountered 1f such a system be relied on too exclusively.

The exaggeration of the so called Morellian method has of late
frequently caused the degeneration of what should be art criticism
into an anatomical study. The difterent elements which together form
one work of art are disintegrated and considered separately, judged
by themselves and no longer as parts of an ensemnble.

Although sometimes the results are excellent, the principle is not
without its drawbacks. The real personality of the artist 1s not mani-
fested in technical details so much as in the general spiritof the work
and the standard of its quality. These last two factors help us to dis-
tinguish the productions of the master from those ofhis followers more
surely than the execution of details. Besides, MoreLLt himself remarks
that also for him it remained difficult to distinguish the work of the
master from that of an able disciple. I think that in such cases a just
appreciation of the intrinsic value of the object in question is more
likely to bring us nearer the truth.



X1V PREFACE.

In some amusing pages MORELLI points out the disdavantages of a
historian of art who is lacking in aesthetic feeling.

There still exist workers in the archives who accumulate data
relating to painters and sculptors with whose works they are hardly,
or even not at all. acquainted, and one may ask why they persist
in searching exclusively for records of artistic importance instead
of those concerning other branches of industry, commerce or agricul-
ture, with which subjects they are just aslikely to be familiar as with art.

In the meantime the historian cannot but be grateful to invest-
igators of this type and also for the results of connoisseurship. Taken
together the two fields of activity complete and control one an other.
While documentary evidence has sometimes confirmed or contradicted
attributions in a manner which leaves noroom for doubt, connoisseurs
have frequently demonstrated the wrong application of documents to
works of art with which they had no connection.

The modern art historian, then, has to take into account both types
of worker, and if he himself be not an archivist, he has atleastto prac-
tise connoisseurship, the results of which frequently remain open to
controversy. There are few attributions with which everyone agrees,
and I, in my turn, disagree on many points with several of my col-
leagues, who, I hope, will give my arguments the same consideration
as I shall give theirs.

I do not think we should divide attributions into wrong and right
ones,butintointelligentand unintelligent ones, especially as we can but
rarely form a positive decision as to the former, but can very easily judge
the latter. I even venture to think that clever but erroneous attributions
may help to throw more light on the relations between artists and
schools than if these attributions had been really correct. For a better
understanding of the correlation of different currents, which for the
historianisfrequently more interesting than the fact that another work
has been added to thelist the productions of a certain artist, it is highly
importantthat aclear-sighted critic should detectand demonstrate simi-
larities in art, even if in doing so he exaggerates the significance
of these correspondences to the extent of erroneously assuming that
their authors form but one personality; or if, on the cuntrary, the same
critic, emphasizing too strongly the points of difference, in place o1
two different artists annonnces the discovery of two different manners
of one pamnter. Let us welcome such mistakes — if we can ever
ascertain that a mistake has been made — because, although it may
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seem paradoxical, they often teach us more than the truth. It must, of
course, be thoroughly understood that I refer only to intelligenterrors,
that is to say, to mistakes based on sound arguments.

The connoisseur who denies the importance of history is gene-
rally a person with very incomplete conceptions of art itself. He may
have trained his eye to distinguish with great facility the works of one
or more schools, but his knowledge and appreciation are generally
limited by the same frontiers as his capacity of recognition. In many
instances he fails to realize the true value of the artist with whom
he is most familiar, how he compares with his contemporaries of other
schools and how much the development of art owes to him. These
connoisseurs invariably have some pet artist of little importance
whom they cherish above all others. To-day, fortunately, they belong
almost entirely to the past; they were often the outcome of local
patriotism, frequently met with in Italy, which has its sympathetic
side, but also an excessively inconvenient one.

It is customary to name in the preface of a work those writers from
whom the author has in any way received help or assistance, but if 1
were to do so I should have to enumerate a great many historians
of [talian art, and foremost amongst them the Italians themsclves.

It is especially to the numcrous Italian historians of art that] wishto
express my appreciation of the spontancous courtesy and cordiality
with which 1, like other foreigners, have been received amongst them.
It is true that here also the exception may be discovered which proves
the rule, but we who, not belonging to this nation, come to study the
most sacred and glorious heritage which the [tahans of to-day have
received from past gencrations, bear a deep debt of gratitude to all
those who, far from sceking to discourage the intruder, welcome him
with kindness, facilitate his enterprise and willingly make room for
him in the already crowded ranks of the students of Italian art.

R. v. M.

Paris 1915 -—— San Marco di Perugia 1922.



INTRODUCTION.

WESTERN AND EASTERN EARLY CHRISTIAN ART.

Notwithstanding the fact that the subject which I propose to
deal with 1s the history of Itahan painting from the beginning
of the 6th century onwards, [ am forced, 1n tracing the origin of
the forms of art existing at that period, to make a few remarks
on those that preceded 1it.

[ will not push my investigations so far as to enter intoa con-
troversy as to the origin of Christian painting. It is well known
thataschool of archaelogy now exists which claims the Near East
as the cradle of that art which produced the frescoes with which
the early Christians adorned the sepulchres oftheir dead, and the
sculpture with which they decorated their sarcophagi. The hypo-
thesis of an Oriental influence was of genuine interest so long
as it concerned certain external aspects of early Christianart, but
when we read that the frescoes of the catacombs, so similar to
pagan paintings in the Pompeian style, and the reliefs of the
Christian sarcophagi, so like the sculpture of the pre-Christian
Roman era, are no longer supposed to be the offspring of their
local heathen predecessors, but that Christian art, during its
early development, found its origin in Alexandria, (*) we then
strongly obtain a distinct impression that a taste for the un-
usual, frequently mingled with an anti-clerical tendency to deny
Romeits proper place in the formation of Christian art, has been
acquired by many modern archaeologists and historians of art.

Even if we admit that the Hellenic or Pompeian style was
known in the Near East, this does not make it any the more pro-

(!} »Es wird kaum langer daran zu zweifeln sein das der Ausgangspunkt
der Christhichen Kunst in den ersten Jahrhunderten Alexandrie war.”
Strzygowski, Oriens Christianus, 1902 p. 42T1.
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bable that when the early Christians more or less faithfully adop-
ted the classic style, it was outside Rome that they became
acquainted with 1t. On the contrary, the Oriental products of
early Christian art are. in comparison with those of Rome, so
rare and so inferior in quality that it seems very likely thatwe
have here only provincial examples of an art whose principal
centre was elsewhere. Although I do not believe that the early
Christians took their models from any one but their local prede-
cessors, I do not deny, on the other hand, that many elements
of the early mediaeval art of Europe were imported from the
East. Thus in accepting the one and rejecting the other of these
hypotheses we arrive at a theory which has a greater resem-
blance to that which L. Courajod taught half a century ago in his
Lecons duLouvre than to thatwhich J. Strzygowski has recently
expounded and gradually developed in his numerous well-known
publications, and 1t is my conviction that notwithstanding Strzy-
gowski’s ingenious theories the facts will allow us to follow oniy
Courajod’s teaching.

We shall begin the consideration of our subject at a moment
when the older Christian art — the one which belongs to the
Hellenic tradition— was in its dechne, and was gradually making
way for the art of Byzantium. The two currents, the decadent
antique and the progressive Byzantine, form as it were a tapestry
on which is woven the history ot Italian painting during the early
Middle Ages; one mighteven say of all pictorial activity in Italy
before Giotto. It is therefore very necessary that the reader
should acquire a certain amount of knowledge of these tendencies.

In the decoration of the catacombs the early Christians of Rome
and Naples(*)adopted not only the Pompeian mannerof execution,
but also the Pompeian style of decoration. In the vaults aregular
scheme was worked out with panels and garlands, in which the
figures frequently occupied only a small space, the choice of or-
naments, such as cupids, vases of flowers, birds and other animals,
were adopted without variation from ancient Roman art, while
purely pagan personifications, like Amor and Psyche, forexample,

(") A part of one of the most interesting examples of this style of decor-

ation adorns the entrance hall of the second floor of the catacombs of S
Gennaro de1 Poveri at Naples,
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and even of rivers or natural powers, are not rare in the early
Christian paintings. The figures themselves differ as little from
those represented n pagan frescoes as the change of subject
would permit; the striking resemblance between the pagan
Orpheus playing music to the animals and the Good Shepherd
ofthe catacombs is a well-known example of the close relationship
between the pagan and the Christian personifications.

But amongst the paintings of the catacombs we hardly ever
find representations of actual events. The spirit of these pictures
1s always symbolical, and the subjects chosen are naturally those
which demonstrate most clearly the difference between the chris-
tian and the pagan beliefs.

Many of these subterranean images betray a faith in life here-
after, death being only a temporary state over which one should
neither mourn nor despair, since after death comes resurrection:
an 1dea very frequently symbolised in the pictures of Jonah and
the whale. A general conception of this idea 1s repeatedly ex-
pressed in the scene of the Resurrection of Lazarus; Baptism 1s
symbolised by Moses striking the Rock; one of the incidents most
frequently depicted; although the representations of the Good
Shepherd, or of Daniel in the lions’ den, or of Noah and the Ark
are numerous. According to Monseigneur Wilpert (}) these were
the only subjects which the very earliest of the Christian artists
grafted onto the Pompeian style when beautifving the catacombs.
Later the miracle of the loaves and fishes became a favourite
motive. There 1s no doubt that the choice of the subjects
represented in the catacombs was also greatly influenced by the
tuneral prayers.

However, the study of the art of the early Christians is such
a special subject, and the amount of literature already devoted to
it so great, that I shall not attempt to go into details, but I should
like to add some remarks to this brief review on the historical
importance of the subterranean paintings of the early Christians.

On the whole we may say that the paintings of the catacombs,
although belonging to the Pompelan school, constitute its weak-
est period. The impressionistic virtuosity of the pagan artists is

') Although I do not quote the literature on the subject I cannot pass

without mention Monseigneur /. H/pert's standard work on the paintings
of the catacombs: Die Malereien in den Katakomben Roms, Freiburg, 19o3.
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but rarely displayed by the works of their Christian followers
and imitators; attempts at similar effects often resulting in coar-
seness of execution. But this shortcoming 1s n part compens-
ated for by another characteristic, one which s closely connected
with the Christian faith itself, for, in comparing them with the
actual non-Christian Pompeian frescoes, we at once notice the
importance given to the expression of feeling, an element comple-
tely absentin the pagan work of antiquity. Thisnew factorinartis
particularly obvious in the image of the Orant, with raised hands
in adoration, a figure derived from the Roman Pietas, and the
most frequently repeated of all the representations in the cata-
combs. The Christian artists were well aware of the fact that
a spiritual expression could be obtained by increasing the size
ofthe eyes, which were always very large and frequently of exag-
gerated dimensions. They did not, however, observe the rules ot
regular beauty which constantly ispired the pagan painters, the
result being that in the catacombs we find figures which posses
less beauty but more vitality : in short more human art.

The few representations of dramatic action which are met
with in the catacombs show likewise a different spirit when
compared with similar pagan compositions. Father Leclercq, in
his Manuel o Archéologie chrétienne, calls our-attention to the
difference which exists between a catacomb fresco of Abraham’s
Sacrifice, from which emanates a feeling of faith and submission,
and Timanthe’s painting of the sacrifice of Iphigenia before Aga-
memnon expressing only the despair caused by the victim’s death.

The foregoing remarks sufficiently explain why the frescoes of
the early Christian centuries, although largely derived from the
paganschool of painting, cannot be considered merely as the last
manifestation of this art ('): for there are elements in the painting of
the catacombs of which the Romans were ignorant. But, on the
other hand, if a new state of consciousness necessitates a new
artistic expression, Christianity should surely have produced an
art less dependent on its predecessor than that which we are
considering. The paintings of the catacombs were after all only a
loan from a school of art which was the manifestation of a psy-
chology very different from that which was then coming into

(1) As L. von Sybel claims in his Christliche Antiken, I, Marburg, 1906.
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existence. The new ideas and the old forms were naturally in-
congruous, and the result of such a connection was decadence.
Hence the phenomenon of which we have evidence, of existing
forms of art failing to receive a new nflux of life from the embodi-
ment of new 1deas, for if ideas do not originate from the same
source as therr outward manifestation no additional animation
can be expected; the result s rather a tendency toward disinte-
gration, and nothing could be more erroneous than to imagine
that the style and technique of the catacomb frescoes of the
Pompeian tradition are the outcome of Christian psychology.

The date of many of the pamntings of the catacombs remains a
doubtful question. While the Roman Catholic school of arch-
acology attributes several works to the g3rd and even to the 2nd
century,othersdoubtwhetherany Christian paintings are anterior
to the gth,

Those who believe that the Christian community was very
active in Rome previous to the Church Peace of 313, have little
reason to doubt that some of the frescoes are of earlier date. In
the chronology proposed by Monseigneur Wilpert we find that
this has been worked out in accordance with a certain theory
which assumes an increase in the decadence of the art of painting
shortly after the Church Peace. There is not, however, a very stri-
king difference between the earlier works and the later, which are
contemporary with the first datable mosaics, of which three exe-
cuted during the 4thcentury still exist: namely, the ornamentation
of the vault of Sta. Costanza (306—337), the twenty-eight Old
Testament scenes in the nave of Sta. Maria Maggiore (352 — 66)
and the partly restored mosaic of the apse of Sta. Pudenziana
(385—98).

The first of these, which decorates the mausoleum erected for
the daughters of Constantine, 1s purely Pompeian in style, and
one has to search for the elements which prove it to be a work

(') E. Muntz,Ste Constance de Rome, Revue Archéol,, II Série, XXX, 1875
p.224 and 227, XXXV, 1878 p. 353. G. B. De Rossi, Delladecorazione interna
del Mausoleo Constantiniano della via Nomentana appellato Sta. C , Bullett.
dell’Istit. di Corresp Archeol., 1889 p 79 C. B. Kunstle, Das Mausoleum
von Sta C. und seine Mosaiken nach De Rossi, Rom. Quartalschr., 18go p. 12
A. Schmarzow, Der Kuppelraum von Sta. C. in Rom etc.,, Leipzig, 1904. K.
Michel, Ine Mosaiken von Sta. C.1n Rom, Leipzig 1912.
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Fig 1. Mosaic of 306— 337. Sta. Costanza, Rome.
Photo Anderson,

of Christian inspiration (%). Vases and birds framed in garlands
and wreaths of flowers and foliage form the background; in the
corners of one of the divisions different phases of the vintage
are represented; carts full of grapes are brought to young men
who, bare-footed, trample the fruit (fig. 1). Part of the original
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decoration, however, has disappeared, but a design of the 16th
century preserved in Madrid(?). shows us how the artist combined
the Pompeian style with the Christian emblems, for the lost parts
of this mosaic were composed of Old Testament scenes, such as
we find In the catacombs: Moses striking the rock, Abraham’s
Sacrifice etc.; but although the subject has changed the style is
still the Pompeian. Two other scenes in mosaic, which are pre-
served 1 niches of this round mausoleum, and which are also to
be met with in the catacombs, are Moses receiving the Old Law
from the hands of God the Father and the Saviour handing over
the New Law to St. Peter in the presence of St. Paul. In the latter
of these two pictures we see for the first time the twelve mystical
lambs emerging from the two celestial cities, Bethlehem and
Jerusalem, a theme which we shall meet with overandoveragain
in various Roman mosaics. and which obviously belongs to the
plan of mosaic decoration but not to that of catacomb painting.
Apart from this fact it seems to me very probable that these two
much-restored mosaics are of a somewhat later period than the
decoration of the vault.

Of quite a different type, but in aspect not less antique, are
the twenty-eight scenes from the Old Testament high, up in the
nave of Sta. Maria Maggiore, no doubt once forming part of the
original ornamentation of the basilica which Pope Liberius (352 —
66) had constructed on this site (?) (fig. 2).

The decoration of Sta. Maria Maggiore differs from that of Sta.
Costanza in its crudeness of technique. thus betraying its adhe-
sion to the decadence of mosaic art which occurred at this time, or
somewhatearlier,in the productions of pagan Rome, while Christ-
1an works of the same period show great care and refinement
of execution. The artist of this group of mosaics was cbviously
inspired by representations of antique origin; his'work furnishes

'Yy R. Garuceiy, Storia dell Arte Cristiana, 6 vols. 1V, Prato, 1881 pl 204.

(3) F. Blancluno, De Sacris imaginibus musivi operis a S Syxto Papa III
in Basilica Liberiana constructis etc. Dissertationes duae, Romae, 1727.
A. Valeniun, La patriarcale basilica Liberiana oggi di S. Maria Maggiore,
Roma, 1837 H. Grisar, 1l tempio nel mosarco di S. M. M,, Civilta Cattolica,
XIL, 1897 p. 179. G. P Richter and A Caineron Taylor, The golden age of
classic Christian Art, London, 1904. O. Tozz:, Stona della basilica di S.
M.M, Roma. 1904. S. Scaglia, 1 mosaic1 antiche della basilica diS M. M,
Roma, 1910.
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Fig. 2. The Return of the Explorers of Canaan and the Stoning of Moses,

Caleb and Nun, mosaic of 352 —60. Sta. Maria Maggiore, Rome.
Photo Almari.

us with one of the rare examples of an attempt to preserve
the Pompeian impressionism in a mosaic; the landscape back-
grounds are purely antique, and so too is the anatomy of many
of the figures, whose structure reminds us most of all of the
gladiators in the mosaic pavement of the Baths of Caracalla, which
dates, however, from the later 4th century, and is now in the
Lateran Museum.

For what follows it is important to state that in none of these
works can any trace of an Oriental influence be detected;
several Roman works even of the 5th century show no more
sign of it than the products of the 4th.
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At the church of Sta. Sabina two figures personifying Chris-
tians converted from paganism and Judaism (fig. 3) are depicted
as Roman matrons draped in their ample robes.

Of the mosaic with which Galla Placidia had the triumphal
arch of S. Paolo - fuori - le Mura decorated (440 —50), only a re-
plica, dating since the fire of 1823, has survived. Itis interesting on
account of the composit-
ion, for we find here for
the first time the twenty-
four old men of the Apo-
calypse so frequently re-
peated 1n later works Ifa
fragment of the figure of
an old bearded man, pre-
served in the Grotte Vati-
cane, origmally formed
part of this mosaic, 1t
evidently had a purely
antique aspect.

Themosaic which Pope
Hilarius (461—68) had
executed in one of the
vaults of the baptistery
of the Lateran, 1s similar
in design to those found
in some of the cata- Fig. 3. Personification of the converted Jews
combs andin Sta. Costan- mosaic of 422 —32. Sta. Sabina, Rome.
za, the mystical Lamb Pheto Anderson.
being surrounded by vases and birds with intermingling
garlands. The ornamental mosaic preserved in the entrance
— part of a long series which contained many scenes from the
Old and New Testaments -— is of a similar style.

Of the mosaics of Sta. Agata of the Goths (155—61) (*) and

(1) A drawing of this mosaic exists in the Vatican Library, Codex 5407,
reproductions of which are to be found in Cianipun, Vetera monumenta, 3
vols.Roma, 1690 pl. 77. Garucci, Storia dell’” Arte Christiana, IV pl. 240.
H. Grisar, Roma alla fine del mondo antico (translated from German),
Roma, 1908 p. 8g. See also E. Muntz, The lost mosaics of Rome, The Amer-
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St. Andrea Catabarbara(471-83) (') only late reproductions have

survived, but it seems again probable that both works be-

longed to the antique school.

Of the works of the 5th cent-

ury preserved to us the paint-

ings are fewer in number than

the mosaics Passing in silence

over the famnt traces of what

once must have been a lovely

figure inthe atrium of the lower

churchof S.Clemente, we come

to the paintings which decorate

the subterranean church ot

S.S. John and Paul, represent-

ing the martyrdom of these

saints, Pannachius and his wife,

Fig. 4. Orant, V century. SS. and the figure of an Orant, (fig

Grovanni e Paom'{)ﬁﬁ“ﬁ 4) with decorative design of the

S pagan stvle; the figures also,

although not of fine execution, betray the technique of the impres-
sionistic art of Pompeii. (?).

From a recent study of J. Garber’s (%) it appears highly proba-

ican Journal of Archaeology, 1886 p.295. O. Marucc/u, Sta. Agata de1 Goti,
Giornale Arcadico, 1891

("} G. B. D¢ Rossi, La basilica profana de Guinio Basso sull’ Esquilino
dedicato por a S. Andrea ed appellata cata Barbara patricia, Bullett. di
archeol crist, ser. II, II, 1871 p. 5 and 41. For reproductions see Crampin, pl.
76—7; B Seroux d’Agmcourt, Storia dell’ Arte dimostrata col monumenti
(translated from French). Prato, 1828, Pittura, pl. 13°, 84', Garucc, pl. 240.

(?) P. Allard, Etudes d’histoire et d’archéologie, Paris, 1899 p. 159. Gatt:,
Bull. della com. archeol. comun. di Roma, 1887 p. 151, 321. Gerimano, Das
Haus der hh. Martyrer Johannes und Paulus, Rom. Quartalschr., 1888 p. 137
and 322 and mm The American Journal of Archaeology, 1890 p 261, 1891 p. 25.
The sane, Malerer des Il Jahrh m dem Hause der hh. J. und P. aufdem
Coelius ,Rom. Quartalschr., 18go p. 377. /. P. Kirsc/, Neue Funde 1n Ss. G. e
P.in Rom , 1dem 1889 p.70. T/ie same, Die Ausgrabungen in Ss. G e P, 1dem
1889 p. 390 Le Blant, Eglise de Sts ]. et P., Comptes rendus de I’Académie
des Insc. et Bel. Let, 1887 p.9. De Waa/,1n Rom. Quartalschr., 18go p 13.
H.Le Clercq, in Dictionnaire d’Arch. Chrét. et de Liturgie published by Dom
Cabrol, Il coll 2832.

(*y J. Garber, Wirkungen der fruhchristlichen Gemaldezyklen der alten
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ble that the important series of frescoes which decorated the two
principal basilicas of Rome — St. Peter and St. Paul — also
dated from the 5thcentury (440—61), and the 17th century designs
of Grimaldi preserved in the Vatican Library clearly show us
that they were conceived in the antique style. Any doubtregard-
ing the date or manner of these paintings will be removed when
we study the fragments saved from the fire which destroyed St.
Paul’s church n 1823. In the monastery adjacent to the basilica
we find preserved some portraits of Popes which formed part of
the earliest decoration of the church and to which others were
added later. From the aspect of these works, which are executed
in a rather unrefined, Pompeian, and impressionistic manner, it 1s
obvious that the date proposed by Garber is perfectly consistent.

Outside Rome we find mosaics, although not of a very superior
quality, purely classical in inspiration, adorning the mausoleum
of Galla Placidia, which dates from 440, in Ravenna(!): a town
which 1 later years was to become the most important centre of
Byzantine art in Italy. Galla Placidia, although born m Constant-
inople, was a Western princess, and we shall look 1n vain for
Eastern elements in the figure of the Good Shepherd (fig. 5)
and in the seven other representations in her sepulchre. The

Peters und Pauls Basiliken m Rom, Berlin —Wien, no date (1920). P. D«
Angelrs, Basilicae Veteris Vaticanae discriptio etc. Romae, 1646 J.P. Kirsch,
Beitrage zur Geschichte der alten Peterskirche in Rom, Rom. Quartalschr.,
1888 p. 113. H. Grisar, Die alte Peterskirche zu Rom, idem, 1895 p. 237. TAe
same, 11 prospetto dell’antica basilica vaticana, Analecta Romana, Roma,
1899 K. Muniz, Ricerche mtorno ai lavori archeologici di G. Grimald
archivista della Basilica Vaticana, Firenze, 1881. I’ Ac/uard:, Gl affreschi d:
S. Pietro a Grado presso Pisa e quelli gia esistente nel portico della Basilica
Vaticana, Att1del congresso intern. di Scien.Stor, Roma, 1903, Storiadell’arte
p. 193. 4. Venturi, Storia dell’arte Italiana, V, Milano, 1907 p. 196.

() F. von Quast, Die Altchristl. Bauwerke von Ravenna, Berlin, 1842.
J. P. Richter, Die Mosaiken von Ravenna, Vienna, 1878. X Barbier de Mon-
tault, Les mosaiques des Eglises de Ravenne, Revue de ’art chrétien, VII,
1896 p. 70. C. Ricci, Ravenna e i lavori fatti della Sovrintendenza dei monu-
menti nel 1898, Bergamo, 1899, The same, Ravenna, Bergamo, 1902, T/e
same, Monumenti Ravennati, Bologna, 18go. T/e sane, Guida da Ravenna
22 ed. Bologna, 1897. W. Goetz, Ravenna, Leipzig—Berlin, 1g9o1. J. Kurth,
Die Wandmosaiken v. Ravenna, Leipzig, 1902. Quuff, Der Mosaikencyclus
von S. Vitale, Byzant. Denkmaler, III, Vienna, 19o3. Ch. Diwehl, Ravenna,
Paris, 1903.
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antique tradition survived in Ravenna not only until the fall of
the Western empire (476}, but during the reign of the Ostro-
goth King Theodoric (475—526). who showed his admiration for
ancient Rome in adopting 1ts institutions as well as in attempt-
Ing to preserve its artistic traditions.

The mosaic ornamentation of the baptistery of the Orthodox
or S. Giovanni in Fonte. which we owe to Bishop Neon (449 or
458—477) was very probably executed during the period of
twenty-six years which elaps-
ed between the death of Galla
Placidia and the fall of the
Western empire. We find in
the vault the Baptism of our
Lord (fig. 6) surrounded by the
twelve Apostles, in which the
personification of the Jordanis
a pagan element, and although
the execution of all these fi-
gures clearly announces the
decadence of the antique style
they are still free from any
Byzantine influence. This fact
ought to be well emphasized,
as no work on Byzantine art Fig. 6. The Baptism of Our Lord,
fails to reproduce these mo- mosaic of ab. 450—7s.
saics as forming part of the S. Giovanni in Fonte, Ravenna.
realm of Byzantine archae- Fhoto Alinan.
ology. During the time that Neon was bishop the Ecclesia. Pet-
riana, begun by his predecessor Peter, was likewise completed
A gth century record informs us that it was larger and richer in
mosaics than any other church in Ravenna.

Byzantine elements, however, found their way into the works
evoked by Theodoric. To him also we owe a mosaic decoration
of a baptistery (fig. 7) — that of the Arians — which in construct-
ion resembles that of the Orthodox; notwithstanding the antique
aspect of the beardless Christ in the centre we notice in the
draping of the Apostles’ togas the first elements of Eastern
mannerism. The building of S. Apollinare Nuovo was commenced
in 519, and consequently at the death of the great king, was pro-
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bably tar from finished, but it was completed during the reign ot
his daughter, Amalaschwintha, who was as fervent an admirer
of classical Rome as was her father; though during her dominion
the Byzantine style in Ravenna entirely over-ruled the antique.

In the North, however, mosaics of late antique inspiration

Fig. 7. The Baptism of Our Lord and Apostles, mosaic previous to 526.

Baptistery of the Arians, Ravenna.
Photo Alinan.

decorate the S. Aquilino chapel of the church of S. Lorenzo in
Milan () where we find representations of the Lord amidst the
Apostles (fig. 8) and the Message to the Shepherds, probably
dating from about 500.

(1) Awnalof, Mosaics of the IV and V century (Russian), Petrograd, 1895
p.156 P. Toesca, La Pittura e la Miniatura nella Lombardia, Milan, 1912 p.8.
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On the Ligurian coast, in the baptistery of Albenga('), a hand-
some decoration with pigeons on a star-dotted background, and
mystical lambs at either side of the cross, framed in garlands,
seems to me of a somewhat earlier date.

Yet again part of the pavement preserved at Aquileia is com-
posed of biblical scenes (?): The Good Shepherd, the portraits of
the donors,andrepresent-
ations of animals are all
inferior imitations of the
Pompeian style. They
may be dated as early 4th
century. Some other frag-
ments of smular decor-
ations but, generally of
later date are to be found
in other parts of Italyv(’).

Very few of the early
mosaics of Southern Italy
still exist, but some are
known to us by descript-
ions and reproductions of
the 16th and 17th cent-
uries. Paulin de Nola
(tiseg Ch41?rIC)h h;lfd h?;a(tis“lg Fig.8 The Lord and Apostles, mosaic of

ab. 500. S. Lorenzo, Milan.
scenes from the Old and Photo Anderson.
New Testaments,but we areinignorance astowhetherthese were

(') E. Mella, Battistero di Agrate conturbia e di Albenga, Att1 della Soc. d1
Arch. e Bell. Art. di Torino, 1883 p. 57. £. Toesca, op. cit, p. 21.

(%) Memann, Swoboda and Lackorowsk:, Der Dom von Aquileia, Vienna,
1906. O. Fasiwolo, I musaici di A., Roma, 1905.

(*) At Casanarello, prov.Lecce (Haseloff, ] musaici di C., Bollet d’Arte
1907 fasc 12 attributes 1t to the 5th century and assumes an Oriental influ-
ence); at Como F. Frigerio and B. Nogara, Riv, Arch. della prov. di Como,
1912; at Brescia (P. Toesca, op.cit., p. 21); at Verona (C. Cipolla, Notizie degh
Scavi, 1884 p. 401); at Parenzo (O. Marucc/u, Nuov. Bull. di Arch. Crist.
1896 p. 14); at Pesaro (G. B. Carducer, Sul gran musaico scoperto in P,
Pesaro, 1866) etc. etc. For others see P Toesca, Storia dell’arte Italiana, I,
Milan, 1915 p. 306. Many examples are also to be found in the christian
Orient.
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fresco or mosaic. He caused the apse ot the basilica to be
adorned with a representation of the Trinity,and this was certainly
a mosaic. in which a hand symbolised God, a dove the Holy
Ghost and a cross or a lamb the Son: the background being
a paradisaical landscape (). M. Bertaux (*) conjectures that the
Apostles had probably also been depicted as twelve lambs. The
same symbolical elements were again seenina small basilica, in a
mosaic of the Last Judgment, in which the lambs were the chosen
and the goats the condemned. Of the beginning of the sth
century is the mosaic which Bishop Severus had made in Naples,
of which we read that it was divided into two zones, the upper
showing the Lord amidst Apostles, and the lower, four prophets.

Inthe dome ofthe S. Giovannibaptistery, however, the mosaics
have for the greater part been preserved (?). The centre-piece is
occupied by the monogram of the Lord between the letters Alpha
and Omega, with a hand on a starry background above. Around
the monogram there is a border of flowers, vases, and birds.
Eight compartments are formed by ribbons of the same design
radiating from the margin of the monogram to the edge of the
dome; the upper parts of these divisions are filled up with similar
decorations,while underneath eightscenes wereoncerepresented,
of which many figures are still clearly visible. Amongst them
may be recognised the Lord giving the law to SS. Peter and
Paul, the miraculous catch of fish, the Samaritan woman at the
well, the Wedding at Cana, and a fragment which might well
be the angel guarding the empty sepulchre of the Lord. The
symbols of the Gospel-writers are beneath the dome; two deer
or two lambs, with a shepherd seated or standing, are represented
above each symbol, and at either side of the windows 1s a saintin
a brown toga holding a crown in his hand.

It seemsvery probable that these mosaics were executed during

() Wackhoff, Der Apsismosaik in der Basilica des H Felix zu Nola,
Rom. Quartalschr.,, IIl, 1889 p. 158.

(3 E. Bertaux,L’art dans I'ltalie méridionale, Paris, 1904 p 43

(®) Garucci,op cit, IV pl. 79. Muntz, Revue Archéol., 1883, I p. 21. Analof,
op. cit, p.139. Galante, ] musaici del Battistero di Napoli, Nuov. Boll. di arch.
crist., 1goo. C. Stornajolo, in Attidel II congresso internaz. di archeol. crist.,
Roma, 1902 p. 269 E.Bertaux, op cit.,p.47 4. Munoz, I musaicidel Battistero
di1 S. Giovanni a Napoli, L’Arte, 1908 p. 433.
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the rule of Bishop Soterus (4635 —92), whois mentioned as having
founded a baptistery. A second baptistery was constructed in
the time of Bishop Vincent (554—78). whose dates do not coin-
cide with the style of this work, which may be considered late
antique with perhaps some slight traces of Oriental influence,
but not Byzantine. as Senor Munoz points out to us.

In the church of S Prisco near Capua there existed paintings
and mosaics, the latter of which were preserved in entirety until
1759; while the mosaics of the dome and apse, which may be dated
about the vear j0o0. are known to us only by engravings of the
17th century. From these one learns that the dome was divided
mmto segments by lines radiating from the centre; these were
subdivided by four circular lines. thus producing four rows of
compartments of which only the alternate ones were decorated,
the uppermost with floral designs, the second with vases and
pairs of doves, the two lower with saints — many local — and
martyrs arranged in couples; the whole was enclosed by a broad
circle of garlands amongst which cupids plaved. The mosaic of
the apse represented two groups of saints approaching, from
either side, the infant figures of SS. Quartus and Quintus. above
whom a dove was depicted flying within a decorated circle. The
sectoral division of the dome resembled the one in S. Giovanni
in-Fonte, and the antique togas of the saints and martyrs are
similar to those of the martyrs there. The mosaics not lost to us
are probably of a slightly later date. They are to be found in the
Matrona chapel of this church (). Here the vault 1s divided into
four parts by vine branches arranged in vases, oneach of whicha
pair of doves 1s shewn. One quarter 1s occupied by a medallion
of a bust of Christ, represented with a black beard. In the two
adjacent compartments the symbols of the Gospel-writers are
depicted in pairs; in one, however, the lion of St. Mark has disap-
peared; in the other, on a golden jewelled throne, between the
ox and the eagle, we find represented the Gospel Book with a
dove perched on it. The fourth mosaic no longer exists, but a
17th century reproduction shows that it was composed of a

Yy D. Salazaro, Studi sui monument1 dell’ Itahia Meridionale dal IV al
Xl secolo, Napoli 1871 — 75,1l pl. XIV Garucer, op at, IV pl 256 —7 (incor
rect) Bertaux, op.cit,p 30 etc.

2
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jewelled cross on an eminence between twelve doves in rows of
three. This ornamentation. although some elements resemble
those of the great basilica of S. Paulin and still more those of
S. Vitale, Ravenna, demonstrates the existence of a school of
mosaicists not less important than those of Rome and Ravenna.

Still more conservative than the art of mosaic was that of
miniature painting, which even during the 5th century produced
several works of an almost entirely antique aspect. As such may
be cited the remains of the Cotton Bible, the Quedlingburg Bible
fragment in the Berlin Library (!) the Iliad of the Ambrosian
Library and the Virgil of the Vatican (2); always classed together
on account of their 1dentity of style, which, though in most
instances purely Pompeian, in others is not without elements of
decadence.

* *
*

We cannot very well continue this dissertation without
devoting a few words to Eastern Christian art. which from
now onwards plays an important part in the development of
painting in Italy.

For our subject 1t 1s not necessary toinvestigate the interming-
ling of foreign elements which constituted the art of Byzantium.
The classic traditions of Rome and Greece on the one hand, and
the Eastern currents originating in Egypt, Syria, Asia Minor,
Mesopotamia and Persia on the other, seem to have formed this
school, which was to prove of unlimited importance in the history
of Christian art, and which may be described as orientalized
antique art, or Eastern art under classical influence.

We need not enter into the problem, so much discussed
nowadays, of how much Hellenic influence had already pene-
trated into these more Eastern regions before this strange com-
bination produced the art of Byzantium; an Oriental Christian
art, however, seems to have existed before the great school
which originated at Constantinople had acquired a definite style
of symbolical art.

(") Schulitz, Die Quedlingburger Itala mimiaturen, Munich 1898.
Yy P de Nolhac, Le Virgile du Vatican, Acad. des Inscr. et B. Lett .
Paris 1897.
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Fig 9 The Lord and the Apostles, mosaic of 385—08. Sta.Pudenziana, Rome.

Photo Anderson

Again, itmay be asked: When did the Byzantine style come into
existence? It 1s well known that when Constantine (274-—337)
created the somewhat artificial centre, which was going to
preserve and combine the Eastern and Western civilizations he
gathered within the walls of his town artists of both these tradi-
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tions. But was the immediate outcome this Byzantine art, the
first representative products of which seem to be found at
Ravenna?

The element which in Byzantine art constitutes not only a
difference from but a reai opposition to the Pompeian manner 1s
the schematic outline, which in a later stage degenerates into
rigidity and hifelessness, but which in the beginning established a
majestic though mannered style, regardless of monotony.

These factors, which were certainly imported from Eastern
regions, form. as it were, the antithesis to Hellenic painting, but
when first introduced the change of aspect was very limited.

The first dated work in which these alien peculiarities are
to be observed 1s the above-mentioned apsidal mosaic of Sta.
Pudenziana in Rome (!, but here the Oriental elements do not
seem to have come through Byzantium, but directly from the
Chnistian Orient This image (figs. 9 and rol, now somewhat
reduced because the row of mystical lambs 1s missing from
below and one apostle on either side has been removed (%), shows
us the Lord teaching between ten apostles behind whom two
female figures personifyv the converted. The tyvpe of Chnst,
which has been called Syrian (), the attitude of his hand. the
design of the throne, and the jewelled cross above him all
indicate that the artist was acquainted with Eastern Christian
art; moreover, the town in the background is not an imag-
inary one, but a real representation of Jerusalem. We owe this
mosaic to three priests called Ilicius, Maximus and Leopardus,
and 1t was executed during the pontificate of Siricius (384-—98) ().
Although only a few mosaics of this early period have survived,

() L. Lefort, La mosaique de Ste Pudentienne 4 Rome, Revue Archéol ,
II Série XXVII 1874 p 96. The Same, Nouvelles observations sur lamo-
saique de S. P., Nuovo Bullett. d’archéol crist., 1896 p 174. P. Crostarosa,
Osservazione sul mosaico di S. P.,1d. 1895 p.58 H. Grisar, Il mosaico di
S.P.a Roma coll’ edific1 de1 luoghi santi; Civilta Cattolica, vol 1111895 p. 722,
vol. X1 1897 p. 473,

(*) Other mosaics once visible in this church have entirely disappeared.

(!) We find the same type of Saviour in a mosaic of more than a century
later, in the Matrona chapel in the church of S. Prisco, near Capua.

(Y J. Wilpert, (Die romischen Mosaiken u. Malereiender kirchlichen Bauten
vom VI bis XIII Jahrhundert, 2¢ aufl. 4 vols Freiburg 1917, believes this
mosaic dates from 402 — 17.
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Fig. 10. Detail of fig. o.
Photo Ander<on.

there 1s no doubt that very many were made, for a letter which
Pope Hadrian I wrote to Charles the Great in 794, denouncing
the destruction of images by the 1conoclasts, mentions the
various foundations of nine ot his predecessors from the 4th. until
the 6th. century, which in his time still preserved their fresco and
mosaic decorations.

During the 5th century the Byzantine influence increased and
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clear traces of it from now onwards are to be found in the
mosaics of [taly.

The most important mosaic of this period in Rome, the one on
the triumphal arch of Sta. Maria Maggiore (fig. 11). differs, in the
presence of Byzantine elements, so considerably from those n
the nave that the opinion that these two mosaics are of the same
period — the time of the foundation of the bzsilica — is quite In-
admissible. The name of Pope Sixtus, which we find in these
representations, provides us with the date 432—40, and the sub-
Jjects themselves render it especially probable that this mosaic
was made after the Council of Ephesus (431), at which the Virgin
was recognized as the Mother of God. Several of the scenes
represented here are inspired by the story of the childhood of the
Saviour and contain apocryphal episodes. ()

Comparing the scenes on the triumphal arch with those o
almost a century earlier in the nave, we are struck not only by
an absence of impressionism and a neatness of design mn the
former, but also by the elongated proportions of the figures, the
stateliness of attitude and movement and the gorgeousness of
dress and ornament, all of which are indications of Oriental influ-
ence. The diversity of styvle and the quaint iconography make 1t
possible that the artist to whom we owe this work was not a
Roman, nor even an Itahan, but of Oriental origin; this may or
may not be the case, but it 1s obvious that the presence of these
mosaics In Rome points to an infiltration from the East into the
very heart of [taly.

In some miniatures, also probably dating from the 5th century,
a similar infiltration may be observed, but it 1s not always ab-
solutely certain that they were executed in Italy. The editors of
the Genesis of Vienna (%) are of opinion that two different hands
were employed in the execution of its mimatures, one of which
followed the Pompeian impressionistic style, giving greater im-
portance to landscape, while the excessive realismn the gestures
and attitudes and more pronounced linear effect in the illustrat-
ions of the other seem to betray an Eastern influence.

('} 4. De Waal, Die apocryphen Evangelien 1n der altchristlichen Kunst,
Rom. Quartalschr., 1887 [ p. 189.
(2) W. von Hartel u. E. Wickhoff, Der Wiener Genesis, Vienna 1895.
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Fig. 11. Mosaic of the apsidal arch of Sta Maria Maggiore, Rome 432—4o0.
Photo Ahnari.

In the Josue scroll of the Vatican Library (Y) (fig. 12) we find
the linear element developed into a mildly conventional form
which, together with palaeographical observations has induced
critics to consider this important monumentas a 7thor 8thcentury

lliH. Graeven, 1l rotulo di Geosue, [’Arte 1898 p 221, Il rotulo di Geosue,
Milan 1907



24 WESTERN AND EASTERN EARLY CHRISTIAN ART.

copy of a 5th century original. In that case it1scurious that the
copyist has retained the impressionistic virtuosity of the original
which here attains a degree of perfection hardly ever met with in
products of this period : it seems, therefore, more likely to me that
it may date from a somewhat earlier period.

Badly assimilated Oriental elements seem to be the cause ofthe
decline manifest in certain miniatures, probably dating from the
5th or early 6th century, in the abbey of St. Paul-in-Lavanttal ().

The fact that the elements foreign to the decadence of the
antique tradition which we observe in the above quoted works,
are of Orlental origin does not mmply that they originated In
Byzantium. On the contrary, [ aminclined to believe that they are
the fruit of more Fastern forms of Christian art, which later
became a constituent part of the art of Constantine’s centre of
civilization.

The earliest traces of real Byzantine art may be observed in
the first half of the 6th century simultaneously in Rome, Ravenna
Parenzo and Milan. But while in the Christian East the Byzantine
or alien styles seem to have entirely replaced the antique tradition,
in Italy we find for many hundred years clear traces of Pompelan
impressionism, and this fact again helps to consolidate my belief
that the Christians of Rome were better acquainted with the
antique style than their brethren in the East, owing probably to
the fact that the former hived in the birthplace of this art while
the others only acquired it accidentally.

(1) Beschreibendes Verzeichmis der [llummierten Handschriften in Oster-
reich. herausgeg. von F. Wickhoff, Ill Leipz, 1907 p- 98 pl. VIIL
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Photo Sanasin.

Iig. 12. Illustration of the Josue Scroll, Vatican Library, VI century (?).



CHAPTER L

THE BYZANTINE AND THE ANTIQUE TRADITIONS
DURING THE VI, VI AND VIII CENTURIES.

If, by the exaggerated importance given to the Christian art ot
the East one’s spirit of contradiction were sufficiently aroused to
wish to demonstrate that the Byzantine style really originated in
[taly, one might point out that the earliest datable monuments or
Byzantine representative art are to be found in Ravenna and
Rome.

We may be sure that the not alwayvs scientifically scrupulous
adherents of the pro-Orient school of archaelogyv would use a
similar argument in favour of their pet theories to its uttermost
limit. However, if we do not wish to support an opinion only, but
to search after the truth, we must admit that the Byzantine styvle
was born where it had its greatest development and that the
traces of this tradition we find in Italy were imported. It cannot
however be said that the Eastern countries were chronologi-
cally ahead of the Italian centres. On the contrary, we do not find
there any mosaics which, as regards date, can compete with the
already more or less Orientally inspired 4th century mosaic of
Sta. Pudenziana or those of a somewhat later period in Sta.
Maria Maggiore. Considering, for example, the dates to which
the different mosaics of Salonica are attributed, we might come
to the conclusion that those previous to the 6th century always
betrayed an antique inspiration (%) while what we conceive as By-
zantine art makes its appearance only after the year 500.

Almost immediately after the separation of the Eastern and
Western empires (393) the decline of the latter began. While life
became gradually more refinee at Constantinople, the antique
civilization was slowly dying out in Rome, where sufficient force

(Y Dates: St. George, beginning of 5th century; Eski Dyoumi, middle of 5th;

St. Sophia 5th—6th. C/r, Diehd, M. Le Tourneau, H. Saladin L.es monuments
chrétiens de Salonique, Paris 1918 p. 29, 38, 105, 139.
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no longer existed to create a new civilization which would have
been Occidental and Christian; and if Byzantium had not to
a certain extent come to the rescue by introducing its refinement
together with 1ts governmental representatives, Italy would have
become an absolute wilderness.

Ravenna, after the Ostrogoth period, became the seat of the
Byzantine Exarchate, and the untortunate city of Rome seems to
havebeen the chief booty for which Goths, Lombardsand Greeks
fought during aconsiderable part of the 6th century. It sometimes,
therefore, received the Greek emperor, and was often the resid-
ence of the chietof the Byvzantine armies, their commander Narses
having bult there the church of the Apostles in a wholly By-
zantine stvle. The relation between Byzantium and Italy became
more and more that which one might expect to exist between
a civihzed state and an uncivilized colony. Moreover, the
numerous wars fought on Itahian soil had reduced the country to
an indescribable state of poverty; no wonder, therefore, that the
beautiful works which Byzantium produced in all branches of art
found an enthusiastic reception n Italy, which for the moment
seemed to have exhausted allits resources, spiritual and material.
The importation of the Eastern style, however, although it con-
siderably weakened, did not entirely exterminate the classic
tradition, the degeneration of which gave rise to other forms.

As a typical example of early Byzantine art, we may take
the oldest of the mosaics which decorate the church of St.
Demetrius at Salonica, and which at the same time furnish us
with an early instance of portraiture; we find the image of St.
Demetrius between the founders of the church, medallions ot high
church dignitaries, and again the titular saint with two children
athisfeet. Notonly these, but the figures forming part ot the other
purely religious representations, such as the two images of the
Virgin between angels, the Madonna, and a saint, or the parents
presenting their children to St. Demetrius, are depicted with
great individuality. (*)

(') These mosaics have been justly attributed to the 6tk century by Die/i/,
LeTourneai, Saladm, op cit., p.g4 etc,, and plates 27 —33. In dating them from
the 8 century — as Th, Ouspensky has done — one would have to assume
that the Byzantine mosaic workers in Greece were greatly inferior to those
m Italy.
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[t is of this art that we find important and contemporary speci-
mens in [taly.

Not only part of the mosaic decoration, but also the capitals,
pulpit, balustrade and ornamental reliefs of S. Apollinare Nuovo
of Ravenna are purely Byzantine, which renders it probable that
Theodoric, an enthusiast for all that was ancient, who founded
this church in 519, did not live to see it finished. It may however
be supposed that the series of mosaics which form the twoupper
rows at either side were executed before his death, and it also
seems possible that the processions of male and female martyrs
whichnow occupy thegreaterpartofthe thirdrowreplacesymbols
of heretical Arian ideas which Theodoric had made but which the
Byzantines effaced. This is all the more likely, as these series of
saints form the only really Byzantine part of this decoration, the
groups toward which they approach belonging, like the mosaics
above, rather to the antique tradition; the other extremities of
these rows are composed of architectural views, one of Ra-
venna and its harbour, the other of the palace of Theodoric.

That part of the mosaic decoration which betrays an antique
inspiration consists of a series of thirteen scenes from the Life of
the Saviour on either side of the basilica, each scene separated
from the other by a shell-shaped ornament on which two doves
are perched on either side of a cross. The left wall contains scenes
from the Life of the Lord before the Passion, which represent,
for the greater part, miraculous cures in which Christ 1s depicted
asabeardless young man; whereas on the opposite wall (fig. 13),
where we find the Life continued, from the Last Supper until the
Calvary, with the Holy Women at the empty sepulchre and two
apparitions after the Resurrection, the Lord has been givena short
beard. The Crucifixion, as is usually the case at this early pe-
riod, is lacking. The second row consists on either side, of sixteen
prophets, and is intersected by eleven windows. The third
comprises, besides the above mentioned processions of martyrs
and architectural scenes, the Saviour, seated on a throne with a
curiously curved back, between four angels on the right wall
(fig. 14) and on the left the Madonna and Child, with a similar
escort.

The difference in style between the figures of the martyrs and
the other representations is very obvious. The twenty-four male
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Fig. 13. Mosaics on the right wall of S Apollinare Nuovo, Ravenna
5109~ 26 (°) and after 3526.

Photo Alinari,
saints on the right wall show some variety as regards features.
but the manner in which they carry the crown of martyrdom is
identical in almost every case; the twenty-two crowned female
figures on the opposite wall form. as far as attitude is concerned,
Jjust as monotonous a group (fig. 13). Between the first figureand
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the Madonna among angels the three Magi are represented, one
behind the other, offering their gifts; and it1s very clear that the
group of the Virgin and angels did not originally belong to a
composition of the Adoration of the Magi; we may therefore
consider this a confirmation of the fact that the different parts of
this decoration are not contemporary.

The scenes from the Life of the Lord may be said — like the
mosaics of Sta. Pudenziana — to betray a shght pre-Byzantine
Oriental influence: but on the whole they belong to the late
antique tradition. The landscapes in some of the backgrounds,
the draping of the robes, and the natural movements of Pom-
pelan art stand out against a certain exaggeration of the linear
element and the large, strongly outlined eves of a possible Eastern
origin. The tvpe of Christ on the right wall, especially as he 1s
seen enthroned i the third row, 1s the one which has been
regarded as Syrian, and the design of the ornamental panels may
be said to show the samemotives as are found in the catacombs.
Comparing the figures of the prophets with the martyrs, all
dressed identically, of the lowest row, we are struck by the
variety, the freedom of attitude and the rich draping of the for-
mer as against the monotony, rigidity and marked linear effectof
the latter; the attire of the female saints 1s that of Oriental
princesses; the male figures, however, frequently possess feat-
ures of varied individualty, a trait which we have already
. noted 1n the mosaics of Salonica, and which is a distinetly
Eastern element.

In S. Apollinare Nuovo, then, we find combined on the same
wall late products of Hellenic art and early manifestations of
the Byzantine style. In the other churches of Ravenna we shall
encounter only the latter.

The church of S. Vitale, begun during the last year of
the life of Theodoric (525), was consecrated only in 547,
that Is, seven years after Ravenna was conquered by the
Byzantines. We will not enter into a controversy on the
origin of the octagonal plan of this edifice, because, if, on the one
hand it be true that the almost contemporaneously built (527)
church of SS. Sergius and Bacchus in Constantinople shows in
its interior an identical model, 1t seems on the other hand certain
that in Rome there existed constructions of the ythcentury corres-
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ponding with that of S. Vitale, as regards the interior as well as
the exterior (1.

The mosaics, however, of the church of Ravenna are purely
Byzantine; so, too, the capitals, identical specimens of which are
found in Constantinople, Salonica and Egvpt; probably all were
exported from Byzantium, which must also have been the source
of the open-worked slabs of marble used as balustrades.

Only the choir apse preserves its rich mosaic decoration. Here
we see, besides a profusion of ornamental garlands, series of
medallions ofthe Apostles, representations of the Gospel-writers,
prophets and angels carrying emblems, some mosaic pictures of
great importance.

In the vault, against an extremely rich ornamental background,
amedallion, supportedby four angels standing on globes, encloses
an image of the Divine Lamb. Lower down on either side 1s a
lunette of the sacrifices of Abraham and Melchisedec, while in
the apse the Saviour, beardless, is seated on a globe between two
angels, St.Vitale and St. Eclesius (fig. 16), below which are placed,
to the left and the right, the celebrated mosaics representing
Justinianus (plate I) and Theodora (fig. 17) with their respective
suites. Nearthe emperor stands Bishop Maximianus, whose name
1s inscribed, but the remarkable individuality of all the faces,
which clashes somewhat with the rigid monotonous immobility
of the attitudes, seems sufficient to testify that the other figures
are also portraits, and probably very good ones. Comparing these
two mosaics we are struck by the fact that the female features
are much less individualized than those of the men. The Basilissa
and her ladies are less real, more idealistically conceived. Theo-
dora’s face 1s encircled in heavy jewelicry and the embroidery on
the lower border of her cloak represents the Magi offering their
gifts. Is it possible that the empress had a particular liking for
this subject, and it was she who had it interpolated in the
decoration of S. Apollinare Nuovo?

Although technically speaking the mosaics do not perhaps
belong to the finest productions of this form of art, they will
always be pre-eminent as fableaux de genre of peculiar
importance. There are few representations which allow us such

(1) G T. Rworra, Le origine della archittetura Lombarda, Milan 1908 p 74.
The Sante, Archtettura Romaiua, Milan, 1921 p. 324.
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an insight into the environment which produced them. The
mosaics of S. Vitale show us all the religious majesty, stateliness
and magnificence of the Byzantine Court, veneration for whose
monarchs is expressed in the haloes which surround their heads
as though they had been saints.

S. Apollinare in Classe was consecrated in 549, S. Michele in
Affrisco in 545; but notwithstanding the earlier date of the
second the first may be considered the older, as it was commen-
ced between 534 and 338.

Fig. 16. The Saviour between Angels and Saints. Mosaic, circa 547,
S. Vitale, Ravenna Photo Alinari.

Since the destruction by fire of S. Paolo fuori le Mura, S.
Apollinare in Classe ranks as the finest of the early Christian
basilicas. The capitals and other sculptured decorations are,
however, purely Byzantine, as are the apsidal mosaic which
represents Elias and Moses at either side of the Cross, and a
symbolical picture of the Transfiguration with S. Apollinaris be-
low, his hands raised in prayer, in a field of flowers and plants
in which lambs personify the Apostles. The design of these
mosaics 1s more schematic than that of the previously mentioned
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Fig 17. Theodora and her suite. Mosaic circa 547. S. Vitale, Ravenna.
Photo Alnan

works. The other mosaics of this church are of a somewhat later
date and will be considered further on.

The mosaic of S. Michele in Affrisco is now preserved in the
Kaiser Friedrich Museum in Berlin (?). In the vaulted part of the

(‘r)ﬂ Ciampin, op, cit , 11 pl. XVIL Garucer, op. cit, IV pl. 267. O. Wulff, Das
Ravennatische Mosaik von S, Michele m Affrisco, Jahrb. der K Preuss.
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apse Christ, young and beardless, is represented between two
archangels; Cosmas and Damian are depicted on either side of
the wall beyond, while above we see the Saviour seated on a
broad, richly ornate throne, amidst nine angels, seven of whom
are blowing trumpets. This much-restored mosaic, like the
previous one, shows in certain parts a rigid schematic design.

Of better quality are the mosaics found in the Archbishop’s
Palace, in the chapel of S. Pier Crisologo, although on account
of frequent restoration they have lost so much of their in-
dividuality that it has — perhaps rightly — been supposed that
this decoration is not entirely of one period. The Cross occupying
the centre of the vault is carried by four angels, with the symbols
of the Evangelists in the intervening spaces. The arcades are
decorated with rows of medallions in which the beardless bust of
the Lord and half figures of the Apostles and other saints are
depicted. Besides these we find another image ofthe Saviour, the
Madonna and other figures, which are probably of later execu-
tion. The busts in the medallions form the finest and mostinteres-
ting part of this ensemble. and although somewhat rough in
execution they pass for the best products of Byzantine art in
Ravenna. Although hieratic, these figures are without rigidity,
manifesting again the extraordinary gift which the Eastern artists
of this period displayed for the expression of individuality.

We must pass for a moment into the 7th century in order to
observe the decline which terminated the Byzantine influx into
Ravenna. This city, which had been the residence of mighty
princes, and had become the seat of the representatives of the
Byzantine government was now gradually surpassed in impor-
tance by Rome, which had been slowly recovering from the criti-
cal years through which it had passed. As we shall see later,
Byzantine art simultaneously underwent the same decadence at
Rome.

The later mosaics in S. Apollinare in Classe show us how
very low this art had fallen at the time of Bishop Reparatus
(672—77) who undertook a journey to Constantinople in order
to receive personally from Constantine IV Pogonatus (668 —85)

Kunstsamml., XXV 1904 p. 374. T/e same, K. Museen zu Berlin III; Alt-
christl. u. Mittelalterl. Byzant. u. Ital. Bildwerke, II Berlin, 1911. Zweiter
Nachtrag p. 13.
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the privileges which would guarantee his authority against that
of Rome. The mosaic represents this ceremony (fig. 18). The
emperor, surrounded by princes and court dignitaries, 1s depicted
in the act of handing the scroll to the bishop. In a way this court
scene is a repetition of that of Justinian and Theodora, but the
comparison makes us fully conscious of the period of decline
which separates the two mosaics, the later being weak in design
as well as colour.

Life in Ravenna had become that of a provincial town of little
importance. Before we leave it let us draw the reader’s attention
to the fact that from the
moment when the Byzan-
tines established themsel-
ves at Ravenna all trace
of the antique tradition
died out; mn this respect
Ravenna presents a great
contrasttoRome.Itisalso
remarkable that the in-
scriptions ofthe Ravenna
mosaics, even of the most
purely Byzantine, are al-
ways in Latin.

The same capitals,

which seem to have been . )

¢ C tant- Fig 18 Constantine IV granting a prive-
}mported rom t-onstan lege to Bishop Reparatus.Mosaic of 672—77.
inople and Salonica into S. Apollinare 1n Classe, Ravenna.
Ravenna, are found also Pheto Alnau.

at Pomposa, Venice, Torcello, Grado, Aquileia, and Parenzo.
This means that the artistic influence of Byzantine had made
itself feltin all these places, and no doubt several, if not all, of
their churches were embellished with mosaics executed in the
same style. These, however, have been preserved only at Parenzo,
where the apse of the cathedral is richly decorated ().

(') A Aniorosa,lebasiliche cristiane di Parenzo, Parenzo, 1895 P. Deperis,
II1Duomo di P.e 1 suot mosaicy,\tt1 e memorie della Soc.istrianadi arch. e stor.
patr.,, X 1894 fasc. 1 and 4. G Bont, 1l Duomo di P e suo1 musaici, Arch stor.
dell arte, 1894 p.107. O. Marucc/u, Le recente scoperte nel Duomo di P.Nuov ,
Bull.di Arch.Crist., 1896 p 14. W//ia and Niwsann, Der Dom von P.(Vienna).
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Fig 19. St Maurus and two Donors Mosaic of the first half of the VIcentury.
The Cathedral, Parenzo.

Photo Almnari.

On the arch the Lord, beardless, and holding an open book, is
seated on a globe; a figure somewhat resembling that in the
apse of S. Vitale of Ravenna; six Apostles approach from either
side. The centre of the vault is occupied by theVirgin, who, seated
on a magnificently decorated throne, is escorted on eitherside by
an angel; the one on the left is followed by St. Maurus with his
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martyr’s crown, the Bishop Euphrasius carrying the model of the
church, the archdeacon Claudius holding a book, and between
the two last the small son of Claudius, who was named after the
bishop (fig. 19). As pendant on the opposite side we find three
holv martyrs. This part of the decorationisinclosed above by nine
medallions, of which the central contains the Divine Lamb and the
others busts of female saints. In the lower part of the apse we find
represented the Annunci-
ation, in which the angel
is advancing towards the
Virgin, who 1s seated
on a monumental throne
which forms the extre-
mity of a colonnade (Y)
(fig. 2z0), and the Visita-
tion, where we see the
holy Mothers conversing
together, while the ser-
vant, to facilitate eaves-
dropping, raises the cur-
tain which covers the
entry to the house:adetail
which I believe we find
here for the first time, but

which has obtained a re-
Cognised place in the tra- Fig. 20. Annunciation. Mosaic of the first

half of the VI century. Cathedral, Parenzo.

dition of iconography (3). RO
oto mari,

Although the two last
representations are of rather peculiar design, the decoration
remains an important specimen of By zantine art, especially the fig-
ures of the donors on the left of the Madonna, which areinterest-
ing examples of those personal portraits which were a speciality
of this school. This work dates from the first half of the 6th century.
In North Italy, in the chapel of S. Vittore in Ciel d’Oro which

(') Simlar attitudes to these, but in the reverse sense, are to be found in
the catacombs: see H. F. J. Liwell, Die Darstellungen der allerseligste Jung-
frau u. Gottergebarerin Maria etc., Freiburg1 B., 1887 pl 2.

(3) R.van Marie, Recherches sur Iconographie de Giotto et de Duccio,
Strasbourg, 1920 p. 7.
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communicates with the church of S. Ambrogio in Milan, we still
find mosaics of this type in which, however, the Byzantine in-
spiration 1s less pronounced(!). In the centre of the golden vault,
the circular wreath, in which one can distinguish human figures
andbirds, and from which garlands radiate, contains the bust of a
young, short-bearded man who holds a curiously shaped crossin
one hand and an open book before him in the other; another
ornate cross 1s placed near him, while above we see a small
crown of martyrdom. It seems likely that the image represented
here is that of St. Victor himself. On the upper part of the wall
the full-length figures of Ambrosius, Gervasius, Protasius, Nabor,
Felix, and Maternus are depicted. Yet again we have here before
us an example of the Oriental art of portraiture. The faces are
varied and full of personality,which strikes us all the more because
the rest of these figures is infertor of quality, without any relief,
and of an exaggerated linear effect: characteristics of the school
to which they belong. I think the earliest period to which we can
attribute them 1s the second quarter of the 6th century.

Before proceeding to Rome, which from now onwards becomes
the principal centre of artistic activity, let us cast a glance at the
Byzantine mosaics of Southern Italy, few of which. however,
have been preserved. It is only from ancient documents that we
know that there existed in the old cathedral of Naples a mosaic
of about 575 representing the Transfiguration, and identical with
that in St. Catherine’s church of Mount Sinai (. Mention is
also found of a mosaic decoration of this period belonging to the
basilica of S. Lorenzo of the same’ town and, although I do not
as a rule wish to dwell on works ofa merely decorative character,
I should like to make an exception of a few of the 6th century, such
as the still partly preserved pavement of Sta. Maria di Capua
Vetere, which consists of rose-shaped ornaments surrounded by
interlacing lines and enclosing an eagle holding a fish, apparently
a motive of Oriental inspiration(”).

Mosaics on a gold background existed at Sipontum but are

() L Ambiver:, La basilica di S. Vittore, Raccolta milanese di Storia,
Geografia ed Arte, 1887 p. VI. 4. Raitfi, Il piu antico ritratto di S. Ambrogio,
Milano, 1897. P. Toesca, op cit., p. 15.

(3) Muntz, op. cit., p. 29. Bertanx, op. cit., p. 63.

(®} Salazaro, op.cit. I pl. 3. Garucer, op.cit., IVpl. 277. Bertaux,op.cit., p.64 .
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known to us only from an early text, from which M. Bertaux
gathers that they probably represented tabernacles very similar
to those in St. George’s church at Thessalonica or in the bap-
tistery of the Orthodox at Ravenna(?).

Notwithstanding the wars between the Goths, Byzantines and
the Lombards, from which Rome suffered more than any other
city in Italy, and other calamities of the period such as famine,

plague and inundation,
artisticactivities of this
city may be followed
without interruption
from the early 6th
century onwards. This
production we largely
owe to the Popes, who
caused the construct-
1on and ornamentation
of many churches.
The first6th-century
Rorman mosaic which
has come downtousis
one of 55.CosmeeDa-
miano,executedduring
the pontificate of Felix
IV, (326—30) while the
city wasstill at peace?).
Fig. 22. Detail of fig. 21. It 1s one of particular
fhote Andener: i mportance, asit is the
first example of a composition which we shall very frequently
encounter. It differs from the earlier ones in that the LLord is not
enthroned, but seems to float in mid-air; on either side St. Paul
and St. Peter present St. Cosmo and St. Damian to the Saviour,
while at the extreme right hand we see S. Teodoro and on the
extreme left the Papal founder, holding the model of the church;
which was however entirely re-built in the 17th century (fig. 21
and 22). These six figures are represented standing in a meadow

D) Be}t;zt_;c, op. cit., p. 66.
(*) R van Marle, La peinture romaine au moyen-age, son développement
du 6°me jusqu’ a la fin du 13¢me siécle, Strasbourg, 1921. p. 24.
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adorned with numerous little flowers, but on which is inscribed
the name of the Jordan. The archaround the apse was decorated
with Apocalyptic scenes, but of the twenty-four aged men only
the crowns, which the foremost on either side carry in their
covered hands, remain visible; above, however, the mosaics have
been preserved, and we see, amidst seven candlesticks, two ar-
changels and the symbols of the Gospellists, as well as a jewelled
throne, on which are placed a lamb and a Cross, while a scroll
with seven seals lies before it. Below the principal group in the
apse, are depicted six Lambs on either side, approaching the
central and thirteenth Lamb.

The mosaic of SS. Cosme e Damiano is the first manifestation
of Byzantine art in Rome. Notwithstanding that the four figures
around the Saviour may seem at first sight to be late products of
the antique tradition, here again we meet with too much out-
spoken individuality not to detect the Byzantine current. The
Saviour, with his heavy black beard, and traces of schematism in
the draping of the lower part of his robe, is an equally obvious
manifestation of Oriental art. The same may be said with even
greater force in the case of the image of St. Theodore, an ascetic
figure dressed in a robe richly embellished in the Byzantine style.
The drawing of all the tunics strikes us as unduly linear, and the
cloudy background forms as it were the transition between the
landscapes of the ancients and the uniform gold of the Byzantines.
The taste for large jewels which may be observed in the Apoca-
lyptic scenes is of the same origin. In this mosaic, however, the
Byzantine characteristics have not yet attained their full devel-
opment; the spirit is still antique and the colouring is reminiscent
of Pompeian painting.

The transformation from antique to Byzantine was accom-
plished in the mosaic of the arch of S.Lorenzo-fuori-le-Mura, which
church was founded by Pope Pelagius I1(578-—80)(*). Comparing
this with the previous mosaic, we become aware of the fact that
the Byzantine style had taken a thorough hold in Rome be-
tween the execution of the one and the other. Here the Lord,
seated on a globe and holding a cross, occupies the centre; SS.
Paul, Stephen and Hippolytus stand on his right, while to the left
are SS. Peter, Lawrence, and the Pope, with the model of his

(1) R. van Marle, op. cit., p. 26.
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church (fig. 23). The magnificent and elaborate buildings below
on either side represent the celestial cities of Jerusalem and
Bethlehem.

It may be that the Roman artist of this period did not know
how to assimilate the Byzantine elements of which his work is
none theless full, or— and thisis more probable — the decadence
of Roman art had a particularly disastrous influence on produc-
tions of this period, for the picture is a far from pleasing one. The
schematic folds have already degenerated into hardness, the
eyes are large and staring, the attitudes strained, and the figures
motionless, all shortcomings which we frequently find in later
forms of Byzantine art, but which also characterize those Roman
productions of the 6th century which follow the Oriental tradition.

To the last years of the 6thcentury we may ascribe the mosaic
of the round church of S. Teodoro (%), where the central figure
is almost identical with that of the previous work, and again
St. Peter and St. Paul stand on either side;next to them is St.
Theodore and another saint. The characteristic shortcomings of
the mosaic of S. Lorenzo-fuori are here yet more obvious.

This peculiar aspect of a certain group of Roman works is not
limited to mosaics only ; it is manifest also in contemporary paint-
ings, a certain number of which are to be found in the catacombs(?).

In the crypt of Sta. Merita, discovered in 1903, in the Commo-
dilla catacombs, there is, besides a triangular fresco dating
probably from 528, but of no great importance, a painting of the
tomb of the widow Turtura (). She is depicted as a small figure,
her hand covered with a “mappa” (a square white cloth), stand-
ing at the side of a monumental and richly decorated throne, on
which the Virgin is seated, holding the Child Jesus on her lap.
Standing on either side are the young St. Adauctus, who lays
his hand protectingly on the widow’s shoulder, and the old
St. Felix, with a short white beard; both figures are dressed in
white togas, while thelatteris seen to be wearing sandals (fig. 24).
The manner in which this painting is executed particularly re-

() R.van Marle. op cit., p. 26

(3) Forallfrescoesinthecatacombssee thealready quoted work of /. Wilpert.

(]) Marucchi, Nuovo Bull. di Archeol. Christ., 1904 p.41; 1905 p.5. Wilpert,
idem, 1go4 p. 161; 1905 p. 361. Bonavema, 1dem, 1904 p. 171. Kanzler, 1dem,
1905 p.181. Wilpert, Rom. Quartalschr., 1908 p. 102.
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minds us of the mosaic of S. Lorenzo-fuori. It is, however, finer
than another fresco in the same catacomb representing the
Saviour, beardless, seated on a globe, giving the keys to St. Peter.
On the other side we see SS. Paul and Felix, and at the end
St. Stephen as Orant; the figures which were represented behind
St. Peter no longer exist (fig. 23). The execution of this fresco
seems hasty and careless; the folds are represented by broad
streaks; the style, however,
does not differ from that of the
works already mentioned.
Thereare severalother paint-
ingsin the catacombs executed
in a similar manner.(}) Some-
what superior to the lastmenti-
oned 1s one 1n the St. Hermes
catacombs, representing the
Saviour on a high throne. la-
ving his hand on the head of a
young male Orant 1n the pre-
sence of two togated saints:
probably the holv martyrs Pro-
tus and Hyacinth.
Fig. 23 Virgin, Saints and the widow .VVe ShOUId also mention a
Turtura, VI century. Commodilla painting in the cemetery of Sta.
Catacombs, Rome. Generosa, where the Lord is
seated amidst the saints Simplicius, Faustinus, Viatrex and
Rufinus, the last named in warrior’s attire. Besides the more
pronounced Byzantine characteristics of this work, we find
the names inscribed vertically. This Eastern peculiarity is also
present in a fresco in the catacomb of St. Pontian, in which
the Lord is depicted placing haloes on the heads of SS. Abdon
and Sennen, who are clothed in skins ; SS. Millix and Pigmenius
at their sides are dressed in togas. The same saints are
found in the chapel of St. Pollion, together with the martyrs
Bitus and Marcelinus. The rough execution and the exaggerated
schematism give this painting a very unpleasant aspect.
The fresco of St. Felicity and her seven sons in the cemetery

(1) R. van Mavrle, op cit , p. 28.



BYZANTINE AND ANTIQUE TRADITIONS

which is named af-
ter her 1s probably
of about the year
600. It 1s a product
comparable  with
the foregoing but
even more Inferior.
In 1t we have the
first example of the
cheeks bemg indic-
ated by a spot ot
red paint, an ex-
treme form of the
schematic  design
which from now
onwards will be
met with very fre-
quently.

St. Feliaity 1
also represented in
her oratory mside
Rome (1) where we
see her and her
sons standing In a
row terminated by
two palm trees and
two small figures,
probably the exe-

() De Rossi, Pittura
ritraente Sta. Felicita
ed 1 sette figliuoli 1n un
antico oratorio presso
le terme di Tito, Boll.
di Archeol. Crist., 1884
—35 p. 157. [llustrations
will be found in Maruc-
¢/u, Basiliques et égli-
ses de Rome, Rome—
Paris, 1902 p. 310, and
Grisar, op. cit., p. 169.
Ventiu, op.cit., Il p 248,
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Fig. 25 The Lord giving the keys to St DPeter, VIcentury. Commodilla Catacombs, Rome.
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cutioners. Above we find a half-figure of the Saviour, the twelve
mystical Lambs forming a frieze. The dilapidated condition
of this fresco does not enable us to form an exact opinion of the
manner in which it was executed, but from what remainsitseems
probable that it had a rather pronounced Byzantine aspect.

In a fresco of the Madonna near the apse of Sta. Maria Anti-
qua in the Forum(!) we find attempts at regular beauty, an im-
portant and distinct change from the paintings of the catacombs.
It forms part of that mixture of fragments dating from the 6th
to the 8th century on the so called ,palimpsest” wall. The Vir-
gin, whose diadem and robe are laden with jewels, carries the
»mappa’’ in one hand and places the other on the shoulder of her
Son. The back of the throne has the curious curved shape which
we found in S. Apollinare Nuovo, Ravenna. To the right traces
of a crowned angel carrying a sceptre remain visible. These
fragments are sufficient indication for us to understand the as-
pect of the original compositon, that of the Virgin in majesty
between two angels. I agree with M. de Grineisen that the
figure very likely dates fromthe 6th century, but probably from
its very first years(?). The strong linear effect and the large gems
ciearly indicate the Byzantine style of this painting; the crown
worn by the Virgin, however, is an element belonging to the
Western and not to the Eastern iconography of the Madonna.

This example of the intermingling of the West with the East
confirms my belief that during the 6th century art in Rome was
only to a certain extent under Byzantine influence Most of the
figures which we found in the mosaics or in the frescoes of the
catacombs betray a transformation tending to a decadence of the

(Y)y W. de Grunesen, Ste Marie Antique, Rome, 1911 pls. XLIV, XLVI—
VII, LXX. Other important publications on this church are : O. Marucc/,
La chiesadi S. M. A. nel Foro Romano, Nuov. Boll d1 Arch. Crist, VI 1900
fasc. 3—4. H. Grisar, Scoperto di1S. M. A. al Foro, Civilta Cattolica, 1go1 p
228 and 727. G. Rushforth, The Church of S, M A. Papers of the British
School at Rome, 1902 I p. 1. Wuscher-Bec/u, Die Apsisfresken inS.M A.,
Zeitschr f. christl. Kunst, 1go4 p. 289. J. Wilpert, Die Malereien 1n der Kirche
S. M. A, Byzant. Zeitschr., 1905p 578. W. de Gruneisen, Studi iconografici
in S. M. A,, Archivio dell R. Soc. rom. di St. patr., XXIX 1906 p. 85. / W/
pert, S.M A, L’Arte, XIII 1910 p. 1 and 81.

(?) W.de Gruneisen, S.M.A., fig. 105 and Wilpert, op. cit., pls. 134 and 207;
the latter is of opinion that this fresco dates from the end of the 5t century.
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antique manner, for which the Eastern style may to a certain
extent be responsible, but which has nevertheless conserved
something of the virtuosity displayed by the Pompeian products.
Consequently we cannot say that we find in Roman art thatabso-
lute Byzantine domination which is visible at Ravenna and
Parenzo. Rome during the 6th century acquired a manner of her
own, differing not only from the Eastern but also from that of
other Italian cities.

Yet again, the mosaics of Ravenna, Parenzo and Milan do not
absolutely resemble the contemporary works of Salonica, but
here the difference 1s a technical one; the mosaics made in
Byzantium are finerin execution than the Italian ones, which have
the appearance of rather provincial productions, which after all,
they really are. This technical difference forms a link between
the Roman mosaics and those of the other Italian centres, thus
separating them to a certain extent from the genuine Byzantine
sphere of activity. When we consider too that the inscriptions
are in Latin, it becomes even less likely that we owe these pic-
tures to Greek artists; an opinion which is corroborated by a
comparison between the Roman productions of the 6th century
and some of those dating a hundred yearslater, when the *‘second
Hellenization” of Rome had taken place, after which period Greek
inscriptions are also less uncommon.

Politically the dependency of Rome on Byzantium was aug-
mented by the fact that the election of a Pope had to be confirmed
by the Emperor at Constantinople or — probably after the year
625 — by the Exarch at Ravenna. Constantine Il himself came
to Rome in 663, and, although not cordial, the relations between
Byzantium and Rome were almost unbroken during the 7th
century. The Greek colony, whose foundation may be traced
to the time when Narses was resident in Rome, increased consi-
derably during this period; and this was largely owing to the
nationality of many of the Popes who occupied the Holy See;
for during the 7th and 8th centuries we can count thirteen Sicilians,
with Syrians and Greeks amongst theirnumber. A great many of
their compatriots, as well as Armenians fleeing the Arabs, settled
inthe Eternal City, and a Greek quarter was founded around the
church of Sta. Mariain Cosmedin, where monasteries were estab-
lished for the benefit of monks from the Orient,while Greek book-

4
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dealers sold their national literature, and there were doubtless
many artists amongst the inhabitants (1). It is obvious that this
centre of Byzantine civilization might easily have taken posses-
sions of the spirit of the exhausted city.

Along with the influx of Greek life, we find this same period
highly disastrous to the monuments of ancient Rome, which to a
certain extent had probably contributed to the familiarity with
classical art which the inhabitants had retained; hardly a temple
remained standing, and Constantine II, when he visited the city,
found only a small part of the Imperial Palace habitable. On
the other hand, the Popes of the 7thcentury contributed greatly
to the renovation of the city and ordered the construction of
many buildings — no doubt in the Byzantine style — several of
whose mosaics have come down to us.

The earliest 7th century mosaic still existing 1s that which Hono-
rius I (625--38) had made in the apse of the church of Sta. Agnese;
the composition is a new one, and 1s met with here for the first
time. Neither the Lord nor the Virgin occupies the centre of the
apse, but the saintherself. dressedasaByzantine princess,adorned
with large jewels against a starry background, and between two
Popes, one of course being St. Honorus and the other probablyv
Sylvester I, during whose pontificate the church was founded, or
Innocent I, who first restored it (fig. 26). Notwithstanding obvious
traces of restoration we may be certamn that this mosaic never
belonged to the best productions of mosaic art. The figures are
too elongated, rigid, motionless, hard in outline and without ex-
pression. We should however appreciate this mosaic for its rich
decorative effect, which was 1n all probability the only aim of the
artist. The colouring is warm and brilliant and has the charm of
good Oriental work.

Pope John IV (640—42), who was Dalmatian by birth, began
the oratory of S. Venanzio attached to the baptistry of the
Lateran, while it was finished by his Greek successor Theodore
(642—49), and although it seems impossible that the founder
lived to see the mosaic decoration terminated it was very

(*) L. Courajod, Rome byzantine; Lecons professées a l’éc. du Louvre,
éd. Lemonnier et Michel p. 347. Battifol, Libraires byzantins 4 Rome, Mé-
langes de ’éc de Rome, VIII 1888 p. 297. CA. Dieki, Etudes sur Padministra-
tion byzantine dans ’ésarchat de Ravenne, Paris, 1888
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Fig.26. St. Agnes between two Popes Mosaic of 625—38.Sta. Agnese, Rome.

Photo Anderson,

likely he who ordered it, as it represents the martyrs whose
remains he had brought here trom Salone (*). High in the apse

1’)7 H G;gar, I musaico dell orat. Later. di S. Venanzio e gli antichi abiti
liturgici e profani 1v1 representati, Analecta, p. 507. T/e same, Il musaico
dell’ Orat. Lat. di S. V., Civilta Cattolica, 1898, p. 212.



52 BYZANTINE AND ANTIQUE TRADITIONS.

we see half-figures of the Lord in benediction, between two
angels (fig. 27); lower, the Virgin as Orant, between eight saints,
while on the walls at either side eight other saints are depicted
(fig. 28). Only two of these sixteen saints, the first on the left and
St. John the Gospellist, are of a clearly Roman type; all the
others are portraits of Byzantine dignitaries executed in the same
manner as those accompanying the Emperor Justinian in S.
Vitale, Ravenna. We notice in this mosaic — the most purely
Byzantine which Rome produced — the same attempt at por-
traiture and the same care in the delineation of the official robes
These Roman mosaics, however, are slightly inferior in execution
to those of S. Vitale, but of a much better quality than the works
of a somewhat later date in either town. No doubt the artist to
whom we owe this work was Greek, but influenced by his Italian
surroundings.

Rome itself does not seem to have produced other mosaics at
this period of so good a quality, but they are none the less
superior to the later works at Ravenna.

A mosaic in S. Stefano Rotondo(*) ordered by the same Pope
Theodore (642—49) who saw the previous one finished 1s cruder
in execution.

Besides the ornamental design we find represented here a half
figure of the Lord resting on a jewelled cross, between the holy
martyrs Primus and Felician. Less artistic care 1s shown in the
execution; the folds are straight and heavy and entirely lacking
in relief. The features, however, are as individual as those which
we found in the chapel of S. Venanzio.

A certaindecline must have taken place between the execution
of this last work and the year 680, when the next datable mosaic
in Rome was made. It is a figure of St. Sebastian in the church of
S. Pietro-in-Vincoli, made during the pontificate of the Sicilian
Agatho (668-—835) on the occasion of the plague in 680, as this
saint 15 the well-known protector against this disease. St.
Sebastian, whose name is written vertically, is depicted old
and bearded, holding the martyr’s crown in his covered hand
(fig. 29). Design and execution both show obvious traces of deca-
dence, although not to the same extent as those observed in the

(*+ G. B. De Rossi, La basilica di S. Stefano Rotondo etc., Roma, 1886.
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Fig. 27. The Lord between angels. Mosaic of 642—49, Lateran
Baptistery, Rome.

Photo Moscioni.

almost contemporary (672—77) mosaic of Bishop Reperatus in
S. Apollinare-in-Classe at Ravenna; still, it 1s clear that during

this period the art of mosaic-making degenerated considerably
in both these centres.
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The paintings which were executed in the catacombs during
the 7th century differ only slightly from those of earlier date and
do not manifest that strong increase of Byzantinism which char-
acterizes the mosaic productions.

Fig.28 Four Saints. Mosaic of 642—49, Lateran Baptistery, Rome
Photo Anderson,

In the Sta. Merita crypt of the Commodilla catacombs we finda
frescoed figure of St. Luke, whose inscription informs us that it
was made in the time of Constantine IV Pogonatus (668—85).
The artist who painted this figure was inspired more by the image
of the younger saintin the fresco of the widow Turtura near by
than by the decadent contemporary mosaics of either Ravenna
or Rome. The Pompeian tradition is still obvious, but we find
on the right side of the robe of the holy Gospellist a certain
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schematic formation of the folds, which schematism was soon to
become the chief characteristic of Byzantine work.

Of perhaps slightly earlier date — the first half of the 7th cen-
tury — 1s a fresco in the S. Pontien catacombs representing St.

Pollion, between SS. Peter
and Marcellus clothed in
white togas. Little care has
been observed inthe execut-
ion, as may also be said of
another fresco in this ceme-
tery, of the Baptism of the
Lord, whichis painted in the
same style.

The figure of St. Cecily
inthe cemeteryof S.Callixtus
is of a much better quahty
of painting. She isrepresent-
ed as young and charming,
in the attitude of an Orant.
Again some elements of
Pompeian art have been
preserved,but the Byzantine
characteristics, such as the
heavy outlines and the
enormous gems are more
important factors in deter-
mining the movement to
which this work belongs.

Several series of miniat-
ures of Eastern style may
be attributed to the 6th or
7th century, and although
the Pompeian impression-

Fig.29. St. Sebastian. Mosaic of 68o,

S. Pietro in Vincoli, Rome.
Photo Alinan,

ism or the old standard of proportion is frequently present we
cannot be sure that any of them were executed elsewhere than in

the Orient.

The Pompeian facility of design dominates the miniatures in
the Codex of Rossano, which is supposed to be a product of
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Syria(!), the St. Matthew Codex of Sinope in the Paris National
Library(?), the 6th century Gospel of Etschmiadzin(®) and the
Mesopotamian Codex of the Gospel of 586 in the Laurenziana
Library, Florence(*). The connection which exists between these
miniatures and Hellenic painting, however, is limited to technical
skill and a keen appreciation of movement. The Dioscuri of
Vienna, prior to 524(°) displays more fully the ancient principles,
but it is generally admitted that these miniatures are copies of
older ones. The illustrations of the 7th century Cosmas Codex
in the Vatican Library are more clearly Byzantine, but they again
are copied from originals of a hundred years earlier. ()

Considering how deeply the Byzantine civilization penetrated
into Italy it seems certain that similar miniatures were painted
here, but we cannot definitely point to any such.

For the defence of the hypothesis that the Hellenic style was
not imported from the East into Italy, but that there the ancient
tradition arose from a local source and had an independent
existence, it 1s highly important to note that during this period
Byzantine art was spreading throughout Italy, and paintings
were produced which must be attributed solely to the Hellenic
movement, so that we may assume that in Italy — especially in
Rome — two different schools existed simultaneously. I have
already mentioned the fact that, although thoroughly Byzantine

(") Haseloff, Codex purpureus Rossanensis, Berlin, 1898 4 Munoz, 11
Codice purpureo di Rossano, Rome, 1907.

(® H. Omont, Notice sur un tres ancien M. S. Grec de I'Evangile de St.
Matthieu, Accad. des Inscr. et Bel. Let., Paris, 1900. T/e same, Peintures du
M. S Grecdel’Evangile de St. Matthieu, Monum. Piot, VII 1go1 The sawmue,
Fac-similés des miniatures des plus anciens M.S.S. grecs de la Bibl. Nat.
Paris, 1902. 4 Munoz, op cit. The same, Codex purpureus Sinopensis, Nuov-
Bull di Arch. cnist., XII.

(®) J.Strzygowsk:, Das Etschmiadzin Evangeliar, Byzant. Denkmaler, I
Vienna, 1891.

() G. Biag:, Repr. di Manoscritti miniati della R. Bibloteca Medicea Lau-
renziana, Firenze, 1914 pls. 1—3.

(®) Diez,Die miniaturen des Wiener Dioskurides, Byzant. Denkmaler, I11-
Vienna, 1903. Premerstein, Wesseley and Maniuan., De codicis Dioscuridei
Aniciae Julianae Vindobonensis historia, Leyde, 1906.

(°) Stornajolo, Le mmiature della Topografia cristiana di1 Cosma Indico,
pleste. Milano, 1908.
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Fig 30. Miniature of 590—604, Corpus Christ1 College, Oxford.

in style, the mosaics of Ravenna and some of those in Rome, are
not equal in quality to those made in the Eastern empire, to that
it is quite plain that Byzantine art must in Italy be regarded as
an imported product, while in works of Hellenic movementwe
notice a far greater familiarity with the tradition, which gradually
degenerates,and after the decadence transforms its aspect,though
evenin this changed form it may be traced to the original source.

It must be confessed however that during the 6th and 7th
centuries Byzantine art had practically replaced the Hellenic
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manner in Italy; it is true that the paintings of the catacombs
still retained something of the Pompeian style, but this would be
of little importance if there were not extant works which demon-
strate the persistance of Hellenic art in a more definite fashion.

The most important of these are two miniatures, not only
because in all probability they are of Roman origin, but also
because we can ascribe them to the last years of the 6th century.
They illustrate a Gospel manuscript, which very likely is one of
those sentby Gregory the Great (590--604) to Augustine of Can-
terbury, and the Pope no doubt would have had his manuscripts
made in Rome (). The codex which is now preserved in the
hibrary of Corpus Christi College, Oxford, contains but two
illustrated pages, one representing the seated figure of St, Luke
under an arcade, having on either side three divisions, in each of
which two scenes are depicted (fig. 30) while the other page
contains twelve representations of events from the life of Christ,
in which Oriental and Occidental iconographical elements inter-
mingle. The inscriptions, however, are in Latin, and the style in
which the miniatures are executed is decidedly late antique,
reminding us of those of the Vatican Virgil, although somewhat
more decadent. There 1s no trace of Pompeian impressionism.

This last tendency 1s however to be noted n a few scattered
frescoes in Rome, of which the mostimportant and best preserved
1s the one discovered during the excavations made at the Sancta
Sanctorum (?). It shows a figure with a short beard, dressed in a
white toga, seated on a chair, the curved back of which has the
same shape as that already found in the thrones of the Madonna
on the palimpsest wall of Sta. Maria Antiqua and of the Lord in
S.Apollinare Nuovo at Ravenna. In front of thispersonis placed a
lectern on which lies an open book. A long inscription renders
it probable that the figure is that of St. Augustine.

() J. O Westwood, Paleographia sacra pictoria, London, 1845 pl. 11
Palaeographical Society reproductions pl.2.Garuccs, op cit., Il pl. 141. Toesca,
Storia dell’Arte, p. 303 L. Traube, Abhandl. der K. Bayer. Akad. der
Wissensch. Philol. histor, Klasse, XXI 1898 p. 107. Munoz, 1l codice di Ros-
sano, p. 30. K. van Marle, La pemture romaine etc., p. 34.

(3 Lauer, Les fouilles du Sancta Sanctorum, Mélanges d’arch et d’hist., XX
1900 p 257. The same, Note sur les fouilles du S.S,, Comptes rendues de
I'Acc.desInsc. et Bel. Let., V série I 1900 Mai-Juin p. 107. J. Wilpert, op. cit.,
pl. 140 believes it dates from the time of Gregory the Great (590—604).
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Fig. 31. Fragment of an Annunciation, circa 60o. Sta. Maria Antiqua, Rome.
Photo Mimist, Publ, Istr,

The painting 1s executed with great skill and facility, the
colouring 1s very bright, and, like the design, free from any By-
zantine influence.

Probably of the year 600 or thereabout are some fragmentson
the palimpsest wall of Sta. Maria Antiqua of what once must have
been a magnificent Annunciation, but only the greater partofthe
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Virgin’s face (fig. 31) and a portion of the angel’s have been pre-
served (1). It i1s easy to understand why this painting has some-
times been ascribed to an earlier date, for Pompeianimpressionism
is visible here still mn a very pure form, but since the layer of
cement on which this fresco is executed is superior to — and
consequently later than -— that on which the Byzantine Madonna
with her heavy jewels was painted, it is impossible to attribute
it to a much earlier date.

Still preserved on the same wall are some remains of four
Fathers of the Church, three of whom are Greek: SS. John
Chrysostom, Basil and Gregory of Nazianzus (2) and one an Oc-
cidental — St. Leo — but very little except their dalmatics can be
distinguished. The epigraph enables us to date this work from
the time of Pope Martin I (649—33) ().

An important fragment of another Annunciation in Sta. Maria
Antiqua (%) has been attributed to the same period. Here we see
the Madonna, whose head 1s missing, seated on a high throne, next
to which 1s placed a basket of wools, an element taken from the
apocryphal legend which tells us how the Madonna was weaving
a curtain for the Temple at the moment when the angel appeared.
The representation of this episode belongs to Eastern icono-
graphy, the style although of the fresco is Pompcian, thus furnis
hing us with another interesting example of the manner in which
the two movements intermingled in Rome during the 7thcentury.

Some resemblance exists between these remains and those
existing in the oratory of the Forty Martyrs just outside the
entrance of Sta. Maria Antiqua. Of the forty holy soldiers who
suffered the torture of being kept all one night naked in freezing
water, some are still visible. Although their figures do not display
very skilful drawing the anatomy is slightly reminiscent of
ancient sculpture.

The second series of portraits of Popes which adorns S. Paolo-
fuori-le-Mura also belongs to the 7th century. Nine of them are to
be found on the left wall of the corridor of the monastery where
they are now preserved; one medallion is here blank, while one

(') W.deGruneisen, Ste. Marie Antique, p.277and pls. 44, 47-49a.
(3) W.de Gruneisen,op. cit., p 140 and pl. 45.
(®) G. Rushforth, The Church of Sta Maria Antiqua, I p. 72.

(*) de Gruneisen, op. cit,,p 561 and pl. 19a.



BYZANTINE AND ANTIQUE TRADITIONS. 61

portrait, originally forming part of this group, has been placed
amongst those of the gth century. Comparing them with the ear-
lLiest portraits, which are also exhibited here, we notice a decided
decline, of which some of the elements, such as the heavy outline
and the exaggerated size of the eyes, may be due to a Byzantine
influence, although the paintings clearly belong to the late antique
manner.

In the church of Sta. Maria-in-via-Lata the fragments of a Moses
with the book of the Law, and a Judgment of Solomon (1), may
be classed together with the above works; they somewhat re-
semble the paintings of the catacombs.

In the St. Cecily crypt of the cemetery of St. Callixtus three
figures 1n togas, SS. Policamus, Sebastian and Curinus, are
almost wholly antique in their inspiration.

This enumeration of late antique works, all within Rome, seems
of comparatively little importance when we consider all those,
mspired by the Byzantine movement dispersed throughout Italy.
It is however, of great importance to prove that the Hellenic
current did not entirely dry up, but continued on 1ts course
uninterrupted from pre-Christian times untit the great masters
of the 13th century.

For the history of Italian pamting during the 8th century we
find the material almost exclusively in Rome, the frescoes of Sta.
Maria Antiqua, which can often be dated exactly, helping us most
to understand the movement which took place there.

The iconoclastic edict issued in 726 by Emperor Leo III the
Isaurien, prohibiting the making of religious images, greatly
affected artistic life in Rome. The first result was an enormous
emigration of Byzantines to Italy, where iccnoclasm was consi-
dered aheresy; from the South, where thelargest Greek colonies
were founded — the number of settlers is supposed to have sur-
passed 50,000 -— a great many came of course to Rome. Secondly,
from now on the Italian people, falling in with the decision of the
Pope,looked upon the Byzantine emperor as a heretic; and hereby
the Pope benefited greatly, tor apart from hisreligious dignity he
now became the central figure of a movement of independence.
Gregory Il (731—41) did not entirely break with the monarch,

Q) 7W17/pert, op at, pl. 137.
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but still to a certain extent recognised his power, no doubt
fearing to be left 1solated before the threatening Lombards. This
separationfromtheincreasingly unpopular Byzantinesoriginated,
however, some time before the iconoclastic struggle, and culmi-
nated about the middle of the 8th century, in the re-organisation
of the Roman Senate. The events to be takenparticularly into
consideration for our subject are, consequently, anincreasing de-
tachment from Byzantium on the part of Italy, and, a littlelater, a
new invasion of Greeks, amongst whom, on account of the cha-
racter of the decree, there must have

been many artists.
Several very important works of
art may be attributed to the time of
the Greek Pope John VII(705—707).
First of all there are the mosaics
which he had made for a chapel
founded by him in St. Peter’s (1), and
of which important fragments have
survived; butweknowtheentirecom-
position from two sets of drawings
of the 17th century: one made by
the famous archaeologist, Grimaldi,
preserved in the Vatican, the other
in the archives of St. Peter’s(?). The
centre was occupied by the Madonna
Fig 32 John VII Mosaic of as Orant — now 1n Florence in the
705-8, Grotte Vaticane, Rome.  church of S.Marco, -- and thebust of
Photo Anderor. - the small figure of the founder, who
stood near by, is now keptin the “GrotteVaticane” (fig.32). Above
thisfigure the Nativity wasdepicted, with womenbathing the Child
Jesus; of this mosaic the figure of the Madonna 1s now preserved

() E. Muntz,Notes sur les mosaiques chrétiennes de I'ltalie, Paris, 1873,
Garucct, op cit, VI pls. 271 etc. 4.Bartolo, Un frammento 1nedito dei musaici
vaticani di Giovanni VII, Bollett d’arte del Min. di Pub Istr., 1907 p. 22 See
especially de Gruneisen, opcit., p.279. R van Marle, Peinture romaine etc,,
p. 50. A series of 17th century frescoes in the “Sudario” chapel of John VII
in the Grotte Vaticane isinspired by these mosaics, but they are rendered in
too free a manner for us to regard them as copy.

(%) Both are reproduced in de Gruneisen, op cit., pls 66—67.
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in the cathedral of Orte, while the Child in his bath, between
two women, forms part of the collection in the Lateran. To the
left and right of this central portion are three divisions, of which
the majority contain two separate scenes. Going from left to
right these represented the Annunciation with the Visitation,
the Presentation in the Temple and the Baptism, and the Entry
into Jerusalem, of which the half-figure ot the Lord is also in the
Lateran museum; 1n a corner of this compartment the Last Sup-
per was depicted, with

a small picture of the Re-

surrection of Lazarus as

pendant in the opposite

corner. Above, on the

right, the Adorationofthe

Mag1 occupied the whole

space; while the rest of it

may be seen 1n the sacris-

ty of Sta.Mariain Cosme-

din. In the nuddle the

Healing of the Blind was

depicted alone, while be-

low were the Crucifixion

— of which the Madonna

and partofanother figure

are kept in the crypt of

St.Peter’s —and the Des-

cent into Limbo.

Next to these scenes I1g. 33 Head of apostle, 705—8,
six incidents from the hife Sta Maria Antiqua, %}:Toemdmon
of St. Peter were also '
represented, and a fragment — a half-figure of abearded old man
— in the crypt of St. Peter’s should have formed part of this
series; but Garucci already has justly observed that the style
does not correspond with that of the other scenes.

I should like first of all to state that the iconography of these
scenes is Byzantine, but it 1s only logical that the Oriental manner
of representing certain scenes should gradually replace that of the
early Christians, whose repertory was very poor, for the painters
of the catacombs added little to the subjects of the carved
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sarcophagi. Likewise n the Byzantine style are the large gems
which adorn the central Virgin, but, as has been previously
remarked 1n a similar case, the East cannot be held responsible
for her crown.

The individual character of the Pope’s portrait may be attribu-
ted to the same source; nevertheless, these mosaics are not
products of Byzantine art. The proportions of most of the figures
are obviously antique, and there is an evident attempt at Pompeian
impressionism in so far as it was possible to render it in mosaic.
We find but little Oriental rigidity in the draping, and nothing
remains of that immobility which characterized the mosaics of

the Byzantine school, even
when executed in Italy.
John VII had many frescoes
painted in the church of Sta.
Maria Antiqua; fifty inscriptions
found there may be attributed
to his pontificate, () and it 1s
important to note that of these
thirty are in Greek and twenty
in Latin. This employment of
both languages confirms our
opinion that two tendencies
were working simultaneously
during this period. A carved
Fig 34 Head of apostle, 705—8, ambon executed by order pf
Sta Maria Antiqua, Rome. the same Pope was found in
Photo Anderson, the nave of this church; and
the “Liber Pontificalis” speaks of the frescoes which he caused
to be painted here (?).

The choir of Sta, Maria Antiqua was for the greater part decor-
ated by order of John VII, but of the series of twenty-six Gospel
scenes which once covered itswalls only the Adoration of the Magi
and the Carrying of the Cross have preserved something of their
original appearance, the other fragments hardly allowing us to

(1) V. Federict, 1épigraphie de 'église S M.A.in de Gruneisen, op cit., p.413
and V. Federict, Album épigraphique Supplement to the chapter entitled
Epigraphie de ’église S. M. A, Rome, 1911.

(3) Ed. Duschesne, 1p. 385.
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Fig 35. Group of Angels, 705—8, Sta. Maria Antiqua, Rome,
Photo Mimist Publ, Istr,

conclude of what scene they originally formed part (1). A row ot
medallions lower down contained Apostles’ heads (figs.33and 34),
the rest of the walls being covered with ornamental designs
imitating drapery.

1) De Gruneisen, op. ait., in figs 115—18has tried to complete some of these
scenes

[9]]
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The decoration of the arch around the apse was also ordered
by the same pontiff, but here considerable portions are missing al-
together. M. de Griineisen, however, has attempted a reconstruc-
tion which seems highly plausible (*). Above, in the centre, the
Lord is seen crucified, amidst the Virgin and St. John, four
seraphim and large groups of angels (fig. 35); hosts of people in
adoration approach from either side, while lower the twelve mys-
tical lambs, emerging from Jerusalem and Bethlehem, proceed
towards the central Divine Lamb placed on a rocky eminence. At
either side of the apse we find two pairs of figures, one abovethe
other; all those in the upper row are Popes, amongst whom the
donor’s head 1s framed in the rectangular nimbus of theliving.
Beneath are depicted four Fathers of the Church; on the right the
Greek saints Gregory of Nazianzus and Basil, and on the left St.
Augustin, whose name inLatin characters alone remains visible,
and another figure, which has entirely disappeared. Lower down
on this side we find another Latin inscription, the others being
in Greek. Again we see the two movements side by side revealed
notmerely by the different languages, but also by the placing of the
Greek as pendants to the Latin Fathers. No doubt the centre
of the apse contained a Madonna in glory between two angels,
of whom a few traces remain, and probably SS. Peter and Paul.

The mosaics of the chapel in St. Peter’s and the remains of
paintings in the choir of Sta. Maria Antiqua, of which the groups
of angels on the arch are the most important, give us a clear idea
of the style which prevailed in Rome at the beginning of the 8th
century. Itis obviously a mixture of Byzantine elements and the
antique tradition. From the East came the iconography of the
Gospel representations, the somewhat marked delineation of
the folds and their slightly schematic design. The dominating
element in these works, however, is the impressionistic Pompeian
manner in which they are executed. No Byzantine painter ever
possessed the mastery, the skill and the rapid brushwork which
are especially prominent in these frescoes (fig. 36), nor have
the almost purely classical heads of the Apostles anything in
common with those to be found either at Salonica or Ravenna.
Even admitting that in the early Christian centuries the East

Yy De Gruneisen pl. so.
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Fig 36 Head of an angel, 705—8, Sta. Maria Antiqua, Rome.
Photo Mimist. Publ, Tstr,

acquired the Hellenic technique of painting, it is only too obvious
that the Oriental influence which was affecting Rome at the
beginning of the 8th century was the Byzantine movement
whose characteristics were strongly opposed to the hiberty of
execution displayed 1n these works. The predominance of the
Pompeian style in works of the first vears of the 8th century 15
agam a proof that this tradition survived through the 6th and
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7th centuries, although actual records of this survival are as we
have already seen, few in number.

Somewhat more schematic in design, but still retaining the an-
tique impressionism in their execution, are two other frescoes in
this venerable church, which I believe may be attributed to the
same period. They represent the Annunciation and Salomone
with her sons, the Maccabees, and the martyr Eleazar(!). Of the

former of these scenes the angelic
messenger carrving the herald's staff
remains visible, but only afew traces
of the Madonna and one side of her
throne —- which was mounted on a
pedestal — with part of a pointed
cushion, have been preserved. Salo-
mone and the two figures next to
her are beautiful and stately souve-
nirs of the antique tradition, although
slightly modified by the rigid By-
zantine influence.

The damaged figures of SS. Bar-
cha and Pantelemeon, and of the
monk Dometos 1n the chapel to the
right of the choir(?), may perhapsalso
be attributed to this period, if not to
one slightly later.

The more pronounced linear effect
does not mask the Hellenic style ot
execution revealed by these figures.

Fig.37. St.Barbara, 70831, Elsewhere I have already called
Sta. Maria Antiqua, Rome.  attention to the fact that we must

Fhoto Mumst. Publ- 8- 1y ot imagine that the Romans did not
realize to what an extent their art had been dominated by By-
zantium during the 6th and 7th centuries. It i1s therefore not
impossible, though by no means certain, that the many
antique elements which were reappearing just when Rome was

() De Grunesen, op.cit.,, p. 100 and 102, pls. 17 and 19, ascribes them to
the 8th century. Mgr. Wilpert believes them to date from the pontificate of
John VIIL.

(2} De Grunesen, op. cit., figs. 127, 129 and pl. 56.
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striving to obtain
her independence
from the Eastern
empire, were 1n
some degree the
artistic repercus-
ston of this polit-
ical tendency. (*)
Some paintings

of a slightly later
pertod,probablyof
the pontificate of
Constantine(708—
713) or evenofthe
begining of that
of Gregorv (715—
31) were executed
in different parts
of Sta. Maria Anti-
qua, butall by one
artist. They repre-
sent St. Barbara
holding a cross
and a peacock —
the emblem of im-
mortality (fig.37)—
and St. Anne with
the Child Virgin(2).
The supposition
that these frescoes
are of later date 1s
confirmed not on-
Iy by an increase
of the Byvzantine
convention  but
(R van Marte op
cit »P 35

(%) De Grunewsen, op.
at, pls 18and 54.
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Iig 38 Virgin among samts, Pope S Zacharias and Theodotus, circa 741, Sta. Marnia Antiqua, Rome
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also by the layer of plaster on which they are executed.

[t wasno doubt the influx of the Greeksinto Italy, a result of the
iconoclastic movement, which was the cause of the almost purely
Byzantine style of the frescoes executed during the rule of Pope
St. Zacharias (741— 52) in the chapel on the left of the choirin Sta.
Maria Antiqua. Although the similarity of style does not allow us
to assume an interval of any importance, the principal painting
here (fig. 38) must be of a somewhat earlier date, because in this
fresco, which represents the fragmentary figure of the Virgin
enthroned between two
saints, St. Julitta and St.
Quiricius  (fig. 39), the
heads of the two figu-
res at either end have
been concealedundertho-
se of Pope Zacharias and
his“primicerius” Theodo-
tus, who, by this means
obtain at little cost and
trouble the donor-ship of
the entire fresco (1). This
1s all the more curious, as
the figure next to which
we nowfind the following
mscription  ““ Theodotus
primlicert} o defensorum
et [displensatore sce di
genitricis senperque Bir-
go Maria qui appellatur
antiqua” and over whose
face Theodotus had his own painted, although it has now fallen
oft, carries the model of the church in his covered hands and
must consequently be the person to whom we really owe
this work. The inscriptions here are all in Latin. Another image
depicts Theodotus, holding two lighted candles, kneeling at the

Fig. 39 Detail of fig 38
Photo Mimist. Publ Istr.

(") De Gruneisen, op cit., pls. 36—38 and 79. T/e sante, Studi iconographici
S M. A. J Wipert, Die Portrats des Papstes Zacharias und des Primi-
cerius Theodotos in S M. A, Rom Quartalschr., 1907 p. 93.



BYZANTINE AND ANTIQUE TRADITIONS. 71

feet of the damaged figures of SS. Julitta and Cyr (1), while yet
a third, although the head 1s missing, shows him again with two
candles 1n his hands, standing next to a female figure with a child,
whom M. de Gruneisen believes to be SS. Julitta and Cyr,
but who might just as well be the Virgin and Child (2). A small
boy and girl, the children of Theodotus, are placed next the
central figure. They are the only ones of this fresco whose heads

Fig. jo. Martyrdom of SS Cyr and Julitta, first half of the VIII century,
Sta Maria Antiqua, Rome.

Photo Anderson

have been preserved; the figure of a woman, probably his wife,
formed the pendant to Theodotus, but, like the central image and
that of the primicerius, the upper part has been destroyed.

The walls of this chapel are also adorned with several incidents
from the martyrdom of SS. Julitta and Cyr, of which six scenes on
the leftwalland twoontherightarestill more orless visible (fig.40).

Two other frescoes in the same chapel are of a somewhat diffe-

7 (') De Grunesen, op cit, pls 35and. 76.
() De Gruneisen. fig 96 and pls. 77—78
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Fig. 41. The saints “of whom God alone knows the name”, 741—32
Sta. Maria Antiqua, Rome.
Photo Mimst, Publ, Istr
rentworkmanship; one represents four martyrs, each carrving a
cross, who, according to the inscription, are of the number of the
saints “of whom God alone knows the name” (fig. 41); there
were over eleven thousand of these martyrs who suffered during

the persecution of Diocletian, and amongst them were SS.
Julitta and Cyr.
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Fig. 42. The Crucifixion, 741--52, Sta. Maria Antiqua, Rome.

Photo Mmust, Publ, Tsty

The second,which is from the same hand, is an important fresco
of the Crucifixion in the apse () (fig. 42). This representation,
which has beenrightly considered to have much in common with
the miniatures of the Syriac Gospel of the 6th century in the
Laurentian Library, Florence, 1s from an historical standpoint
the most important monument which Sta. Maria Antiqua now
possesses. It will theretfore be discussed in greater detail than

() De Grunersen, op. cit, pls. 39, 40. L. Testr, Storia della pitturaVeneziana
I p. 23, attributes this fresco to the end of the 11th century.
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the other frescoes. On the low Cross, fixed by three buttresses
on a slight eminence, we see Christ, considerably larger than the
other figures, dressed in a long tunic without sleeves, his head
shightly inclined to the right. His noble features show him alve,
not suffering, but with a sad and beautiful expression. The
arms are very long and rigid, an effect of relief having been pro-
duced by shading.The Saviour has a cruciform nimbus; over his
head is a Greek inscription, and above the cross-bar the green
moon 1s clearly visible, but the red sun is much damaged. On the
left is the Virgin, with covered hands uplifted to the height of her
face, and on the right St. John, holding a jewelled book; both
have heavily outlined mimbi, and although the faces are well
drawn they have no expression whatever. Between the Virgin
and the Cross the much smaller figure of Longmnus with his
spear stands 1n a firm, skilfully drawn attitude ; he wears a large
sword in a scabbard, and is not the type of a Roman soldier but
rather of a Jew, as 1s also the less well executed figure on the
other side of the Cross, who raises the reed with the sponge
towards Christ, and has a small pail at his feet. The draperies
of the principal figure and the Madonna are soft and loose and
hang naturally; St. John's cloak 1s not so good; an attempt has
been made to bring out the anatomical details of the torturers’
legs; the hands and feet of Christ and of the disciple are well
drawn. With the exception of the man holding the sponge, the
names of the other three figures under the Cross are vertically
inscribed. The two mountains in the background show no pers-
pective; and traces of vegetation are visible on the ground.

The various frescoes of the time of Pope Zacharias show two
different tendencies, both belonging to Eastern art. Those repre-
senting the portraits of Pope Zacharias, Theodotus and his
family form part of that tradition of portraiture of which we have
already come across many examples. This art in a later stage of
its development became of such exaggerated realism that some-
times the effect was almost repulsive, as for instance in the case
of the pictures of a man and a woman preserved in the museum
at Kieff; (1) but from these the Roman frescoes differ in agreater
freedom of gesture, which make us doubt whether the artist,

() J. Strzygowsk:, Byzant, Denkmaler, I Vienna, 1891 pl 8 .1 Munoz,
L’art byzantin a 'exposition de Grottoferrata. Rome, 1906 fig 3



BYZANTINE AND ANTIQUE TRADITIONS. 75

although familiar with Byzantine art, was not himself an Italian.
On account of the iconoclastic movement, Byzantine works of this
period are so rare that as a standard of comparnison for other
paintings we have to be satisfied with a Madonna ofabout 787,1n
the church of St. Sophia at Salonica, which greatly resembles the
fresco of the four martyrs i the chapel of SS. Cyr and Julitta,
although more decadent in aspect; from this we may assume that
the decline which Byzantine art had already manifested was
considerably accentuated during the period which separates
these two works. The historian should not fail to remark that we
find n this chapel of Sta. Maria Antiqua decorative geometrical
designs 1dentical with some of the ornamentation of the church
of St. Demetrius at Salonica.

The scenes of martyrdom, on the other hand, express a
violence of action which 1s not met with either in Byzantine or
Hellenic art. It may possibly be an outcome of that dramatic
realism of which we find some very early examples in the Chris-
tian Near East, but which had already penetrated nto the
Occident and there acquired a more or less national form (*). It
1s 1n these scenes that we meet for the first time in Italian art
with a modification of this realism, and 1t does not seem impro-
bable to me that it was directly imported from Christian Egypt

Hence the artistic movement in Rome during the 8th century
was bornofthe interminghng of two opposed styles, not only were
the form and technique of the East and the West incorporated,
but we find on the same wall Greek and Latin writing, Byzantine
and Roman saints. The 8th century was for the Roman school
a time when influences were so intermingled that it 1s only with
difficulty that we succeed in following the two movements which
together produced this form of art, but in which the Byzantine
was the predominant element.

InSta.Maria Antiqua we stillfindsome fragmentsprobably of the
time of Pope Zacharias (?), a fresco of the pontificate of Paul I
(756—67)and others of that of Hadrian(772—935) Excepting these
last, these paintings are hardly visible and offer no information res-
pecting our subject. Besides equally neghgible fragments (),

(') R van Marle,op cit,p 64

%y De Gruneisen,op ct . fig 70
% Idem, figs 68 and 76
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we find dating from the pontificate of Hadrian a fresco repre-
senting the Virgin enthroned amidst six figures, by one of which
we read the name Sylvester while that on the extreme left
represents the Pope himself (). Notwithstanding the persistentin-
dividuality of the features, the hard schematic folds, the big
lifeless eyes and the broad outline demonstrate the progress of
decadence. Of the same style but still more decadentisafigure of
St. Demetrius ina beautiful cloak, probably dating from the same
period (?).

Very similar to the image of Pope Sylvester in the fresco of
Hadrian, and certainly of the same date, is a half-figure found in
the oratory of Sta. Silvia amidst the excavations made under
the church of S. Saba on the lesser Aventine (). Certain other
fragments such as the row of feet, and the six heads of saints and
some decorative motives, now removed to the church, formed
part of the same ensemdle.

Two Crucifixions of the 8th century, fragments of which are
clearly visible, are still found in Rome, one in the subterranean
chapel of S. Valentino in the Via Flaminia and the other in the
lower church of SS. Giovanni e Paolo. Of the former (%) only the
left hand upper portion of the Christ and the much taded figure
of St. John are preserved. It does not seem to have shown much
difference from that of Sta. Maria Antiqua; an old aquarelle now
in the Vatican Library and an engraving in Bosio's Roma Subter-
ranea (1651) give many indications as to the original compo-
sition (?). As in the Crucifixion of Sta. Marnia Antiqua, the Christ
wears a colobium or sleeveless tunic. His head, behind whichisa
cruciform nimbus, is shghtlyinclined to theright. Above hishead1s

(1) De Grunersen, fig 69

(3 De Grunewsen, op cit., pl. 2o,

(® H. Grisar,S. Saba sull’ Aventino, Civilta Cattolica, 19o1 vol Il p. 589,111
p.719; Vp.194 M E. Canmzzaro,L'Oratorio primitivo d1 S S., Attidelcongr
mtern. d1 Sc. Stor Roma, 1903VIL p 177; £. Wuscher-Becli, Die griechischen
Wandmalereien in S S, Rom. Quartalschr, 1903 p.54 M E Cannmizzaro,
L’Oratorio primitivo de S S.,Roma, 1905 /. Wilpert. Le pitture dell oratorio
d1 S Silvia, Mélanges d’archéol et d’hist, 1906 p.14 P.Styger, Geschichte des
Klosters S S auf dem kleinen Aventin, Rom, Gratz, 1910 /£ Bacer, Studio
sopra la chiesa aventina d1 S.S, Roma, 1910

() De Gruneisen, op cit., pl. 61.

() De Grunersen, figs. 271 and 272.
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an inscription, while in the sky on either side are the sun and the
moon.The Crossalsostandsonaneminence, fixedbyvafew buttres-
ses. According to Bosio’sreproduction the background consisted,
as1in the similar scene on the 5th century door of Sta. Sabina, in the
fortified wall of Jerusalem, of which traces are still visible in the
fresco, the \'irgin lifting her bare hands toward the Crucified. The
aquarelle, however, shows her with covered hands,which would
correspond with the fresco in Sta. Maria Antiqua. The only origi-
nal figure which remainsis the St. John holding ajewelled book (1),
and resembling the St.I.uke ofthe Commodillacatacombs, the chiet
difference 1n attitude being that here the figure stands more on
his right leg, while St. Luke bears his weight on his left.

Another painting, of which only a fragment remains, depicts a
row of four saints, of whom the feet, and, vaguely, the bodiesmay
be recognised. Better preserved is the fresco. also in the Crypt
of Valentino, of the Madonna holding the Child, with a cruciform
halo, immediately i front of her. Besides this there is the
Visitation, with representations of stories from the Apocrypha,
telling how a woman was paralysed because she doubted the
virginity of the Madonna, but was cured when she touched
Christ’s cradle; and another relating how the midwife Salome first
bathed the Child Jesus.

A Crucifixion which has much in common with those of Sta.
Maria Antiqua and St. Valentine is one of the principal ornaments
of the crypt of SS. Giovanni e Paolo, Rome (?). Here the low
Cross 1s erected in the same way and the dress and attitude of
Christ are similar to those displayed by the other two. The
two soldiers under the Cross, one wounding the Lord, placed
precisely as in the fresco of Sta. Maria Antiqua, the second
again having a small pail beside him, vary from the others only
in attitude. They are not smaller than the Virgin and St. John,
who are in their usual places, the former raising her covered
hands, and St. John differing only in the position of his right
hand from the representation in the St. Valentine crypt. Two

(" De Grunewsen, op cit, pl. 61.

(3 Reproduction after a drawingin DeGruneisen,op.cit., fig.274.P.Germano,
Diejungsten Entdeckungen im Hauseder h.h Johannes u. Paulus auf dem
Coeius, Rom Quartalschr., 1891 p. 290 See also the literature mentioned
with reference to the older paintings here.
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important details, however, appear in this Crucifixion for the
first time: namely, the representation above the cross-bar of four
busts, which have not been identified with certainty, but which
might be angels, prophets or evangelists, — the first being most
likely, as they are found in the same place in another instance —
and the appearance of a woman behind the Virgin, a fore-runner
of the escort given to the Madonna in later scenes She holds the
Virgin by the right arm, a gesture which will gradually develop
into supporting the fainting Madonna. The sun and the moon are
absent; a curved line in the background might be a remnant of
mountains resemoling those 1in Sta. Maria Antiqua, and the traces
of vegetation on the ground might in this case be takenfromthe
same source.l cannot agree with somedescriptions of this scene.in
which 1t 1s said that Christ appears as if speaking to his Mother,
nor can | even admit that he 1s looking in her direction; the
beautiful and sad but calm face seems rather to express a mood
of abstraction. Some damaged paintings represent three soldiers
gambling for the garment of Christ, Christ seemingly asleep in
his tomb, and a fragment of the Descent into Hell.

It is obvious that these frescoes were executed at a moment
when the decadence of Italian painting had become nevitable.
In the Crucifixion of SS. Giovanni e Paolo, 1t is true, we find a
not unsuccessful attempt to resemble the fresco in Sta. Maria
Antiqua, an attempt in which much of the beauty of the
latter has been preserved, but the increased schematic design 1s
too evident. The decadence is still more obvious in the frescoes
of S. Valentino. The figure of St. John has not retained any-
thing of the gracefulness of Byzantine art;itis a figure clearly
precursory to the deformation which dominates animportant part
of Italian painting during the gth and 10oth centuries. Productions
of the same period, or shightly earlier, in the Roman catacombs,
also manifest a decline, foretelling the approaching downfall.
These are to be found in the Pontianus catacombs. On the wall of
the stairway is painted a bust of Christ with a cruciform nimbus
holding ajewelled book with a Latin title. Crowe and Cavalcaselle
consider this to be a typical example of decadent art; the
hair, divided in the middle and without any locks or curls, 15
arranged tightly round the malformed head; the features are
stern, a small beard covers the lower part of the chin, and a
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shapeless hand is raised in benediction. Shadow is indicated by
dark streaks, and folds are almost completely absent. I do not
agree with Crowe and Cavalcaselle in their criticism of the value
of this painting, which, notwithstanding its shortcomings, has
many merits. The colouring 1s good, the design not too linear
and the work In general reveals signs of individuality. A little
farther on another bust of Christ of similar type is found, which
seems to be of later date; 1t i1s certainly more decadent, and
coarser work. The eves are very large, the evebrows heavy, the
neck enormous; the whole figure, drawn in thick lines, displays
the characteristics of hasty work. The cruciform mmbus 1s
studded with jewels, and agamn the Lord holds abook with a Latin
inscription. Generally this painting 1s very severely judged; the
drawing of faces had become traditional, and it is to this tradition
that we owe the enormous eyves and the too prominent lines of
the face; truth to nature 1s not observed, and 1t 1s clear that we
have now enteredon a period in which mannerism 1s the leading
element.

These busts belong to a transition period, to which have
been ascribed some remains of frescoes in the catacombs of
Syracuse.

Other paintings in the catacombs of Naples have also been at-
tributed to the 8th century by M. Lefort (%), although previously
they were consideredto be ofthe 7th. In the lower corridors of the
catacomb of S. Gennaro we find in the vestibule important re-
mains of a Baptism of Christ. In the sky a globe is still visible from
which a now obliterated hand of God came forth. Christ is de-
picted up to his knees in water ; beside him 1s St. John, while two
winged angels stand on the bank looking upwards. Unhappily
only a part of the face of Christ remains, and of St. John only the
face and hands. The expression is life-like and the drawing free,
Byzantine rigidity being absent. There are some paintings in the
upper galleries of the same period; after passing through the
great vestibule we come upon a fresco of a bishop of which little
more than the face remains, and two other figures in sacerdotal
dress standing in the Orant attitude. The drawing here, al-
though nferior to that of the Baptism scene, 1s not defective. To

() Lefort, op. ait, p 19z2. Reprod. Garucer, pl XCIV M Berfany’
optnion on the date agrees, op ait,p 71.
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the right of the large crypt there is a more imperfect fresco re-
presenting two saints in priestly attire, a female Orant, and a
bishop in full state. These figures are too tall, and without dig-
nity, and their colouring is flat and grey.

The decadence which is evident in practically all the paintings
produced during the later 8th century was largely due to the
increasing amalgamation of new elements with what had been
late forms of Byzantine and ancient art, or a mixture of these.
The heritage of these two great and illustrious traditions was
too heavy for the feeble state of civilization in Italy at that
period, and new formshad to be created, which would appeal to
the uncultured state of mind of those for whose benefit they were
produced; so that the new forms which came into existence at
this period, might be called the first mamifestation of real Italian
art, and, weak as they were, theyv had at least the advantage
of being national.



CHAPTERIL

TRACES OF LOMBARD AND CAROLINGIAN INFLUENCES
AND THE DECADENCE OF THE ANTIQUE TRADITION
DURING THE IX AND X CENTURIES.

During the gth and 10oth centuries three different currents may
be observed in Italian painting.

I. The Byzantine tradition, but faintly animated by any new
influx from the East, becomes of very small importance; in Rome,
however, under what I believe to be Lombard influence, it devel-
oped into a particular style which dominated the greater part of
the artistic production of this city during the first half of the
gth century.

II. The complete decadence of the ancient tradition, especially
in Rome, but also in its vicinity, and in Naples, was transformed
into what might be called a form of national art, which survived
during the gth and 1oth centuries and even into the t1th,

[II. The Benedictine school, which had its most important
centre at the abbey of Montecassino and which I believe to have
been entirely dependent on Carolingian art.

Naturally there are productions which are the outcome of the
intermingling of all three styles; these are not uncommon in
Rome, where artistic production then was very active.

A few records of the presence of Byzantine artists in Italy
during the gth century are extant: Lazarus, a monk and painter,
was sent by the Emperor Michael (842—67) from Constantinople
to Rome to bring to Benedict I1I (855 —58)a chalice of gold adorned
with jewels and a Gospel-book of which the binding was in the
the same material and as richly decorated. A Greek artist, Chrys-
ophas, architect and chamberlainto Leo III (795--816), restored
S. Apollinare-in-Classe at Ravenna, and when the Doge Giusti-
niano Participazio began the construction of the church of S. Zac-

6
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caria in Venice, architects, workmen, and money were sent by
the Byzantine emperor (1).

Except the fresco of 959 in the Grotto of Carpignano (Otranto}
which will be described together with other similar productions
in the same region (2}, the only truly Byzantine works produced
in Italy during this period which call for mention are certamn
roth century paintings in Rome.

The mural decorations of S. Saba, (Rome) (%), which for
three centuries had been in the hands of Greek monks, and
which date from the 6th to the 12th century, Mgr. Wilpertbelieves
should be dated from the time of Pope Pascal I, while M. Gabriel
Millet, for paleographical reasons, ascribes them to the 10th
century ().

The most important of these 1s the representation of two difter-
ent moments of the miracle of the healing ot the palsy. The sick
man s first seen on his couch, which isbeingletdown throughan
opening in the roof, and is then seen taking up his bed. The
Lord is shewn surrounded by many people, who are gesticu-
lating and pointing to him.

Of another painting, which according to the mscription re-
presented St. Peter’s attempt to join Christ by walking on the
water, only the figure of Christ has been preserved.

Other inscriptions inform us that many more scenes formed
part of this series. The quality of these frescoes 1s not that of the
best Byzantine painting, and I think the painter to whom we
owe them wasmore orless influenced by his Roman surroundings.
The composition, however, although of Syrian origin, formed at
that moment part of the Byzantineiconography. The inscriptions
are all in Greek, and the drawing displays the fine outlines

(1) Frothingham, Byzantine artists m [taly from the 6t to the 15th century,
American Journal of Archaeology, IX, 1894. — I donot share this author s
theories as to the Byzantine origin of other artists working 1n Italy, but it
would be too much of a digression here to enter into a lengthy discussion
of this subject

(*) Chapter IV

() See the literature quoted for the older pamntings 1n this church

(Y G Mullet, Recherches sur 'iconographie de ’évangile aux XIVe, XVe
et XVIe siecles d’apres les monuments de Mistra, de la Macédome et du Mont
Athos, Paris, 1916, p 674
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which belong to this school: but the freedom ofthe gestures and
some of the individual tvpes would appear to belong to some
other tradition.

Less carefully executed are the figures of SS. John and Paul
in Sta. Mara-in-Via-Lata, (') which may be regarded as inferior
products of real Byzantine art; these paintings, of which one is well
preserved, display the schematic draping and heavy jewels of
this school.

A Virgin, without the Child, pamnted on panel in Sta. Maria
in Ara Coell 15 a fine and genuine Byzantine work (*). The
features are severe but regular and the large eves profoundly
expressive.

Although these paintings are the only ones which may be
classedasreal products of the Oriental tradition, we find mn Rome
a much larger number of works which result from the blending
of this form of art with an influence probably I.ombard; but be-
fore dealing with these we must consider the little which 1s
known of painting in Lombardy at this period.

It 1s true that the state of Lombardy no longer existed at the
begmning of the gth century, but certain mdications lead us to
believe that there had been sufficient artistic activity in that
province to justify our assumption of the existence of a Lombard
school of painting and mosaic (*). If we take into consideration
the very numerous products of Lombard sculpture, the elements
of which appear to have been derived fromnorthern Europe and
Byzantium, and introduced, by the restless Lombards, more
especially into Italy (), we may fairly suppose that a somewhat
similar movement took place in the field of pamting.

It 1s moreover well established that during the 8th century Lom-
bardy had 1ts painters, and some remains of their work may

" L. Cavazzr, l.a diacoma di Sta Maria in via Lata, 1l monastero di1S Ci-
riaco. Roma, 1908, p 57 .4 Munoz, Pitture medioevale romane, L’ Arte, 1905,
P 355

) Wdpert, op cat, pl 226

() A. Kingsley Porter, l.ombard Architecture, New Haven, London, Ox-
ford 3vols 1917,Ip p 3035and 312

() E.A.Stuckelberg,Longobardische Plastik,2t¢ Aufl. Munich 19og, passim,
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be found in the church of S. Salvatore at Brescia (1). These frag-
ments, which according to all probability date from the second
half of the 8th century, reveal traces of framed compositions, of
which one figure is more or less invisible; but its state of
preservation enables us to note the rigidity of its drawing. The
earliest paintings of any importance which give us a clear idea
of the Lombard style are those at Civate, in the mountains near
Lecco, which decorate the altar of the church of S. Benedetto, and
which very probably date from the beginning of the 1oth century.
Here we find represented the Lord between the Virgin and St.
John, St. Benedict and St. Andrew (2).

The characteristics of these frescoes, in addition to their pri-
mitive rigidity, are the somewhat elongated figure, the straight
vertical folds and the broad strokes of the brush; but most typical
of all is the peculiar shadow surrounding the face like a beard,
which we shall find in other products of this school.

With these frescoes we may compare the decoration of the
Grotto of SS. Celso and Nazaro at Verona, an authentic work of
996 (%), where the Lord is depicted in a mandorla borne by an-
gels. Another representation shows Him enthroned, surrounded
by the symbols of the Evangelists. Further on in the same grotto
we find the Virgin with an aureole and angels of different hierar-
chies. Two saints, also with haloes, are the only figures which are
clearly visible. They betray aform of art inferior to the frescoes of
Civate, in their more pronounced rigidity and schematic design.
The linear effect is very marked, the eyes are enormous, and we
do not find that executive skill which gives a certain value to the
paintings of Civate. The style, however, is the same, and the
peculiar characteristics described above are just as prominent,

These two paintings are the only Lombard works ofthe period
which forms the subject of this chapter, and even so they belong
to the second half of it (4).

() P. Toesca, La Pitt. e Min. nella Lomb., p, 32 This expert has
Likewise observed the connection in style which existed at this pertod be-
tween Lombard and Roman painting

(*) Toesca, op cit, p. 38 and figs 22—24.

(*) C. Gipolla, Una inscrizione del 996 e le piu antiche pitture Veronese,
Arch. Venet , 1889 Toesca, op. cit,p 36.

{(!) T do not include, with Sig. Toesca, the 10th century frescoes 1n the con-
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The Lombard inspiration appears very clearly in a mosaic
executed 1 Venice about the year 820; a fact all the more
curious because at this time 1n Venice works of art of every
descriptionwere constantly bemgmmported from Byzantium. The
mosaic 1n question, however, which once formed the pavement
of SS. Ilario e Benedetto but 1s now preserved in the Museo
Civico, shows no trace of Oriental influence in technique or
design (). Of course, the conventional design of birds and other
animals which we find 1n this mosaic 1s common both to By-
zantine and to Lombard, but in the [Lombard school of decorative
art such motives attained a wilder and more fantastic expression,
which may easily be distinguished from the symmetrically shaped
and harmoniously beautiful products of Byzantine art. It 1s not
only for this reason that [ attribute the mosaic in question to the
L.ombard school, for here also we find the interlacing motives so
characteristic of this school, which were not emploved by the
Byzantines.

In assuming that this Lombard influence was a factor in the
transformation of Roman pamting and of mosaic we are relymg
entirely upon hypothesis; but 1t seems to me that the Roman
art of the gth century contained a number of productions, which
show us signs of a Byzantine influence and display a certamn
resemblance to Lombard art.

Our knowledge of Lombard pictorial art does not go very far,
but besides the above-mentioned works there existed in Northern
Italy a school of miniature painting whose chief centres were
Verona, Bobbio and Novara (?). Comparing these mimatures
with others made in Central Europe (¥) — especially in Ger-
many — which were not directly inspired by the great Irish school,
we find that thev all belong to an international school, the local
subdivisions of which are differentiated only by minor character-

vent of St John at Munster in Grisons, (Switzerland), which despite the
nearness of Lombardy appear to me to be late products of German-Caro-
lingian art

(W L Test:, Stora della pittura Veneziana, Bergamo 1909 p 353.

2y E. H. Zmunermann Vorkarolingtsche Mimiaturen, Berlin, 1916 p 38
and pls —134.

*) E H. Zonmerman, Passim
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istics In this respect it corresponds with the Lombard decorative
sculpture, which was also well known outside Italy, and which,
like the miniatures, adopted and re-conventionalized n a cruder
fashion the already conventional Byzantine models. Again, 1t
we admit the influence of Lombard painting in Rome we merely
assume that pictorial art followed the same course as plastic art,
for examples of Lombard sculpture are not rare in Rome.

Of Lombard work able to give us aclear idea of the appearance
of this emblematical art there are few examples. In addition to
the decorated slab of Ferentillo and the metal relief of King
Agilulf in the Bargello Museum, Florence {5391—613), which are
too early for our purpose, we may mention the aitar of S. Martino
at Cividale (744—49) (1); in the same town, the 1vory “Pax” of
Duke Peter of Friule, who ruled about the middle of the 8thcent-
ury; the 1vory of the museum of Bologna, representing the
Annunciation, the \sitation, the Nativity and the Shepherds; (%)
the miniatures of a Gospel n the Vatican Library; (¥) and the
frontispiece of a legal codex in the abbey ot St. Paulin lLavanthal,
probably written in North [taly between 817 and 823 (1.

These works are sufficient to convince us of the existence
of a distinct Lombard style of figure painting, which, although

1Y T will not mention the stucco reliefs in Sta. Maria in Valle at Cividale,
which are too debatable to serve as examples; they are even occasion-
ally said to be of Byzantine workmanship. Personally I believe they are
Lombard and date from the foundation of the church (762—76).

(Y) H. Graeven, Fruhchristl. u. mttelalt. Elfenbeinwerke in photogr.
Nachbildung. Aus Sammlungen n Itahen, Rom, 1900 Nr 6 and 17.

) An ivory binding 1n the museum of Brussels seems to belong to the
Lombard school; on one side 1s represented the Lord between two angels
and on the other the Annunciation and the Visitation. Goldsc/inud!f classes
it as belonging to the Ada group of the Carolingian school : Die Elfenben-
skulpturen aus der Zeit der Karol. u. Sachs Kaiser, I Berlin, 1914 p. 8 and
pls.1—2.

(*1 Cod. Vat. Lat. 3741 see S. Beisse/, Vaticanische Mimaturen, Freiburg
B. 1893 p 13 and'pl VIL Beissel calls our attention to the similarity of style
in these miniatures and those of the Godeschalc Gospel codex (781 —83) 1n the
National Library, Paris, So far we are in agreement, for I consider the Lom-
bard elements to be very prominent in the latter; the same may be said for the
miniatures of the Gospel in the Munich Library 23631. v. 4. Bowet, La
miniature Carolingienne (planches), Paris, 1913, pls. 1—-4.

(%) Beschreib. Verzeichms der Illum. Handschr in Oesterreich, Il p 100.
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including — as did Lombard decorative sculpture — Byzantine

elements, possesses its own characteristics. Of these the most

striking are the large and often elongated heads with staring

expressionless eyes around which the lids are strongly marked,

a taste for angularity and parallel lines — as in purely decorative

motives — which may be observed in the drapery and the hair,

the generallack of proportion and the childish method of shading.
We meet with the same

characteristics in the following

group,formed chiefly ofmosaics

but including a few paintings, in

which, however, the Bvzantine

elements are still to the fore.

Besides,there are some produc-

tions which form, as 1t were,

the connecting link; forin them

the Lombard factors are pro-

minent while the Byzantine

influence is very shght. These

objects are the cruciform silver

cover which Pascall (817—24)

had made for a jewelled crosier,

and a square box of silver

ordered by the same pope to

contain an enamel crucifix. At

the top ofthe former, fivescenes

of the History of the Lord are  Fig 43. Silver box, 817—24. Vatican

representedinrelief,whilethere Museum, Rome.

are others at the sides; the Phota Sansaim

front of the latter 1s decorated in a similar manner with the

figure of the Lord between SS. Peter and Paul and two

angels above in medallions (fig. 43); other scenes are depicted

on the ends of this box. Considering what their origin 1s, both

objects are very probably of Roman workmanship; they

formed part of the treasure discovered in the Sancta Sancto-

rum and are now preserved in the Vatican Museum (!). This

museum contains another work forming part of this group, but of

(1) H. Grisar, 1l sancta Sanctorum ed il suo Tesoro Sacro, Roma, 1907
p- 104 and 129
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a much later date. It is an ivory diptich which Ageltruda, wife of
Guido, Duke of Spoleto andlater(8g1) emperor, gave to the monas-
tery of Rambona near Anconawhich cameunder her rulein 898().

These objects, better than any other productions, reveal the
relation between the Lombard style and the then existing Roman
style of pictorial art with which we are now dealing. I must still
lay stress upon the fact that when the Byzantine style in Rome
underwent this transformation, which we explain by a Lombard
influence, no similar change took place in Byzantium itself, as 1s
proved by the few works of this period which have survived,
such as a Madonna in mosaic of 867-—86 in the apse of the church
of Citi in Cyprus, (?) or the miniatures in the Greek Codex 510 of
the National Library, Paris (?). To begin with, the decadence
to be noted in the mosaics of the vault of Sta. Sophia at Salonica
1s of much later date than the modification of the Byzantine style
of the banks of the Tiber; further, the change then observed in
no way resembles the transformation to be perceived in the
subsequent expressions of Roman art. This peculiar style, which
I propose to call Byzantino-Lombard, reveals its presence at the
very beginning of the gth century in the mosaic of the arch of
SS. Nereo e Achillee ordered by Pope Leo Il (795 --816).

The centre of the composition represents the Transfiguration,
in which the Lord, in an aureole, stands between Moses and Elas
while the three apostles have thrown themselves on the ground
in awe. On one side we see the Virgin holding the Child in
her lap, attended by an angel, and on the other the Annunciation,
it which the angel stands close to the enthroned Madonna; the
ground under their feet 1s adorned with flowers. The back-
ground of the central representation consists of small clouds of
conventional design. The mosaic which no doubt once adorned
the apse of this church has disappeared.

Of the pontificate of Pascal [ (817—24) we have the mosaics of
Sta. Mariain Domnica, of Sta. Cecilia, and the rich ornamentation
of the apse and chapel of Sta. Prassede.

(1) Goldschnudt, op. cit , p 85and pl. 181.

() L. Breluer, 1’art chrétien, Paris, 1918 p. 127.

{*) H. Omont, Fac-similés des miniatures des plus anciens manuscrits
grecs de la Bibliothéque Nationale duVIeau XI¢ siecle,Paris, 1goz pls.15-16-.
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Photo Anderson,

9g 44 The Lord and Apostles, the Madonna surrounded by Angels, Mosaic of 817—24. Sta. Mara in Domnica, Rome.
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In the apse of Sta. Maria in Domnica the Virgin is depicted
seated on a monumental throne with the Child standing in be-
nediction in her lap; she holds the mappain one hand while
with the other she indicates the adoring Pope, whose head 15
enclosed by the square nimbus of the living, and who holds the
Madonna’s foot (fig. 44). Hosts of angels approach from the sides,
but only those of the front ranks are visible, the others being
revealed only by the upper portion of their haloes. These figures
are placed in a flowery field, while above the scene is enclosed by
a wreath of flowers in the centre of which the monogram of the
Pope 1s seen.

On erther side of the arch stands one of the two SS. John mak-
Ing a gesture toward the central group. Above, the Lord, in an
aureole, is depicted seated on a rainbow, while an angel and six
Apostles approach from either side.

Inthe apse of Sta. Cecilia in Trastevere the same Pope, whose
monogram 1s again displayed ina similar fashior, had the 6thcent-
ury mosaics of SS. Cosme e Damiano freely copied (fig. 45).
SS. Peter and Paul, standing next, the Lord, who is represented
against a cloudy background and above whom the hand of God
the Father appears, seem to be presenting St. \"alerianus, wha 1<
followed by a female saint, while St. Cecily, standing nex to St.
Paul, lays her hand on the shoulder of the Pope. Here again the
mystical lambs coming from Jerusalem and Bethlehem form a
procession below. The 17th century engraving which Ciampini
gives of this mosaic shows us, as well the twenty-four old men
of the Apocalypse, twelve doves, a Madonna with the Child,
enthroned amidst the ten wise Virgins, and yet another repre-
sentation of the two celestial cities.

Part of the apsidal mosaic of Sta. Prassede is similar in com-
position to that just described. Here St. Paul is presenting St.
Praxed, near whom stands the Pope holding a model of the
church; on the other side St. Peter is protecting St. Pudentiana,
while a holy deacon withabook forms the pendanttothe Pope. A
solitary tree is placed at each extremity. The pontifical monogram
is again inserted, and the mystical lambs are also depicted. Be-
neath them along inscription tells us of the translation ofmany holy
relicswhich took place in 818.The twenty-four old men have been
preserved in this mosaic; they form three rows on either side of
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Fig. 45. The Lord and Saints. Mosaic of 817—24. Sta. CecihPa}: Ro‘:nle.
oto nderson
the vault, and their uplifted arms increase in length according to
the space available. Above, the Easter Lamb is a representation
in a medallion amidst seven candlesticks and four angels. The
arch between the choir and the nave was also decorated under
Pascal I, whose monogram, in the centre of a long wreath,
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Fig. 46. Entry to the S. Zeno chapel. Mosaic of 817—24. Sta. Prassede, Rome.

Photo Anderwon.
adorns the intrados while on the frontis a curious represen-
tation of Paradise ().

() E. Muntz, L’arctriomphal de Sainte Praxede, Revue Archéol, 2ndsérie
XXVIII 1874 p. 172.
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In a walled-in space we see the Lord and two angels between
two female saints — no doubt SS. Praxed and Pudentiana —
while beyond are the T'welve Apostles and, still more remote, an
isolated figure, probably Elias, on one side, and on the other an
angel, and Moses. Towards the entrance gates, which are guarded
by two angels, large bodies of people are advancing; on the
right an aged man 1s apparently being admitted. Clouds and
flowers of conventional design are again seen here asin all the
mosaics ordered by this pontiff

It was he too who ordered the decoration ofthe S. Zeno chapel
of this church (%), really the funeral chapel of his mother Theo-
dora. It is the only specimen of this art which has survived in
its almost complete original form. The Pope’s monogram and an
inscription may be noted on the carved beam above the entrance,
where there 1s also a series of medallions of the Lord and the
Apostles (fig. 46). Two late portraits of Popes have probably
replaced the originals. Another series of medallions on the same
wall contain the Virgin with the Child amidst SS. Zeno and
Valentine and four crowned saints; the two old bearded men in
the upper corners are probably SS. Pudens and Pastor.

The centre of the vault 1s occupied by a half-length figure of
the Lord in a medallion supported by four angels (fig. 47). On
the upper part of the walls we see, above the entrance, the
half-length figure of the Virgin amidst those of SS Pudentiana
and Praxed and St. Theodora “episcopa” with the rectangular
nimbus of the living; higherup are represented four deer drink-
ing from four streams which run down the sides of a small
eminence on which a lamb 1s standing, while higher still three
female martyrs are shown carrying their crowns. Facing this we
see the Descent into Limbo and the figures of the Madonna and
St. John. Lower down in a niche is another representation of the
Virgin and Child between SS. Pudentiana and Praxed. On the
right wall are the figures ot three Apostles and two saints, and
on the left SS. Peter and Paul indicating a throne on which 1s
placed a small cross (fig. 48). All three figures are framed in
wreaths of flowers, while in several of these representations the
ground 1s strewn with flowers.

('} Baldoria, La cappella del Zenone a Sta. Prassede 1 Roma, Archiv
Stor. dell’ Arte, 1V 1891 p 236.
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Fig. 47. Vault of the S. Zeno chapel, Sta. Prassede, RPc})“I)ItloeAnderson

Although the dome-shaped chapel, the ornamental design of
the pavement of the church and the composition showing the
Lord upborne by angels all betray familiarity with Byzantine art,
there is nothing in the style of these mosaics which differentiates
them from other products of this period. It 1s true that the name
of his mother — Theodora — makes a Greek origin likely, but
the Pope himself was born in Rome. Once more I should like to
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remind the reader of the metallic objects found in the Sancta
Sanctorum executed by order of this Pope and in style corres-
ponding perfectly with these mosaics.

Of Pope Gregory VI we have only the mosaics of the church
of S.Marco, where we again find the composition of SS. Cosme
e Damiano repeated. The Lord, with a pointed black beard, his

Fig. 48. SS Peter and Paul and the Apocalyptic Throne. Mosaic of 817—24.
S. Zeno chapel, Sta. Prassede, Rome

Photo Anderson.
right hand raised in benediction, stands in the centre; on the left
we find S. Felicissimus, and St. Mark the Evangelist with his arm
round the shoulder of the Papal donor, who carries amodel of the
church 1n his covered hands. Facing this 1s the Pope, St. Mark,
SS. Agapit and Agnes, while a small plant 1s set at either
extremity. The twelve lambs from the celestial cities are making
their way towards the holy terrestrial city. On the spandrels are
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depicted the figures of SS. Peter and Paul pointing towards
the central group, while on the wall above are five medallions, in-
cluding a bust of Christ and the four symbols of the Evangelists
against a background of scattered clouds. Although the style of
these figuresis generally speaking the same as that of the previous
work we nevertheless observe here a curious and cleverlyadapted
effect of light and shade which we have not met with previously.
Atthe same time the linear effect 1s somewhatlessened, so that on
the whole a certainimprovement may be said to have taken place.

The art of painting formed a much less important part of the
Byzantine tradition than the mosaic art, and for thisreason, I think,
we shall find less Byzantino-Lombard influence in the frescoes,
many of which belong to the decadent form of antique art. as will
presently be seen. Some mural paintings, however, although still
possessing elements of this decadence, may be said to form part
of the group under discussion. These are to be found in the left
aisle of Sta.Maria Antiqua. The most important of themisalong
series of twenty-two saints ('), whose names are vertically
inscribed in Greek, with the Lord enthroned as the central figure
(fig. 49). Those on the left are mostly of Western origin, while
those on the otherside are chiefly Oriental. The Saviour’s is the
only figure here, which 1s really more orless Byzantine in appear-
ance, the others, although obviously inspired by the older Greek
models, are too rigid and too decadent to be considered as such.
while the paintings of the old bearded saints verge on caricature.
The period proposed by M. de Griineisen, during the pontificate
of Nicholas I (858 —67), strikes me as being very probably correct.

Two rows each of eight scenes from the Old Testament are re-
presented above these figures, but these will be dealt with when
we discuss the Carolingian influence in Rome.

Of a quality superior to this row of figures, and more Byzantine
in aspect, i1s a head of Abbacyrus in a niche in the right wall o1
the narthex (3).

In an opening on the left of the nave we find some fragments
of a Descent into Limbo and a Virgin and Child. (%)

(') De Gruneasen, op cit, pls 21a, 25- 32, 73—75

(*) Mgr.Wilpert,(Rom.Mosaikenpl. 196) dates this work from the pontifi-
cate of Paul I (757—67)

(*y De Gruneisen, op. it , p. 94—95.
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Fig 49 The Lord between Saints, 858— 67 Sta. Maria Antiqua, Rome.

Photo Minmist Publ. 1str,
In the oratory of the Quarante Martiri just outside Sta. Maria
Antiquaare two rows, each of twenty saints, not unlike the above-
mentioned group of twenty-two on the left wall of the latter
church. Here too we find some contemporary fragments of little
importance.
AsThave already remarked, the frescoes on the whole are less
characteristic of the By zantino-Lombard stvle than the mosaics ;

7
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Fig. 50. The Descent into Limbo, second half of the IX century,
S.Clemente, Rome.

Photo Alman
several of them in many ways resemble the paintings made un-
der the Carolingian influence, which will be dealt with later on.
but on the other hand they betray too many of the above-
mentioned peculiarities to be excluded from this group.

Besides this transformation of Byzantine art, Rome offers us
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many examples of the utter collapse of what remained of the
ancient tradition.

The chief interest of an enumeration of the Roman frescoes
of this artistically dark period is that it gives us an idea of their
abundance, for they have no charm whatsoever, and as I have
dealt with them elsewhere in a more detailed manner than they
really deserve('), a brief mention will suffice here. On account of
their lack of artistic importancetis particularly difficult to ascribe
them to a definite date; it is, however, probable that most of them
were executed between the middle of the gth and the end of the
roth centuries; but the same manner must have persisted well into
the 11th, as is proved by a fragment of mural painting in the old
cathedral of Assisi whose date should be between 1036 and 1059.

The earliest product of this tradition dates, however, from the
beginning of the gth century. This 1s the series of frescoes in the
tower of Sta. Prassede (2, where we find remains of numerous
scenes of martyrdom dating from the time of Pope PascalI(817—
24) (¥). It was he who had the bodies of SS. Chrysantus and Daria
transported hither, and the paintings depict moments of their
martyrdom and that of several other saints. It is difficult to
attach a definite style to these frescoes; the painter seems to
have executed them without any artistic principle. They do not
however lack expression and the large jewels are reminiscent
of Byzantine art.

Frescoes on the right wall of the right aisle of the subterran-
ean church of S. Clemente, notwithstanding their fragmentary
condition, give us a clearer idea of the style of the paintings of
this period ().

(1) R.van Marle, op. cit.,, p 104.

(%) According to the Liber Pontificalis Pascal I had a chapel dedicated
to St. Agnes, and some authorities believe that the decoration depicts scenes
from her martyrdom. v. M. Arntellent, I.e Chiese di Roma del secoliIV al
X1V, 2rd ed. Roma, 1891 p. 241

(3) J. Whlpert, op. cit., pl. 202 agrees with this date. Vide also De Grun-
etsen, op. cit, fig. 261.

() G B. De Ross:, Le pitture scopertein S. Clemente, Bull. di Archeol.
Cnist, 1864 p tand 39. /. Mullooly, A brief notice of the ancient paintings
foundn the subterranean Basilica of S. C. 1n Rome, (Roma 1866, trans. into
Itahan and French). J. Mullooly, St. C. Pope and Martyr and his Basilica 1n
Rome, 2nd ed. 1873. T/. Roller, St. C. de Rome, Paris, 1873. V. Waille, Note
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Some remains which were previously looked upon as forming
part of a representation of the Council of 419, held 1n this church,
and the martyrdom of St. Catherine, have now been rightly
identified by Mgr. Wilpert as a picture of the Last Judgment; 1t
1s the oldest painting of this scene which has come to us, but the
figures are only with difficulty discernable. In a niche near by,
however, besides some unimportant fragments, there remains a
fairly well preserved figure of the Madonna with the Child
standing in her lap, while above we see a half-figure of the Lord,
beardless and yvouthful. The Madonna is executed crudely and
laden with heavy jewellery, but the face is expressive.

A fragment of a well-drawn figure of which the head is missing,
blessing and holding a book, might be from the same hand;
the floating end of the cloak assumes a peculiar shape which
we shall frequently encounter and which 1s characteristic of this
period.

These frescoes, which Mgr. Wilpert dates from the time of Leo
IV (847—53), and which indeed may be ascribed to the middle of
the gth century, are amongst the best examples of this style. The
Descent into Limbo which will be found in the same aisle on the
right ot the apse is very inferior and probably of a somewhat
later date (fig. 50).

The beardless Christ, in a decorated aureole, 1s seen stepping
towards Adam, whose arm he grasps as he tramples underfoot
the flame-spitting Satan. The night-hand part of this fresco has
been destroyed; it no doubt contained an image of Eve: while in
the left-hand lower corner the half-figure of the donor is seen;
he carries a book adorned with jewels and wears a curiously
shaped bonnet.From the painting it 1s obvious that the artist was
familiar with the Byzantine style, but he has rendereditin an
inapt and highly inartistic manner.

Besides many small fragments of fresco in the left aisle, which

sur une inscription et des peintures murales de la basilique de St. C.a Rome,
Atti del congr. intern. discien stor. a Roma, 1903; Stor. dell Arte, p. 171. /.
Whipert, Le pitture della basilica primitiva di S. C,, Mélanges d’archeol et
d'hist., 1906 p 251. / Gray Gordon, The Church of St. C. in the hight of Mgr.
Wilpert s recent researches, Journal of the British and American Archaeol
Soc.1n Rome, IV 1907 p.g8. L Nolai, The Basilica of St. C. 1n Rome, 2nd ed.
Rome 1914.
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seem to have been superior to the Descent into Limbo, we notice
two scenes near the apse which appear to be on about the same
artistic level as the latter. One represents a figure kneeling before
a prince enthroned under a baldaquin, probably St. Cynil --
who, as we shall see later, 1s buried here with his brother Me-
thodius — taking leave of Michael III, to whom he was sentin 848
by the Despot of the Danube in order to ask for priests (). No
doubt the scene near by, representing a baptism, illustrates one
of the conversions accomplished by this saint or his brother.

Ofsuperior execution are the pictures on the opposite side of the
same apse depicting the legends of the Benedictine monks of the
abbey of Fondi as related in the dialogues of St. Gregory. The
figures are more amimated and the movements better expressed,
but these frescoes are not equal to the productions of the real
Benedictine school, of which the subject reminds us, and with
which we shall deal later.

Of much finer quality is the 1solated figure of St. Prosper
painted ciose by m an opening of the wall between this aisle and
the nave. The features are regular and well drawn, although
not without some schematic elements. Mgr. Wilpert attributes
this fresco to the pontificate of Leo IV

In the narthex we find a large painting of but little ment,
which comprises all the worst characteristics of the group we
are nowdealing with. It represents the Lord between SS. Clement
and Andrew and two angels, who present to the Saviour two
small figures of saints: probably SS. Cynl and Methodius, the
converters of the Bulgarians, who brought the body of St. Cle-
ment to Rome. An old tradition that the two holy brothers were
buried here has been confirmed by the discovery of two bodies
Justunder this painting. Aswe had occasion toremark previously,
the knowledge of Byzantine works is again obvious here, but
this was of Iittle avail to the painter, who has here produced a
fresco of a very inartistic appearance and of rude workmanship.

The angels of the previous composition are very similar to
those surrounding a figure of the Lord in the church of
Sta. Maria-im-Cosmedin; the work too1s of the same quality, and

('} De Ross: states that near the kneeling figure he deciphered the name of
St Cyrl, which has now disappeared Mgr Wilpert believes this scene to
represent Esther before Ahasuerus asking protection for her people
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PPhoto Abnan,

The Lord and two Sants, 844—47 S Martino-ai-Monti, Rome

Iig. st.
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mosaicis, he succeeds better in the male thanin the female figures.

Some products of this school are also to be foundin the church
of Sta. Maria Antiqua; one of them in a niche in the right aisle
represents the Virgin seated between SS Anna and Elizabeth
each holding her child. The infant Christ 1s surrounded by an
aureole (1).

Farther along on the same wall three female busts are repre-
sented behind alatticed window (2). The heads of St. Antony— or
1sit St. Zosimus ? — and St. Mary of Egypt (?) are executed in the
same style, all being of very mediocre quality. We have yet to
mention the fresco ofthe Lord between SS. Abbacyrus and John,
which 1s situated in a niche and is of rather better quality; while
in the corridor, which leads to the Temple of Augustus, we
find the images of SS. Blasius, Basil, Lawrence, Christopher and
Benedict, which are the weakest of all these frescoes. Other
fragments forming part of this group are still to be found in Sta.
Maria Antiqua, but they are of so little importance that I shall
pass them over (%).

Of no better quality is a fresco of St. Peter between SS.
Praxedis and Pudentiana, in the excavations made under the
church dedicated to the last-named sant ).

We probably owe animportant part of the Papal portraits of
S. Paolo-fuori-le-Mura to Pope Formosus (891-—96) who also
ordered some decoration for the basilica of St. Peter. These por-
traits, now in the monastery of St. Paul, occupy the end of the
left and almost all the right wall of the corridor (%). These
paintings are of greatimportance, as they betray a certain persist-
ence of the impressionistic manner. Itis true that this quahty is

(1) De Gruneisen, op. cit , fig 84

(3) De Grunesen, fig 85

(®} De Gruneisen, p 378datesthese frescoes for incomprehensible reasons
fromthe 12th or 13th century. Mre. Wilpert, Die romischen Mosaiken etc pl
227, believes them to be 10t century

() De Gruneisen reproduces two of them (pl 15}, dating them again from
the 12th or 13th century.

() Whilpert, Die romischen Mosaiken etc, pl 218,ascribes this fresco to the
oth century.

(5} Wilpert, op cit., pls. 219—222. On the right wall the portraits of Mark,
Julius and Marcellinus seem to have been placed by mistake amongst those
of this period.
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dominated by the schematic design; the strokes, however, are
broad, and a curious effect has been obtained by the use of white
in the faces.

In the chapel of Sta. Barbara in the SS. Quattro Coronati
church, a part of a holy bishop — the only remaining fragment
of one of the lateral figures of a composition originally represent-
ing three personages (') — reminds us to a certain extent of the
series of Papal portraits; the design, however, 1s more schematic,
for which reason it 1s probably a work of the roth century.

An mmportant series of frescoes of this same movement,
although at present only partly uncovered, 1s that which adorns
the lower church of S. Crisogono, Rome(?), but as the excavations
are far from completed 1t is dithcult precisely tolocate the various
paintings, which I shall not attempt to do. In this subterranean
church, extensive and purely ornamental painting forms part of
the mural decoration; it consists chiefly of wreaths and drapery
in blue, white, yellow, and red, and also of heraldic designs.
Of the other paintings. one fresco represents St. Chrysogonus
between St. Anastasia, to whom the former stretches out his
hand, and St. Bibiana, standing on the grass between two columns;
traces of other adjacent figures are also found. In another part
are four peculiarly drawn heads, — SS. Felcissimus, Sixtus,
Chrysogonus and Agapit — with drooping mouths, enormous
round eyes in strangely shaped pointed orbits, of streaky design
and dim colours. In a corner almost opposite are three figures
and part of a fourth dressed in ancient tunics, certainly of an ear-
lier period. Adjacent to these an important series of paintings
begins, much of which,when I saw 1t recently, had yet to be re-
vealed (’). Above the row of representations at present visible

oA Munoz, 11 restauro della chiesa e del chiostro der SS. Quattro
Coronati, Roma 1914. fig. 32 and pl 4.

*) Mgr. Halpert, op. ait., pls 173—177 and 223- believes some of these
tfrescoes to date from the first half of the 8th century, v alsoP. Dorfler, Eine
neue Unterkirche in Rom,, Rom. Qartalsschr, 1go7 p 138. O. Marucc/u,
Scopert1 d1 un muro con avanzi di antichi pitture sotta la chiesa i S C.
Nuov Bull di Archeol. erist, 1907 p.237 A Munoz,Ilavor: discavi della
chiesad1 S.C a Roma, Supl al Bollet d Arte del Minist. di1 Publ. Istr, June
1914 R.wvan Marle,op cit,p 116.

{*+ They seem to 1llustrate the legends of SS Pantaleon, Benedict, Syl-
vester and Chrysogonus,
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parts of another are seen, while farther excavation may disclose
a third. The first scene represents a person with legs crossed
seated on a throne; another approaches, dragging by the hair a
monk with arms uplifted as though appealing. Then follows
a figure without a head; the third represents, on an architect-
ural background, a sainted monk who holds a jewelled book,
curing by his benediction a leper covered with spots (fig. 52).
Separated from this by
some decorative motives
1s the head of a priest;
next to this is part of
a dragon, and a priest
in sacerdotal dress with
the pallium. The painting,
though very rough, is not
without life and individu-
ality; the cheeks are n-
dicated by red patches,
and the faces surrounded
by that beardlike shadow
which we noticed in the
frescoesofCivate, the out-
line and folds consisting of
prominent greyv lines. At
the beginning of the se-
ries is placed a column,
while the different scenes

[ig 532 A Saintcuring a Leper X century, aI'€ separated t:rom each
S. Crisogono, Rome. other by a painted bor-

Minist, Publ. 1.t der.

In Rome we still find works of minor importance in the sub-
terranean church of SS. Giovanni e Paolo, where a niche con-
tains a figure of the Saviour between the archangels Michael and
Gabriel, and originally two other figures, of which only one,whose
head is missing, remains visible (). The Byzantine tradition is
noticeableonaccountofthe enormous jewels, and the little ribhons
in the hair of the angels is an 1conographical element of the same
origin. This painting, which probably dates from the 1othcentury,

(") R.van Marle, op. cit, p. 117and fig 54.
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15, however, amongst the weakest products of this inartistic
movement; here also the beard-like shadow is prominent.

A fresco in the church of S. Pellegrino in Naumachia, of the
Lord between SS. Peter and Paul and two other saints, reminds
us of the previous paimnting, and might be almost contemporary,
although 1t has been attributed to the latter part of the 8th
century ().

A maaifestation of this same art will be found inasmall mosaic
of the Lord near the tomb of St. Peter in the crypt of his basilica.
The Saviour holds a book and raises one hand in benediction
The elongated head helps us to determine the movement which
produced this picture.

Similarity of style allows us to attribute some frescoes in the
Roman catacombs to the gth and roth centuries. In the St. Lucius
crypt of the St. Calixtus cemetery we find twopairsof saints whose
names are inscribed in a vertical sense ; they are SS. Cornelius
and Cyprien, Optat and Sixtus. Cvprien and Optat were both
African bishops. They form four lifeless figures without any
individuality and are all depicted in the same attitude The paint-
ing 1s of inferior quality to that of the Popes’portraitsat S. Paolo,
of which, on account of its rough impressionistic technique, 1t
somehow reminds us. As Pope Leolll (795—816)had some decor-
ations carried out 1n this cemetery 1tis possible that we owe these
figures tohim (?), although otherwise we should not have thought
that decadence had developed so far at such an early stage.

In the same catacombs a figure of the Saviour and another ot
Pope Urban were added to the beautiful painting of St. Cecily
previously mentioned. The Lord, who is represented almost lite
size, has a gemmed and cruciform nimbus. The orbits are sur-
rounded by broad shading, making the eyes enormous; the sha-
dow on the face 1s spotty, the nose straight, long and pointed, and
the mouth is bounded at either end by a drooping line The hair 15
hardly visible against the dark halo, the face 1s without much
expression, the position of the opened right hand extremely stiff
and ungraceful ; the left hand holds a jewelled book. The much

(% De Waal, Ein Christusbild aus der Zeit Leo Il 758—816, Rom. Quar-
talschr, 1889 p. 386
(%) P. Toesca, Storia dell’ Arte [taliana. p. 409
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smaller figure of St. Urban occupies another compartment. on
which his name is vertically written. The face is turned slightly
to the right; heis clothed in sacerdotal vestments and shows a
very prominent tonsure; with one hand he blesses while the other
holds a book. The attitude1s very stiff, which impression 1s fur-
ther strengthened by the straightfolds, the only attempt to break
the rigidity of the figure consisting in the shightly raised position
of the right foot ().

AMadonna and Child (), in the crypt of S.Urbano alla Caffa-
rellanear the via Appia, displays an instance of how the decay of
artistic capacities leads to puerile drawing. On the Virgin's dark
dress her form 1s indicated 1n white; so too, the outline of the face
andtheshadow on her shoulder. She hasanovalnimbus; the eves,
large and expressionless, are elliptical in shape, and the pupils are
small black specks. The face is flat, the cheeks indicated by two
patches, and the relief of the chin by a dark spot; the evebrows
and nose form one uninterrupted line, and the mouth s composed
of one long horizontal stroke and two shorter ones The Child has
been depicted in the same manner ; the eves are round, and their
expression midway between anger and fright. He 1s here seated
on the knee of the Virgin, who holds him by his right shoulder;
he blesses in the Greek manner and carries a scroll. On the
left a short, bearded, lifeless figure of St. Urban, whose name
1s vertically inscribed, offers a jewelled book to Jesus, while a
badly designed figure of St. John stands on the right. This fresco
15 of such very inferior workmanship that one is inclined to
believe that it is not the work of what would be called, in the gth
century, an artist, and consequently cannot be regarded as a
document in the history of the development of painting ; but when
we consider that this work was accepted by those who ordered
it, we can form some idea of the great downfall of art at this
period.

Another instance of similar decline 1s seen in the Albano cata-
combs, in a fresco of the Lord between the Virgin and St. Smarag-

() J. Braun, Die Liturgische Gewandung, Freiburg, 1907 p 649, and prob-
ably after him S Scagiia, Les Catacombes de S. Calliste, Rome, 1gog p
131, believe this figure to be of the 1oth or 11th century, because in the
gth the cross of the pallium is not worn on the shoulder as 1s here the case

(?) Reprod in De Grineisen, fig 219.
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dus(!). The Lord is larger than the two other figures; his head
1s encircled by a cruciform nimbus; the hair, parted in the middle,
covers a portion of the low forehead, and falls in a curve to the
shoulder, the expressionless eyes are enormous and wrongly
shaped, being pointed at the outer end, and rounded towards the
nose, which 1s indicated by two straight streaks ; the outhne of the
mouth is thin and depressed in the centre and at the corners, and
the whole face 1s obviously an unsuccessful attempt to express
solemnity. Some jewellery 1s visible in the opening at the neck
of the much folded draperies, and also on the book once held by
thelefthand, which has now disappeared. The image of the \'irgin,
although far from beautiful,issuperiortothatofthe Lord. Herhead
1s covered by a complicated veil; the face has been hurriedly
drawn, with the usual red patches denoting the cheeks, the hands
areraised towards Christ. A curious mingling of the Oriental and
Occidental currents is found here in the mscription, in which the
Greek words “Mother of God” are written in Latin characters.
St. Smaragdus, in sacerdotal clothes, 1s represented on the other
side. The characteristics of hasty work, already seen in the feat-
ures of the Virgin, are also found here; a detail, which will be
observed on several occasions, 1s the slight upward-curving line
indicating the projection of the chin. The saint, whose tonsure
resembles a small white cap, holds a jewelled book in one hand
and stretches the other toward the ILord. All three figures
have folds in their draperies, indicated by broad straight lines.
The frameis formed by a red border in which traces of white n-
scription are still visible.

A fresco of the Virginand Child between two saints ina chapel
of the Sacro Speco monastery, at Subiaco(?) (fig. 53), although su-
periorin execution, shows in composition a considerable likeness
tothatinthe cryptofS.Urbano alla Caffarella. Itis generally agreed
that this is a Roman work of the gth century, and documentary

(') T B. De Rossi, Le catacombe di Albano, Bull di Archeol Crist., 1869,
p 65. O Marucchi, Le catacombe di A, Nuov, Bull di Archeol. Crist, 1go2 p.
89. Reprod. in Cabrol’s Iictionnaire d’Archéol Chrétienne et de Liturgie, [
Paris, 1907 fig. 264

() P. Egidi, G Grovannon: and F. Hermanmn, I monaster: di Subaco,
2vols. Rome, 1904 I p. 407, Hermanin, Gl affreschi Also reproduced in De
Gruneisen, op at, fig.220 R van Marle, op ct., p. 115 fig. 49
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evidence proves that we owe 1t to Leo IV (847— 55). The Virgin,

wearing a dark dress and veil, is seen, holding the Child on

her knee, by the aureole that encircles his whole body ('} and

forms a background to the cruciform halo which surrounds his

head. He 1s of a decidedly Jewish type, with dark hair; his dress

is light in colour. On account of a gap in the painted surface

it 1s not clear whether Jesus is standing or sitting, or how his left

hand is occupied; it is evident, however, that he is blessing with

the right. If he were standing,

or, as would be more probable,

seated on a rambow, we should

have here apicturebelongingto

a veryv old Byzantine iconogra-

phical tradition. Of the two

lateral figures the one on the

left appears to be an archangel,

bearing traces of jewellery on

his dress. The partly erasedin-

scription over the head of the

other figure points to its being

a representation of either St.

Luke or St. Lucy. The draw-

ing, although rough and hasty,

1s not hard; the halo of the

Virgin, resembling those ofthe

Fio < - . lateral figures, is yellow, witha

ig. 53. TheVirgin betweentwo Saints .

837—55. Sacro Speco, Subiaco. red circumference ; the enorm-

Photo Mmist. Publ. Istr. o115 eyes have oval outlines; the

pupils are staring, but not altogether without expression; the

mouths consist of two lines, but are not completely shapeless; the

chin ofthe Virgin, marked by a downward-curvingline, islike that

of St. Smaragdus in the Albano catacombs, another faint line

sufficing to portray the anatomy of the throat. The drawing,

though pronounced, isnot unpleasing, and although accuracy has

been sacrificed to style, the whole work, notwithstanding the

coarse execution, is not ugly ; the face of the supposed archangel

might even once have been beautiful, and the Virgin, though
solemn, 1s not inhuman.

) 7(771) Another example of this peculiarity was found in Sta. Maria Antiqua.
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Similar characteristics will be found in a painting in the church
of S. Blasius at Nepi. It represents the Virgin in the centre,
between St. Egidius (with the deer), St. Abdon, St. Sennen, a
priest, and a Benedictine monk (%).

The frescoes of the gth and 10th centuries in the catacombs of
Naples show us that a movement similar to that ot Rome took
place there also. (¢). Two figures in the oratory of the S
Gennaro cemetery, one in pontifical attire, the other in a tunic and
with bare feet, betrav the same decadent forms. In a cubicle on
the left some figures of saints holding crowns, crosses, books or
scrolls, belonging to this manner, conceal some paintings of a
much earlier period. They are drawn in heavy black, and some-
times red outlines. Thev survive only as three-quarter figures,
the part below the knees having been destroved. These images
are motionless and lifeless.

On the right wall of the oratory, the tomb of St. Paul, Bishop
of Naples, 15 adorned with his now almost obliterated portrait
between male and female Orants. The tomb of Bishop John V
1s decorated in the same manner.

While these frescoes probably belong to the gth century,
another. and very likely the last painting executed n these
catacombs, dates from a hundred years later. [t represents a bust
of Christ in benediction; his head is encircled by a cruciform
nimbus, and i his hand he holds a book; while five female
saints, in parts much damaged, but richly dressed, hold martyr’s
crowns 1n their covered hands. The execution reminds us chiefly
of the frescoes in the Roman catacombs; the general tone 1s
reddish and the folds are drawn in ighter colours

As T mentioned before, Assisi posesses a datable fragment
which entitles us to believe that the same style was still followed
towards the middle of the r1th century, especially as this frag-
ment forms part of the ornamentation of the cathedral (built
between 1036—1059) (°) of a not altogether unimportant town.
Bishop Hugo was the founder of this cathedral, an apse of which
remains under the facade of the present building. Here some traces
of a representation of the symbols of the Evangelists are still

R F; Vthazz:z, op at,p 317
(!) Lefort, op cit
% A Cristofam, Delle Storie di Assisi. libri sel, 374 ed , Assisi, 1902 p. 37.
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visible (fig. 54); but thev rank amongst the weakest productions
of this school.

It 1s indeed a verv disheartening and umnspired group of
works which we are now considering, and there is frequent ex-
cuse for the question whether they are really still the remote oft-
spring of the classical tradition. This however I would answer
in the affirmative ; for many ofthese paintings do at least preserve
the freedom and absence of rigidity which they owe to the illustri-
ous movement of which they form a melancholy offshoot. Again,

thebreadthofdrawingmight
result from the complete de-
cadence of the Pompeian
technique, while the propor-
tions observed are often re-
muniscent of ancient Hellenic
art. In this respect the fres-
coes in the subterranean
church of S. Crisogono are
the most suggestive.

Of course I do not deny
that Byzantine art had lett
1ts traces, but they were, ge-
nerally speaking, traces of
mere external details, such
as the large jewels. On the

Fig 54. Symbols of the Evangelists W.hOIe this m,anner was a
1036—309. subterranean Cathedral, Assis1  Mixture of Latin and Byzan-

Photo Mt Publ. Ist - f1pe styles — a combination
already observed as existing in the 8th century — but 1n which,
however, the Roman influence was the more powerful. In Rome
this same admixture may no doubt be found in other connexions,
as in the frescoes of the Calixtus catacombs, where two African
and two Latin bishops are united in the same work, or again in
the inscriptions of the Albano catacombs, where Greek words are
written in Latin characters.

Charlemagne conceived a profound love for Rome, which he
often visited, and regarded as the ideal capital of his immense
empire. He appointed his son Pepin to be king of Italy, and
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after Pepin's death in 810, his (Charles’) natural son Bernard.

Two Roman mosaics represented the emperor, but neither
has survived in its original form. The first of these was placed
by Pope Leo Il in the triclinium of the Lateran (!), and survived,
although not without frequent restoration, until the time of
Clement XII (1730—40) who wanted to have 1t transported to
the outside of the Scala Santa; but during the operation the old
mosaic fell to pieces, and that now seen in the position which
Clement XII destined for the original is a copy. This copy,
however, 1s of unusual merit; of this we have proofin the shape
of early reproductions and drawings of the authentic mosaic. The
work as we see 1t to-day has a certain individuality of style
in which not a trace of the 18th century can be detected. The
central part may be compared with the mosaic of S. Maria
in Dominica although the subject represented here is the
Lord standing amidst eleven Apostles. According to an inscrip-
tion the mosaic depicts the moment when the Saviour sent them
forth to preach. The upper part contains some conventionally
drawn clouds. and the vault is encircled by a wreath in the
middle of which we find the Pope’smonogram. While these figures
follow rather closely the style of the still existing mosaic of Leo III,
the two small groups at the sides are in some respects different.
On the left we see the Lord, seated, handing the key to St. Peter,
and a banner to Constantine, who are both kneeling before him,
while on the right Pope Leo and Charles the Great, each with
the square nimbus of the living, receive the pallium and abanner
from the hands of St. Peter, at whose feet they are kneeling (fig.
55)- In addition to those names already mentioned the inscription
reads beneath:

Beate Petre Donas 1'ita Leon P.P. e Bictoria Carulo Regi
Donas.

In comparing the kneeling figures of these two groups, espe-
cially that of Charles the Great, with the portrait of Pope Leo
in the mosaic of S. Maria in Dominica, it is, I think, obvious that
we are here dealing with productions of another school; a dif-
ference will be observed which cannot be accounted for by the fact
thatthisisan18thcentury copy,forwhileinthe central composition

() According to Mgr. Duchesne this was executed 1n7g9: v Liber Pon-
tificalis, II p. 35.

8



114 LOMBARD AND CAROLINGIAN INFLUENCES

the artist has reproduced a mosaic in which the Byzantine styleis
predominant this element is entirely absent in thelateral scenes.
It is possible that the artist of the Roman mosaic worked from a
portrait of the emperor made in his own country; this would
moreover explain the fact that this portrait contains more of the
foreign element of which I have spoken than the others, which,
however, must have been influenced by this example. Two
fragments, two Apostles’ heads, of
the central part have been preserved
and are now in the Lateran Museum.
They show a better quality of techni-
que than other mosaics of this period;
the modelling is vigorous and the
features display much individuality.
Another mosaic, made alsoby order
of Pope Leo I, adorned the church
of S. Susanna, but of this nothing
now exists except some old prints(?).
It represented the .ord between the
Virgin, St. Peter, St. Susannah and
the Pope on the left, and SS Paul,
Caius, Gubinus and Charles the
Great on the right. The heads of
the Pope and the emperor are
framed 1n square nimbi; the emperor
Fig. 55. Pope Leolll and Char-  wears a bonnet, a long coat, and a
lemagne at the feetof St Peter  gy1q and, as in the other mosaic,
Copy of a mosaic curca Boo has whiskers, and also a small beard

Scala Santa, Rome. . ’ .
Photo Alnan.  Which doubtless also figured in the

original of the other mosaic.

What we know of these two mosaics is perhaps not sufficient
to permit of the assumption that Carolingian art was introduced
into Italy at such an early date, but, as we shall presently see, its
introduction was an accomplished fact soon after this date,
because the so-called Benedictine school which had its centre at
Montecassino, was nothing but an Italian form of Carolingian

(") Duchesne, ed. Liber Pontificalis, Il p. 3. Reproduced in Alemnani, De

parientimis, p. 10 Crampinr, Vet Monum ,Ip 138. V. also the article on Char-
lemagne in Cabrol’s Dictionnaire d’archéologie et de liturgie
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Fig. 56 The Ascension, 847—55 S Clemente, Rome
Photo Alinan
art, () and datable examples of this art may be attributed to
about the middle of the gth century.
Of the first frescoes pamted in Rome made under a strong
Carolingian influence some are in the subterranean church of S.
Clemente on the left wall of the entry (1); they represent the Ascen-

() Iexplained at some length the arguments which Jed me to this conviction
1 my book on Roman painting, p. 89 et. seq.
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sion, the Crucifixion, the two holy Women at the empty Sepul-
chre, the Descent into Limbo and the Wedding at Cana. The
date is established by the presence of the portrait of Pope Leo IV
(847—55) with the rectangular nimbus of the living; he 1s seen
depicted at one side of the Ascension and forms a pendant to the
figure of St. Vitus. Around his head we read “Sanctissinis Dom
Leo........ rt P.P. Romanus” while below the following
inscription 1S written:
“Quod haec prae cunctis
splendet pictura decore
componere hanc stubuit

praesbyvier ecce Leo (2).
The sceneofthe Ascen-
sion seems to have afford-
edmostscope for the dis-
play of the painter’s orig-
inal talent (figs. 56 and
37). At the top of this
scene, inclosed in an oval
aureole, the Lord in Ma-
jesty is seated on a rain-
bow, stretching out one
hand and holding a scroll
in the other. The aureole,
Fig. 57. Detail of fig. 56. set against a very starry
Photo Mosciom.  sKky, is carried to Heaven
by four angels, two above and two below; of the two upper
figures one alone remains. In the centre of this composition the
Virgin as Orant stood on an eminence which is no longer
visible; and the Twelve Apostles beneath make this fresco
the most interesting painting which the S. Clemente basilica
contains. Two conflicting elements, an inherited sense of sym-
metry and an inclination to produce life-like portraits, have been

() V.literature quoted for the earlier paintings 1n S. Clemente.

(%) The nscription according to which the Pope planned this painting, as
well as the fact that the spaces for his portrait and for that of the saint opposite
were left unoccupied, seem to me sufficient proofthatthese portraits belong
to the original composition and were not added later as Mgr. Wilpert believes
to be the case.
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present in the painter’s mind, resulting in two almost identical
groups of active, living Apostles, separated by the mountain on
which the Madonna stands. Each figure in each group finds a
corresponding pendant in the other. The six Apostles on either
side are arranged in rows of five, in front of which stands the
sixth. Starting with the inner end we have the following
figures: of the first two, each is slightly bowed, raising his head
to look upwards, of the next pair each stretches a hand towards
the Virgin, gazing at her in a comical fashion from the corner of
his eyes, without turning his head (note more especially the figure
on the right); while the central figure of each row of five turns
his head toward the Madonna. The fourth are larger than the rest
and again gaze sidelong at the Virgin (this again 1s more visible in
the right-hand figure), while the last in eachrow, overcome with
awe, hides his face in his hands, or, to be exact, the figure on the
right,uses only one hand, as inthe otherhecarriesa scroll. Thetwo
Apostles in front of the rows are SS. Peter and Paul, who, to-
gether with the first on the right, are depicted as much older than
the rest. Both have white pointed beards, and bow their bodies
away from the central scene, while at the same time they turn
their heads and gaze toward it. These are the only figures to
wear dark cloaks over their white garments; with the exception
ot SS. Peter and Paul and the figures on the immediate right and
left of the Virgin; the other Apostles are all of the clean-shaven
Roman type, wearing Roman tunics. The groups are well com-
posed, and when seen separately impress one with the variety
of means by which a reverent awe has been depicted. The crude
drawing lends a special importance to the draperies, which, al-
though hanging in broad coarse folds clearly reveal the shape
of the body which seems to form facets on the draperies, especially
in the figures of SS. Peter and Paul, whose garments seem to
cling to their bodies. In the treatment of the draperies we
perceive a certain kinship to contemporary mosaics.

The Crucifixion near by, although not of the same value, s also
interesting. Christ wears a smallloin-cloth; his arms hang slightly
downwards and his head, encircled by a cruciform nimbus, in-
clines toward the right. Anatomical details still remain clearly
visible in the legs, where the calf muscles are strongly developed.
On the left the Virgin, half turned toward the Cross, raises
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her arms to the Christ; she wears a light-coloured cloak over
adark dress, and light shoes. St. John, who 1s represented facing
rather more to the front, also wears, over a hight tunic, a dark
mantle which he holds with his left hand. His clothes have much
in common with those of SS. Peter and Paul in the Ascension,
and he is depicted in exactly the same attitude as two of the other
Apostles in this fresco, his hands outstretched toward the Cross.

The scenes of the Maries at the empty Sepulchre and the Des-
centinto Limbo are depictedin their simplest forms. In the first the
two holy women stand on one side of the door, while on the other
side an angel beckons to them. In the Descent into Limbo we
see the Lord, surrounded by an aureole, grasping the arm of
Adam who lies on the ground with Eve standing behind raising
her arms toward the Redeemer. The Wedding at Cana was
of a more elaborate composition, but only the upper partofithas
been preserved, in which are depicted the facades of two houses
and groups of figures with the Saviour in the centre (fig. 58).

Besides this facility of treatment, these paintings impress us
not only by the animation of the figures but also by the
great prominence given to the gestures. One might say that
gesture 1s the predominating element in these frescoes: all the
figures gesticulate and all do so in a striking fashion.

The paintings in the lower church of S. Clemente are the best
productions of this particular style in Rome, but others, if not
precisely in the same manner, are at least very close to it. In
the subterranean church of Sta. Maria-in-via-Lata there exists a
related fragment which nught have formed the principal figure in
arepresentation of themiracle of the Loaves and Fishes, as well as
certain scenes from the history of St.Erasmus (*). We see him first
before Diocletian, but only part of this fresco1s now visible. Then
Diocletian is depicted superintending the torture of the saint, who
1s lashed between two poles and is being beaten with great
violence by his torturers; this incident is, however, not related in
his legend. Then St Erasmus 1s represented between two hang-

(Y L. Cavazz, Sta Maria-in-via-Lata e gl odiern1 scavi nel suo oratorio,
Miscel. di Stor e cultura eccles, 1905 p. 193. 7he Saize, S M.in-v.-L. ele
recentl scoperti nel suo antico oratorio, Nuov Bull, d1 archeol crist., 1905
p.123. A Munos, Pitture medioevale a Roma, L’ Arte, 1905 p.59. H.de Il aal,
Dasorat der Kirche S M.-in v.-L , Rom. Quartalschr., 1go7p 1 L.Cavazz;,
Ladiacoma di S M.-in-v -L. e 1l monastero di1 S. Ciriaco, Roma, 1908



AND THE DECADENCE OF THE ANTIQUE TRADITION. 119

[1g. 38. The Holy Women at the Empty Sepulchre, the Descent
imto Limbo and the Wedding at Cana 847—355.

S. Clemente, Rome
Photo Anaerson.
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men (fig. 59) with another haloed figure standing close by, while a
fourth scene shows how the saintis saved from immersionin boil-
ing oil by an angel who transports him to the city of Formia.
Below three figures of saints are clearly visible, one of thema priest
in sacerdotal garments Above them weread the inscription “ Ses
Silvester”. The spirit n

which these frescoes are

executed is substantially

thesameasthatexpressed

by the above-mentioned

paintings of S. Clemente;

the technique, how-

ever,1s somewhat cruder,

while the chiaroscuro

effects remind us of the

mosaic of S. Marco, with

which  these frescoes

might be contemporary

(827—44). We donotfind

in them the curiousanima-

tion of expression which

Fig. 50 History of St Erasmus, first half of struckusintheAscension.
the IX century. Sta Maria-in-via-Lata, Rome. Nordo we find this last
Photo Minist. Publ Istr. characteristic n some

frescoes representing scenes from the Old and New Testaments
and from the life of the Virgin, parts of which still remain visible
in the nave of S. Maria Antiqua. Fragments on the left wall ()
prove that the series started here with illustrations from the Book
of Genesis, of the histories of Noah, Isaac, Jacob and Joseph, con-
siderable portions of which can still be recognised: such as Joseph
sold by hisbrothers (fig. 60), Joseph sold to Potiphar, Josephflying
from Potiphar’s wife, taken to prison, and re-established in his
own rights(?). Very little remains visible on the right wall (°); one
fragment probably formed part of the meeting at the Golden Gate;
others were possibly the Nativity of the Virgin, the Birth of Jesus
in a grotto, with apocryphal detail as to the doubt which one

M De Grm-wzsen, op. cit., pl. 21a figs. 86—go.
(3} De Gruneisen, pls. 22—24. R. van Marle, op. cit., figs. 44—345.
(]) De Gruneisen, op. cit., pl. 21, fig. 83.
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woman had of the virginity of the Madonna; small portions also
remain of the Journey of the Magiand their Adoration of the Child
Christ. On a low wall in that part of the church which separates
the nave from the choir, we find some fragments of a represent-
ation of the victory of David over Gohath, and a fairly well-pre-
served painting of Isaiah at the death-bed of King Ezekias ("),
which M. de Grineisen attributes to the pontificate ot Nicholas],
but which I believe to be somewhat earlier;it is of a finer work-
manship than the others.

These works betray
the fact that their authors
were 1n close contact with
artists of the end of the
8th century; as, for exam-
ple, those who executed
the Crucifixions n the
churches of S.Valentino
and of SS. Giovanni e
Paolo; these frescoes dp Fig.60. Joseph sold by his brothers, first half
not possess thatdramatic  of the [X century Sta.Maria Antiqua, Rome,
element which character- Photo Mimist. Publ. Ltr.
ized the two other series of this group. [ think therefore that these
paintings are of a rather earlier date, probably of the first half, if
not the first quarter of the gth century. On the other hand, they are
not devoid of action, and here again the gestures are of great im-
portance, while we sometimes meet with the same facade as that
seen in the representation of the miracle at Cana in the church
of S. Clemente.

The only one of these three works which closely approaches
the productions of the Benedictine movement in South Italy 1s
that in S. Clemente, and even in this a decided difference may
be observed, for the Roman paintings show more vigorous
gestures andless refinement of execution. Nevertheless, no doubt
remains that we have here products of one and the same school,
although the connection with the scenes of martyrdom in Sta.
Maria-in-via-Lata and the frescoesin Sta. Maria Antiqua, whilein-
contestable, is nevertheless more remote. It might be supposed
that these were the earliest works of this schoolin Rome, for both

(Y De Gruneisen, op. cit., pl. 35.



122 LOMBARD AND CAROLINGIAN INFLUENCES

seem to be of earlier date than the S. Clemente frescoes. This is
quite possible, since the frescoes painted in the capital city appear,
as 1s only logical, to have undergone development somewhat
earlier.

The frescoes in the chapel of the crypt of S. Vincenzo on the
Volturno () may be dated exactly, as produced between 826 and
843, thanks to the square nimbus worn by the Abbot Epiphanius.
All the paintings are not of the best quality, as for example the six
stern saints in purely Byzantine attire, with heavily jewelled
crowns, large dark nimbi and streaky folds in the draperies,
which, however, reveal to some extent the shape of the body
Depicted in the same manner are five angels and archangels,
dressed as Byzantine patriarchs in three-quarter length tunics
fastened at the shoulder, modelled on the ancient Byzantine pro-
totype. Inthe other frescoes, where Eastern examples might well
have been copied, more individual inspiration 1s shown. The
most animated scenes are the martyrdoms of SS. Lawrence and
Stephen; unhappily only a fragment remains of the latter. On the
left of the former, the emperor, bending forward to give his
instructions, is seated on the traditional jewelled throne, with
large round cushions; his mantle seems to be blown by a violent
wind; below him the remains of a standing figure are seen. Far-
ther to the right, St Lawrence, naked, with a gentle, placid
expression and showing the clerical tonsure, 1s held ona gridiron
by two men, while an angel flies down towards the martyr. The
drawing, thoughinany case notexcellent, is superior to most con-
temporary work,althoughthe figuresarenotalways correct,while
the downward movement of the angel has the appearance of a fall.
The form of St. Lawrence is much too rotund and his attitude
impossible, but many details display a keen observation, as, for
example, the drawing of the first torturer, who, with hands raised
high above his head, plies his instrument and causes it to bend
by the pressure brought to bear; and again, the evident interest
which the emperor takesn the proceeding is clearly manifest. This

() E. Bertaux, L’art dans I'Italie méridionale, Paris, 1904 p %9 v also
Mgr. Piscicelli- Taegg:, Pitture cristiane del nono secolo, Montecassino, 1883
and 1896. E. Bertaux, Gl affreschi di San Vincenzo al Volturno, Rassegna
Abruzzese di Storia ed Arte, 1g9o0. VI p.1035. P. Toesca, Reliquie d’arte
della badia d1 S Vincenzo al Volturno, Boll. dell Instit. Stor.Ital , 1904 No. 28.
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Fig. 61. Cruaifixion 826—43, S. Vincenzo on the Volturno.
Photo Mimist, Tubl, Istr,
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scene, especially in the position of the two tortured saints, resem-
bles the martyrdom of St. Erasmus in Sta. Maria-in-Via-Lata,
Rome. Of the martyrdom of St. Stephen only two men in the
act of throwing stones remain; their clothing, like the emperor’s
mantle, appears to be fluttered by the wind. Their attitudes are
natural but identical, showing that monotony did not strike the
artist as undesirable; the same may be noticed in the figures of
SS Lawrence and Stephen, where they escort Christ, who, wear-
ing a cruciform nimbus, is standing on a hemispherical support,
holding a book with a Latin title, but blessing in the Greek
manner. Both samnts hold books and are clad in the ancient
tunic; their similarity is more easily accepted in a monumental
composition of this nature.

In the Crucifixion scene, Christ, attached to a very low Cross,
1s alive, young and beardless, wearing only a loin-cloth ; his head,
encircled by a cruciform nimbus, 1s mclined to the right, his
expression calm and sad (fig. 61). The figures of the Virgin and
St. John are much smaller, the arms of the former are uplfted,
the hands hidden by her brown cloak, while her face and bearing
are expressive of mournful resignation; a bright nimbus sur-
rounds the head, while that of St. John is dark. Unlike the Virgin,
St.John appears agitated; bending the upper part of his body away
from the Cross, he holds one hand to his face, while in the other
he carries a book; his cloak falls in numerous linear folds, beco-
ming angular at the base ; above the Cross the sun is indicated
by a red circle and the moon by a yellow one. The inscriptions
naming the Lord the King of the Jews, and the saying in which
he calls St. John the son of his Mother, are in Latin. Abbot
Epiphanius, with the rectangular nimbus of the living, is inserted
at the foot of this scene ; he is old, gray-bearded, and dressed in
red and white sacerdotal garments. In front of a slight eminence
a woman 1n mourning attitude, and wearing a turret-shaped
crown, personifies Jerusalem, the name of which city 1s given.
Anotherinscription leads us to suppose that near the Crucifixion
the scene of the holy Women at the Sepulchre was once depicted.
On the wall opposite the apse a window divides from one another
the two figures of the Annunciation. The celestial messenger,
holding a staffin one hand and blessing with the other,is of the type
of Byzantine angels, but does not lack action; on the contrary, he
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displays lightness and motion; his feet hardly touch the ground
and his large wings wave in the air; his attitude is elegant
and graceful; his garments, with their regular folds, ending in
series of equal angles, has much in common with the above-
mentioned cloak of St. John. The serious face of the angel
1s rather marred by the spotty effect of the light and shade; his
head is encircled by a bright nimbus, that of the Virgin being dark.
The latter, crowned like a Byzantine queen, has risen from her
jewelled throne on which

are placed the frequently

seen pointed, cylindrical

cushions. Her dark dress,

with many straight folds,

has white sleeves; she 1s

yvoung and bashfulbut not

beautiful, her face evine-

ing the same mistakes as

that of the angel (fig. 62).

The right hand of the

Virgin is held, palm out-

wards, against herbreast;

the fingers are peculiarly

curved and the thumb

placed at some distance Fig. 62 Madonna of the Annunciation,
from them in an anatom- 826—43 S.Vincenzo on the Volturno
1cally incorrect position Photo Minist. Publ. Istr.
asregardsthe hand. On the lateral walls of this part of the chapel
the Nativity and the bathing of the Child Jesus are represented.
In the former the Virgin reclines on an ornamented mattress,
which appears to be almost vertical; near her, St. Joseph,
with crossed knees and chin on hand, seems in deep meditation;
with one finger he indicates the Madonna, who evidently forms
the subject ofhis thoughts. In his first bath Jesus, with a cruciform
nimbus, is represented standing in a chalice-shaped receptacle, on
the edge of which he places one hand while with the other he
blesses in the Greek manner. Two women stand beside the bath,
one pouring water into 1t, the other holding the Child care-
fully back and front; the name of the midwife Salome 1s
mentioned. A Madonna and Child are represented in a twofold
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elliptical aureole;the divine Mother, wearing a high tiara and
jewelled and draped in the gorgeous Bvzantine fashion, is seated
on a jewelled throne, with the traditional cushion, holding in
front of her another oval aureole, in which the Child, in a cruci-
form nimbus, 1s seated, probably on a rainbow. He is inthe
attitude of benediction and holds a scroll in his hand The feet
of the Madonna are placed on a footstool, near which a monk
with a square nimbus, probably the painter, kneels, holding with
both hands one of the Virgin’s feet. Below this is a poor
roth century painting of three busts, of no interest. Other
figures depicted are the Lord, with a brown beard, seated in
benediction, and the Virgin, in a circular aureole, on a cushioned
throne, wearing a high tiara and resting her left hand on a book
with a Latin inscription. In this fresco the costume and the
position and shape of the right hand are the same as those of the
Virgin in the Annunciation. Here the face 1s not without expres-
sion and 1s more beautiful than in any of the other paintings. M.
Bertaux considers all these frescoes to be the work of one artist,
with which opinion I agree; he praises the fine modelling and
the soft colours. WhatI think specially worthy of remark are the
attitudes, which, thoughlesslively, are more expressive. while the
paintings are much better drawn than those of S. Clemente. In
the scenes of martyrdom the drawing is too pronounced as to
outline, but the lines are no longer as heavy as before.

I will now briefly repeat what [ have said elsewhere () in res-
pect of the reasons which led me to find a Carolingian influence
in these frescoes. Tobegin with, I wish to emphasize the fact that
they are not Byzantine, although they have been attributed to that
school. Not only are there too many differences 1n style to permt
of the serious consideration of such an assertion, but the icono-
graphy of these works, which 1s not Byzantine, has many points
in common with art of the Christian Far East. The Carolingian
iconography very often corresponds with that of the Near East,
and where the Carolingian artists have given us variations
of Eastern compositions, the gth century painters of Rome and
Volturno have followed suit. Again, let us remark that the
Ascension, the holy Women at the empty Sepulchre and the
Wedding at Cana are amongst the subjects most favoured by

‘TR van Marle, op cit,p 8o
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the Carolingian school, but apart from the productions of the
Benedictine movement they rarely occur in Itahan painting
of that period. Like the artists belonging to the school of
Ada, those of the Benedictine school show us the lLord beard-
less(!), and depict the triangular facade which we find in the
Marriage at Cana in S. Clemente and n Sta. Maria Antiqua,
and also the personifications of cities which we met with on the
Volturno. More important even than the iconographical conside-
rations are those of style. Carolingian art was full of life, not only
in the representation of events but also in thatofisolated figures,
such as the Gospel writers at their desks. There 1s much action
and abundance of gesture in all the figures. We find these charac-
teristics in the illustrations of Carolingian manuscripts, as well as
in their 1vories, and these are peculiarities of the Benedictine
school, especially in the Ascension of S. Clemente, which might
pass for a typical Carolingian painting, and in which we also find
a curious combination of animation and symmetry. The Ascen-
sion was a favourite subject with the Carolingian school, and in
these frescoes we find not only similar but identical gestures
in the figures of the Apostles. Again, the daring brushwork
seen in Rome and on the Volturno seems to be mspired by
the excellence of Carolingian drawing as displayed in the
Utrecht Psalter and the illustrations of the Terentius codices
of the Paris National Library and the Vatican. The pecular side-
long gaze which we observedin S Clemente had already appear-
ed in miniatures painted in Salzburg between 767 and 784. I do
not deny that Carolingian art may owe these peculianties to
some influence emanating from the East — probably from Syria
— but I do not believe that Rome acquired them from the same
source; I think their introduction into Rome was due to the
presence there of Charles the Great and his followers.

It1s true that those two highly intelligent students of art history,
F. X. Kraus (?) and E. Bertaux (?), have expounded the contrary
theory; according to them1t must have been the Benedictines from
[taly who contributed to the formation of Carolingianart; but the

('} So too the cngraved metal covering which Pascal I had made for a
cross 1 the Sancta Sanctorum; also another fresco of the Descent into
Limbo in S. Clemente, which 1s executed in the more decadent manner.

Yy F X Kraus, Geschichte der Christl Kunst, II, p. 67.

(') E Bertauvx,op cat,p 67. The Same, Rome, I, Paris, 1905 p 38
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factsonwhichthishypothesisis based arelimited to ourknowledge
of a visit of Charlemagne’s to the abbey of Montecassino in 787,
and a request that monks with a copy of the rules of the Order,
and some books, should be sent to the provinces under his rule,
and that some frescoes were in 775 painted in one of the churches
of Montecassino. These facts do not seem impressive when
the opposite theory is expounded.

First of all, does it seem possible that Italian art, in which we
find from the 8thcentury onward a progressive decline, was at that
period capable of inspiring a school like the Carolingian, which
produced innumerable mosaics, wall-paintings, ivoriesand miniat-
ures. which, as far as we know, were all of the highest quality ()?
Then again, while we do not until the year 775 hear of any
artistic activity at all at Montecassino, we do know that during
the first half of the gth century some Irish monks — amongst
whom miniature painting was very far advanced — settled in
Bavaria, where soon afterwards we meet with importantschools
of this art. It hardly seems likely therefore thatin 787 the emperor
should have looked to Montecassino for instruction for his artists,
especially if we consider the magnificent ivory carvings which he
had made for the binding of a Psalter for Pope Hadrian I (772—
95), parts of which are now in the Louvre. The fact that he
brought such presents to the Popes-— we hear also of gifts to the
church of St. Peter — points rather to importation from Char-
lemagne’s empire into Italy than to the reverse, and when we
compare the numerous magnificent Carolingian productions with
the few, mostly poor, Italian works of this period, we find in this
contrasta confirmation of our theory that it was the latter which
received new life from the former, and not the converse.

Carolingian art in Italy did not surviveits source of inspiration;
its existence ceased almost simultaneously with that of the By-
zantino-Lombard style, at the beginning of the second half of the
oth century, thus leaving the field clear for the products of the
decadence, whichlasted throughout the whole of the 1oth century.
As, however, we shall see at Montecassino, Carolinglan artdrag-
ged on an obscure existence in Italy until more favourable times.

() We obtain an idea of the abundance of this output in /. vor Schlosser,
Schriftquellen zur Geschichte der Karolingischen Kunst, Vienna, 1goz.



CHAPTER III.

THE BENEDICTINE SCHOOL DURING THE XI CENTURY
AND THE ORIGIN OF ROMANESQUE PAINTING.

The intermingling of currents which took place during the
11th century forms one of the most interesting phenomena which
the history of early Italian painting offers us.

The Carolingian-Benedictine art pursued its course and even
underwent an important development of its own. Greek artists
were called to Montecassino and there introduced a new Byzan-
tine influence, while through the international Benedictine move-
ment, and, what [ believe to be still more important, the presence
of the German emperors in Italy, a distinct connection may be
observed between certain Italian works and the Ottonian school.

Let us begin with the Benedictine art of Southern Italy, a
subject especially studied by M. Bertaux ('). After the gth century
the movement may be divided into two parts, the second starting
with the rule of Abbot Desiderius in 1058, when Montecassino
entered upon a period of great artistic prosperity. However con-
scientious the work of this perspicacious savant may be, I think
he commits an error in admitting an interval between the Caro-
lingian-Benedictine art of the gth century and the later r1th cen-
tury movement under Abbot Desiderius.

M. Bertaux has evidently realised the fact that certain elements
passed from one movement into the other, but he regards
the later Benedictine activity as the result of such an increase of
Byzantinism that he even assumes that some miniatures made at
Montecassino were actually the work of Greek artists. I do not
deny that the Benedictine school may have felt this Byzantine
influence rather more intensely in the 11th century thanitdid two
centuries earlier, but I regard this as the evolution of an existing
school rather than the birth of a new one; the style of the frescoes

(1) E. Bertaux, op. cit., p. 155—308.
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on the Volturno so closely resembles that of the best 11th cen-
tury Benedictine miniatures that we are forced to believe that
the Benedictine school is a continuation of the former movement.
M. Bertaux himself furnishes us with some arguments n favour
of this view ofthe question. Obviously those datable South Italian
frescoes of the 1othand early 11th centuries which have survived
are not of as good quality as those painted earlier or later;
but the reason of this may possibly be that all these paintings
are to be found 1n grottoes and were therefore probably executed
without much artistic forethought; these places of occasional
worship were certainly never decorated with as much care as
the churches of the Order. Any local painter of minor import-
ance may have been charged with the execution of these fres-
coes, which are therefore only famnt reflexes of the Benedictine
school. We shall feel all the more inclined to admit this when we
see that contemporary miniatures do not bear witness to an
especially debased condition of pictorial art.

Of the Benedictine grotto paintings the most importantare the
decorations of the Grotto der Santi near Calvi(?), where four
distinct series of frescoes are to be found, all crude and martistic
in execution although their composition betrays an acquaintance
with the superior Benedictine productions.

The regally attired female saints, as well as the martyrdom
of St. Lawrence, show some resemblance to the wall paintings
on the Volturno, but the names of the saints point to a
Lombard origin. This series comprises about twenty paintings,
which represent male and female saints, the martyrdom of St.
Lawrence, just mentioned, a Crucifixion, and scenes from the
legend of St. Sylvester, in one of which the Pope vanquishes a
dragon while SS. Peter and Paul appear in the sky. Even
cruder and more unskilled in executionare the sixbusts of saintsn
white on a yellow background ; four full-length figures, the Virgin
and Child between two priests and an Orant forming the second
group, which shows some resemblance to the Capuan miniatures.
Better in design but very hard in colouring is the third series,
in which the yellow faces have orange patches on their cheeks
and features outlined in black and red; in this style are depicted
SS. John and Sylvester, and several other saints, of whom three
7(‘) Bertaux, op.cit ,p 244, fig 93.
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wear sacerdotal garments, and one the Byzantine patrician
costume. The defects in form and colour of the second series are
repeated in the fourth, which will be found in the apse, where
Chnist 1s represented between two angels and rows of Apostles
and Saints.

In the Grotto della Fornella near by we find a Virgin as a By-
zantine empress between two angels, also a bishop and four men
with Longobardian beards. The drawing 1s superior, resembling
that ot the third group in the Grotto der Santu.

The Grotto San Biagio near Castellamare contains a Christ,
black-bearded, and with a peaceful expression of face, between the
archangels Michael (!) and Gabriel and two aged Apostles. The
too regular faces, the Imear features and the large wings of the
angels, which are found also in the early Benedictine miniatures,
givethese paintingsavery conventional character. Anothertype of
Christ, more refined in execution and more humane n expression,
is represented between two male busts and two archangels
who resemble those of the Roman mosaics of the ythcentury.
Other figures include the female saint Finniabus, framedin green
and holding a gemmed crown, a crowned Virgin with the Child,
who carries a scroll, between St. John, with a Latin inscription
and St. Peter with his keys: both Western elements, as is the
crown of the Virgin. In the same grotto, but of later date, alt-
hough not later than the 11th century, are five figures of saints,
mharmonious n colour and weak in drawing.

Near Majori and Amalfi on the Gulf of Salerno, the Grotto of
Sta.Maria diOleara was consecrated by Peter the Hermitin 1030.
After his death a chapel was erected over it, and both in the
hermitage and the superstructure the walls are decorated with
pamtings. Those in the grotto are perhaps older; they representa
group of saints, resembling in costume the frescoes of S. Fornella,
with a lay donor holding the model of the church, Christ between
two gorgeous Byzantine angels, and the Virgmescorted by saints
with [.ongobardian beards.

In Sta. Maria di Trochio near Montecassino some mural
decorations of Apocalyptic subjects and an Ascension are pro-
bably of the rrth century. The latter greatly resembles the gth
century version of the same subject in the Roman church of

(1) Bertaux, op cit ., fig g6,



132 THE BENEDICTINE SCHOOL DURING THE XIth CENTURY

S. Clemente, and as in this and other Roman paintings of the
same date, the colouringis harsh and the shading produces a
spotty effect. The Lord is almost completely encircled by an
aureole supported by four angels; the Virgin’s head is veiled in
the Oriental style.

From this brief enumeration it becomes clear that, whateverthe
differenceof artisticmerit between the gthcentury Benedictine pro-
ductions and these frescoes is, there1s assuredly some connection
between the latter and those executed two hundred years earlier
onthe Volturnoandinthe RomanchurchofS. Clemente, asinthese
last Byzantine elements may be found, but are wholly extrinsic.
Here we shall meet with some Lombard elements which were
not present in the Carolingian paintings already mentioned; they
probably indicate the more immediate influence of the LLombard
statesin South [taly, resembling that which we observed in Rome.

[ believe these same elements may be detected in certain con-
temporary miniatures, and also in the Carolingian decorative
motives which persist in Benedictine miniatures for centuries to
come. The angels, for example, standing on either side of the
Saviour 1n a miniature adorning a codex of the rules of St.
Benedict, copied in Capua between 914 and 933, now preserved
at Montecassino, (!) seem to me of a l.ombard type, and the same
may be said of the general style of execution, although the
beardless face the Lord and the interlacing decorative motives
remind us more of the Carolingian illuminations.

The connection is much clearer between the frescoes on the
Volturno and the miniatures adorning a scroll containing the
“Pontificale” of 957—984 in the Casanatense Library in Rome (2);
and the illustrations of yet another scroll in the same library, in
which the “Benedictions of the Fonts” is committed to writing,
belong to the same movement (). We find the fine drawing and
rapid brush-work of the earlier Benedictine frescoes more strong-
ly markedin the Volturno frescoes, while the minatures give proof
of Byzantine influence in the expression and attitudes of some of
the figures, so that they may be regarded as forming, as it were
a transition from the foregoing to a scroll of Benedictine texts

(1) Bertaux, ép. cit., fig. 8o.

() g Agincourt, op. cit., Painting, pls. XXXVII — XXXVIIIL.

(%) Thid., pl. XXXIX.
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Fig. 62a Illumunation of scroll, Bari; previous to 1028



134 THE BENEDICTINE SCHOOL DURING THE XIth CENTURY

in the cathedral of Bari (*), which contains some still more
Byzantine-looking miniatures, such as the enthroned Lord, or the
Deesis (Christ enthroned between the Virgin and the Baptist);
but the style of ornament remains Carolingian, while the
figures of the groups in the narrative scenes are purely Benedict-
ine. The same intermixture of styles may be observed in the
illuminations of an “Exultet” scroll in the cathedral of Bari (?) (fig.
62%), which dates from before 1028, while the Byzantine elements
are again absent in a similar scroll made at Benevento between
1038 and 1059 (¥).

Other scrolls of less importance are described by M. Bertaux.

Although I do not in any way deny the plainly evident effects
of Greek influence — easily enough explained in Southern
[taly — in many of these works of art, I cannot agree with M.
Bertaux in regarding some of these products as the actual work
of Greeks. We are fairly wellinformed asto 11 th century Byzant-
ine art; this period was for the East one of great artistic prosperity
which subsequently produced the mosaics of St.Luke in Phocidia,
of Kief, and later of Daphni, and mimatures such as those of
the monologue of Basil Il in the Vatican, and the magnificent codi-
ces with large portraits of Greek emperors, examples of which
are to be found in many libraries. It is true that the “Exultet” of
Bari contains medallions with portraits of princes, but these may
be copied from Greek originals. More characteristic of this
school, however, and usually smaller than such portraits, are
the miniatures representing events. The technique of these
differs from the Byzantine; the figures are animated, expressive
and full of action, while the proportions are curiously elongated
and the heads pointed. Nothing remains here of the Byzantine
solemnity ; the types of the faces are Northern, and even the
schematic design is not truly Oriental, although its subtlety
may be a reminiscent of Byzantium. If we compare the compos-
ition of such miniatures as were made at Benevento or Bari with
the illustrations of a Greek Gospel-codex in the Paris National
Library (M'S. Grec. 74 ), a typical example of Byzantine miniat-

() Bertaux, op cit., pl.IX.

(%) fdem, pl. X.

() Idem, pl. XI.

(Y) Published 1n reproduction: Evangiles avec peintures du Xle siecle,
2 vols. Paris
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ure art of the rrth century, weshall be struck by the profound dif-
ference of spirit which animated their respective painters: the
Southern Italian and the Greek. It is especially this expressive
animation which characterizes the former, and which we find
in the gth century paintings of the same religious order in this
region; it is therefore curious that M. Bertaux should wonder-
ingly ask whence the r1th century Benedictine miniatures came
by such Carolingian elements as their caligraphical ornaments
and allegorical persontfications; forgetting the gth century
frescoes on the Volturno, which he himself describes.

As in Rome, so here also we are confronted with an inter-
mingling of styles; in certain productions, such as theillustrations
to the Benedictine texts of Bari, the principal element is in
several cases Byzantine, while other mmiatures of this codex
are so different that we are forced to admit two tendencies
if not two hands

This manifestation of Benedictine art I therefore believe to be
a later form of that which we find in Rome and in Southern
Italy during the Carolingian period; and it 1s here that we
find the continuation of this art, somewhat modified by new
influences.

Some works executed at Montecassino during the abbacy
of Desiderius differ only in the increase of the typical Benedict-
ine elements as distinguished from those of the earlier period.

With Desiderius, who was abbot of Montecassino from 1058
until 1086, when he became Pope Victor III, the artistic activity
of the Benedictine school began. The new monastery was
built between 1066 and 1071; alarge basilica was erected near
by and other churches followed. The chronicler, Leo of Ostia,
gives us some information as to the manner in which these buil-
dings were erected, and an anonymous poet sings their praises.
From Leo we obtain the oft-repeated statement of how the art-
loving abbot invited Byzantine monks to live in the monastery,
apparently only in order to undertake the decorative details of
the building. They were expert in the arts of working gold,
silver, iron, glass, ivory, stone, wood and stucco, and the Bene-
dictines of Montecassino were to be instructed in these crafts by
their foreign brothers. This does not, however, mean that their
entire artistic activity was dominated by the Byzantines. We do
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not find 1t stated that they were painters or teachers of paint-
ing, whether fresco or miniature. We know also that Abbot
Desiderius used to buy the old material of classical buildings, and
employ it in the erection of his churches, and that the builders
were LLombards and Amalfians. Doubtlessit was only the decora-
tion that was reserved for the Byzantine artists; and not only
does Montecassino still possess parts of the purely Byzantine
mosaic floor which adorned the basilica, but we even read of
Desiderius sending a monk to Constantinople with material for
some goldsmith’s work to be executed there. An enamelaltar-
front with scenes from the life of St. Benedict was also for the
greater part made there.

What we know of the mosaics executed by the Benedictines in
Capua (Y) showsus that the compositions which they reproduced
were not Oriental but Roman. The Lord between SS. Peter and
Paul in a church bult by the Benedictines, and the apsidal
mosaic of the cathedral, which we know from Ciampin’s 17th
century engraving, and which represented the Madonna with
SS. Peter, Stephen, Paul and Agatha, and two prophets on the
spandrels, with a medallion containing the [.ord above, are com-
positions unknown in the East but common in Rome from a very
early period. This does not raise a new problem, but only demon-
strates to us once again the connection which, through Caroling-
1an art, existed between Rome and the Benedictines of South-
ern Italy. Although the compositions are Roman, the style
of execution. as proved by some still existing works, is purely
Byzantine.

In the cathedral of Salerno (1085 - r121) the wall above the
entrance door 1s decorated with a figure of St. Matthew (fig. 63);
it is a thoroughly Greek image, but the inscription is in Latin, and
it 1s not a Byzantine custom to place the figure of an Evangelist
in this part of the building. In the left aisle of the cathedral of Capua
we find a Madonna between the two S. Johns, quite as Byzantine
inexecution as the previous figure. A small mosaic ofabout 116oat
Aquino, above the portal of Sta.Maria-la-Libera, is of similar tech-
nique, but again the iconography — the Madonna is represented
between two sarcophagi — 1s foreign to Byzantium. The Church

(") Bertaux, op. cit., p. 186.
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of S. Lucia at Gaeta was adorned by a mosaic of the Virgin and
the Child in benediction, long ago lost and now almost forgotten;
this was also Byzantine in execution, but the feeling was rather
Itallan. This only helps to confirm the above-mentioned fact,
that a mixture of tendencies may be noted 1n these productions.

Although the Benedictine mosaics bear witness to a contmu-
ance of Oriental influence until the second halfof the 12th century,
pamntings of the same school, showing a clearly Byzantine style,
are not very common. Of the mmiatures (1) executed durmg

Fig 63 St Matthew. Benedictine mosaic of ab 1100. Cathedral, Salerno
Photo Moscion

the rule of the abbot Desiderius nearly all display the lively
expressiveness of the Benedictine school, while the Carolingian
stvle, with which Ottoman characteristics are beginning to
mingle, survives in the decorative elements.

A monk called Leo signed two magnificent “‘Homily”” codices
now preserved at Montecassino, of which one is dated 1072. The
drawing and general aspect of the figures are here fairly Byzan-
tine,but thebordersand background, andespecially thedecorative
motives, are Northern in tvpe while the actors in the various
scenes gesticulate too much for genuine Greek work. This is
also the case with an illustrated history of St. Benedict, which

(1) Caravita, 1 codice e le arti a Montecassino, 3 vols Montecassino, 1869
Prscicelli— Taegg: and Lali/, Les mimatures des manuscrits du Mont Cassin,
2ded 1899 Bertaux, op. cit, p. 193.
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will be found in the Vatican Library (Lat. 1202), and which
probably contains the mostimportant and characteristic Benedic-
tine miniatures; the Byzantine elements have become of second-
ary importance, so that the impulsive liveliness of expres-
ston and action and the characteristic drawing peculiar to
the Benedictine school are here the artist’s style. In some ot
the scenes, such as that representing St. Mauru healing the
foot of a man who has fallen from his horse, the spirit is
thouroughly northern, and the whole work, with its delicacy
of feeling and detail, (*) i1s a product of that narrative art
which, as we shall see later, 1s a typically Italian creation, and
absolutely opposed to the reserved manner of the Byzantine
artists. M. Bertaux, who attributes these miniatures to the same
Brother Leo who executed the two manuscript homilies, greatly
exaggerates the Byzantine aspect of the illustrations of the life
of St. Benedict.

A breviary illuminated at Montecassino, preserved in the
Mazarin Library in Paris, is much more Byzantine inappearance,
while an 1llustrated chronicle of 1100, which from S. Vincenzo
on the Volturno has found 1ts way mnto the Barberini Library,
lacks the Benedictine spirit, butis richly decorated in the Caro-
lingian style. Here we find the beginning of that decadence
which is continually more and more perceptible inthe miniatures
of the latter part of the r2th century.

We shall find on the walls of the celebrated church of S. Angelo
in Formis () a combination of the different styles of painting
practised by the South Italian Benedictine school. I think they
may be divided into the following principal groups: I, Byzantine ;
11, Benedictine, with 1ts characteristic animation and proportion;
and III, what we shall discover to be Ottonian.

() As M Bertaux notes, St. Benedict is depicted older as the history
advances.

{3} Schulz, Denkmaeler der Kunst des Mittelalters 1 Unter Italien,
Dresden, 1860 Il p. 170 pls 70-71. D. Salazzaro, | affreschi di S. Angelo 1n
Formis, Napoli, 1868 and 1870 T/e sanze, Studi su1 monumenti dell’ Italia
Meridionale dal IV al XIII secolo, Napoli, 1874 F. X. Kraus, Die Wand-
gemalde von S.A. in F., Jahrb. der K. Preus Kunstsamml., 1893, Bulletin
critique 1893, p.398. Dobbert, Zur Byzantinische Frage, die Wandgemalde

nS.A.inF, Jahrb. der K. Preus Kunstsamml,, 1834. 4. Ventur:, Storia
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On entering the narthex we first observe frescoes of the arch-
angel Michael, the Virgin, the temptation of St. Antony and
three other scenes from the life of this saintin connection with
the hermit St. Paul. Most important of all the figures 1s the arch-
angel, who holds a staff in hisnght hand and a globe in his left; the
attitude 1s excellent and the drawing highly refined The jewelled
and brightly coloured figure, against the background of his wings,
1S very impressive, nor can the lack of animationbereckoned a
defect, since it 1s here the result of the artistic conventions of
the Byzantine school, and produces a wonderful decorative effect.

Above St. Michael, a Virgin Queen as Orant as 1s represented
in a circular frame which 1s held by two angels, one of whom
has been repainted, but the other, who, with slightly turned
head, seems about to swerve aside, 1s as gracetul as, thoughless
monumental than, the archangel. The Virgin-Orant, in Byzantine
attire, lacks this elegance, and makes a somewhat stiff figure
M. Bertaux believes that the artist who executed these figures
is also responsible for the stories of the two hermits. If it be so,
this painter had two very different styles; for the fine but linear
drawing of SS. Antony and Paul, whose venerable heads and
white beards express profound religious feeling, do not resemble
the figures just described. It 1s of course conceivable that the
diversity of subject may partly account for this difference, be-
cause the angel who carries the souls of the hermits to Heaven
has much in common with those around the Virgin. The same
authority believes these frescoes to be one of the productions of
the Byzantine mosaic-workers whom Abbot Desiderius summo-
ned to Montecassino, and who, he thinks, also worked in the
Capella del Crocefisso on the mountain, where four saints are
finely represented in the same style, by means of the same
“gouache” technique. The inscriptions 1n the narthex are in
Greek, a fact which might have influenced M. Bertaux’ opinion.

In the interior of the church the entrance wall 1s entirely

dell’ Arte Italiana, Il Milan, 1goz p. 372. /. X. Kraus, Die Wandgemalde der
St. Sylvesterkapelle zu Goldbach, Munich, 1902 p. 10 Berfawn.x, op. cit., p.259
Marignan, Les fresques de 'éghise de S. A 1. F,, Paris, 1910. P. Parcnte, La
Basilica di S A.i.F. e 'arte del secolo XI. Sta Maria Capua Vetere, 1912
V' Bindy, S. A.1.F presso Capua ed 1 suorillustrator:, Rassegna d’Arte,

1917Pp 13
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covered by a large composition of the Last Judgment. On the
highest level, which is intersected by windows, are four angelic
trumpeters; lower down a Christ in an oval aureole 1s seated
on a throne; his hands are directed downwards, the right palm
outwards as though to receive the chosen, the left in pronation
as though bidding the damned to go behind him. On the same
level as Christ are two rows of figures: the upper of angels, 1den-
tical in appearance, clad all in white, and led forward by two
archangels; and the lower of Apostles seated on what appear to
be prolongations. on either side, of Christ’s throne, and are con-
sequently decorated with the same design. The attempt to repre-
sent the sitting attitude has not been successful; and although
the faces are different, and some have black beards the figures are
very monotonous. Below, three angels, drawn with much care and
symmetry separate the just from the unjust. The wicked all dis-
play their grief by their attitudes and expressions, while the
chosen wear a look of calm satisfaction; in both groups persons
in all stations of life are represented. The figures of this row are
disproportionately tall. Onastill lower level we see devils pushing
the condemned, now naked, into the fire of hell on one side, and
on the other a massed group of the blessed 1n heaven, some of
whom are n the act of picking fruit from trees.

Amongst the scenes from the Old Testament which are depicted
on either side of the Last Judgment, the histories of Adam and
Eve, of Cainand Abel, and of Noah’s ark, and a martyrdom staged
in the shape of a trialin a court of law are the most important. In
these scenes, which are separated from one another by trees, the
figures, as in one of the zones of the Last Judgment, are wanting
in proportion. There is also a series of medallions in which the
abbots of Montecassino until the time of Desiderius are represen-
ted, in a style greatly inferior to that of the other frescoes. Other
OldTestament scenes,including the stories of Abraham, Jacob and
Noah, are to be found in the north aisle. On the walls of the nave,
above the pillars, the following personages from the Old Testa-
ment are represented, starting on the left hand and going toward
the choir: The first is obliterated; then we have Amos, Daniel, Ze-
phaniah,Hosea, Solomon, David and the Persian Sibyl; on theright
1s a prophet of unknown identity, with Moses, Zachariah, Malachi,
Balaam.Micah, Jeremiah(?), Ezekieland Isaiah; the arches between
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Fig. 64 Reswrrection of Lazarus, Christ and the Mother of the Chnldren of Zebedee, and the supper in Bethany, 1058 - 86,
S. Angelo 1 Formus,
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the pillars are decorated with flowers and vases, and in the aisles
we see more series of kings and prophets of the Old Testament.
Scenes from the Life of Christ decorate the upper part of the
walls of the nave. On the north wall the story of the Lord begins
on the topmost row, but only eight scenes of it now remain. The
first of these Kraus believed to be the Magi before Herod; fol-
lowing this are the Massacre of the Innocents, and Jesus teaching
in the Temple. Kraus 1s undecided whether the next is Christ
meeting St. John, or the sermon of St. John. Then follows the
Baptism of Christ while the rest, almost indistinguishable, are,
according to the above authority, several scenes concerning the
temptation. In the second row are represented the Sermon on
the Mount, Christ paying Tribute, a largely obliterated scene,
believed to be Christ blessing the Children, and then another,
completely obliterated; while the rest, greatly damaged, are pro-
bably Christ among the Lawyers, Christ curing adiseased person,
Christ curing the Lepers, the miracle at the pool of Bethesda,
Lazarusat the feast of the rich man, Lazarusin Abraham’s bosom,
and with the richmanin hell, and Christ healing the dropsy ; of the
last nothing remains. The sequence of events 1s better followed 1f
we now transfer our attention to the south wall. to the lowest row,
and the only one preserved, on which the following scenes are
depicted: Christ visiting Zacchaeus, the Samaritan woman at
the well, Christ and the adulterous woman, Christ restoring the
blind to sight, the Resurrection of Lazarus, Christ and the Mother
of the Children of Zebedee, the meal in Bethany (fig. 64), the Entry
into Jerusalem, and the Last Supper, which is larger than any of
the other scenes; the table is semi-circular, as is also the case in
the representation of the meal at Bethany. Christ sits at one end
of the row, but St Johnis not, as is customary, placed next to him

Combined with this scene and forming a continuation of it is the
Washing of the Feet. Christ, in many of these frescoes, is seated
on a globe, and resembles the image of God, who is represented
in the same attitude in the mosaics of the baptistery of Florence,
and in the later frescoes at Ferentillo, Assisi and elsewhere. Re-
turning to the lowest zone on the opposite wall, the story continues
and terminates ; here we find Christ in the Garden of Olives, the
Betrayal of Judas, the mocking of Christ,Pilate washing his hands,
the Carrying of the Cross, the Crucifixion, which like the Last



143

AND THE ORIGIN OF ROMANESQUE PAINTING

SUS| gD STl 0101 [

SO f Ut 0[pBuy *§ "98——gSoT ‘oquurr] vjul Judoso([ Y} purTiuowmquioluy a3 ‘uorxynouly oy, *So S



144 THE BENEDICTINE SCHOOL DURING THE XIthCENTURY

Supper, occupies the double space, the Burial ot Christ, his
Descent into Hell (fig. 65), the Holy Women and the Angel at the
Sepulchre, the meeting on the road to Emmaus, Christ appearing
to the disciples on Lake Tiberias, St. Thomas touching the
wounds of the Lord, and a very faded picture of the Ascension.
Some of these frescoes are worthy of a more detailed descrip-
tion. In the Baptism scene the water rising around Christ is full
of fish, and a small personification of the Jordan is represented.
The Betraval of Judas is expressed in a violent scene, all the more
striking anudst the generally calm and dignified figures of the
other paintings. In the scenes of Christ on the road to Calvary,
the Cross, as In the mosaics of Ravenna, 1s much too small; it 1s
not carried by the Lord, but by a miniature figure in the crowd.
The Sawviour of the Crucifixion 1s represented alive, but calm and
without suffering ; he 1s slender and very erect, and his feet rest on
a small support, to which they are nailed. Above the cross-
bar are the sun and the moon and two flying angels. The Virgin,
with clasped hands, and St. John, supporting his head, stand below
the crucifix. These alone appear to form a complete scene, for
the two groups, on the one side the men, with the soldiers in front
gambling for the Lord’s raiment, and on the other the women,
stand some distance away from the Cross. The group effect s
obtained in the usual way, by depicting a great number of heads ;
the weeping women are all represented in very similar attitudes,
and the sorrow in their faces by the same trick of drawing them
all similar. In the Entombment Christ is depicted swathed in
cloth, as Lazarus is so often, and is again here. In the Descent
into Hell the usual aureole encircling the Lord 1s missing.
Thelack of technical skillin this highly importantseries of paint-
ings manifests itself rather in the composition than in the design
of the figures, as seen in the Crucifixion groups, and the disciples
at the Last Supper. Whenever an assembly has to be represen-
ted, although the separate figures may be excellent, the ensem-
ble appears monotonous. The figure of the Lord, which always
occupies the centre of the various scenes, is generally larger than
the rest, and obviously was not intended to form part of the
groups; in all the scenes this figure 1s lifelike and well drawn; 1n
the Healing of the Blind it is full of dignity ; in the Washing of the
feet, expressive of careful tenderness, and in the scene of the
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Woman taken in Adultery shows a grave kindness. St. Peter 1s
clearly recognisable in several of the paintings; he is an old man
with grey curly hair and resembles the type which was established
in Ravenna in the 6th century. He is the disciple whose feet are
washed; in the scene of the Last Supper he is seated in a corner;
he stands behind Christ when entering Jerusalem, andit seems to
be the same figure which stands with two others in front of Christ
in the scene with the Mother of the Children of Zebedee. Another
striking figure and perhaps the best drawn, 1s that of the Samar-
itan woman at the well; there is a trace in her attitude of a classic
beauty. In this scene a good attempt at perspective may be noted
in the shape of the well, which 1s not round but oval. There 1s
also something classical in the posture of the angel watching
over the Tomb. The expressions of the faces are sometimes very
good, and the attitudes of the body frequently in harmony. Beauty
of feature 1s g1ven only to Christ, whose expression in the scoffing
scene 1s most touching; 1t i1s also extremely pathetic in the
scenes of the Crucifixion and the Road to Emmaus. The heads of
the two Maries at the sepulchre are finely drawn, and the Woman
taken in Adultery expresses her fear in a very realistic manner.
The painter, however, has not always achieved the desired effect,
and severity is often badly depicted; the Kiss of Judas is alto-
gether unpleasing, although perhaps interesting on account of
the attempt to express violent emotion. No attention whateveris
yet paid to proportion; in one fresco the gates of Jerusalem are
much smaller than the people who stand near, and the size of the
figures often depends on the wall space which the artist had at
his disposal.

Before attempting to determine the classificationof the paintings
of S. Angelo-in-Formis let us note which frescoes still remain to
be discussed. The apse is adorned by a painting clearly of Byzan-
tine inspiration, resembling those of the narthex : Christ, seated
on a jewelled throne with a pointed cushion, and holding a book
with a Latin insciption, forms the central figure. Above his head
1s a dove, and around him the symbols of the four Evangelists.
His face is hard, of angular outline and severe expression.
Below are represented three angels, a much repainted figure of
St. Benedict with the rules of the Order in his hand, and Abbot
Desiderius with a rectangular nimbus, holding a model of the

I0
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Fig. 66 Archangels, in the right apse of S. Angelo-in-Formis, 1068—86.

Photo Minist, Publ, Istr.
church. A comparison, especially between the angels at the
entrance and those shown here,demonstrates the inferiority of the
workmanship in the apse, where the angelic figures are adorned
with large gems and have huge semi-transparent wings; the
features are hard and the colours crude and in violent contrast,
while the folds are angular and very pronounced. The eyes are
large and heavily outlined, a dark shadow is placed under the chin,
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the anatomy of the throat 1s unduly prominent, and the figures
are short and without grace or expression.

Of the lateral apsides only that on the rnght still contains traces
of decoration: a bust of the Madonna with the Child between
angels (fig. 66), and above, only three out of the six samts once
depicted, have survived. While the work of the central apse
1s that of an unskilful mmtator of the painter of the narthex, the
paintingsin this lateral apse are more m the true Benedictine style.

A considerable amount of controversy has arisen from the
question whether these frescoes — and especially those of the
nave, and the J.ast Judgment — belong to the Byzantine or the
Western tradition. Dobbert believes the former(!), Kraus the
latter; while Bertaux sees a mixture of Byzantine, Latinand even
Germanic elements.

[ am inclined to agree most with Bertaux’ view of the problem.
The trescoes of the narthex, and even the inferior ones of the
apse, as well as most of the 1conography of the smaller scenes
in the nave, are Byzantine, executed either by Greeks or — and
this 1s more likely — painted under their immediate inspiration.
As [ have remarked elsewhere (2), the New Testament scenes
here are in theiriconography more Byvzantine thanthe Benedictine
products in Rome. A repetition of the points made by Dobbert
in support of this theory would be of little use ; I should, however,
like to mention a few of the important Byvzantine characteristics
found 1n these frescoes, such for example as the position of the
Lord, whoin the Entry into Jerusalem 1s seated sideways on the
ass; the absence of the foal in this scene; the semi-circular shape
ot the table in the Last Supper, as well as the recumbent position
of the participants, and again the general aspect of the Cruc-
fixion, where only the Christ 1s depicted and not the thieves who
were crucified on either side.

F. X. Kraus, in favour of his theory, advances theargument

("' Prof Ventur: judges them Byzantine or following that style but
of a later period than the abbotship of Desiderius. M Marignan 1n
the study of these frescoes finds once more an occasion for expounding
his peculiar opinion on dates, his tdee five bemng to prove that all 110
century work was executed n the 12th century, so that one mught ask
whether any pamnting at all was done in Europe during the 11th century'

(2l R wvan Marle, op. cit. p. 146 et seq.
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that the series of events represented in S. Angelo-in-Formis cor-
responds to the choice of pericopes selected by the Western and
not the Eastern church; the Woman taken in Adultery does not
form part of the Byzantine iconography nor does the represent-
ation of sibyls. As for the Last Judgment, several characteristics,
such as the rows of angels and Apostles, and the angels who,
beneath the mandorla of the Saviour, unroll inscriptions, seem of
German or more precisely Ottonian origin (). The Virgin and
St. John and the Saviour, all three together forming the Deesis,
one of the important configurations of Byzantine art, 1s absent in
the Benedictine frescoes.

We realize to what extent the different elements intermingle
only when we discover that the almost pure Ottonian compo-
sition of the Last Judgmentis executed in the Benedictine manner,
or again, that decided traces of the Ottonmian school, especially
the relief obtained by light and shade, are present in the pictures
of the nave in which the Byzantine iconography is followed.

In the Last Judgment we find the elongated Benedictine pro-
portions and the animated expression and gesture. especially
among the saved andrejected souls, but the drawing of the angels’
heads also betrays the same spirit. That the scenes in the nave
have sometimes been classed as Byzantine may be explained by
the fact that Ottonian art itself borrowed largely from Byzan-
tium, but to a certain extent transformed its principles. The
presence of Ottonian art in South Italy1s by no means as incom-
prehensible as it may appear at first sight, especially 1f we
concelve the Benedictine school as a movement developing in
Rome as much as at Montecassino, for we shall presently see
in what a logical fashion the Ottonian art penetrated into the
Eternal City.

Besides at Montecassino, Benedictine paintings of the 11th cen-

(1) Frescoes of the Last Judgment of the 11th century are to be found
in the church of Reichenau (F. X. Krawus, Die Wandgemaelde der S.
Georgskirche zu Oberzell etc. Freiburg 1in B., 1884) and of the later 11th
century at Burgfelden Amongst the Ottonian miniatures we find this
scene represented 1n the Evangelistarium of Henry II (1o14) in the
Munich Library (Cim 37), and 1n a codex of the Apocalypse and Evan-
gelistarium, also probably from the time of Henry II, in the Library of
Bamberg W. Voge, Eine deutsche Malerschule um die Wende des ersten
Jahrtausends, Trier, 1891, p. 112, 139 and 237.
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tury are to be found in South Italy in the crypt of the churchnear
Aussonia(!),wherethe figure of St. Barbara, clothedand bejewelled
like an Eastern princess, 1s of the traditional type, as are the figures
of the Twelve Apostles, which exhibit the crude work and hard
colours of the nferior frescoes mm S. Angelo-in-Formis, while
those of the three archangels and the two saints in the apse are
very superior, showing lightly drawn and graceful types, refined
colouring and young, comely faces. The Virgin Orantof the
narthex of S. Angelo 1s repeated here 1n the vault, where the
figure 1s represented in a medallion supported by four angels,
resembling 1n composition the mosaic of the celling ofthe S. Zeno
chapel in Sta. Prasseda, Rome, and also the mosaicin the bishop's
palace at Ravenna, where the sun, with the inscription Apollo,
and the moon, occupy the medallion. In this crypt there are also
some representations, mostly of unknown local legends, which
remind one of the best pen-drawn mimiatures of the Montecassino
school. Again, as in the Gospel series of S. Angelo, the natural
impulse of the artist gives a certain charm to the scenes, making
them approach nearer to reahsm than any products of earlier
schools. Here, however, the figures are stiffer and more angular
than the best in S. Angelo; the most pleasing are the three arch-
angels who, not without stateliness, are at the same time sweet
and serious. The eyes are large but not exaggerated; the mouth
1s rather small, but the draperies, especially round the arms, fall
loose in well-drawn folds.

The decorations 1n the apse of Sta. Maria della Libera in Foro
Claudia near Sessa (), which M. Bertaux dates from the end of
the 11th century, are inferior to the above two monuments. Here,
below a semi-circular ornament containing a dove, the Virgin-
Queen, with right hand uphfted, is enthroned, holding on her knee
the Child, who carries a scroll. On either side stands an angel,
who, apart from the gracefully outspread wings, is by no means
beautiful. The tendency nthisfrescoistoreturntothe stiff,angular,
and absolutely lifeless compesitions in which the drawing is hard
and linear, the attitudes ungraceful, the folds deep, the cheeks

(1} Reprod 1n Berfaux op cit,, figs. 103, 104 and 103
(3] Bertaux.op. cit., pl 13 M G Zummerinann, Giotto u dre Kunst Italiens
1m Muttelalter, Leipzig, 1889 p. 50.
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indicated by patches, the forehead wrinkles and the shading ot
the neck exaggerated, the eyves enormous and markedly outlined.
I cannot agree with M. Bertaux in saying that this painting
resembles the one m the lateral apse of S. Angelo-in-Formus,
which 1s far less crude in execution; but, with him, I see suffi-
cient difference between the decorations of the higher and lower
divisions of the apse of Sta. Maria-della-Libera to attribute the
latter to another hand. In this lower division the archangel
Michael, with profusedly gemmed attire and outspread wings,
holding a staff and a globe, stands erect and still amidst the
Twelve Apostles. They too appear rather lifeless; nevertheless,
an attempt has been made to give them different attitudes, al-
though each shows a tendency to hold up one hand; the unre-
lieved faces also are different, not in expression, which is almost
absent, but m age and form, several having beards, some of
which are white. All the defects of the upper pamting are not
exhibited here; the folds are not too rigid, but form facets which
indicate the shape of the body.

In the neighbourhood of Montecassino we again find a fresco
in this manner in the church of Sta. Marna Maggiore near S.
Eha, but its present dilapidated condition makes 1t almost in-
distinguishable (). Besides other frescoes of the late 13th century
the church of S. Giovanni-in-Venere near Lancianoin the Abruzz
contains one n the 1rth century Benedictine manner (? In the
central apse the Lord, holding a book, 1s seen in an oval aureole
between St. John the Baptist and St. Benedict with the rules of
his order. The name of the donor, Brother Provenzanus, is in-
scribed. This somewhat damaged painting belongs to the later
11th century and must have been a work of considerable merit.

I believe that the Benedictine artistic activity was still greater
in and around Rome than at Montecassino itself, but the two were
not identical. To begin witl, we do not know of any Roman Bene-
dictine miniatures, but the best Roman frescoes correspond, as
we shall presently see, with the finest South Italian miniatures;;
and the variety of manners comprisedin the Roman group 1s just

(1) Bertaux,op. cit., p. 271 and note 1
(%) Bund:, Monumenti Storici e artistici degli Abruzzi, [, Napol, 1889, p

393. Zecca, La Basilica di S Giovanni in Venera nella storia e nell’ Arte,
Pescara. 1910, pl. XIV
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as great as at Montecassino, although there are no very By-
zantine-looking productions in Rome. The presence of this
strongly Byzantine elementat Montecassinoislogically explained
by the appeal made by Desiderius to Greek artists, butit remamed
a feature peculiar to Southern Italy, while in Rome, on the other
hand, we discover in the Benedictine production important
Ottoman factors which are just as easily explained.

Otto I was called to Rome by Pope Agapetus Il (946—33),
where he remained six years, and was crowned emperor n
g62 by Pope John XII. He was succeeded mn g72 by his son
Otto II, who also made long sojourns in Rome, while his son
Otto 1II resided there almost permanently. He died 1n 1002, and
his cousin, the equally German Bruno, thereupon became Pope
Gregory V. Notwithstanding an anu-German movement which
took place in the North of Italy and in Rome, the German em-
perors of the first half of 11th century, Henry II (1o02—24),
Conrad II (1039) and Henry III (1036) made frequent visits to
Rome, butnever for a long period, as the Ottos had done; on the
other hand, the Popes Clement Il (1046—48), Damasus II, Leo IX
(to49—34) and Victor II (1054—57) were all Germans. We thus
find, between the middle of the 1oth and r1th centuries, an influx
of German life into Rome, almost as important as the Greek 1n-
vasion had been in the 7th century. As in the earlier period.
so now the foreigners belonged to a nation whose general
civilization and artistic standard were superior to that of Rome
herself.

No doubt the presence in Rome of these cultured princes, whose
love of art created the great Ottoman school of fresco and minia-
ture painting and ivory carving, was the cause of the importation
of countless numbers of beautiful works of art of German origin
into that city. The influence of these works may readily be
observed in the paintings produced in Rome during the 11th
century, and although this influence was less effective than that
of the Byzantine artists in South Italy, it nevertheless seems
probable that the enormous improvement which differentiates
the 11th century productions from those of the roth is due to the
presence of these imported examples of Ottonian workmanship.

A genuine Ottonian work of art in Rome 1s the mosaic which
adorus the tomb of Otto Il and which consequently was executed
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about 983, in the atrium of St. Peter’s, but is now 1n the crypt (fig.
67). It depicts the Lord between SS. Peter and Paul, and as far as
the figures are concerned is not of great beauty, but the forms
are regular and the execution refined ; we already see that multi-
plicity of subtle lines which was to form a characteristic of
the school which, in Rome, developed under Ottonian influence.

Fig. 67. The Lord between SS Peter and Paul: mosaic from the tomb of

Otto II T ¢83. Grotte Vaticane, Rome.
Photo Anderson,

The paintings made in Rome and the neighbourhood during
the 11th century may, onaccount of their subjects, be divided into
two groups, the one repeating or even imitating the old-fashioned
apsidal mosaic decoration, the other illustrating scenes in which
were combined the true Benedictine characteristics with the finer
qualities of the Ottonian miniatures. There 1s one church on the
outskirts of Rome In which these two are united: S. Bastian-
elloonthe Palatine hill, formerly known as Sta. Maria-in-Pallara(?).

(1) De Rossi, Bollet.diarcheol. crist.. 1869 p. 7. P. 4. Ucellr, La chiesa di
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This church should be of especial interest for us, because 1t was
given — as I mentioned before — in 1065 by Pope Alexander II
to Abbot Desiderius of Montecassino, and it 1s precisely in the
apse of this church that we find one of those typically Roman
compositions which were imitated in Capua. We have here, then,
an mncontestable link between the art-loving abbot of Montecas-
sino and a contemporary Roman painter. The elevation of the
abbot to the pontifical power under the name of Victor I1I
(1086 —87) can only have contributed to strengthen the link
between Rome and his beloved monastery.

The apsidal decoration here consists, above, of a central figure
of the Lord indicating a phoenix — the symbol of resurrection —
between SS. Sebastian, Lawrence, Zoticus and Stephen,. At
either end the row of figuresis terminated by a shrub; lower down
the usual procession of lambs 1s depicted, while beneath this we
see the Virgin between two archangels and four crowned temale
martyrs bordered by a beautiful meander. In the centre of this
there 1s an addition of later date representing St. Benedict be-
tween SS. Peter and Stephen, added, no doubt, when the church
was given to the Benedictine order; as this took place in 10651t
proves that the rest of the decoration is anterior to this date. |
believe 1t to be a work of the very beginning of the rrth century.

On the arch we find parts of a representation of theapocalyptic
Elders offering their crowns, old men carrying others on their
shoulders, and a portrait of the founder — a certain Peter — with
the model of the church; on the right we see St. Zoticus touching
the heads of two lambs which are offered to him by two women,
and at either side two martyrs with their crowns. Of the long
series of scenes from the Life of Christ and the legends ot
SS. Sebastian, Anantius, Irene, and Zoticus we only have the
old aquarelles preserved in the Vatican (1).

S.Sebastiano martire sul colle Palatino e Urbano VII etc., Roma,1876. £. Ste-
venson, 11 citmiterodi1 S. Zotico, Modena 1876 p. 76. Dobber?, S S. al Palatino.
Repert f. Kunstwissensch.1890,1892,1893. P. Fedele, Una chiese del Palatino,
Archiv. delle R. Soc Rom. di Stor Patr.. XXVI 1903 p. 349. Bertaux, op
at., p. 187. Venturi, Storia dell’Arte Italiana. III p 186. R. van Marle, op.
cit, p. 127.

(') Barberimm gojr. As the same collection contains aquarelles of other
paintings representing the beginning of the story of the Genesis the
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The frescoes of S. Bastianello are among the less refined pro-
ductions of the group now under consideration, and although
they do not belong to the 10th century decadence I believe rem-
mscences of the latter may be found in their somewhat careless
execution. The connection, however, with the more typical
works of this movement is plain enough to convince us that these
frescoes also belonged to 1t, although they seem to be among its
earlier productions, forming as it were an introduction to the other
works of this group, which we find in S. Elianear Nepi, S. Abbon-
dio 1 Rignano Flaminio, S. Silvestro at Tivoli, and probably
beneath the repainted decoration of the apse of S. Saba in Rome.

The frescoes ot
S.Elia near Nepi(?)
showintheupper-
most division a
thin ascetic Christ
standing between
SS.  Peter and
Paul,behindwhom
each holding a
tree,are Moses and
Ehas, equipped as
soldiers. This ar-
rangementisagain

Photo Biogi.  Inspired by the mo-
saics 1n the apse of SS. Cosme e Damiano. On a lower level a
Virgin Queen enthroned and holding the Child on her knee is re-
presented escorted by two archangels, while from either side,
against a blue background studded with stars, a procession of fe-
male saints, dressed like Byzantine princesses, advances, bearing
crowns of martyrdom, toward the central figure; the names ot
two, 35. Lucy and Catherine, still remain visible (fig. 68). The
procession of saints as here depicted 1s familiar from the 6th cen-
tury onward, being first represented in the mosaics of Ravenna.
The archangels, who were frequently figured in older paintings,

Fig. 68 Martyrs and archangel, XI century.
S Eha, Nep1

Crucifixion etc without mertioning where they were, 1t seems possible that
they adorned the same church.

(') Stevenson : Mostra della atta di Roma all esposizione di Torino
nell anno 1884,p 222 M. G. Zuvmmermann, op.cit, p. 57. Bertaux, op cit.,
p 301. R. van Marle, op. cit..p. 129.
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are here represented holding a staff in one hand anda globe in the
other; a small ornament, which ends in a curve below the ears,
adorns their heads, which are encircled by dark nimbi. Their dark
dress, with black linear folds gathered at the base into a broad
jewelled border, is covered by a palhum with crudely jewelled
edges. From under the loose sleeves which end just below the
elbow appears a tight-fitting striped garment which ends in a mail-
clad hand, the fingers alone remaining uncovered. The two angels
are 1dentical, while the expressionless saints differ only in the de-
signof their raiment. The Virgin 1s seated on the traditional cushio-
ned throne, her apparently armour-clad arm holding a sceptre,
while a compassionate and imploring donor kneels at her feet.
This painting 1s divided from that above it by a row of twelve
lambs on a yellow background, advancing in four groups, inter-
sected by windows, from the two celestial cities, of which Bethle-
hem has disappeared, towards the bleeding central Lamb, who1s
enclosed in a medallion at the feet of the Lord in the division above,
a few palm-trees are seen in the background Above the apse the
twenty-four Elders of the Apocalypse, differing from those 1n
the mosaic in Sta Prassede in that they hold, atabout the level ot
their faces, chahces instead of crowns in their covered hands, form
a rather stately but monotonous procession, displaying no variety
but in colour. Above them twelve figures of saints are perhaps
meant to represent the Twelve Apostles. On the lateral walls
prophets and saints holding scrolls appear to form a continuation
of the decoration of the apse, the figures separated by trees; and
beneath these. on the right, are many scepes taken from the
Apocalypse; amongst them St. John prostrating himself before a
radiant Christ, men blowing trumpets (fig. 69), angels flying
over water containing fish. Four Horsemen, a battle between
angels and a dragon, and other now almost indistinguishable
paintings, while those on the wall opposite have been practically
effaced.

On the wall to the rnght of the apse two scenes illustrative
of some legend may still be observed: one depicts a man 1n a
church with three priests, the other seven men sleeping under a
cupola.These scenes, as well as the rows, are alldivided one from
the other by handsome decorated borders in which are medal-
lions of birds and vases. The whole is of good decorative effect
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Fig. 6g. Apocalyptic Scene, XI century. S. Elia, Nepi.

Photo Brog:.
but expression Is totally absent, the faces lacking all relief, the
features being executed in the hasty manner of many paintings
previously mentioned; the cheeks are indicated by roughly-
smeared patches, the nose mostly by two vertical, and the mouth
by thin horizontal lines, while an upward-curving line serves to
indicate the chin, and a semi-circle the anatomy of the throat.
The angular composition, the heavy drawing and the juxta-
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position of bright colours, especially yellow, but also hght brown,
red, white and black, with purple shading, on a background of
blue and green, all suggest that the artists have soughtinspiration
in mosaic-work.

Although there is much 1n the quality of these paintings that
calls for criticism 1t should not be forgotten that this peculiar
conventionalized style of drawing forms asitwere a new manner,
to which the frescoes of S. Bastianello had led the way. In
analysing the different elements which constitute this art we
find, besides some Byzantino-Lombard characteristics, the same
curious linear effects, which may be noticed in the Benedictine
miniatures and frescoes of South Italy Comparing, for example,
the apsidal ornamentation of Foro Claudio with that of Nepi, we
find not only that they belong to one and the same school, but
that the archangels in both are identical.

At Nepi, however, the linear effect has been pushed to the
extreme; every available space seems to be filled up with lines
vrhich either run parallel or radiate in all directions from one
point. Such a new and unfamihar aspect of schematic design bears
only a faint and greatly modified resemblance to the Byzantine
manner. These multitudinous fine lines form, perhaps, the most
striking characteristic of this school; others will be found in the
slender, attenuated and graceful proportions of the figures, and
the vivid, harsh, un-Byzantine colouring, including a profusion
of vellows and reddish browns. The presence of the signatures
of the artists, John and Stephen of Rome, and their nephew
Nicholas, attaches a particular interest to these paintings.

The same manner will be met with in an important fresco,
reproducing the composition of the mosaics of SS. Cosme e
Damiano 1n the church of SS. Abbondio e Abbondanzio at
Rignano Flaminio (Y).

This painting is now partly replaced by more recent work and
partly in very bad condition. The mystical Lamb, surrounded by
the symbols of the Evangelists is shown above the medallion of
abust ofthe Lord, lifeless and hideous in expression, in the mosaic
styvle. He is dressed in a red tunic adorned with a design in gold

Yy D. Tunnata, La chiesa di S.S. Abbondio e Abbondanzio in Rignano
Flaminio presso Roma, 1.’Arte, 1898, p. 12.
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and many colours; he holds a book in one hand and blesses
with the other. On either side are two seraphim with long
brightly-edged wings, followed by a group of angels who are
graceful and well drawn, but monotonous n attitude. Lower
down the twenty four Elders of the Apocalypse, already seen
in Sta. Prassede, in Rome, are represented all in an identical
manner, motionless, and holding martyr’s crowns in their covered

Fig 70 Madonna and Saints about 1100. S. Silvestro, Tivoli.
Phote Mimist. Publ. Istr,

hands. Most of the painting is in glaring colours, with green
shadows, against a green background. The fragments on the
adjacent wall are of a later date.

A much more highly developed style of this art will be found
in the apsidal frescoes of S. Silvestro at Tivoli, which were
discovered only a few years ago (%).

(Y) Conferenze 30th November 1879, Bulletino di Archeol. Crist., Serie
IIT year IV Rome, 1881, p. 102 Berfaux, op. cit., p 187 F. Hermanin,
La leggenda di Constant. nella chiesa di S. Silvestro a Tivol. Nuov.
Boll. di Arch. Crist.,, 1913 p. 181 O. Cocconar:, Un insegno monum. del

sec. XII, Boll di Stor e Arch. di Twvoli, 1919 p. 58. V. Pacifici, La
chiesa di SS. a T.. Arte Crist, 1921. R van Marle, op. cit.,p 131.
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Here we see the Lord standing in the centre of the vault, in the
actof presenting a scrollto St. Peter (on the right), while St. Paul
(standing on the left) holds a similar scroll. An ornamental
wreath completely surrounds this scene, separating it from the
twelve lambsbeneath it,who are advancingfrom the mystical cities
toward a lamb haloed and enclosed in a medallion, immediately
beneath which 1s a Madonna, seated on a large square throne,
holding with both hands the Child, whose hand 1s raised in bles-
sing (fig. 70).

On either side are seven figures of saints and prophets in
varving attitudes, each holding a scroll with an inscription; the
lower part of the central figure on either side 1s missing. on
account of windows having been made in the wall. Another
border separates this row from that beneath 1t, in which four
scenes from the life of St. Sylvester are depicted. Thev represent
the Emperor Constantine refusing to sacrifice children in order
to cure his leprosy, St. Svlvester baptising Constantine, St. Syl-
vester miraculously reviving a bull which a Jewish priest had
killed by magic, and the saint, accompanied by two priests, binding
the mouth of a dragon (fig. 71). On a still lower level are some
votive paintings of later date. On the wall above the apse the
twenty-four Elders, holding chalices, approach a central medal-
lion, in which 1s a bust of Christ surrounded by the seven
mystical candlesticks. Above this are the four Gospel symbols,
while below, on the spandrels. are two figures, one of which is an
angel. The paintings, though crude, are again characteristic, the
colouring, vivid but tasteful, seems to be principally inspired by
mosaic decoration, as in S. Elia near Nepi; the combination of
colours 1s here more pleasing, vellow again being predominant.
In the crypt of S. Silvestro some fragments of frescoes are possi-
bly of the same period.

In these paintings we may trace other characteristics of the Nepi
frescoes, but the three figures in the vault show httle resemblance
to them, and the proportions of many of the other figures have lost
that elegance which formed the chief charm of the paintings at
Nepi. From this I should judge this decoration to be of acon-
siderably later date, probably about 1100, or even slightly after.

The decoration entirely repainted in the apse of S. Saba
reveals a similar composition to that of Tivol. In the vault above.
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the Lord is represented between SS. Andrew and Sabas, a holy
monk of Greece to whom the church was dedicated. Underneath
we see the row of thirteen lambs and under this the Madonna
enthroned between the Apostles. It seems to me certain that this
part of the decorative scheme dates from before the devastation
of the church, which took place in 1084, for it was not restored
until the end of the 12th century, an impossible date for a decor-
ation of this kind.

Fig 71. Scene from the legend of St. Sylvester, about 1100.
S. Silvestro, Tivoli.

Photo Minist. Publ. Istr.
The number of frescoes ot this school ot which we find traces
in Rome and the Romagna is fairly large, but many of these
consist of representations of events, and are therefore executedin
a somewhat different manner. The characteristics of this group
are grace of form, multiplicity of line, and an extremely fine
outline, which assume a calligraphical significance; very fre-
quently too we meet with a schematic rendering of the features,
to which the staring eyes and markedly arched eyebrows give an
expression of surprise.
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Some frescoes of this group have been discovered in the
excavations made at the Sancta Sanctorum (%). Most of these,
however, are 1solated figures, like the one of the holy Pope
Stephen near whom 1s depicted another pope, probably much
disfigured by later additions. We find here still a third pope, a
half-figure of the I.ord in benediction, and a design of purely
ornamental character, a lion devouring another animal. Besides
these there 15 a representation probably of the funeral of St. John
the Evangelist, who 1s seen lying n his coffin while two young
clerics stand near by; spots on the fresco indicate the nuraculous
rain of manna which took place on this occasion. Although the
Just mentioned characteristics may be observed n these works,
we find some traits of the 1oth century decadence still present
which lead us to suppose that we have here products of the
beginning of the 11th century.

A fragment of the Last Supper preserved in the cloister of S.
Paolo-tuori-le-Mura dates, according to Mgr Wilpert, from the
time of Gregory the Great (1073—83) (?). Other products of this
style are to be found in S Giovanni in Laterano in afresco
showing Ananias and Sapphira before St. Peter and the repre-
sentation of a bural, and at Sta. Cecilia in Trastevere, where in
the rnight lateral chapel a fresco from the series which adorned
the portico, represents the holy martyrappearing to Pope Pascal I
and indicating to him the site of her grave (3).

More important than these isolated scenes are the remains of
the decorations of a small chapel behind the apse of the church of

() G. Maragnom, Istoria dell’ antichissimo oratorio etc comunemente
appelato Sancta Sanctorum etc, Roma 1747 Ro/lault de Flewry, Le Latranau
Moyen-age, Paris 1877, p. 378 . L. Lauer, Les fouilles du Sancta Sanc-
torum au Latran, Mélanges d’ Archeéol. et d’ Hist.. p 260 Wilpert, op.
at., pl. 237.

(*) Whlpert, op. ait, pls. 232—33.

{’) We know the aspect of the entire decoration from aquarelles
made 1 1620 preserved in the Vaticana (Barberini gg02 fol. 21 etc. It
consisted 1n a row of saints, scenes of martyrdom, and nine 1illustrations of
the legend of St. Cicely. 4 Bosio, Historia passionis B. Caeciliae virginis
etc. atque Paschalis p.p. I epistola de eorundum Ss. corporum invent-
1one et i urbem translatione, Romae 1600 V. Bianchi-Cagiersi. Sta Cecilia
e la sua basilica nel Trastevere, Roma 1902. & Agucourt, op ct. pl 84
and vol. VI p 315 reproduces fourteen scenes. Wilpert, op. ct., p.238.

It
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S. Pudenziana. The most important painting here 1s one of the
Madonna enthroned, holding the Child Jesus, to whom two mar-
tyrs — probably SS. Pudentiana and Praxede —— offer their
crowns (fig. 72). There are still two more representations of St.
Pudentiana with other saints, while a series of rather damaged
frescoes illustrates her legend. In the vaulta medallion containing
the Lamb is surrounded by the symbols of the Evangelists and
an ornamental design. Although not of so good a quality, these
frescoes are precursory to the paintings which we shall find in the
lower church of S. Clemente,
but before coming to them I
shall describe some in the small
church of S. Urbano alla Caffar-
ella outside the Porta San

Sebastiano (1.
These frescoes form several
rows; the inscription m the
Crucifixion scene gives us the
name of the donor, Bonizzo,
and the date, 1or1. It1s true that
this Cruafixion has been so
largely repainted that the in-
scription can hardly be origi-
nal; that 1t 1s faithfully copied,

Fig 72 Madonna and Martyrs 2nd half
of XI century. S. Pudenziana, Rome

Photo Sousaini,

however, is probable, not only
from the style of the paintings,
but also from the fact that an

abbot of S. Lorenzo-fuori-le-Mura, which is not very far distant,
who bore the same name as the donor, had there his tombstone,
whose date Is 1022 (3).

The most traditional of these representations is that opposite
the entrance, in which Christ in benediction, and holding the
Gospel, is enthroned between St. Peter, St. Paul and two angels.
The type of the Lord, his manner of blessing, as well as the ab-
sence of St. Peter’s keys and St. Paul’s sword, pointto Byvzantine

(') Outline drawings of many of these frescoes are given by & Aguicourt.
op. cit.. pl. XCIV-V. R van Marle, op cit, p. 133
(*} @ Agincourt, op. cit.. V1 p. 327
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influence (*). The repainted Crucifixion above the door shows
the Lord still living, larger than the other figures, with his feet
natled to a kind of bracket. He 1s clothed in a short gar-
ment falling to the knees, his arms are shghtly bent, his eyes are
open and his face expresses suffering. Above the well-defined
Cross the letters LN.R 1. are inscribed upon a hight background.
Two angels look over the cross-bar, and below on either side of
the Cross stand the Virgin and St. John. sad and weeping. The
twosmall figures of the executioners express a zealous interest n
their actions. .\t the foot of the Cross two men are holding the
Lord’s ramment in attitudes of great veneration, but no doubt these
figures represen-
ted the gambling
soldiers before the
repainting. To the
left and right of
the group are
the crucified thie-
ves whose arms
hang over the
cross-bar with the
hands bound to 1t

from behind. The Fig. 73 The message to the Shepherds 1o11.
Crucifixion forms S Urbano alla Caffarella near, Rome

Photo Moscioni

the centre of a
series of eighteen scenes of the history of Christ, starting with
the Annunciation and finishing with a Descent into Limbo and a
Nolimi tangere (fig. 73). Besides these there are some scenes from
the histories of the martyrs SS. Urban, Cicely and Lawrence(?).

Technically speaking these paintings are not of a high standard;
the figures have little of that elegance which I described as typi-
cal of this art, noris the drawing very refined; but on the other
hand they are remarkable for their great animation and natural-
ness of action. All the figures are full of expression, and the
variety of feeling says much for the skill and temperament of the
artist, so that we have 1n this series an important example of
Roman narrative art.

't As Crowe and Cavalcaselle remark mn ,,A History of Painting i ITtaly”,
I, London. 1903, p. 33.
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Andason

Photo

Fig. 74. Story of St. Alexis, 1073—84. S Clemente, Rome
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As I have said before, the finest products of Benedictine paint-
ing in Rome are the frescoes which, in the subterranean church
of S. Clemente, 1illustrate the lives of SS. Clement and Alexis;
they were probably executed during the pontificate of Gregory
the Great (1073), and certaimlyv before the year 1084, as the church
was then abandoned ().

The series begins in the subterranean narthex, but to under-
stand the subject of the first fresco, one must remember how the
legendary tales of St. Clement relate that his grave was on an
1sland in the Black Sea, and once a vear the sea ebbed so as to
allow the pilgrims to pass to the tomb of the saint, and how on
one of these occasions the rising tide caught and drowned a
child. But the following yvear the mother made the same pilgri-
mage, and her prayers resulted in the resuscitation of her child.
This is the scene depicted; on a backgroundofa baldaguin-shaped
chapel, the curtains of which are drawn aside, revealing hanging
lamps and an altar with lighted candles, the mother is twice re-
presented, first stooping and picking up the child, and 1mme-
diately behind this standing. and holding the infantin her arms. To
theright of the chapel. and above 1t — in the painters intention,
behind — is the sea. which, but tor the numerous fish that swim
in 1t, might raise a doubt in our minds as to what the painter wis-
hed to portray. On the extreme left a procession of clerics emer-
ges from a city gate, and advances toward the happy mother. Of
this procession only five facesin the twofirst rows are visible ; of
the figures 1n the front row, which are the only ones represented,
one holds a bishop’s staff, and one a jewelled book; all the rest
are indicated by the outline of the upper portion of their heads.
Along Latm mscription informs us that the donor of this painting
was one Beno di Rapiza, whose family was especially prominent
in Rome during the r1th century. Another large painting shows
the translation of the body of St. Clement. The saint, carried on a
stretcher, is followed by women and priests, and at a little dis-
tance by a Pope, and a large procession, of which again only
afew faces are visible. Two choristers are swinging their censers
before and behind the dead saint. The cortege has just arrived
before a chapel, which greatly resembles that shown in the pre-

() For literature on these frescoes see that already quoted for the older
paintings of this church,
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Fig. 75. Story of St. Clement 1073—84. S. Clemente, Rome.
Photo Anderson

vious fresco, and in which a Pope is saying mass. An inscription
mentions “Mary the butcher’s wife” as donor.

On a pillar of the nave are three excellent scenes from the life of
St. Alexis: the meeting with his father, who does not recognise
him, his death, when he gives his biography to the Pope, and his
reconciliation with his relations and bride (fig. 74). Of the scene of
St. Clement enthroned by St. Peter, attended by SS. Lin and Clet
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and three other figures, which isalso depicted on a pillar, only the
lower part remains, while beneath it are two scenes from the
life of St. Clement, showing how Sisinius, prefect of Rome,
desiring to mmprison the saint because he had converted his
wife to Christianity, was, together with his slaves, struck blind on
entering the chapel where the Pope was performing the rites,
(fig. 75) and 1n their blindness the slavesdragged a pillar to prison
instead of the saint. The two scenes represented are St. Clement
saymg mass in a crowded chapel and the blind slaves hauling the
pillar to prison (1), in which the baldaquin-shaped architecture 1s
again to be observed. Beneath several of these frescoes wenotice
decorative painting of exquisite design.

In looking at these frescoes one 1s struck by the diversity and
adequate character of the facial expressions, and the realistic attit-
udes of the figures, bearing witness to the keen observation of
the painter, who evidently worked from hfe, which led him to
committhe absurdity, so frequently repeated later, of representing
figures 1n the costume of his own time, but which also enabled
him to represent scénes de genre without any trace of tradi-
tionalism. An excellent example of this variety of expression is
to be found in the first scene, where the action of the mother in
picking up her child expresses her almost violent impatience
and her satisfaction after long and anxious waiting; while the
same mother, carrying the child in her arms and holding its little
head against her own, is full of tender affection. The priestly
procession. on the other hand, 1s expressive of pomp and dignity-.
The fish in the sea are well designed, and an interesting attempt
at foreshortening is to be seen in the drawing of the lowest
fish on the right. In the translation scenesome of the heads in
the procession are rather stiff, but the Pope has a saintly expres-
sion. In the attitudes of the bearers, and their bent knees, we see
a courageous attempt at realism, an attempt to express the
weight of the stretcher and the effort of the bearers; and their
feet are so placed as to convey the idea of their marching in
step. Some of the faces are pleasing, especially that of one of the
bearersat the head of the stretcher; onthe other hand, the figures
of the forerunner of the cortege and the Pope saying mass are
rql)AW;on—gly iterpreted by Zimmermann (op cit., p. 235) as being the
building of a church,
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stiff and lifeless. In the fall of the garments we find a reminiscence
of the Byzantine facet-forming folds, and in the enthronement of
St. Clement the large jewels of the same tradition are found in the
decoration. In the story of Sisinius, St. Clement saying mass suc-
cessfully expresses religious emotion, and the onlookers display
a great variety of attitudes, some rather peculiar and a few
deficient in life. The drawing of the blind Sisimus, led into the
church by a servant, and of the cursing slaves, whose insulting
language is inscribed in vulgar Latin, is excellent. The actual
movements of the blind are depicted with some elements of carn-
cature. One may imagine the artist's amused delight in this story.
in which the oppressors of Christianity are so easily deluded.

The three scenes from the life of St. Alexis are represented
in one fresco; where the saint, unrecognised. begs from his own
father, his attitude 1s graceful; and the horses, though far from
perfect, are proof that the painter worked from nature; human
feeling 1s well depicted in the death-scene of the saint, where signs
of genuine distress are represented; the central scene 1s, on the
other hand, less well executed ; the saint lies on a sloping mattress,
the Pope bending over him 1n a stiff unnatural attitude, while his
followers are depicted as in the other groups.

The drawing of the figures is refined, without thick crude,
outlines; the faces, however, are often lacking inrelief, and some-
times show patches on the cheeks; but the proportions are gene-
rally correct. The artist’s one weak point s his inability to arrange
and represent a large gathering of people, as seen in several
frescoes, while his greatness lies in the enormous advance he
has made towards beautiful and realistic representation.

M. Bertaux has remarked that the technique of these paintings
reminds one of the Benedictine frescoes of Aussonia; but Ishould
be more inclined to say that their accurate drawing relates them
rather to the miniatures of this school, such, for example, as those
in the Exultet of Bari. The stiff drawing of Nepi here displays
more liberty, thanks to the painter’s sense of realism; the taste
for linear effects, however, is still evident, although less predo-
minant. Once more we have a cycle of paintings of great narrative
value superior to that previously executed in S. Urbano.

Traces of nspiration from these beautiful paintings may be
found at Magliano-Pecorareccio — in the region of Nepi — where
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the Grotto dei Angeli contains important remains of mural decor-
ations (1). The frescoes preserved show us a figure of the Lord,
blessing, between two angels; the Nativity, which takes placeina
grotto, combined with the announcement to the Shepherds; the
Presentation 1n the Temple, and a fragment of the Adoration of
the Mag1. Besides these scenes we find represented the figures of
SS. Nicholas of Bari, Sebastian, Giles and other saints, a young
man, perhaps the donor, whose name, Righetto, 1s mentioned,
and a monk., While the

manner of execution and

the quality of painting are

not unlike those of the

trescoes of Nepi, which is

not far distant, we detect

in the work of this painter

a certam tendency to-

ward realistic  action,

which he might have ac-

quired from such an artist

as he who produced

the St. Clement and St.

Alexis scenes in S. Cle-

mente, Rome. He also

possessed more subtlety

of design than the artist

of Nepl. Fig 76. SS Sebastian and Giles, 2d half
A sertes of similar fres- of the XI century. Magliano-Pecorareccio,
(Sabina)
coes adorns the,,Grotta Photo Sansain

del Salvatore” near Valerano; one of the paintings there repre-
sents the Lord offering the Eucharist to the Apostles ).

An mportant series of paintings in the same style, but differing
in composition, adorns the church of S. Pietro near Toscanella, or
Tuscanma as it is now called, which town 1s about fifteen miles
from Viterbo, consequently not far from Rome. The work belongs,
like those of Nepi and Tivoli, to the Roman artof the 11th century,

Y £ Hermanm, La Grotta degh Angeli a Maghano-Pecorareccio, Bollet.
della Soc. fillologica Romana, V. 1903, p. 45. R. van Marle, op. cit., p. 147.

*) A. Bertuu Calosso, Gl affreschr della Grotta del Salvatore presso Vale-
rano, arch. dell R. Soc. Rom di Stor Patr., XXX, 1907, p, 189
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and might perhaps date from the year 1039, as it is known thatat
this time important renovations were made in the building, which
1sitself of the gthcentury. One might, however, easily believe them
to be of a somewhat later date. The principal painting is an As-
cension of Christ, which occupies the apse; in the central upper
part stands an enormous figure of the Lord, holding a globe,
amidst triangular clouds, while on either side, stepping towards
him in the attitude frequently seen in representations of the Ann-
unciation, is a large angel; lower, on each side, are three smaller
figures of angels, two of whom, only partly visible, hold half-open
scrolls withinscriptions. Onayetlower level the Twelve Apostles,
divided from one another by trees, and into two groups by a 14th
century paimnting of St. Peter as Pope, look up toward the Lord,
while below them are seven medallions of saints, an eighth having
disappeared. The apse is bordered by an ornamental wreath.

On the wall above the Divine Lamb, together with three angels,
1s depicted a medallion of Christ — the head missing — sur-
rounded by the seven mystical candlesticks and the four symbols
of the Gospel-writers. On the spandrels on either side are the
twenty-four Elders 1n an irregular group, offering their crownsin
their covered hands. Here again the painting is rough, streaked,
and hasty, outlined 1n white and brown, the cheeks patched with
red, and the folds forming facets. The figures, however, are full
of life and movement, but the attitudes are not always natural,
as is the case particularly with the two tall angels escorting
Christ. The gestures of the Apostles are more succesful; in their
expression of awe and alarmed surprise they resemble greatly
the corresponding figures in the gth century fresco ofthe same
subject in S. Clemente, Rome.

On the right wall of the choir are interesting scenes, in two
rows, from the life of St. Peter. Of those above, two have been
reduced to incomprehensible fragments, while the remaining one
represents, under architecture, two men, one of whom takes by
the hand a third, kneeling in a different building. The first scene
of the lower row is of Simon Magus falling head first to the
ground from the erection from which he attempted to fly !} while
mght suspect a connection between Gregory the Great’s cam-

paign against the heresy of simony and the representation here of the fall
of Simon Magus.
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to the left a king, with some followers behind him, sits on a throne,
with one leg crossed over the other and to the right, at a
short distance, kneel SS. Peter and Paul, one pointing up to-
ward two angels flying above them. The next two frescoes re-
present the beginning of the martyrdom of the two saints;
we see the king, seated as before, with one person on a chair
behind him and another in front, pointing to the saints, who are
guarded by soldiers. The third scene shows agam the saints,
escorted by soldiers, under architecture. In these frescoes the
figures, which are small, and drawn with greater care than
those n the apse, display skilful execution, gracetul attitudes
and harmonious colouring. The two lateral apsides are decora-
ted in the same style as the central one, the left with the Baptism
of Christ, of which, apart from two angels and two faded saints,
little remains; but on the wall above three other scenes from
his life are depicted; these are the Annunciation, peculiar n
that the angel approaches the Virgin from the right; she 1s seated,
on the left, under architecture: the Nativity, in which the Virgin
is seated 1n bed, with the cradle near by, one woman bringing
in gifts while another stands behind '); the third may be the
Adoration of the Magi, but is somewhat effaced, although
three standing figures and one bowing are still visible. In the
right apse Christ is seen, holding a scroll, between two holy
bishops.

It is a remarkable fact that the artist — for 1t would seem that
all this decoration 1s from the same hand - followed two rather
different manners, one for the scenes in which action hadto be
expressed and the other for the solemn representations of the
figures of the Lord and the Virgin. The painter of Toscanella
was one of the best artists of this group. His figures are full of life
and movement and are not without grace.

Two works of little importance, of the Roman Benedictine
school, may just be mentioned in passing. One will be found in
Viterbo in the church of S. Andrea, where we see in the crypt
some ornamental paintings:in the left apse a half length figure of
the Lord adorned with large jewels; inthe central apse alamband

() This last detail belongs rather to the iconography of the birth of
the Virgin
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the symbols of the two Evangelists SS. Mark and John,and on the
arch of the right apse the haloed head of an old man. Small frag-
ments scattered all over the walls prove to us that these are only
afewremains of a once important decoration. The work, however,
1s not very characteristic of this art. nor are the figures of a Pope,
dressed in red, a bishop, blessing, and a Madonna and Child,
in the Cathedral of Sutri (%).

As I have said before, the artistic revival which took place in
Roman pamting during the 11th century was due to the influence
of the Ottonian princes. It would have been too curious an
occurrence 1f the art of this city, which at the end of the 1oth
century had reached its lowest level, had revived at the moment
when these art-loving princes made 1t their residence without
there being some connection between the two facts.

Such a connection does exist The Roman painters of the 11th
century certainly betray a knowledge of what [ called the By-
zantino-Lombard style, but the more regular forms, the oval
shape of the faces, the subtlety of drawing, the animated expres-
sion and action are all so plainly reminiscentof Ottoman art that
the resemblance cannot escape us. The real narrative element in
these series of frescoes, however, 1s probably rather an Italian
than a German characteristic.

This suggestion, based on historical facts and stylistic similarity
1s entirely confirmed by the study of Ottonian and Roman Bene-
dictine 1conography. I will not repeat here the arguments which
I have used elsewhere (?); 1t will sutfice to state that the sub-
Jects treated in the lost frescoes of S. Bastianello and in those
of S. Urbano at Rome correspond, not with the usual Byzantine
cycles, but with the Ottonian; the Flagellation, whichis represen-
ted in both the Roman series, as in all the German ones, is
exceptional in Byzantine art even in the 1zth century (%), and the
composition of the Crucifixion in the church of S. Urbano does
not correspond with any of the innumerable Byzantine images of

1Yy Bawmstarck, Wand-Gemalde 1n Sutri; Nepr u. Civita-Castellana.
Rom Quartalschr, XVI, p. 243.

(%) R.van Marle, op. cit , p. 146.

(%) Mallet, op. cit., p. 652.
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this event, but identical arrangements are found in Ottonian
miniatures and ivories (1).

It is obvious but easily explained that the Byzantine tradition
had taken a stronger hold in South Italy. As we have seen, the
iconography of the Gospel scenes in S. Angelo-in-Formis is on
the whole Byzantme; although here too the choice of subjects,
and more especially the style of execution, seems to be Ottonian,
as1s also the fresco of the Last Judgment. These, however, were
not the only German characteristics, for we have already seen
that to the remnants of Carolingian decorative drawing in 1llu-
minations, met with throughout Italy in the 11th century, certain
Ottontan elements were added; the portrayal of the Lord, still
represented beardless at the beginning of the 1ithcentury, and
the allegorical personifications, may be persisting factors of Carol-
ingian art; though M. Bertaux wonders why Ottonian crowns
appear on the heads of several personages in an Lxu/tef from
Montecassimo now in the Barberini Library.

The results of our enquiries point to the existence of a Bene-
dictine school which had centres in Rome and at Montecassino;
centres which, although they display certain similarities of style,
show some dissimilarity also, the former being under a more
direct Ottonian influence, while the latter displays a greater
number of Byzantine elements.

In Lombardy a series of frescoes in the church of S. Vinzenzo
at Galliano, 1n the region of Como, is obviously a Benedictine
work, but, again, of a somewhat different tendency, and, I should
say, considerably more influenced by German works of art (3).
The church seems to have been consecrated in 1007, so that
probably the paintings were finished at this date. The frescoes
are not all preserved, but an old engraving (%) gives us a fairly
precise idea of the apsidal decoration. In the centre of the apse
the Lord, in an aureole, raising one hand, and holding a book in
the other, stands between the bowing figures of the prophets
Jeremiah and Ezekiel and two archangels, all of which, except one

(1) Voge, op. cit., p. 60 Goldschnudt, op. cit, figs. 3, 55, 58, 134, 152
(*) Toesca, Pittura e miniat in Lomb , p. 42
) v Toesca, op ait, fig. 29
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of the latter, remain visible. Below this composition several small
scenes form as it were a predella. Here Dacianus is seen watching
the martyrdom of St. Vincent, which is continued in the next
scene, where the saint, stretched on a gridiron over a fire, 1s
surrounded by six torturers; then follows the entombment; the
body of the saint is seen lying on the seashore with a raven

Fig 77. Aribert Intimiano: fresco of ab. 1007. Ambrosiana, Milan.
Photo Bessani,

keeping away the voracious animals, while a pious woman, aided
by brother Christians, prepares the sepulchre; further to the
right Aribert Intimiano, presented by St. Adeodatus, offered a
model of the church to the Lord, above, but now only a detached
fragment of the first person is preserved in the Ambrosiana
Library, Milan (fig. 77). Little remains of the rest of the decoration
of this church, whose walls were once entirely covered. On the
triumphal arch the border alone is visible; on the left wall only
some scenes from the story of Adam and Eve remain in the
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uppermost row ; the third row was occupied by scenes from the
life of St. Margaret. On the right wall a large figure of St. Chris-
topher has been preserved; on the top row a young girl is seen
talking to an old man, who is seated; on the second are scenes
from the Iife of St. Christopher; in one of the more visible he 1s
depicted being led by three men before the emperor, behind
whom stand two soldiers; and on the lowest row 1s the story
of his martyrdom.

The paintings 1n the apse are the work of a different artist;
they are of much better quality and remind us ofthe good Roman
Benedictine products. The conventionality of the folds is less
evident, but the grace of the figures and the importance given
to movements and gestures are the same We find here also a
taste for beautiful borders; the archangel which has been pre-
served 1n the apse1s very similar to those of Nepior Foro Claudio.
Nothwithstanding that the drawing is still refined, the impor-
tance given to linear effects 15 greatly diminished, while the
technique of the pamnting of the faces reminds us much more of
real Ottonian art. The effect 1s produced with much light and
shade, elements which were often entirely absent 1n Benedictine
work of Rome and South Italy.

The frescoes on the lateral walls are more roughly executed,
the brush-strokes heavy and the figures without elegance. Here,
however, the vivacity of movement, the tves ot the faces and the
expression remind us particularly of Benedictine art.

Some paintings somewhat resembling the better ones at Gal-
liano will be found 1n the church of S. Fedelino at Novate, also in
Lombardy, on the smalllake of Mezzola (*). Besides some remains
of purely ornamental design and faint traces of figures of saints,
the apse is decorated with an image of the Lord between two
adoring angels; the one on the left, which seems least repainted,
is a beautiful picture of refined and conventional design and
regular but animated features.

Some half-length figures of saints (¢) in medallions, in the church
of S. Ambrogio, Milan, faintly resemble those of Galliano, but
they are on a much lower artistic level.

(") Zoesca, op. ait, p 62
(Y} Toesca, op. cit.. figs 39 and 4o.
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In SS. Pietro ed Orso at Aosta there are some fragments of
this period: a few heads under a decorative border (*) are all
that remain of a probably once important series of frescoes
executed 1n a manner not unlike that of the paintings on the side
walls of S. Vincenzo at Galliano (2).

These few North Itahan works throw a new light on the move-
ment which in Rome and at Montecassino had assumed such a
special aspect, so that the products of the 11thcentury — inclu-
ding the Benedictine school — lead the way to a new form of art,
which in the next century develops into a definite manner and
acquires a definite name: the Romanesque school. It is true that
the formation of this movement involved other elements which
had yet to be introduced, but the important step which had already
been taken was the formation in Italy of a type of art which was
not decadent and did not chiefly depend on Byzantine elements.

It might still be of interest to quote the names of some other
Italian painters of whom we find mention in the 11th century, be-
sides those of Nepi. At Parma, Everardo 1s known to have deco-
rated the facade of the cathedral; at Bologna, “Gandolfinus pictor”
1s mentioned in 10go, and Martino da Gorgadella appearsto have
worked 1n 1096 1n the region of Reggio Emulia (3).

The Liber Pontificalis informs us of the fact that under Pope
Pascal II (1og9— 1118) many Greek artists were still working in
Rome, but nothing remains of their activities.

() P. Toesca, Aosta, Catalogo delle cose d’arte e di antichita d’Italia,
fasc. I Roma, 1917 p. 88,

(*) 4. Kingsley Porter in his book on Lombard architecture gives a hst
of remains of fresco decoration discovered by him; they are mostly
of a purely ornamental design. vol. I p. 315,

(%) A. Venturi, Notizie di Artisti Reggiene etc,, Atte e Mem. del R.R.
Deput. di Stor. Patr. per i prov. Modanesi e Parmesi, III vol. II part.I
Modena, 1884 p. 29.



CHAPTER 1V.

THE ROMANESQUE SCHOOL IN THE XIIth AND EARLY
XIIth CENTURIES,

The movement of separationtrom Byzantium which we observ-
ed n the previous chapter developed during the 12th century
and acquired definite new forms, some of which seem to be a re-
vival of the antique, but their persistence during the rrth century
was hardly to be noted. However, the series of paintings in S.
Urbano alla Caffarella has by some students been considered a
late torm of catacomb art. Personally I do not find many argu-
ments n support of this hypothesis, but am rather of the opinion
that some of these not exactly datable works of the great deca-
dence, generally attributed to the 1oth century, are really products
of the 11th: as, for example, those we found at Assisi; but no
development of style enables usto make any definite statement
as to the chronology of these paintings.

In Rome the artistic movement seems to have originated in the
movement of political emancipation which favoured the re-
establishment of the ancient city in all its splendour and force.
The revolution against the Pontifical temporal power, led by
Arnold of Brescia, reached a climax in 1143, when the Repu-
blic was proclaimed on the Capitol and the Senate and Consuls
reinstated. This new republic began to count the years from its
tfoundation, coined its own money and sought a Cesar; for this
honour they first invited Conrad I and then Frederic Barba-
rossa, but both refused to accept the responsibility.

For all that concerned the ancient pagan city, the inhabitants
had a superstitious admiration. Texts such as the Mirabilia
urbis Romae or the accounts given by the Rabbi Benjamin
de Tudela show us what fantastic beliefs were at this time
entertained by the population of the unlimited greatness and

12
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glory of pre-Christian Rome. The figure of Virgil became that
of a demi-god, equally venerated in Naples and in Rome (%).

It 1s not wonderful that such a conception of antiquity and
all it comprised had an effect on the artistic movement and that

Fig. 78. The Crucifixion. Mosaic. 1099—1118. S. Clemente, Rome.

Photo Anderson,

anewstyledeveloped out of it. Thisis mostobviousindecorative
sculpture, and some of the ornamental friezes of the 12th; century
are only with difficulty recognised from those made a thousand
vears earlier. In painting this tendency 1s manifested by a still

(") F. Gregorovius, Geschichte der Stadt Rom 1m Mittelalter, s5th ed
IV, Stuttgart and Berlin, 1910, p. 634 et. seq. 4 Graf, Romanellamemona
e nelle immagmazionm del Medio-Evo, new ed. Turin, 1915, passim.
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greater detachment from Byzantine examples. External elements,
such as large jewels, with general profusion of ornament and
conventional drape, persisted, the change being chiefly notice-
able in the proportions, which became more anatomcally correct;
the heads were made larger and more prominent, while the faces
belonged to quite another type.

In Rome more than elsewhere the mosaics preservedelements
of the Byzantine tradition, which had probably taken too firm a
hold to be completely uprooted; except, however, for a few
productions. which seem to have been made by Greeks or under
their direct influence. all the Roman mosaics and paintings of this
period demonstrate in a greater or less degree the ascendency
of the new style.

The first datable mosaic in Rome 1s that in the apse of S
Clemente, executed during the time of Pope Pascal II (rogg—
1118); here we find a curious mixture of early Christian elements
and those of a much later origin, which has led some critics to
regardit as a very old work, m which only the central partis of
the early 12th century (fig. 78).

The apseisdecorated with a multitude ot spiral wreaths in which
we find small human figures, birds and vases. Froma shell-shaped
ornament above the hand of God descends toward the Crucifix.
which grows out of an acanthus plant. On the cross-bar
eleven doves are depicted; the Lord on the Cross is represented
dead; his head 1s fallen sideways and his face wears an expression
of suffering. On either side stand the Virgin and St. John. This
group looks less archaic than the rest of the apsidal mosaic
which corresponds in styvle rather with the row of lambs below,
as thev advance from the two celestial cities toward the central
Holy [Lamb. The figures of the prophets Isaac and Jeremiah,
and the Saints Paul, Laurence, Peter and Clement, on the wall
bevond the vault, as well as the half-figures of the Lord and the
tour symbols of the Gospel-writers in medallions above, might
be called typical productions of the r2th century.

The four evangelical emblems — shown on either side of a
jewelled Cross — the two prophets, and the processions of lambs,
may be traced back to the apsidal mosaic of Sta. Maria in Tras-
tevere,a work executed during the pontificate of Popes Innocent I1
and Eugenius I which was fimshed probably about 1145 Here too
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Fig. 79. St. Peter and other figures. Mosaic, circa 1145.

Sta. Maria in Trastevere, Rome.
Photo Anderson.

the hand of the Eternal appears from a shell-shaped ornament,
but the central group of this mosaic is composed of the Lord, who
tenderly encircles with his arm the shoulder of his Mother, beside
whom he is seated on the same throne and, on the right four other
figures: St. Peter, the Popes Cornelius and Julius, and the priest
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Calepodius (fig 79) while the three on the left are Pope Calixtus,
St.Laurence and Pope Innocent II, holding the medel of the
church. Notwithstanding the richness of the ornamentation of the
Madonna’s crownand her beautifully embroidered robe, the cha-
racteristics above-mentioned are here completely predomiant.
The throne has the curiously curved back which we observed
in S. Apollinare of Ravenna, and in some late antique Roman
paintings.

A half figure of Christ, all that remains of the mosaic which
once decorated the church of S. Bartolommeo all’ Isola (1), resem-
bles that of Sta. Maria in Trastevere to such an extent that
we may attribute it to the same hand.

The apsidal mosaic of Sta. Francesca Romana, consecrated in
1161, 15 more Romanesque. Again the hand of Godis depicted
above; below, between the Apostles, Peter, Andrew, James and
John, separated one from the other by arches, the enthroned
Virgin 1s represented holding the Child, who stands on her knee
(fig. 80). All the qualities of Byzantine design are missing 1n
this mosaic, and the presence of other qualities does not entirely
make up for this deficiency. The execution 1s crude and the lines
angular, the faces and all the features seem enormous, and 1t 15
obvious that here we are further removed from the Oriental
current. Again, the back of the throne of the Virgin, who wears
a heavy jewelled diadem, 1s of the curiously curved type. An
engraving i Ciampint’s Monumenta Vetera and an old drawing
of the mosaic over the arch of this church prove to us thatit
was identical whit that of Sta. Maria in Trastevere.

The only painting which we have of the time of Pope Pascal Il
15 an ornamental frieze. This formed part of a decoration in
the church of SS. Quattro Coronati, and we know from ades-
cription previous to 1623 that the figures of King Solomo, Saints
and Popes were executed here “not in the manner of Cimabue”,
which might very well mean that they were not in the Byzantine
stvle (). We learn from the same source that the artists were
G. and C. Petrolinus.

As Pope Calixtus I consecrated the church of Sta. Maria in

"y A Munoz, Frammento di mosaico a S Bartolommeo all’ Isola in
Roma, [’Arte, 1904 p 316
(Y} Munoz, 1 restaur1 della chicsa etc der Sti. Quattro Coronati, p 63.
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Stit Francesea Romana, Rome

The Virgin and Saints, Mosaic coca 1161

F1g. 8o

Pheto Andersou,
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Cosmedin in 1123 we naturally look amongst the many, sorry
remnants of painting which are still visible, for some which might
date from his time (!). The only ones possibly of this period are
the two 1n the portico, one of which combines the Annunciation
and the Nativity, while the other represents the Virgin and Child
enthroned between two guardian angels and two — perhaps
origmally more — other figures, wearing pointed bonnets. This
last fresco may have formed part of an Adoration ot the Magi, in
which case the composition would offer some points in common
with that in S. Apollinare, Ravenna.

The fragmentary scenes formmg two rows mn the upper part
of the nave seem to me of a somewhat later date, a distinct antique
inspiration 15 noticeable 1n the forms and the drapery. Amongst
the badly damaged paintings we can still recognise the healing of
the lame man (?), the Resurrection and the Saviour in an aureole
between two seraphim.

The series of frescoes in the Cappella del Martiorologio (?),
wihch covers part ot the right-hand side of S.Paolo-fuori-le-Mura,
Rome, can be best compared with the mosaics of Sta. Francesca
Romana. The Crucifixion scene of this series of paintings 15
not unlike that tound in S. Urbano and here also 1s placed over
the door. The Saviour whose erect body 15 nailed to the Cross, 1s
represented with open eves, and alive, and seems almost to stand
on the ground. The Virgin and St. John, both too calm and com-
posed for such a scene, and two Roman soldiers with shield and
spear, stand under the Cross, while above, the sun, the moon
and a host of angels are seen on either side. The two ends of the
wall, a ittle withdrawn from the principal group, are occupied by
the figures ot SS. Peter and Paul, each standing near a palm-tree.
Thewallon our right, as we tace the door, has a procession of six
Saimnts and Apostles with inscriptions, all carrying a scroll, and
another emblem, and divided one from another by similar palm-
trees; the last figure holds the model of a church and his name, St.
Matthew with that of the preceeding one, St. Judas, is still clearly
visible. This group 15 separated by a frame from another series
of samts which also decorates this wall: these are SS. Timothy;,
Stephen, Laurence and Cesarus, all holding books, and, except

("' V' literature quoted for the older frescoes of this church,
) Reprod i Zimmermann op. ct., fig 59
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the first mentioned, all in sacerdotal vestments. Continuing, we
find a holy monk with a staff, Sancta Marcianila(?) holding a
Child, and St. Basilissa and below, completing the decoration of
the right wall, are five medallions of bishops 1n benediction, each
carrying a book. On the opposite wall again are two heads
in medallions, and above, eleven male saints, holding books,
and two female saints, all nameless; thev are separated from
one another by trees. All the frescoes are framed in ornamental
borders.

I do not think, as Mr. Zimmermann does, that we find here, an
echo of the catacomb decorations, although some connection
may be argued from the fact that, besides showing a complete
separation from the Byzantine formalism, they betray obvious
traces of knowledge —if not a direct study — of classic drapery.
This however does not prevent these figures from having a
somewhat barbaric aspect, and being of inferior quality, thus
separating them as much from the paintings in the nave of Sta.
Marnia in Cosmedin as from those of S. Giovanni m Porta [atina.

This latter very important cycle 15 considerably damaged, but
sutficient remains for us to form a high opinion of its value. As
Pope Celestine III had this church restored in r191-—098, 1t seems
almost certain 1 any case that these paintings, which are of
the end of the 12th century, date from those vears (). The scenes
represented are taken fron: the Old and New Testaments, and
form three rows on either wall; on the right, above, near the
choir, we find illustrations from the Book of Genesis, beginning
with the Creation of the World, followed by the Creation of
Adam and Eve and the histories of Cain and Abel, Abraham,
Isaac and Jacob. The second row on this side is occupied by
Gospel scenes, (?) starting with the Annunciation and continuing
with whatappears to be the Adoration of the Magi, which appears
to be followed at once by the Crucifixion. Nothing 1s visible of the
third row. On the wall opposite we find only the Lord at the age
of twelve teaching in the Temple; on the second row and the
third are some of his appearances after the Resurrection and the

(') Wilpert, op. cit., pl. 225. Cresimben:, Storia di S. Giovanni aPorta
Latina, Roma, 1716. 1" Agincourt, op. cit., pl. CV, fig. 6 and vol. VI, p. 3s5.

(*) The combination of Old and New Testament scenes on the same wall
is very unusual.
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Ascenston. The entrance wall is occupied by a representation of
the Lord seated on a rainbow and some scenes from the history
of Joachim and Anna.

The decoration of the apse has disappeared, but that of the
arch shows us the well-known composition of the Apocalyptic
Throne between the four symbols of the Evangelists and two
angels, the twenty-four Elders here genuflecting. To the left
and right are the two Saints John and the head of one Evangelist:
all that remains of four figures which were once enclosed in
frames.

The bright colouring of these works 1s as different from Byzan-
tine pamting as are the attempts at large proportions and broad
folds, obviously borrowed from classic art. A certain schema-
tism dominates the design, but it 1s based on classical and not on
Oriental forms. The anatomical drawing of the nude is clearly
inspired by ancient statuary.

The series in S. Giovanni in Porta Latina 1s closely connected
with another cycle, which, although not in Rome. I shouldlike to
mention here.,

In the hills, some miles from Ferentillo, in the region of Terni,
1s the very old abbey of St. Peter’s, whose walls are decorated
in a manner very like thatseen in S. Giovanni; and it is for this
reason that I class them rather with the Roman group than with
that of Spoleto, which developed in a somewhat different man-
ner(?). These series of frescoes, which may be shghtly older than
those of S. Giovanni in Porta Latina, occupy three rows on each
wall; but here the scenes from the Old and New Testaments are
separate, the former on the left wall, the latter on the rnght. Many
of the paintings are missing, but others are in a good state of pre-
servation, especially the beginning of the series: the Creations of

(') G. B. D¢ Rosst inthe Bollet.di Archeol Crist,1875p 55 7ikkanen,Ine
Genesismosatken von S Marco 1n Venedig und die Cottonbibel, Hel-
singfors, 1879, p 19 Descenzel, n the Bollet di Archeol. Crist . 314 series V
1880 p 56 A Schmarzow, Romische Wandgemalde de1 Abteikirche S
Pietro ber Ferentillo, Repert. f Kunstwiss . XXVIII 1906 p 391. G. G
Vitzthum,Die Malerer u Plastik des Mittelalters, Berlinigrqp 58 7" Garber.
Wirkungen der fruhchristl Gemaldezyklen etc p, 30 R.van Marle op. cit,
p. 163 The public library of Perugia possesses a Bible of the later 12t cen-
tury, the minatures of which resemble these frescoes, not only 1n composi-
tion but also 1n style
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the Universe and of Adam (fig. 81), Adam naming the animals,
(fig. 82) and the Creation of Eve; following on these are the
stories of Cain, Abel, Noah, Abraham and Isaac.

On the right wall above, the Lord was apparently represented

Fig. 81. The Creation o1 Adam, 2nd half of the XII century.
S. Pietro, near Ferentillo,

Photo Mimst Publ Istr
in glory between prophets and angels. The childhood of Christ
1s there illustrated, but of these scenes the best preserved 1s the
Adoration of the Magi. Below we find his history continued from
the Entry into Jerusalem to the Calvary; the Crucifixion as 1n
S. Urbano alla Caffarella and the Martiorologio chapel of S. Paolo-
fuori-le-Mura may have been depicted over the door.

Besides the classical inspiration which in some of these paint-
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ings — especially in the nude figures — is evenmore pronounced
than in the decoration of S. Giovanni in Porta Latina, we shall
also note here elements of Ottonan art, such as the type of the
Eternal in the Creation scenes, which 1s identical with the image
of the Saviour in the German school of the 11t century. The
Lord himself and some iconographical details belong rather to
the Byzantine tradition, of which, however, no trace 1s found n
the stvle or execution.

Some Roman works of about the same period demonstrate a
greater famihanty with the Byzantine school. The artists who
belonged to this group seem to have copied Byzantine models,
but were not really influienced in their manner by this movement;
because 1n looking at these Byzantine figures we cannot help
feeling that their authors were by no means of this school.

The mostimportant series of similar paintings in Rome adorned
the church of Sta. Croce in Gerusalemme, where they are still
preserved between the original and the present roof, but are
practically maccessible. As the church was restored by Pope
Lucws [T (1144 —43), 1t has been supposed that these pantings
were executed in 1148, simultaneously with a certan ciborium
by the brothers Giovanni, Sassone, Angelo, and Gianpaolo; but
I think this new return to Byzantine examples dates from the
last quarter of the 12th century. On the arch we find the Apoca-
Iyptic Throne between the symbols of the Evangelists, and along
the walls twenty-four medallions contain bearded figures, mostly
from the Old Testament. These images show elements of such
an exaggerated conventionality that the effect 1s almost carica-
ture. This 1s not really a Byzantine feature, but there exists in
these frescoes a curious contrast between Oriental schematism
and Latin animation of expression.

Four medallions executed 1n a similar manner will be found n
the Lateran Museum, transported thither from the demolished
church of S. Nicola in Carcere (fig. 83). Notwithstanding their in-
dubitable Byzantine inspiration, these paintings have notan Eas-
ternappearance; the spirit of the figures1s by no means Byzantine.

Outside Rome let us first mention the remains of frescoes still
visible in the abbey of Farfa in Sabine In the monastery itself
we find a fragment of the angel of the Annunciation and in the
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Fig. 82. Adam naming the Animals, 2nd half of the XII century.
S. Pietro near Ferentillo. Photo Mimist. Publ. Istr

tower remains of a Last Judgment and of an Ascension. They
are of arough schematic execution, but not really Byzantine in
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appearance. An interesting factor 1s the strong contrast be-
tween light and shade. In the oratory of S. Martino, situated
near by, ornamentalwreaths are depicted encirchng small figures
(Adam and Eve?}, and some busts are found painted in a some-
what impressionistic manner, reminding us of the Pompeian style.
The most important product of the Byzantino-Romanesque
manner 15 the decoration of the crypt of the cathedral of Anagny,
while the largest number of such works 1s to be found at Spoleto,
where a flourishing school of this style of painting seems to have
existed.
Signor Toesca, who has made a detailed study ot the crypt of
Anagni (1), calls the prin-
cipal artist of this decor-
ation on account of his
having executed a fresco
representing the transla-
tion of St. Magnus,” 1l
Maestro della Traslazi-
one”, We shall follow
his example, although
I do not agree with
this author that these
paintings were made to-
ward the muddle of the
13th century. I feel cer-

tain that they are pro- Fig. 83. The Prophet Amos, XII century.

ducts of the later 1z2th Lateran Museum, Rome,
Photo Sansarni.

century, probably of the
time of Pope Alexander III (1159-81), who lived for a long time
at Anagni, and canonized St. Thomas a Becket (1173), to whom
an entire chapel i1s dedicated. Other paintings in the same crypt
are of a later date.

The principal frescoes of the “Maestro della Traslazione” are to
be found 1n the three apsides; the left 1s adorned by the history
of the Martyrdom and Translation of St Secundus and the Virgin

) P. Toesca, Gl affreschi della cattedrale di1 Anagni, Le Gallerie Nazionali
Italiane, V, Roma, 1902, v.also Barbier de Montault,La cathédrale d’Anagni,
Ann. archéol, 1856. T. E. Stevensen, Krypta von Anagni, Rom. Quartalschr.,
1891. K. van Marle, op cit., p. 165.
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Fig 24. Legend of St. Magnus and Apocalyptic figures, 1173—81 (7).
Cathedral, Anagm

Photo Brogi.
and Child between SS. Aurelia and Noemisia. In the central apse
we find similar scenes from the hfe of St. Magnus (fig 84), as well
as some representations of miracles which he accomplished after
his death. Higher upare the twentyv-four Elders of the Apocalypse,
holding their chalices, the four symbols of the Evangelists, and
the Paschal Lamb, around which the naked figures of the martyrs
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demand vengeance, raising their arms towards the Lord, who in
either hand carries a stole to clothe their nudity (fig. 85). On the
other side the four Horsemen of the Apocalypse are depicted. Of
the series of saints which adorned the right apse only three remain.

A vault near the entrance boasts of a Zodiac and a graphic
image of the union of the elements; in a lunette below the figures

Fig. 85 Apocalyptic scene, 1173—81 (). Cathedral, Anagni.

Photo Brogi

of Hippocrates and Galenus are depicted sitting opposite each
other,with open books, and surrounded by apparatus for chemical
research (fig. 86). These two figures are of great decorative effect,
especially on account of their colouring. The first scenes illustrat-
ing the history of the Ark of the Covenant may be attributed to
the same hand; they show us how the Ark was taken by the
Philistines, who decapitated the sons of ElL.

Signor Toesca has also observed that the Byzantine elements
n these frescoes are merely external, seen chiefly 1n their grace
of outhine and their schematic draperies. As we noticed in previ-
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ous works, here again the proportions differ from those of By-
zantine art, the heads being larger; the expressions too are more
varied, the gestures more lifelike, and few of the faces belong to
the Eastern type. Some, however, such as those of the twenty-
four Elders, are more Byzantine in conception, but the monotony
of their attitudes seems strangelv opposed to their animated ex-
pressions and vivaclous gestures.

A follower of the “Master of the Translation”, but a much less
skilful painter, decorated the grotto of St. Thomas a Becket situat-
ed near by. The frescoes here, however, are very badly damaged.
In the vault there remain some fragments of scenes from the Book
of Genesis; on the back wall the Lord 1s represented with the
Madonna, St. Thomas a Becket and other saints The remaining
walls are covered with figures of apostles and saints. The crude

drawing and hard coloursform

anunpleasant contrast with the

refined products of the other

artist. The numerous works in

this style still found at Spoleto

justify us in considering 1t to

have possessed, if not a school,

at least a group of its own (}).

A point of particular interest

Fig. 86. Hippocrates and Galenus, for us in studymng the works at

1173—81. Cathedral, Anagni. Spoleto 1s that we find here a

Photo Brog.. g1ened and dated painting of the

period which we have at present under discussion. It 1s a crucifix

onwhich weread,under the feetof Christ, the name.4/berto Soti(?)

and the date MCLXXXVII. .. originally from the church of S.

Giovanni e Paolo, but now in the cathedral. For some time it was

in a chapel on the right of the entrance, but has now been placed

in the left transept. The last letter of the artist's name is not

certain, and it may even be that there is more than one letter

missing; the date also may be incomplete, but one year’s difference

1s of little importance; the great fact is that we have here anartist

and a date which enable us to make other attributions without
much risk.

(') (Sansy), Intorno ad alcune pitture anteriori al risorgimento dell’arte,
Annuario dell’ Accademia Spoletina, 1855 p. 174.
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Fig. 88. Alberto Sotio, Martyrdom of St. Thomas a Becket, SS.

Giovanni e Paolo, Spoleto.
Photo Mimst Publ. Iy,

artists had a definite aesthetic conception of the regular fall
of the folds, while in Sotio’s painting the schematic design
of the drapery interferes much less with the movements of his
figures.

In the lumber-room of the “Congregazione di Carita” of this
aty I saw a sorry fragment of a Romanesque crucifix in
which the head of the Saviour and the figure of the Virgin still
remain visible. This, I think, might be a work by the same
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artist, and it gives us a better 1dea of his bright colouring ().
The manner of Sotio becomes still more evident in the frescoes
which have been attributed to him in SS. Giovanni e Paolo,
where some paintings have recently been discovered. The scenes
on the left wall, one again representing the martyrdom of St
Thomasa Becket fig.
88), and the other
probably Salome
dancingbefore Herod
(fig. 8g), seem to be
by Sotio. Asthe Eng-
lish martyr became
very popular immedi-
atelv after his canoni-
zation,which,as Isaid
before, took place in
1173, 1t 1s Iikely that
this fresco was exe-
cuted even betfore the
crucifix of 1187 or88.
Of this scene we still
see on the left some
tragments of a person
In command, with a
body-guard of sold-
lers, seated on a
throne (*) in a ornate Fig 89. Alberto Sotio, The Dance of Salome (2]
and prettily arcaded SS. Giovanni e Paolo, Spoleto.
. . Photo Minmist Publ, Istr
church, while alittle
to the right stands a soldier, whose head is missing, holding St.
Thomas by the hand as he strikes at his head with a sword. The
saint stands behind the altar, on which his mitre. a chalice and a

i) “In the church of Sta, Maria in the Village of Valle di Nera, 1n the valley
of the same name, I saw an equally demaged crucifix, similar in all respects”.

In the Pinacoteca of Spoleto and in the church of Sta. Cristina of Caso
m the suburbs we find crucifixes of a similar arrangement to that of Sotio;
mboth the Saviouris depicted with open eyes As both are works of the 14t
century, when the Lord was never represented thus, 1t seems probable that
these are free copies of Sotio’s crucifix.

1¥) Most of this 1s covered by the figure of a female samt of the 14th century.,
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Fig. go. Alberto Sotio, Martyrdom of SS. Joha and Paul, S5 Giovannm ¢ Paolo Spoleto

Aneler on

I'hato
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book are placed. Close behind him 15 a cleric who has lost his
hand in his attempt to protect the saint. The faces are full of ex-
pression, and the gestures, although somewhat cramped by the
schematic design, are dramatic. Next to this scene the 1solated
figure of St. Nicholas of Bari is depicted in a frame; a curious
formation under his feet looks like badly drawn waves This tho-
roughly schematic decorative design, which will also be found 1n
the following fresco 15 appare ntly of Ottoman origim, for we find
the very same detail in many German mimatures of the 11th
century ().

The continuation of the frame indicates that most probably a
considerable part of the church — if not all of 1t — was
decorated by the same master. This impression 1s also confirmed
by the fact that the other fresco by the same hand 15 found at a
different height and much nearer the choir. This scene, as [ have
already said, probably represents Solome dancing before Herod,
who, adorned with a heavy crown of peculiar shape, 1s seen seated
with other personages behind a table, in front of which a female
figure with curious long sleeves dances on the _ undulated*
ground.

The most important of Sotio's works n this church adorns
the crypt where we find a fresco representing the martyrdom of
SS. John and Paul. To the left, aganst an architectural back-
ground, aking with a heavy crown 1s seated with crossed legs on
a throne, giving an order to a man near him. On the right an
executioner isinthe act of beheading one of the two martyrs, while
the other, already beheaded, lies on the ground (fig. go). In the
centre SS. John and Paul, the latter’s name being given, open
the doors of Paradise, while above 1s a bust of Christ, the head
missing. The drawing is by no means crude; the cheeks are
spotted with red, but not too markedly, each hair 1s separately
drawn on a reddish-brown background. Most of the relief is in
white, also the muscles of the legs, while the folds, full of detal,
are drawn with care. On the whole this painting 1s clearly the
work of a skilful artist, and although the figures are rather
lanky, the proportions are very good. The attitude of the king 15
realistic and the violent efforts of the executioner well expressed ;

) 117, Voge, Emne deutsche Malerschule um die Wende des ersten Jahr-
tausends, figs. 2, 3, 12, 23, 24, 29, 30 etc
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the victims are not so good. The background is partly adorned
by large white stars with four points; a wreath decorates the
inside of the arch which frames this interesting fresco. Agamn it
should be stated that although some external details may remind
us here of Byzantine art, none of these paintings belongs to that
school, the spirit of the works being entirely Western. The
expression of violence forms a curious contrast with the schematic
design The colouring, with its vellow ochre and dark red, re-
minds us of the Roman frescoes of the 11th century.

At Spoleto a most remarkable series of frescoes 1s to be tound
in the crypt of the church of S. Ansano (Y, and although frag-
mentary, various scenes may still be clearly interpreted. In the
representation of the Last Supper, taking place at a round table
on which some knives may be observed, Judas sits opposite the
Lord, and 1s in the act of recerving a piece of bread on which a
cross is marked.

The scene in which Christ 1s taken prisoner 1s less complete,
many of the figures origmally depicted have disappeared. Ot a
cyvcle of scenes, probably from the life of Isaac, a beheading
remains, in which the body 1s seen lving on the ground, the
executioner carrying the head, angels flyving from above and
tragments of faces may also be distinguished. In the central apse
Abraham 1s depicted about to sacrifice a ram, which he holds by
the horns. Above 1s the Madonna seated on a square, heavily
decorated throne, escorted by angels and one aged saint, stan-
ding on the right. On either side of this are other scenes; on
the left one person leads another by the hand, and the pre-
sence, originally, of two other figures is obvious, as fragments
of their heads and feet remain. On the right there are two figures
above which the Lordis placed, and a third carrying a cross
around which a snake is curled. Above the entry door is a row
of heads, and in an arch over a stairway which leads from the
crypt we see a Madonna and Child between two angels, perhaps
the best of all the paintings. The shadow under the eyes isin
blue; the cheeks are not patched in red, but are of a fairly good
flesh tint; the execution, however, like that of all the frescoes, 1~
very hasty. The drawing, in white with heavy black lines, 13

(Y Sansy, op it
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Fig o1. Scenes from Genesis end of XII century. S. Paolo near Spoleto.
Photo Anderson.

conspicuous; the folds are indicated by dark shading; the colou-
ring on the whole 15 dim. Bodily grace 1> not attempted, but
in the limbs, which are half in hght and half in shadow, a certain

amount of relief is aimed at.
Just outside the same town an important series of frescoes Is
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found above the sacristy of S. Paolo, in a place now more or less
used as a lumber-room of the asylum, but once forming the right
transept of the church. On the wall opposite the entrv, under an
ornamental frieze, are scenes fromthe Book of Genesis (fig. 91),
including God seated between two angels, perhaps depicting the
separation of light from dark-
ness; next to it 1s a scene prob-
ably representing God creating
the anmmmals ; below this God 1s
depicted creating Adam, and
to the right He 1s seen en-
throned between two sera-
phim, holding a globe. Divided
from these by a window are
trescoes of Adam in Paradise
surrounded by amimals and
holding a fish, and below 1s the
creation of Eve from the rnb of
Adam. The scenes are not di-
vided from one another, the
workisveryrough, heavilyout-
hned, painted largelv in green
relieved by white. The entire
left wall was covered by a Ma-
donna and Child - the upper
part of which 1s missing —
amidst twelve large figures
of the ancestors of the Virgin (?)
and prophets (fig. 92), one of
which has been replaced by a
window. They all stand in ar-
cades, the pillars of which
separate them one from another. One of the figures in a blue coat
of armour is very remarkable.

The artistic value of these is not superior to that of the smaller
scenes; the features are depicted in white on brown-coloured
flesh; the eyes are enormous. The borders of the garments are
heavily embroidered and the folds are straight, broad and faceted.

The art of the painters of Spoleto spread through Umbria, and

Fig. 92. A Prophet, end of the
XII century, S. Paolo near Spoleto.

Photo Anderson,



AND EARLY XIlIith CENTURIES. 201

I know of three other crucifixes which might be compared with
that of Alberto Sotio; two of them are to be found at Assisi, one
in the treasury of the church of S. Francesco and the other in the
convent of the Poor Clares, but visible through a grille in the
Sacrament chapel of Sta. Chiara. It was this which, according to
the legend, ordered St. Francis to rebuild a church. The third
crucifix forms part of the collection of pictures in the \'ictoriaand
Albert Museum and 1s of unknown provenance (fig. 93).
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Fig. 95. A detail of the Crucifix, school of Spoleto, end ofthe
Xl century Sta. Chiara, Assisi

Pheto Ainaun

design. All the figures are dark, with large markedly outlined

) Reprod n Faloe: Pulignam, Foligno, Bergamo 1917 p 24and 23
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eyes and straight noses. The wall below is decorated with a
pretty Romanesque design, in which proudly-stepping heraldic
lions are placed in a pattern of circles and squares () (fig. g6).

A complete absence of Byzantine elements might lead us to
believe that some frescoes in the now abandoned church of S.
Prosperojustoutside Perugia are an outcome of the Romanesque
movement; this work, however, is so artless and nnocent of
style that it is hard to attribute it to any movement at all. Of a

certaininterest, however,
15 the signature “Bon A-
micus Pictor” and the
date 1225. The artist was
charged with the decora-
tion of a chapel to the
right of the entrance of
the small church, in which
we now find several rows
of grotesque figures. A-
bove the entrance arch
Christ and the Twelve
Apostles are represented
(fig. 97), separated by the
signature beneath it from
a group of other figures;
annscription tells us that
one of them 1s Donna
Fig 96 Ornamentalfresco, 2" halfofthe XII Benedicta: next to them
century. Sta. Maria-infra-Portas. ’ .

Photo Public. Minnt Istr W€ see a samnt and a
kneeling worshipper. An ornamental border crosses the ceiling
from side to side, and on the opposite side a variety of figures 1s
represented. In the uppermost row are seven prophets, while be-
low are the following saints: Mary Magdalene, Margaret, Bridge,
Humilita, Prosperus with a worshipper, Michael, and Abra-
ham, who, with many miniature figures in his lap, represents
Paradise, while an adjacent scene depicts Hades. In a yet lower
row some of the figures are missing, but SS. Leonard, Benedict,
Nicholas and Sylvester remain in fair preservation. On the lateral

(') An ornamentation very similar to this and of the same period is to be
found in the crvpt of the cathedral of Chartres.
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walls only the figures of St. John the Baptist, St. John the Evang-
elist and an angel of the Annunciation are visible on the right
although several other names are still legible; the sole decoration
of the left wall 1s an ornamental border in imitation of a draped
curtain, which is continued round three walls of the chapel. The
painting 1s extremely rough, the colours clash, and the figures
are short and dwarfish without expression, relief, shading or
shape. Mr. Zimmerman descri-
bes this work as an interming-
ling of Romanesque and By-
zantine elements, but to me 1t
appears rather to represent the
unskilful attempts of an untrain-
ed artist, interesting chiefly 1n
the fact that 1t 1s an entirely
independent work not belong-
ing to any known school or
tendency.

In leaving Umbria and pene-
trating into Tuscany we find
some works 1 another style
and this difference encourages
us to regard the works with
wich we have been dealing as
a homogeneous‘ group, which Apostles S Prosperonear Perugia.
may be classified under the Photo Ander-on
school of Umbria, or better still perhaps, to name it after its
principal centre, the school of Spoleto.

Fig. 97. Bonamicus The Lord and

The Tuscan works of the r2th century are almost entirely
limited to crucifixes and a few other panels at Siena.

Just beyond the frontiers of Umbria we find a Romanesque
crucifix in the Gallery of Castiglione Fiorentino, originally in the
Collegiata. Itis an imposing, more thanlife-sized representation;
beneath the feet of the Saviour we see St Peter conversing with
Pilate’s servant The pronounced anatomical drawing proves it
tobe alate product of this movement. Of earlier date seems amuch
smaller one in the Pieve of Arezzo (fig. g8); the arrangement 1s
here sunilar to that ot Alb<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>