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CHAPTER L

VENICE AND THE NEIGHBOURING REGIONS (%).

If, in writing the history of the minor Italian schools of the
14th century, we begin with that of Venice, it is because, as in the
past, the City of the Lagunes took rather an unusual place in the
development of painting. We must admit, however, that it was
not a very distinguished one. Venetian painting, more than that
of any other region, remained under the domination of the Byzan-
tine tradition, The geographical situation of the city suffices to
explain this persistence, and the specimens of art that we find
along the Dalmatian coast are abundant proof of the route by
which the Byzantine style reached Venice. Nevertheless if the
city had possessed any painters of exceptional talent, it is very
probable that the Oriental domination would have disappeared
long before the 15th century; but the Venetian artists, although
skilful in technique and very capable, had little individuality.
However we cannot deny the presence of characteristics pecu-
liar to the Italian national art in almost all the pictorial pro-
ductions of Venice, and the struggle which took place between
the Byzantine and the Western elements in the rest of Italy more
than a hundred years before, is manifest in Venetian painting of
the 14th century. The Occidental form of art, however, had
acquired a different aspect. Whereas in the 13th century, we
called the current manner of painting during the transition stage,

() Zanetti, Della pittura veneziana e delle opere pubbliche de veneziani
maestri,Venezia, 1771. B. Cecchetti, Saggia, Arch. Venet., XXXIII, 1886. Caffi,
Pittore veneziani dall 1300, Arch. Venet,, XXXV, 1888, p. 57. /laZ, Les
premiers Venitiens, Paris, 1899. P. Mo/menti, | primi pittori veneziani, Ras-
segna d’'Arte, 1903, p. 129. L. Venturs, Le origini della pittura veneziana,
Venice, 1906. L. Testi, La storia della pittura veneziana, [, Bergamo, 1gog.

w I



2 VENICE AND THE NEIGHBOURING REGIONS.

the Italo-Byzantine style, in Venice during the 14th, we have to
give it another name and that which I think best describes it is
Gothico-Byzantine. It is however a Gothic element peculiar to
Venice and very different to the Northern Gothic.

There are also some Venetian productions of the 14th century
which are entirely Byzantine, at least there is no trace of Goth-
icism in them. These are not any older than the others; on the
contrary the most striking example, that of the mosaics in the
Baptistery of S. Marco, dates from about 1350, while some of
the panels are still later. There was not a great number of paint-
ers at the end of the 13th or beginning ofthe 14th century. It is
true, however, that as early as 1271,Venice had already a corpor-
ation of painters (1) and although this 1s the oldest with which
we meet in [taly, it seems to have been composed uniquely of
painter-decorators (2).

Paintings in Venice of about the year 1300 are the frescoes in
the church of the SS. Apostoli which I have already dealt with
in the first volume of this work, the crucifix on the altar in the
Chapter room of S. Marco, and in the church of St. Agnese, a
panel from a box belonging to the Blessed Juliet which was
adorned in 1297 with a figure of the saint herself and with those
of SS. Cataldus and Blasius (). Executed about the same time
and very much after the same manner, is a panel in a room over
the sacristy of the school of S. Giovanni Evangelista. It comes
from the Badoer Hospital and represents the Virgin as Orante
with the Child Jesus blessing between SS. John the Baptist,
Peter, John the Evangelist and another figure which has now
disappeared. The picture is signed: “Franciscus Pinsis ocp”,
which might very well be the signature of a certain “Francesco
pittore a S. Croce” who is mentioned in a deed of 1291 (*).

These panels however are of little importance as they do
not possess any local individuality. The first typically Venetian
painting which is of some artistic value is found in the church of
S. Donato at Murano; it represents a large figure of this saint in

() G. Monticolo, 11 capitolare dei pittori a Venezia, Nuov. Arch. Veneto,
I, p. 321. L. Testi, op. cit., p. 137.

(3 Thisis the opinion held by L. Venturi, op. cit., p. 15.

(?) P. Molmenti, Rassegna d’Arte, 1903.

(Y) L. Testi, op. cit., p. 171.
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Fig. 1. Venetian School, Relief of St. Donato, 1310, S. Donato, Murano.
Photo Alinari.

low relief and coloured and two miniature painted figures of the
donors (fig. 1).
Below to the left we read: “Corando MCCC X indicion Vil in



4 VENICE AND THE NEIGHBOURING REGIONS.

tempo de lo nobele homo miser Donato memo honora do Podesta
de Muran facta fo quest ancona de miser San Donado”.

The importance of this panel lies in the extreme fineness of the
execution, especially of the two small kneeling figures, but they
alone are not sufficient for us to be able to recognize a local style.
This work has been attributed to a certain Bartolomeo Nason ()
or Ca Naxon but it has now been ascertained that no such artist
ever existed (?); though at Murano in 1325, there was a painter
of the name of Bartolomeo di S. Stefano (3).

Among the pictures now dispersed but of which we find
mention in old descriptions of Venice (%), there was one of the
Saviour and the Virgin in the “Scuola della Nunziata dei Servi”
bearing the date 1314. Of another work of 13271, originally in the
little church of S. Sebastiano of Venice, there remains one panel,
the back of a box, which is preservedin the Cathedral of Dignano
in Istria. On it the Blessed LLeo Bembo and two of his miracles
were represented and below the inscription: “MCCCXX/ fatu
fecit hoc opus”.

The names of several artists of the first quarter of the 14th
century are found in documents {?) but of these we do not possess
any works. The few dated pictures that we have already ment-
ioned do not really belong to the Venetian school of which
Maestro Paolo is the most important figure, if not the veritable
founder.

The characteristcs of the Gothico-Byzantine school are the
outcome of an intermingling of Gothic forms and design with the
general conception and technique of Byzantine art. The elongated
forms show but rarely the hardness of outline and rigidity of the
folds of drapery of genuine Byzantine productions but display a
truly Gothic elegance,while the long folds of the drapery seem to
foreshadow that typical and almost international form of drapery
which we find at the beginning of the r5th century. On the other
hand the solemnity of the images, the dark colour of the faces

() V. Zaneiti, Guida storica di Murano, 1866.

(®) L. Testi, op. cit., p. 149.

(°) R.Fulin, Cinque testamenti di pittori ignoti del sec. XIV, Archivio
Veneto, XII, p. 130.

(Y) L. Festi, op. cit., p. 151.

(°) Idem, p. 103 note 4 and p. 131.
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— sometimes quite brown — with marked effects of chiaroscuro,
the black hair and the types of the figures in general as well as
the magnificence of the textures, frequently threaded with gold,
all connect this school with the Byzantine tradition.

The Gothico-Byzantine style seems to have made its appear-
ance in Venetian painting shortly after 1330. The earliest dated
work is the altar-piece of the Death of the Virgin at Vicenza ; it
1s a production of Maestro Paolo’s and shows the date 1333 in
the mscription. A polyptych at Piove di Sacco is probably of the
year 1334 and the panel which adorns the tomb of Francesco
Dandolo in the church della Salute of about 1340.

There is one panel still somewhat earlier; it dates from 1324
and represents the Coronation of the Virgin with eight angels
behind the back of the throne (fig. 2).

I only know this picture from the photograph from which I
judge that 1t was to be found once upon a time in Venice, but I
have never come across the original in any church or collection,
nor is it mentioned by any author who has written on theVenetian
school of this period. It is not unusual to find false signatures and
dates on old Venetian pictures and it would be very important
to find this picture again in order to establish the authenticity of
its signature; for if genuine we should have in this panel the
oldest dated monument of the Venetian school.

The earliest date that we have concerning Maestro Paolo 1s
that of 1333 which we find inscribed on his panel at Vicenza (%).
About the middle of the 17th century Count Gualdo possessed
a picture of the Death of St. Francis which was signed: “ Pau/us
Venetiis fecit hoc opus 1333” (2) but is has disappeared.

Towards the year 1335 Maestro Paolo, together with his
brother Marco who made the windows of the Frari church,
executed some designs for tapestries. In 1341 and 1346 he 1s
mentioned as inhabitant of the S. Luca quarter and in April 1345,
he, with his sons Luca and Giovanni, signed the painted cover
of the “Pala d’Oro” in S.Marco. The following year he was paid
twenty ducats for an altar-piece for the S. Niccolo chapel of the

(') The dates for this painter which have been published by divers authors
have been united together by L. Testi, op. cit., p. 187.
(%) Idem, p. 192.
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Fig. 2. Venetian School, the Coronation of the Virgin, 1323.

Photo Naya.

Palace of the Doges but this picture was destroyed by fire in 1483.

The Madonna signed by Maestro Paolo at Carpineta (near
Cesena) dates from 1347 ; of the year 1358 we possess two other
works signed by the master and his son Giovanni, the one at



CORONATION OF THE VIRGIN
By Maestro Paolo (?), Brera, Milan.

Photo Alinari,
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Sigmaringen representing the Coronation of the Virgin, the other
an allegorical picture at Stuttgart. As Marco — probably another
son — is mentioned in September 1362 as ‘“‘del fu Maestro Paolo
pittore” we can assume that his father must have died before
this date.

The authentic works of this painter are then only five in num-
ber, three of which were executed with the assistance of hissons.

The Death of the Virgin between SS. Francis and Antony of
Padua of 1333 comes originally from the church of S. Francesco
at Vicenza and after having passed through various hands, it is
now to be found in the Gallery of that town (previously no. 28
now no. 157, fig. 3). This picture is probably only part of a more
important polyptych. The frame is modern and the eight figures
of the predella as well as the eight others in the three pinnacles
are of a later date ().

The composition of the central panel is traditional; the Virgin
1s stretched on her bier with the Apostles and numerous angels
grouped behind her; in the centre the Saviour is depicted with
the small personification of His Mother’s soul in His arms. Higher
up He is seen carrying it to heaven. Each of the two lateral saints
is represented on a separate panel; one holds an open book, the
other a closed one. Below the couch of the Virgin we read:
“MCCCXXXIII Paulus de Venecits pinxit hoc opus”.

From this work we see at a glance that Paolo was greatly
dominated by the Byzantine tradition; this is specially obvious in
the schematic composition, the solemn and rather rigid attitudes,
the types, the technique of the drawing, the colour of the faces
and the gold weaving in the robe of the Saviour.There are certain
Gothic elements in the construction of the figures, especially
those of the lateral saints, and in the drapery,as may be observed
in the figures of SS. Peter and Paul who can be recognized at
the head and feet of the Virgin. But in the whole group of Gothico-
Byzantine paintings, this, I think,is the one in which the Oriental
influence is most pronounced.

I believe we should ascribe to this early stage in the evolution
of Maestro Paolo a Coronation of the Virgin in the Brera Gallery
(no. 227, plateI) which for a long time was attributed to Lorenzo

() 1 should think even later than Battista da Vicenza to whom Signor
Testi hesitatingly attributes them.
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Fig. 3. Maestro Paolo, the Death of the Virgin and saints, 1333. Gallery,
Vicenza. Photo Ist, Art, Graf,

Veneziano. Messrs. Malaguzzi Valeri and Testi hesitatingly ad-
here to this attribution (%); Cavalcaselle and Signor L. Venturi
contradict it (%, but no one has as yet ever connected this picture
with Maestro Paolo.

(") F. Malaguzzi-Valeri, Catalogo della R. Pinacoteca di Brera, Bergamo,
1908, p. 132. Testi, op. cit., p. 228.

(3) L. Venturi, op. cit., p. 28; on account of certain non-Venetian details in
the composition Signor Venturi is of opinion that the picture could not have
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Nevertheless, comparing this panel with those of the Death
of the Virgin and Coronation of the Madonna of 1358 at Sigma-
ringen, it seems to me possible that Maestro Paolo might have
been the author of this work which is the finest of the group of
Gothico-Byzantine paintings.

If this be so, the Brera picture must be of slightly later date
than the Death of the Virgin at Vicenza, because the line of the
folds is more Gothic. In the Coronation at Sigmaringen the
Oriental peculiarities are less marked — perhaps due to his
having collaborated with his son — but neither the proportions
nor the types and form of the faces have changed. The angels in
all three works are very alike.

It has been suggested that some small pictures which sur-
round another panel of the Coronation of the Virgin in the Gal-
lery of Venice (no. 21) formed part of the same polyptych as the
Coronation in the Brera, in other words the central part (the
panel in Milan) has been substituted for another representation
of the same subject which is signed by a certain “plebanus”
Stefano who will be discussed further on.

I certainly think that these small paintings (fig. 4), twenty in
number (!) are from the same hand as the Coronation in the Brera
and consequently are works of Maestro Paolo’s. The execution
is much finer than that of the panel of 1333and is very analogous
to that of the second row of scenes on the cover of the Pala
d’Oro; on the whole, however, the style is more Byzantine and
the Gothic features rare. In any case this manner of painting
does not resemble that of Lorenzo Veneziano to whose school
these panels have been ascribed (2).

In attributing these pictures to Maestro Paolo we have to

been made until towards the end of the 14th century. This is a question with
which I shall deal later on.

(1) Apart from the figures of two prophets, these panels represent on the
highest row, Pentecost, St. Francis receiving St. Clare, St. Francis breaking
with his father, the stigmatization of St. Francis, his death and the Last
Judgment. These pictures are smaller than the others and are separated one
from another by figures of the four Evangelists. The second row shows the
Infant Christ in the manger adored by the Magi, the Baptism, the Calvary
and the Crucifixion, and the third the Last Supper, the Kiss of Judas, Noli
me tangere and the Ascension.

() L. Serra, Catalogo delle R.R. Gallerie di Venezia, Venice, 1914, p. 14.
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admit that a considerable change took place in the artist’s man-
ner. This change seems actually to have occurred already in
the painting with which he adorned the cover of the altar of
S. Marco in 1344 (fig. 5) where there is clear evidence of it; but
we should not forget that the artist was assisted by his sons and,
furthermore, that the panel was entirely repainted in 1847. This

Fig. 4. Maestro Paolo and a Venetian Master of the 2nd half of the 14th century,

polyptych. Accademia, Venice,
Photo Anderson.

panel is divided into fourteen divisions the upper seven of which
contain half-length figures; the central one shows that of the dead
Christ with the Cross behind Him, on the left are depicted SS.
George,Mark and the Virgin and on the right SS. John the Evan-

(!} Note 1 of p. 11. The incidents illustrated are: St. Peter crowning
St. Mark pope, St. Mark healing the wound in the hand of the shoemaker
Anianus, the saint in prison conversing with the Saviour, St. Mark thrown
to the ground and beaten by soldiers, the body of the holy Evangelist being
brought to Venice, the relics worshipped in the basilica and the sick and
maimed around the saint’s tomb begging to be cured.
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gelist, Peter and
Nicholas. The
lower row is
composed of
seven scenes
from the life of
St. Mark (%).
The conjec-
ture that the
original aspect
of the panel was
fairly Byzantine
1s supported
by the actual ap-
pearance of SS.
Gregory, Peter
and Nicholas.
The elongated
proportions
and the drapery
of St. John
the Evangelist
rather belongto
the Gothic
tradition. It is
much more dif-
ficult to imagine
what the scenes
on the second
row must have
been before
the restoration
whichhasgreat-
ly changed the
details, leaving,
however, the
composition

Photo Alinari.

Fig. 5. Maestro Paolo and his Sons, Cover of the Pala d'Oro, 1344. S. Marco, Venice.

() See note on
p. 10.



12 VENICE AND THE NEIGHBOURING REGIONS.

andthe architecture probably much as they were.Below the first
panel on the left the date: “MCCCXLV MS Aplis Die XXII”
is inscribed and on the second picture from the right we read:
“Mgr. Paulus cu Luca et, Johe Fili's suis pinxerut hoc opus”

In his Madonna in the church of Carpineta near Cesena,
Maestro Paolo created a type which was to be widely dissemin-
ated in Venice (1). The Virgin sits on rather an elaborate throne
over the back of which appear six angels; she holds the Child
standing on her knee. The appearance of the Madonna is not
dissimilar to that in the Coronation of the Brera andin the picture
at Sigmaringen; the faces in particular are alike and the same
amount of Byzantinism is present in all three. Below in the
centre of the panel of Carpineta the artist has signed: “Paulus
De Veneciis pinxit MCCCXLVII.

The attitudes of the principal figures in the Coronation of the
Virgin in the Museum of Sigmaringen (fig. 6) (%) which it appears
came originally from Ravenna, are identical with those in the
panel of the Brera. The fall of the draperies and the form of the
crowns are also remarkably alike in these two works. Since the
cloaks are entirely repainted we cannot exclude the possibility
that they too originally showed an ornamental design. This orna-
mentation, however, is visible on the revers of the cloaks which
leads one to think that the outer surfaces were not also adorned
in this manner for the revers in the panel of the Brera are plain,
and Maestro Paolo then probably imagined these cloaks plamn on
one side and figured on the other. In both cases the sun and the
moon are depicted at the feet of the Saviour and the Virgin but
only the feet of the former are visible. Again in both we see an
angel at either side holding a little organ of Gothic design, and a
large group of angels playing on musical instruments behind the
throne; the thrones, however, in no way resemble; the motifinthe
border of the back of the one in Sigmaringen is borrowed from
Arabic characters.

Although Venetian painting of the Trecento abounds in Coro-
nations of the Virgin, there 1s not another instance of such a

(1} #. Harck, Quadri italiani nelle gallerie privati di Germania, Arch, Stor.
dell’ Arte, 1803, p. 388.

() G. Gigli, Per un quadro di Paolo di Venezia, Rassegna d’Arte, 1908, p.
182. L. Testi, op. cit., pp. 534—535.
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Fig. 6. Maestro Paolo, the Coronation of the Virgin, 1347. Gallery,
Sigmaringen.
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striking resemblance. It is, however, very clear that in the latter
the artist is less inspired by the Byzantine style; this is evident
in the technique of the faces which besides are much less dark,
and in the generally less austere spirit of the whole work. The
signature at the foot of the picture runs: “MCCCLVIII Paulus
cum Johaninus eru filin prsevut hoc op”.

It is quite probable that the change in this artist’s style is due
to the collaboration of his son Giovannino but perhaps a certain
evolution towards an Occidental supremacy took place in Maes-
tro Paolo’s own art. All the same I cannot admit that Paolo, the
same year that he executed the Coronation of Sigmaringen
also painted the panel at Stuttgart and as this work is again
signed by the father and the son, I think the latter must have
executed the greater part of it.

The picture illustrates the legend of Ottavianus Augustus
whom, on account of his great beauty, the senators desired to in-
clude among the divinities adored in the sacred chants, but
Octavian,on consulting the sibyl Tiburtina,is shown an image
of the Virgin and Child in a circle of gold (%). The principal part
of the composition 1s a medallion of the Madonna. Below on
either side, the background isfilled in with elaborate architecture;
in the centre a fountain, supported by three nude figures, shows
the inscription: “Fons acque in liquorum dei versus est; qua
Christus di Maria Virgine natus est”. The building on the right
1s the temple from which the heathens flee, while within the
statues fall over and break; the building on the left is the palace
of Octavian who is seen looking up at the vision shown him by
the sibyl. The signature is inscribed on the fountain, it runs:
“MCCCLVIII Paulus cum filio . . ..”. Cavalcaselle believed the
picture to be by Maestro Paolo but doubted the authenticity of
the signature which seems to be quite genuine. I must admit that
if I were not certain of the signature, it would not have been
difficult to convince me that the picture was by another artist.
The Virgin and Child have but little in common with Paolo’s

() Leggenda Aurea, cap. VI, La Nativité de N.S. Jésus Christ. 4. Graf,
Roma nelle memorie e nelle immaginazione del Medio-Evo (Ristampa),
Turin, 1915, p.247. Loeser, I quadri italiani della Galleria di Stoccarda, L’ Arte,
1899, p. 172. Testi, op. cit., p. 198. L, Venturi, op. cit., p. 21, 4. Venturi, Una
rappresentazione della leggenda Augusto, Ausonia, I, 1906, p. 93.
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other works; there is no trace of Byzantinism to be found in them
and there can be no doubt that this part was left entirely to the
son. The architecture too is very different, so also the fountain
which suggests to our minds the reminiscences of classical artso
frequently met with in Giotto’s works. Only the small figures in
the lower part of the picture show a fairly strong resemblance
to what we find in Maestro Paolo’s other works; the technique
of the faces1s especially Byzantine.

Signor Testi finds that Signor Moschetti exaggerates the im-
portance of Maestro Paolo when he says that it is to him we owe
the start and early perfection of Venetian art.This, however, to
a certain extent is almost incontestable. The only question which
might arise 1s whether there did not exist other artists just as
important as Paolo but whose names have not come down to us.

This does not seem probable. Maestro Paolo was almost cer-
tainly the first painter of that period in Venice, and we have
already seen that the oldest certain dated work of that school of
Venetian painting which we call the Gothico-Byzantine, is from
his hand. Besides this, the entire school whose members apart
from Caterino and Donato,are anonymous, is chiefly inspired by
Maestro Paolo, and that it owes its existence and characteristics
largely to him is consequently almost certain. The rather harsh
judgment of Cavalcaselle, Molmenti (1) and other lovers of the
Venetian school of the 15th century is easily explained by the
wide difference in tendency and in artistic manifestation which
existed between these early artists of the Lagunes and the
geniuses of the Renaissance; but once we admire the primitive
productions of other schools there is no reason why we should
not appreciate those of Maestro Paolo and his group of followers.

It 1s obvious that the Venetian, more than any other school of
the Trecento, was dominated by the Byzantine tradition, and to
whatextent Maestro Paolo himselftried to free it from this yokeis
difficult to say. The authentic works dated and executed entirely
by the master’s own hand are only two in number, the Death of
the Virgin of 1333 and the Madonna at Carpineta of 1347. In
comparing them, we cannot admit any diminution of the Byzan-
tine influence; perhaps he made no attempt to reduce it.

() P. Molmenti, La peinture vénitienne, trans. by M. J. de Crozals, Flo-
rence, 1904, p. 8, says “Maitre Paul est informe”.
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On the other hand, it would be unjust to pretend that his works
do not contain other elements, because in the structure of the
bodies and the drapery there are traces of a thoroughly Northern
Gothicism which probably reached Venice directly from the
North, from Germany, in fact.

Insome of the small scenes on the lid of the Pala d’Oro and the
altar-piece (no.2r1) in the Gallery of Venice, there are certain
details which are reminiscent of Giotto. Besides, when Maestro
Paolo executed them, Giotto’s frescoes at Padua, almost at the
gates of Venice, were already thirty or forty years old; naturally
Maestro Paolo knew them and considering Giotto’s universal
fame had probably studied them. From here no doubt originate
the interiors seen in section such as we find in the small scenes
of the panels in S. Marco and the Gallery. They are conceived
in exactly the same way as in the works of the great Florentine,
for the buildings in which the events should take place form the
background. We can no doubt also ascribe to a Giottesque in-
fluence, the tragic action which is rendered in a manner very
superior to what one would expect from an artist purely inspired
by the Byzantines. Signor L. Venturi thinks that the panel in the
Venice Gallery must have been executed towards the end of the
14th century on account of the presence of certain details which
he believes were only introduced into the Venetian school at this
moment. Among them he quotes the Giottesque iconography
of the scenes from the life of St. Francis. But before agreeing
with this, we must first of all prove that Giotto really introduced
important innovations in the representations of the legend of
St.Francis — and this seems very doubtful if we compare his
frescoes in the Upper Church at Assisi with the 13th century
series in the nave of the Lower Church and if we consider with
what fidelity to old iconographical traditions Giotto depicted
scenes from the Evangel — and secondly, if this be so, a reason
should be given why these images remained unknown in Venice
until almost a century after Giotto represented them at Assisi.

Therefore, I see no reason to suppose that the altar-piece in
the Accademia of Venice should be posterior to the date of
Maestro Paolo’s activity, and I am of opinion that we are right
in ascribing it to this artist. Asin all his other works, here too,
we find certain Gothic elements intermingling with a Byzantine
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foundation, and as in the panels with small scenes, a Giottesque
influence can be observed in the composition.

Maestro Paolo’s numerous pupils must remain anonymous;
the only disciple mentioned in the documents is called Niccolo
da Zara (*) and none of his works are known.

The oldest painting which shows some connection with Paolo’s.
art 1s —apart from the Coronation of the Virgin of 1324, which 1s
probably earlier but only known from the photograph — a panel
in the sacristy of the church of Piove diSacco (province of Padua).

Pinton, who was the first to publish it(2), states that the inscrip-
tion ran: *‘Mag. Paulinus 1332 pic.d. Venec:”, but this signature
has since disappeared and as the chapel which it adorns was
built only in 1334, there must be some mistake, more especially
as 1t is difficult to believe that it can be a work from the master’s
own hand. It represents the enthroned Virgin with two small
devotees at her feet and at the sides SS. Clare, James Minor,
Martin, Thomas, Ursula and Francis. Of the pinnacles, there only
remain the Virgin and angel of the Annunciation and a bust ot
the dead Christ between two small figures of saints. These latter
panels are considerably repainted and the others much damaged.
TheVirgin,however,possesses a certain charm and seems of finer
execution than theother figures. The coloursare Byzantinebutthe
long elegant figures seem to be modelled on Gothic proportions.

Chronologically we now come to the picture in the form of a
lunette which originally adorned the tomb of Doge Francesco
Dandolo in one of the sacristies of Sta. Maria della Salute,Venice
(fig. D).

The Virgin sits on rather a low seat, the background being
formed by a curtain held up by four angels. The Child Christ
blesses the Doge who kneels on the left apparently presented by
St. Francis who seems full of solicitude for his protégé. The
Virgin turns towards the Doge’s wife who kneels on the right
and behind whom stands the protecting figure of St. Elizabeth,
forming a pendant to St. Francis on the other side. This is a

(Y) R. Fulin, op. cit,

(%) Nuovo Arch. Veneto, 1891, vol. I, p. 77.

(®) There is a project to reconstruct this tomb in the Frari church, v.
Venezia studi di arte e storia e cura della Direzione del museo Correr, Milan,
Rome, 1920, p. 270.

v 2
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Fig. 7. Venetian School, Madonna, saint and adorers, 1339. Sta, Maria della
Salute, Venice,
Photo Alinari,
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composition which persisted in Venice for several hundred years.
The death of Francesco Dandolo which occurred in 1339 enables
us to date this picture with precision. The spirit of the work is
slightly less Byzantine than that of Paolo’s own productions,
nevertheless the type of the angels and the technique of the
faces, with their hard design and marked contrast of light and
brown shadows, closely connects this artist with the founder of
the school, as do also the decorative details.

I think this picture, as well as the previous one, shows a fairly
strong resemblance to a small group of four paintings, three of
which Signor Testi has already classified together. They are a
Madonna in the Louvre, a polyptych at Chioggia and an altar-
piece in the Cathedral of Pirano in Istria, and to them I think
should be added a polyptych in the Museum of Lecce (Apulia).

Atthefootofthe central panel of the polyptych (fig. 8) in the Ora-
tory of S. Martino at Chioggia, we find the date: “MCCCXLVIIII
MS JULI...” (%). This altar-piece no longer possesses its original
form, the various panels having been dismounted and reunited
in quite another manner, while others, of more recent date have
been added. The principal figure is the Virgin holding the Child
Jesus on her knee; He is in the act of receiving a banner sur-
mounted by a cross from one of the two figures of aconfraternity
who kneel below. The lateral panels show the images of SS.
Peter, who carries a staff instead of his traditional keys, John
the Baptist, John the Evangelist and Paul. The half-length figures
in the predella are those of the Magdalene, SS. Dominic, Martin,
Agnes and Julian. Over the central panel there is a sculpture of
later date of St. Martin on horseback and the beggar, and at
either side four scenes from the life of the titular saint (fig. ).
Still higher we see the Saviour on the Cross between the Virgin
and St. John and over it the bust of an Evangelist; between this
part and two other scenes from the life of St. Martin which are
depicted at either side, there are two figures of angels dating
from the 16th century.

The connection between this artist and Maestro Paolo 1s ob-
vious. It is not only the type of the Madonna that is analogous,
but we find here the same Byzantine spirit and similar colours

(1) L. Testi, op. cit., p. 202, from the few remaining fragments, completes
the inscription fu fafta quest opera.
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Fig. 8. The Master of the Pirano altar-piece, polyptych. Oratory of
S. Martino, Chioggia.

Photo Alinari.

and technique. The differences between this painter and Maestro
Paolo consist in the exaggerated length of the figures at either
side of the Virgin, the vivacity of the Infant Christ, which is quite
a characteristic of this master, and the poorness of composition
and architecture which, however, in one instance (the saint lying
on his couch) corresponds in form with what we found in one
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Fig. 9. The Master of the Pirano altar-piece, polyptych. Oratory of

S. Martino, Chioggia. Photo Alinari.

of Maestro Paolo’s works. All the same, it can be said that in
general the compositions of the Master of Chioggio are more
Oriental than Maestro Paolo’s.

The chief feature which induces us to associate the panel on
Francesco Dandolo’s tomb and the polyptych at Chioggia is the
animation of the Infant Christ; the same is the case for the polyp-
tych at Piove di Sacco which shows, besides, the same attenuated
proportions of the figures. The resemblance is much less marked



Fig. 10. The Master of the Pirano altar-piece, Madonna. Louvre.
Photo Braun.
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between this last polyptych and the one at Lecce; the form and
decoration of the frame are also somewhat different. The greater
part of the frame of the picture at Chioggia is missing, but from
the few remaining pieces and the traces of it on the panels, one
can suppose that it was very similar to that surrounding the panel
at Lecce. The polyptych in the sacristy at Pirano has a slightly
different frame and one in a good state of preservation (%). Here
again the centre is formed by a figure of the Virgin seated on a
throne behind which two angels hold a curtain. The agitated
Child is held in His Mother s arms and at either side are four
very elongated figures of saints.

Comparing the Madonna of this polyptych with the one in the
Louvre (no. 1541, fig. 10), which 1s there attributed to Stefano
Veneziano, it 1s very evident that they are by one and the same
artist. The chief points of difference are the absence of the angels
in the background and a slight change in the attitude of the Child,
Who, however, has the same lively appearance.In the right-hand
lower corner we see the date “MCCCLII] M OT” (October).
This panel originally formed the central part of a triptych the
wing sof which were sent to the Museums of Toulouse and Ajac-
cio in 1876; they showed St. Antony with St. Bartholomew and
the Baptist with St. Francis (?).

A point which differentiates the Madonna of the polyptych at
Lecce(fig. 11) from the other images is the absence of the Virgin's
crown, and in this the picture resembles the altar-piece at Piove
di Sacco (%). The Madonna at Lecce is depicted nursing the Child
Who seems very intent on his little task. Again four saints are
seen at either side and as in the polyptych at Chioggia their
names are inscribed above; at Pirano the inscriptions were below.
Above each lateral panel is a smaller one containing a bust of a
saint; the one over the Madonna is missing. The marked resem-

(1) Caprin, L’Istria nobilissima, Part I, p. 58. T/e Same, L’Istria e la Dal-
mazia, Bergamo, p. 36.

(%) S. de Ricci, Description raisonnée des peintures du Louvre, I, Paris,
1913, p. 146. H. Rachon, Le musée de Toulouse, Toulouse, 1906, p. 38.
P. Perdrizet et R. Jean, La Galerie Campana et les musées francais, Bor-
deaux, 1907, p. 32. Cavalcaselle read the date as 1334.

(%} This polyptych has been attributed to Jacobello del Fiore: O. Valentin,
Di un polittico di Jacobello del Floro esistente in Lecce, Bolletino d’Arte del
Ministero della Pubbl. Istr., July 1913. M. Sal/mi,L’Arte, 1919, p. 162.
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Fig. 11. The Master of the Pirano altar-piece, polyptych. Museum, Lecce.
Photo Minist. del. Pubbl. Istr.
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blance which exists between the lateral figures of this polyptych
— especially the two nearest the Virgin — and those at Pirano,
not only in their attenuated from but also in their hard ascetic
aspect,1s sufficient to confirm our supposition that they are from
the same hand.

Although a certain number of individual characteristics,
among them the attenuation of his figures, reveals the “Master
of Chioggia’s” independence, the most important factor in his
painting is the influence of Maestro Paolo, whose most faithful
pupil we can certainly consider him to be. There are few details
which differentiate his art from that of Byzantium,but the vi-
vacity of the Child Jesus is one so opposed to the Oriental spirit
that in this alone the “Master of Chioggia” is slightly more
Italian than Maestro Paolo with whom he was almost contem-
porary. I see no reason for dating the polyptych of Pirano as
late as 1372, as Signor Testi has done(?).

The most important of the other works which manifest a con-
nection with Maestro Paolo’s art is the triptych in the Museum of
Trieste, which Signor L. Venturi has already judiciously classi-
fied among the works which reflect this master’s influence
(figs. 12, 13 and 14) (¥).

The principal part of this picture is divided into six rows,each
of six scenes, thirty-three of them illustrating the history of the
Saviour from the Annunciation to the Ascension, the other three
the death of the Virgin, the death of St. Clare and St. Francis
receiving the stigmata. It is curious to note that between the
Calvary and the Crucifixion, the head of the Redeemer repre-
sented against a cloth is symbolic of St. Veronica having wiped
His face and the miracle which resulted thereof. On the inner
surface of each of the wings there are three divisions, slightly
larger than the central ones, showing figures of saints. Apart
from the isolated images, we find the representation of an event,
perhaps the confirmation of the order of the Poor Clares. A saint
1s depicted on the outer surface of each of the wings of the
triptych. The picture comes from the convent of the Poor Clares.

The author of this beautiful work was even more dominated

() L. Testi, op. cit., p, 234.
(% G.Caprin, Il Trecento a Trieste, Trieste, 1897. T/e same, Trieste, Ber-
gamo, 1907, p. 50.
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Fig. 12. Venetian School, Scenes from the Life of Christ, 1st half of the
14th century. Museo Civico, Trieste.

Photo Alinari,
by the Byzantine style than Maestro Paolo himself. The compo-
sitions, types, attitudes, expressions and gestures are reminiscent
before all of the miniaturists whose productions we find in
Greek manuscripts of the 11th and 12th centuries. This is espe-
cially the case for the thirty-six scenes of the central panel among
which we also observe traces of Giottesque backgrounds and
architecture similar to what we found in some of Maestro



=

VENICE AND THE NEIGHBOURING REGIONS. 27

Fig. 13. Venetian School, Scenes from the Life of Christ, 15t half of the
14th century. Museo Civico, Trieste. Photo Alinari.

Paolo’s works. In the larger figures it 1s clear that we are dealing
with a Venetian interpretation of Byzantine art.

There can be no doubt that Donato tried to imitate Maestro
Paolo’s art, but as the only work of his that has come down to
us was executed in collaboration with Caterino, we shall discuss
him together with this latter artist whose paintings belong to the
transition manner.
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Fig. 14. Venetian School, Saints, 15t half of the 14t century. Museo Civico,
Trieste. Photo Alinari,



VENICE AND THE NEIGHBOURING REGIONS. 29

Among the anonymous works of the school of Maestro Paolo,
a panel of the Coronation of the Virgin in the author’s collection
might still be mentioned (fig. 15). The composition is unusual,
because not only are the figures in inverse order to the usual
arrangement but rather a fantastic image of God the Father,
placing a hand on each of the nimbi of the Saviourand the Virgin,
is depicted behind. The folds of the draperies fall in fine Gothic
lines and the decorative details are minutely executed. In different
churches inVenice we find some other works which can be class-
ed with this Coronation of the Virgin; they are a polyptych,
(repainted 1n 1756) of the Virgin with saints, in the sacristy of
S. Silvestro; a Madonna in prayer in which Paolo’s influence is
faint, in the sacristy of S. Trovaro; a similar panelin S. Francesco
allaVigna; an image of the Saviour in S. Samuele; and at Murano
a polyptych of the Death of the Virgin and saints.

With this same group can be included two panels, eachshowing
two figures of saints, in the Correr Museum (!); a very fine little
panel of a polyptych representing St. Catherine, from the Earl of
Southesk’s collection, which is exposed in the Edinburgh Pic-
ture Gallery where it was ascribed to Bartolo di Fredi; fourteen
1solated figures from a polyptych — the Madonna and saints —
in the Museum of Poitiers (nos. 186 and 187) of a coarser execu-
tion and slightly later date,and afairly large number of half-length
figures of the Virgin that belong to different private collectors.
The Venetian “Madonari” continued for some hundreds of years
to reproduce the same image (3).

(") L. Testi, op cit., pp. 159 and 167, classifies with this group a panel of the
Virgin and Child between the Baptist ard St. James Major with a half-length
figure of the dead Saviour above, in the Accademia of Venice (no. 6). Itis
however the production of a late artist of the second half of the 15th century
who worked largely after the Byzantine manner.

(* The following productions of this current might still be mentioned: two
figures of Evangelists in the Storeroom of the Vatican Gallery (nos. 163-164),
executed rather after the manner of Maestro Paolo; a polyptych in the same
place (no. 122) showing the Virgin and six saints all separately framed, the
work of a provincial artist; four fine half-length figures of saints that I saw
for sale in Rome a short time ago; they closely approach Maestro Paolo’s
manner but the drapery is more Gothic; while a few years ago an art-dealer
in Paris had a panel with three half-length figures of saints, two of whom
held a book, the third bestowing a blessing after the Greek manner, a good
early Venetian production, showing a strong Byzantine influence.



Fig r15. School of Maestro Paolo, the Coronation of the Virgin, The Author's
Collection.
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Fig. 16. The Baptism of the Lord and prophets, mosaic, 13421—355. The
Baptistery, S. Marco, Venice.
Photo Alinari,

Before passing to that group of painters which occupies the
transition period between the Gothico-Byzantine and a newer
form of art, I should like to mention a few works in which the
Gothic or Western element is almost entirely absent, and which,
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from their appearance might make us think that they were pro-
duced in Byzantium itself.

The tendency towards this more purely Oriental style of
painting seems to have coincided with the execution of the mosaics
in the baptistery adjoining the basilica of S. Marco which were
made between 1342 and 1355 by order of Doge Andrea Dandolo
who governed the city during these years (*).

The dome of the baptistery is adorned with an image of the
Redeemer, Who sends His Apostles forth to preach and baptize
in the different parts of the world; the four Doctors of the Church
are depicted on the pendentives, and at the sides of the windows,
seven scenes from the life of St. John the Baptist (fig. 16) and the
Crucifixion, in which the kneeling figures of the Doge as donor,
his chancellor Caresini and an unidentified person are represent-
ed. In that part which serves as entrance to the chapel we see,
above, Christ surrounded by prophets and, on the walls, Herod
sending forth the Wise Men, the Adoration of the Magi, the
Flight into Egypt and the Massacre of the Innocents (fig. 17).

Of all the works of this group, these mosaics are the most
purely Byzantine. With the exception of the Latin inscriptions,
there is nothing whatsoever in this decoration to reveal its Oc-
cidental origin, and what is particularly strange is thatthe artists
do not manifest a familiarity with the austere and primitive form
of Byzantine art but with that rather decadent manner of which
the weakness of form, exaggerated rigidity and abundance of
detail characterize the contemporary productions of this art in
the Orient. Therefore I see no reason to believe, as many do, that
these mosaics were executed by Venetian artists. Even admitting
that the Venetians had a thoroughly Byzantine training, I find it
hardly possible to accept this hypothesis.

I do acknowledge, however, that the mosaics of the St. Isidore
chapel in the North transept, although.an imitation of Byzantine
productions, possess certain Italian peculiarites. It was also
Doge Andrea Dandolo who ordered the ornamentation of this
chapel, whither he had transported the relics of the saint which
had been discovered in 1342. I am not of M. Diehl’s opinion that

(") P. Saccardo, Les mosaiques de St. Marc a Venise, Venice, 1897,
p. 136.
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this chapel is
“entirely de-
corated in the
Gilottesque
style” (%), but
it 1s never-
theless true
that in com-
paring these
mosaics with
those of the
Baptistery,
we observe
that the com-
positions are
more natural
and more
dramatic, the
backgrounds
more elabo-
rate and the
forms and ex-
pressions less
hard. The
scenes here
illustrate in-
cidents from
the life of the
saint,the tran-
sporting of his
relics first to
Venice and
then to this
chapel.

Photo Alinari.

() Ch. Diehl,
Manuel d’Art
byzantin, Paris,
1910, p. 5I0.

Fig. 17. The Flight into Egypt and the Massacre of the Innocents, mosaic, 1342 —1355. The Baptistery, S. Marco, Venice.

v 3
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Fig. 18. Veneto-Byzantine School, St. Andrew, 2nd half of the 14th century.
Correr Museum, Venice, Photo Ist. Art. Graf.

This return to mosaic decoration in Venice seems to have in-
fluenced the painters to imitate the technique of that art. It is
difficult, however, to date with any precision the productions in
which this archaism is voluntary. The most characteristic works
of this tendency are two half-length figures of SS. John the
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Evangelist and Andrew (fig. 18) in the Correr Museum (nos. 7
and 8) (*) of which the former bears the false signature: ““ Giovanns
de Venetiafece MCCLXXXI”. The curious contoursanddeline-
ation of each feature in the faces provide us with sufficient proof
that the painter imitated mosaics, but on the other hand these two
panels show so much difference to the other pictorial produc-
tions of the Trecento in Venice that we can certainly not base on
them alone the argument that all Venetian primitive painting de-
rives from mosaics. Executed much in the same manner as the two
saints in the Correr Museum is a head of St. Mark in the Brera
Gallery, Milan; it is dated MCCCLIV, but on account of certain
details which seem to reveal aknowledge of 15th century painting,
Signor L. Venturi thinks that possibly a C is missing (2).

The influence of the mosaic technique is more evident in two
figures of saints — SS. Andrew and John the Baptist — in the
National Gallery, Rome, probably to be transferred to thatin the
Palazzo Venezia (fig. 19), although the elongated forms indicate
a certain familiarity with the art of the “Master of Chioggia”
or of Lorenzo Veneziano, who will be dealt with later on, and to
whom this work has been wrongly attributed.

Another little group is formed by those paintings which, al-
though notin any way imitating the mosaics, show none of those
Gothic effects which characterize the works of Maestro Paolo and
his followers. These paintings then are thoroughly Byzantine and
can only be distinguished from Italo-Byzantine productions of
the previous century by a more advanced stage of evolution of
some of the details of this category; we can make a sub-division
which would comprise those panels in which the figures are large
and amply draped and the proportions and attitudes majestic.

A Crucifixion in the Correr Museum (no. 10) shows these
peculiarities; the Virgin and St. John are depicted under the Cross
and SS. Andrew, Augustine, Catherine and Nicholas at the sides.
Two other panels of this group are found in the Ravenna Mu-
seum; one is a Crucifixion, similar in composition to the previous
one, the other a representation of the Trinity amidst ten figures
of saints. Not long ago I saw at a Parisian art-dealer’s, three

(Y) Asthis chapter was written before the Correr Museum was transferred
to its new site, the numbers here mentioned are those ot the old catalogue.
() L. Venturi, op. cit., p. 50.
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Fig. 19. Veneto-Byzantine School, SS. Andrew and John the Baptist,
2nd half of the 14th century. National Gallery, Rome.
Photo Anderson.
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panels in this manner; one of them which represented the Last
Judgment has lately been acquired by the Museum of Worcester
U.S.A. (1. Here the Saviour in glory, surrounded by angels, the
Virgin and St. John, stretches forth His hand towards the saved

Fig. 20. Byzantine School executed in Venice, Saints, 15t half of the
14th century.
while below the wicked are depicted. The other two showed
each four figures of saints (fig. 20).

A certain number of paintings reveal only the peculiarities of
Byzantine works and the fact that they are Venetian in origin
can but faintly be discerned in some unimportant details. The
name of one of the artists of such works is known to us through

() It was published as a 13*h century painting from Central Italy by
R. Hennicker-Steaton. An Italo-Byzantine panel, Artin America, 1924, p. 76.



38 VENICE AND THE NEIGHBOURING REGIONS.

a signed picture. It 1s Gulielmus whose panel in the church of Sta.
Maria at Castelnuovo, near Recanati, in The Marches, shows the
Virgin enthroned in the centre, her crown supported by twolittle
angels while two miniature devotees kneel ather feet; two saints,
one above the other, are depicted at the sides, they are SS. John
the Baptist, Antony, Andrew and Christopher (1). At the foot of
the throne we read: “MCCCLXXX/I del Mexe De Marco a di
vi fe far S. Andrea de Cholugo citadinde Venexia questo lavorier
Gulielmus pinxit’.

A panel showing the same composition is preserved in the
church of S. Niccolo at Piove di Sacco (prov. of Padua); the saints
here are the Baptist, SS. Martin, Nicholas and Francis. A frag-
ment of the signature 1s still visible, it runs: “. .. selmuit de Veneci
pinxit hoc opus”. The quality of the painting 1s slightly superior
to that of the one at Castelnuovo (?) whichis rather a vulgar work
and one not easily distinguished from the panels contempora-
neously executed in Greece; the types of the Virgin and Child as
well as of the saints, the design and the colour belong to the deca-
dence of Byzantine art. For this reason it seems to me inexact to
classify Gulielmus as a retrograde Venetian artist; never before
in Venice was any painter so absolutely Byzantine. Artists of the
name of Guglielmus are mentioned in Venetian documents of 1352,
1364 and 1367 (%). A Venetian painting of a slightly less Byzan-
tine aspect is a triptych in the Gallery of Parma (no. 458) showing
in the centre, above, the Crucifixion with a fairly large gathering
under the Cross, and below, a half-length figure of the Virgin
with the Child, while in the wings are depicted the Annunciation,
the Assumption of Mary Magdalene and some figures of saints.
It is not a work of very greatimportance and dates probably from
about 1360 or 1370.

Five little panels in the Gallery of Pesaro are of much finer
quality; they represent Joachim driven from the Temple, the
Meeting at the Golden Gate, the Nativity of the Virgin, the Pres-
entation of the Virgin in the Temple and her Marriage (4). The

(1) Colasanti, ’Arte, X, 1907, p. 409.
(3) Zesti, op cit., p. 177.
(®) Testi,op cit., p.178.
(¥} L. Serra,in his guide to the Museum of Pesaro (1920), p. 12, apparently
considers them to be Italian works of the beginning of the 14'hcentury.
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fineness of the technique of these panels is reminiscent of Duccio’s
art but they are more Byzantine in style; even the inscriptions
are in Greek.Had it not been for one or two details which betray
the artist’s Occidental temperament, one might almost have be-
lieved them to have been executed by a Greek miniaturist. In the
composition of the Meeting at the Golden Gate, he seems to fol-
low Giotto and expresses the same tenderness between husband
and wife as did the great Florentine; this manifestation of affection
does not at all conform to the austere spirit of the Byzantine
school. These little pictures were no doubt executed in the first
half, probably the second quarter, of the 14th century. A panel
of St. Jerome with the lion in the National Gallery, London
(no 3543), is a slightly later production of the same current.

D’'Agincourt(*) and Rosini(?) both reproduce pictures which
seem to have been Venetian productions made under a strong
Byzantine influence, but from the plates we are unable to make
any critical comparison.

In the history of Venetian painting, Lorenzo does not actually
belong to the transition, but he seems to me to have been the
painter whose influence broughtabout the change which occured
in the greater part of the Venetian school after the death of
Maestro Paolo; this change consisting in the gradual disappear-
ance of the Byzantine elements.

The data we have concerning Lorenzo are chiefly to be found
in the inscriptions of his various works. The earliest of these
has disappeared; it was the inscription “MCCCLV]I hoc opus
Laurentius pinxit” on a picture which Maffei, the historian of
Verona, in his “Verona Illustrata”, tells us belonged to him and
we can have complete confidence in the statement of this talented
writer. Signed works, dating from 1357 and 13359, are found in
the Gallery of Venice. A Madonna of 1361 is conserved in the
Museum of Padua, and a polyptych of 1366 in the Cathedral of
Vicenza.

The Correr Museum possesses a signed panel of 1369 (1370);

() G. B. L. G. Seroux d’ Agincourt, Storia dell’ Arte dimostrata coi monu-
menti (trans. from French), Prato, 1826 etc., Pittura, pls. LXXXV, LXXXVI,
LXXXVIIL

(3) G. Rosini, Storia della pittura italiana, Pisa, 1839 etc, pl. CXII.
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the date 1371 is inscribed at the foot of an unsigned panel in the
Accademia of Venice; two figures of saints from a polyptych in
the same collection also show this date, and lastly the Madonna
in the Louvre bears the date 1372.

Fig. 21. Gulielmus, Madonna and saints, 1382. Sta. Maria at Castelnuovo,
Recanati. Photo Minist. del, Pubbl. Istr.

To these dates which we find or once found on the artist’s
works, we can add some others which, however, areless certain.
Malvasia in his ‘‘Felsina Pittrice” informs us that in1345 Lorenzo
painted in the cloister of S. Domenico at Bologna in a competition
with Vitale, the well-known painter of that town (%), and that he

(1) Filippini, Rassegna d’Arte, 1912, p. 105, quoting the edition of 1868, I, p.

27, confirms this statement. In the one of 1841 this competition is not clearly
mentioned.



VENICE AND THE NEIGHBOURING REGIONS. 41

signed a fresco of Daniel in the lion’s den in the Oratory of
Mezzaratta: ‘“ Laurentius pictor 1360 (3).

According to a manuscript of the 17th century containing
records of the church of S. Giacomo at Bologna, Lorenzo painted
a panel for the high-altar of this church in 1368; the picture
remained there until 1491 when it was transported to the “scuola
della Madonna di Consolazione”; in 1616 it hung in the Chapter
house and in 1636 the various pieces which had been taken apart
were placed in the S. Lorenzo chapel (3). In 1362 Facino di
Giovanni di Lucca, a merchant at Bologna, left 175 lire for the
execution of an altar-piece (%), and doubtless it 1s this picture with
which we are now dealing. Whether the fragments of a polyp-
tych that we still find in this church can be identified with this
altar-piece 1s another question and one to which we shall return
later.

Lanzi mentions another of Lorenzo’s works which also dated
trom 1368; it once belonged to the Hercolani family in Bologna
and was signed: “ Manu Laurentii de Venetids” (*). And lastly we
have some documentary evidence; one act of 1365 mentions a
Lorenzo son of “Nicolo pittore”, another of 1371 refers to a
painter called Lorenzo while a third of 1379 records that a
“Lorenzo pentor di Santa Marina” contributed 4oo imperial lire
for the expenses of the war with Chioggia. It is possible of course
that these documents do not refer to the same artist (°). There
exists also the possibility that all the evidence of the activity of
Lorenzo at Bologna need not necessarily concern our artist,

() Brunaldo, Minervalia Bononiensia, Bologna, 1641, p. 239 (F#/ippini, loc.
cit.) A guide to Bologna of 1592 reports that these frescoes were signed
“Laurentius F.’. Testi, op. cit., p. 179; Lansi, The History of Painting in Italy,
(trans. by Th. Roscoe) II, London, 1847, p. 71, tells us that the signature ran
“Laorentius P.”, that the date of their execution must have been about 1370
and that the style of the painting wasnon-Giottesque. Malvasia, however,
who wrote a century before Lanzi, informs us that already in his time the
frescoes were entirely ruined.

(3) Filippini, op. cit.

(®) F. Malaguzzi Valeri, La chiesa e il portico di San Giacomo a Bologna,
Arch. Stor. dell’ arte, VII, 1894, p. 318.

(Y) Lansi, op. cit., p. 79.

(%) Testi, op. cit., pp. 210 and 179; it seems very unlikely especially with
regard to the entry of 1371.
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for the city of Bologna might also have possessed a painter of
that name.

The first dated work then of Lorenzo Veneziano’s is the altar-
piece with the Annunciation in the centre, in the Accademia of
Venice (no. 10). It is dated 1357, but comparing it with some of
the master’s other works, the style points to an earlier period in
Lorenzo’s career, one in which he was more inspired by the
artist whom I believe to have been his master and who was not
Maestro Paolo, as is frequently thought, but the anonymous
painter whose works we found at Chioggia, Pirano, Lecce and
in the Louvre. We discover in Lorenzo’s pictures the same
elongated proportions and the same ascetic types of old men as
we saw in this master’s productions. I do not exclude the pos-
sibility that this earlier period, at least a large part of it, passed
at Bologna; let us not forget that according to Malvasia, Lorenzo
painted there in 1345 and he must certainly have been active
some time before 1357 to acquire such familiarity with the art
of the Master of Chioggia whose dated works are from 1348
and 1354.

The paintings which show Lorenzo entirely under the influence
of this artist are the detached panels of a polyptych in the church
of S. Giacomo, Bologna, and two half-length figures of saints in
the Gallery of this town. The works which we find by him at San
Severino, in The Marches, may be of a slightly later date but all
the same are previous to the polyptych of 1357in the Accademia
of Venice.

I grant that it would simplify matters to identify the panels
that we now find in S. Giacomo, Bologna, with the work that
Lorenzo executed for this church in 1368, but their appearance
i1s so very different from the paintings we know the artist to have
executed at this slightly later period that I am convinced that
not one of the panelsin S. Giacomo bhelongs to it. They and the
works at San Severino are the outcome of a manner which is
transitional between that of the Master of Chioggia and that fol-
lowed by Lorenzo himself in 1357 The altar-piece that Lorenzo
painted in 1368, therefore, must have been another, perhaps the
picture cited by Lanzi as belonging to the Hercolani family,
which showed the same date.

We can conclude then that Lorenzo worked on two different
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occasions for the church of S. Giacomo, once early in his career,
of which activity there still exists evidence, and the second time
in 1368. We find not infrequently that artists were recalled to
work for persons who had already employed them and we can
only infer from this that their first services gave full satisfaction.

What remains of Lorenzo’s polyptych in the church of S. Gia-
como is now preserved in the Sta. Croce chapel, or that of the
Cari family, behind the choir, united to a Coronation of theVirgin
and other panels by the Bolognese painter, Giovanni di Paolo.
There are six panels of full-length figures of saints, a row of nine
smaller panels, three of which represent scenes and the other
six, half-length figures of saints, and below, six middle-sized
panels, two of which show St Martin dividing his coat with the
beggar and St. George killing the dragon, while the other four
are adorned with half-length figures of saints. No doubt this
polyptych resembled the one now in the Cathedral of Vicenza,
for here too the various parts show the same diversity of size.

Two figures in the Bologna Gallery of SS. Antony Abbot and
Bartholomew (figs. 22 and 23) which have been cut at the level
of the knees, probably once belonged to a similar polyptych.
The names are inscribed in the same way but the execution here
1s perhaps somewhat finer.

The little Gallery of San Severino, in The Marches, also con-
tains some panels from a polyptych by Lorenzo (no. 5) () which
were previously attributed to Allegretto Nuzi. The original altar-
piece must have been more important for there remain eight full-
length figures of saints and below them six half-length figures.
Some of the former are considerably damaged.

These three groups of panels, each of them proof of the exist-
ence of an important polyptych, were very likely executed in the
first stage of the artist’s career and reveal to us the aspect of his
earliest manner. In none of them do we find much evidence ot
a Byzantine influence with the exception perhaps of the hard
ascetic appearance of some of his figures and in that the con-
nection is not always very distinct. The types are not Oriental,

(') v. E. Aleandri,La pinacoteca di San Severino Marche, Le Gallerie nazio-
nali italiane, III, p. 136. G. Bernardini, Le Gallerie comunale dell’ Umbria,
Roma, 1906, p. 77. Rassegna Marchigiana, 1923, p. 460.
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Fig. 22. Lorenzo Veneziano, St. Antony. Gallery, Bologna.

Photo Minist, del. Pubbl. Istir.

the colours still less; the dark brown shadows, the rigidity and
conventional design of the features and of the hands have all
disappeared; the expressions are quite animated. The drapery
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Fig. 23. Lorenzo Veneziano, St. Bartholomew. Gallery, Bologna.
Photo Minist. del. Pubbl. Istr,
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and general line of the figures are markedly Gothic, and it is this
style that dominates Lorenzo in his earliest productions.

The attenuated forms which Lorenzo borrowed from the
Master of Chioggia and which are so evident in the different
panels at Bologna, are less marked in the work at San Severino,
and still less, although not entirely gone, in the first dated work,

Fig. 24. Lorenzo Veneziano, polytych, 1357. Accademia, Venice.
Photo Anderson,

the altar-piece in the Gallery of Venice (no. 10), originally in the
church of S. Antonio al Castello (figs. 24 and 25). The central
panel of this work 1s occupied by a representation of the Annun-
ciation : before the enthroned Virgin kneels the angel Gabriel
while from above God the Father sends forth the Holy Ghost in
the form of a dove; a miniature figure of the donor, Domenico
Leo, kneels in adoration at the foot of the throne. At either side

(Y) The actual position of these saints is reversed, those on the right should
be on the left and vice versa.
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Fig. 25. Detail of fig. 24.

Photo Anderson,
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there are two pairs of full-length figures of saints and below
each of the five principal panels, there is a medallion containing
a bust; they are of a holy anchorite and the four Evangelists.
Above each of the lateral figures there is a half-length figure ofa
saint, but the central part here has disappeared; andis replaced by
a panel of the Almighty executed by Benedetto Diana in 1525.
The larger pilasters, six above and six below, are adorned with
three small figures of saints.

The date, 1357, which is still legible, forms part of a long in-
scription. The latter which is difficult to decipher and interpretis
not the original; it runs: “MCCCLVII Hec tabella fea fuit et hic
affissa p Laurecius pictoresq caninus scultores itpe regis ven,
viri Dni fris Goti d’ Abba Tib D R. Lot p. iois (%) et funto monis
istr. Hane tuis . . ... s abne(?) trz'unph;z‘o orbis Dominicus lion
ego nunc supplx arte pre politam Dono pa bellam”.

Cicogna, after giving a fac-simile of the date (®), persists in con-
tradicting the old authors, such as Zanetti and Zucchini, who
read the date as 1358, and believes that the year inscribed on the
picture is that of 1367. Signor Testi is inclined to accept this
version with which he finds the manner of painting corresponds,
but I think the contrary opinion is much morelikely to be correct,
because, not only do we find in this picture the characteristic
proportions that Lorenzo borrowed from the Master of Chioggia
but the figures of the Annunciation in the centre resemble much
more those of the Marriage of St. Catherine of 1359 than the
artist’s productions of about ten years later. The Virgin and the
celestial messenger are rather different from the other figures.
They are less conventionally Gothic and larger of form, remind-
ing us to a certain extent of the art of Central Italy and above
all of Sienese painting.

This new tendency is still more manifestin the mystic marriage

() This is as it has been transcribed by L. Serra, Catalogo delle RR. Gal-
lerie di Venezia, p. 8. Cicogna, Iscrizione veneziane reccolte ed illustrate, I,
p.18;5, gives a slightly different version; Thus the last words Goti &’ 4bba etc.
have been read by this authority as Goti d. Flot p. ois etc.

(?) Instead of 4bne Cicogna gives Agne which seems to me more probably
the correct reading.

(%) Cicogna,loc. cit.
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Fig 26. Lorenzo Veneziano, Madonna, saints and angels, 1338.
Accademia, Venice. Photo Anderson,

4
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of St. Catherine in the Accademia of Venice (no. 650, fig. 26) (1),
in which the Virgin seated in glory slightly bends towards the
Child, Who, looking up at His Mother, passes the ring on to the
finger of St. Catherine. The latter stands on the left, accompanied
by another figure; on the other side a kneeling angel plays a
little organ, another standing figure conceals those behind in a
similar manner as its pendant. Eight musical angels surround
the Virgin’s aureole; at her feet the sun and moon are depicted.
Below we see the signature: “MCCCLVIIII al XX ...... e
Fevraro fo fatta sta. ancona p. man de Loreco pentor in
Venexia”.

Although we can reproach the painter with a certain lack of
finesse in the forms and the faces which are of a slightly more
vulgar type than in the previous picture, the Sienese influence is
still more marked; this is most evident in the somewhat senti-
mental attitude of the Virgin and the appearance of the two
saints on the left whom one might compare with the SS. Agnes
and Catherine of Alexandria by Pietro Lorenzetti in the Gallery
of Siena (nos. 578 and 579) (3. This influence, however, is not
very profound and although there is no trace of Byzantinism, the
artist is before all thoroughly Venetian.

Belonging no doubt to the same period is the beautiful altar-
piece, originally in the monastery of Sta. Maria della Celestina,
which has recently been transferred from the Imperial Museum
(no. 41) of Vienna to the Accademia of Venice (fig. 27). Here
the Virgin is seated on a very elaborate throne, the back of
which is adorned with statuettes; she is surrounded by numerous
angels and under her feet the moon is depicted. Eight full-length
figures of saints arranged in two rows, comprise the rest of the
polyptych. There is an empty space below the central panel; it
might have been occupied by another panel or the central part
might originally have been on a lower level. The execution is
finer than that of the marriage of St. Catherine or of the poly-
ptych of 1357; thereliefs especially are very subtly rendered and
the general spirit of the work quite Italian. The type of the Christ,
however, is the same as in the previous picture and in some of

(i) Canml;messa, Le Gallerie Nazionali, V, p. 42.

(*) v. vol. 1L, fig. 223. Signor Test finds that these figures betray a Giot-
tesque influence.
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the figures of saints, particularly the upper pair on the left, there
are reminiscences of the master’s Bolognese manner (4).

The chief interest of the Madonna by Lorenzo in the Pinaco-
teca of Padua (no. 383) lies in the signature: “MCCCLXI die
XVIImesis Septembri Laurenci. D. Veneciis pinxit”, which is

Fig. 27. Lorenzo Veneziano, polyptych. Accademia, Venice.
Photo Alinari.

inscribed at the foot of the panel. The Virgin is depicted offering
apomegranate to the Infant Christ, but the paintingis so damaged
and restored and the colours so faded that it is of no significance
for our knowledge of the artist. There is however, a rather
marked Gothic line in the folds of the draperies.

() Signor 7esti is a little doubtful about this picture being a work of
Lorenzo’s (op. cit., p. 230) but to me it seems fairly obvious.
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The polyptych of 1366 in the Cathedral of Vicenza is perhaps
the only one of Lorenzo’s works that has retained its original
appearance. Besides the central panel which shows a represen-
tation of the Death of the Virgin, there are three full-length
figures on either side and above each a half-length figure of a
male or female saint; the Crucifixion, with the Virgin, St. John
and two little angels between two figures ot saints, is depicted
over the central panel. Five of the pinnacles contain busts of
saints, the others being formed by carved ornaments. The pre-
della is composed of fifteen small panels, twelve of which show
half-length figures, and the three in the centre, the Adoration of
the Magi, the Virgin and Child between St. Joseph and the three
Wise Men.

The composition of the Death of the Virgin 1s an unusual one
because the Saviour carrying away the soul of His Mother is
not depicted behind the bier but above inamandorla surrounded
by angels. A small adorer kneels at the feet of either of the
saints adjacent to the central panel; the one on the left whose
name, “Messer Tommaso” 1s inscribed, was probably the donor.
Below the central panel weread: “MCCCLX VI mense Decemd.
Laurentius pinxit”.

The various figures of this altar-piece are particularly beautiful
and the execution very fine. These two details closely connect
it with the picture from Vienna but here there is practically no
trace of what we called his Bolognese manner. The image of the
Baptist which has generally shown the most characteristics of
the master’s early ascetic manner reveals here that Lorenzo
followed another schema, one in which the elegance was not
diminished, but on the contrary, the form and attitude of the
figures have become even more graceful.

The panel of 1370 in the Correr Museum, Venice, representing
the Saviour giving thekeysto St. Peter shows again that resem-
blance to Lorenzetti's art which we observed in some of Lorenzo’s
earlier works. This is very noticeable in the general composition,
which reminds us of that of the mystic wedding of St. Catherine;;
in both cases there 1s a large central figure which might almost
be said to be framed in the smaller surrounding ones. The pro-
portions are large, the plastic effects very pronounced and the
figures finer and more animated than those in the panel of 1357.
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Fig. 28. Lorenzo Veneziano, SS. Peter and Paul, 1371. Accademia, Venice.
Photo Anderson.

In its general aspect, however, the picture bears more resem-
blance to this latter work than to the polyptych of 1366 at
Vicenza, the grace and elegance of the latter being somewhat
less marked. The signature is “MCCCLXVIIII mense Januar:
Laurencu pinxit”.

Of the year 1371 we have two works from the hand of Loren-
zo; one, comprising two panels, represents SS. Peter and Mark
and is now in the Accademia of Venice (nos. 5 and 5¢, fig. 28);
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the other in the same Gallery shows the Annunciation between
four figures of saints (no. g).

The two figures of saints, which come from the “Ufficio della
Zecca” or “della Seta” (1), are beautiful images, full of expression
and executed in a purely Italian manner without any Byzantine
elements. The Gothicism is very marked in the drapery which
has here acquired another aspect, one approaching the flowery
Gothic style. Under the feet of the saints the signature reads:
“MCCCLXXI mese Noveb Laureci pinxit hoc o.p.”.

Two panels very similar in appearance and of about the same
date are to be found in the Berlin Museum (?) whence they came
from the Cheney collection (%). The saints represented here are
SS. Mark and John the Baptist; the former has a curious, ugly
face. The Gothicism is less marked, which might indicate that
these panels are slightly earlier than those in Venice.

A beautiful picture in the Gallery of Pesaro which has some-
times been ascribed to the school of Allegretto Nuzi belongs, I
think to this period in Lorenzo’s career (*). It depicts St. Ambro-
sius in full episcopal vestments sitting on a very simple throne.
The fineness of execution, the chiaroscuro effects, as well as the
type and expression point to this rather late stage in the artist’s
development.

In the second work of 1371 we observe a Gothicism more
florid, almost manneristic, which is not very pleasing (fig. 29).
In the centre the Virgin sitting on a monumental throne, inclines
towards the angel who kneels before her, while from above the
Almighty sends down the Holy Ghost and a small figure of
Christ carrying the Cross. Two figures of saints stand on either
side but as the frame 1s modern, it is possible that the picture is
not complete.

The forms are unpleasant, even sometimes ugly, the central

(1) Testi, op. cit., p. 224.

(%) Crowe and Cavalcaselle, ed. Langton Douglas, 111, p. 270 note 3.

(* This collection was sold in London in 1905 v. L’Arte, 1903, p. 286.

(Y G. Vaccati, Pesaro, Bergamo, 19og, p. 109. L, Serra, in his guide to this
Museum, more rightly ascribes this picture to the Venetian school of the
14" century; in the Rassegna Marchegiana, 1923, p. 332, this picture was
attributed to Lorenzo’s school.
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Fig 29. Lorenzo Veneziano, Annunciation and saints, 1371.
Accademia, Venice. Fhoto Anderson.
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figures are very heavy, the two adjacent saints are of a markedly
conventional design, while all show a hardness of outline, a
rigidity of attitude and an exuberance of Gothicism. The fact
that all the saints are placed in flowery fields is an innovation.
Perhaps the restorations which this polyptych has undergone
have helped to give it its present disagreeable aspect. The
picture comes from the “Scuola di S. Giovanni Evangelista”
and was given to the Accademia by the collector Molin. The
signature I think has been repainted but what we now see is
probably a faithful copy of the original; it runs: “MCCCLXXT
Laurect pinsit”.

A much more pleasing work is the Madonna from the Campana
collection, now in the Louvre (Room VII, no number); itisa
painting of the year 1372 and the last we possess from the master’s
hand. The Virgin, with slightly inclined head, is seated on a
monumental throne under an architectural baldaquin; she holds
a rose which the Child, standing on her knee, grasps in His little
hand. None of the shortcomings of the previous picture is evident
here; on the contrary the Gothic elements are fairly pure, the
forms charming and the expressions very sweet. The signature
is inscribed in the usual place and reads: “MCCCLXXII Mese
Setebris Laureci d Venetis pisit” (V).

Among the works attributed to Lorenzo thereis anenthroned
Madonna with two little angels in the church of S. Zaccaria that
Signor Testi believes to be by the master (), but it is so over-
painted in the manner of the Vivarini that it is impossible to say
with certainty.

Signor L. Venturi ranks four figures of saints in the Martinengo
Gallery at Brescia (no. 12) among Lorenzo’s finest productions
and although I do not share his enthusiasm about them, I think
that the attribution is correct; Signor Testi however is of opinion

(1) P.Perdrizet et R, Jean, La galerie Campana et les musées francais,
Bordeaux, 1907, p. 33, must confound this picture with a wing of a triptych
of 1354 by the Master of Chioggia of which the central panel of the Madonna
is now in the Louvre, when they inform us that this painting of Lorenzo’s
was sent in 1876 to the Museum of Ajaccio where, according to a letter
written by the director, it was no longer to be found.

(3 Testi, op. cit., p. 226 L. Venturi,L’Arte, 1909, p. 84.



VENICE AND THE NEIGHBOURING REGIONS. 57

that they belong to the school of Brescia but were executed
under a strong Venetian influence (%).

Lorenzo Veneziano occupies a very special place in the school
of painting of his native town. Of the two conventional styles,
the Gothic and the Byzantine, which constituted the chief
characteristics of this school, it was the former which dominated
our master. It is true that the appearance and curious propor-
tions of his early works reveal his close connection with the
Master of Chioggia who himselfwas a faithful follower of Maestro
Paolo, but the resemblance to the works of this master, who was
under a strong Byzantine influence, is quite externalin Lorenzo’s
painting and I think that the opinion of writers of former genera-
tions, such as Lanzi and Cavalcaselle, that Lorenzo belongs to
the group of “Byzantinized” artists, is wrong. [ do not think that
Lorenzo was a really great painter; he was too much dominated
by the conventionality of the Gothic style, but it is certainly to
him that we owe the introduction of a new form of Venetian
painting, one free of all Byzantine influence, and, as I have
already remarked, showing some connection to the contem-
porary productions of Central Italy, especially those of the town
of Siena.

Not only Lorenzo’s drawing but also his colours are indepen-
dent of Byzantine art. There is no trace of these dull tints with
dark brown shadows and the marked contrast of light and shade
which seem to have been acquired from mosaics and which in
any case, characterize Byzantine painting. Lorenzo’s colours
are very bright and the tints sometimes even lighter than in
contemporary Tuscan works. This may perhaps be due to a
Northern, that is to say German, influence. The shading is
finely graduated and shows no resemblance to the Byzantine
technique.

Thus, Lorenzo was the artist who revolutionized Venetian
painting, for he abandoned the Byzantine style which, until then,
had constituted its principal basis. After Lorenzo, there existed
quite a little group of painters who seem to have been inspired

('} Tests, op cit., p. 230, believes four saints in the Correr Museum (nos. 15
and 22) by the same hand but to me this seems improbable,
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by his art; in their works Byzantinism has almost disappeared
and the Gothic style is predominant (*).

Contemporaneous with the adherents of Lorenzo, there existed
certain painters in whose art the Gothico-Byzantine manner, as
it was interpreted by Maestro Paolo, had acquired a more purely
Italian form. Before going further we shall discuss this group of
artists and their productions.

Signor Testi is of opinion that Guariento had a considerable
influence on most of the painters who were active in the second
half of the 14th century, especially on Stefano Pievan di S. Ag-
nese, Jacobello Alberegno and Jacobello di Bonomo. I do not
deny that Guariento may have exercised a certain influence
during his sojourn in Venice, but I find that in the art of this
painter, who started his artistic career at Padua, the Giottesque
elements are very much more important than in any Venetian
painting of the 14th century. The preponderating influence of
the Florentine school in Guariento’s painting can only be ex-
plained by his Paduan origin and it is for this reason that I con-
sider him and Semitocolo to be the founders of the Paduan school
with which they will be discussed later on.

The correspondence of style that Signor Testi observes be-
tween certain Venetian painters and Guariento actually does
exist but this is rather the result of the fact that in both cases
many of the earlier Venetian characteristics have been replaced
by those purely Italian. I have just mentioned how it came about
that these were introduced into Guariento’s art. As for the
Venetian painters, the Byzantine style which had prevailed in
the City of the Lagunes longer than in any other artistic centre
began at last to give way to an Italian form of art. It is only
natural that this art, which was current throughout the rest of
Italy, should sooner or later replace in Venice the conventional

(*) Among Lorenzo’s school works I should like to mention in the Correr
Museum, I, 6, six figures of saints; II, 9. St. Peter with a devotee and St. John
the Baptist; VII, 12, a small panel showing four scenes with the false signa-
ture, “M. Simon f. 1396 ; V1I, 15and 22, four saints; Walters collection, Balti-
more, triptych, the Madonna seated on the ground in the centre with the Cru-
cifixion above and two saints and the Annunciation in the wings; B. Berenson,
Venetian Painting in America, London, p. 3, ascribes this panel to about 1300
but judging from the illustration, I would not place it later than about 1375.
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Byzantinism which had elsewhere been abandoned since the
beginning of the 14th century. That Venice was so backward in
following this example is in part due to its uninterrupted inter-
course with Byzantium and in part to its distinctive political life,
which 1solated it in a very special way from the rest of the
Peninsula.

It may seem strange to place the Coronation of the Virgin of
1372 by Caterino and Donato in the Querini-Stampalia Gallery
among the works of the transition, but taking into consideration
the career of the former of these artists, there is no doubt that he
played an important part in the realization of this transformation.

From the documents, it is very clear that there existed two
artists of the name of Caterino; the one, Caterino di Maestro
Andrea, a sculptor mentioned in 1394 and deceased before 1430,
who was in no way connected with the painter of the same
name (1). The latter is mentioned for the first time in 1362; we
then find him acting as a witness in 1367, during which year we
know that he executed, in collaboration with Donato di San
Vitale, a cross for the church of St. Agnese for which they
together received one hundred gold ducats. At this period he
inhabited the S. Angiolo quarter. In 1372 the same two painters
signed the above mentioned Coronation of the Virgin; alarge
polyptych painted by Caterino in 1374 was once found in
S. Georgio Maggiore, while the following year he executed the
Coronation of the Virgin, now in the Accademia of Venice. Our
artist 1s mentioned for the last time in 1382 when he lived in the
quarter of S. Luca.

There are eight references between 1344 and 1382 concerning
an artist or artists of the name of Donato. Considering the lapse
of time between the firstand the last of these data and considering
that the document of 1344 and another of 1353 speak of the
artist as an inhabitant of the S. Luca quarter while those after

() The facts concerning Caterino and Donato previously published by
other authors have been collected by 7est7, op. cit., p. 236 et. seq. This writer
contradicts Ludwig who erroneously states (Archiv. Beitr. zur Gesch. der
Venezian Malerei, Jahrb. der K. Preus. Kunstsamml,, 19o3) that Caterino is
first mentioned in 1365. We possess no data for this year and Ludwig must
have wrongly read the inscription on the Coronation of the Virgin of 1375.
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1367 inform us that he lived in that of S. Vitale, Ludwig () has
already propounded the hypothesisthat we must herein be dealing
with two different artists.

From the documents of 1344 and 1353 we gather but little
information ; they simply mention the artist, the former including
him in the membership of the “Scuola grande delle carita”.
Another document of 1371, without mentioning the quarter that
the artist inhabited, offers us the same information; it no doubt
refers to the same artist. The Donato who received payment
for a work executed together with Caterino in 1367 is he of
S.Vitale, and is naturally the same man who with Caterino signed
the Coronation of the Virginin 1372. His name appears in notarial
acts of 1374 and 1382, the same address being given; he must
have died before 1388 for in that year there is mention of his
widow.

Previously there existed a carved and painted polyptych in
the church of S. Giorgio Maggiore, showing the Inscription:
“Bonincontrus Abba... H... Christus sit MCCCLXXXIII nel
mexe di Decembrio Katarinus pinxit hoc opus”’. Because the
name of the sculptor is not mentioned, Testi infers that Caterino
should be held responsible for the entire work but the preciseness
of the word “pinxit” seems to contradict this hypothesis: the
artist would never have omitted mention of the plastic part of the
work or would at least have employed a term of a more general
significance. A similar inscription is found on a wooden relief of
1394 in the Correr Museum which was sculptured by the other
Caterino and painted by Bartolomeo di M. Paolo, an artist about
whom we know nothing except that his father was still alive
in 1389 which excludes the possibility of his being a son of the
famous Maestro Paolo (%), and again on a cross of 1404 at Veruc-
chio, sculptured by the same Caterino and painted by Nicholas
di Pietro with whom we shall deal later on.

The Coronation of the Virgin in the Quirini-Stampalia collec-
tion (fig. 30) excuted by Caterino and Donato, is scarcely less
Byzantine than Maestro Paolo’s own works. The Saviour and the
Virgin are seated on an elaborate throne with arichly ornamented

(Y) Ludwig, op. cit., p. 29.
(%) Testi, op. cit,, p. 249.



Fig. 30. Caterino and Donato, the Coronation of the Virgin, 1372. Querini-
Stampalia Gallery, Venice. Photo Naya.
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back; a large group of angels is massed behind while three
others kneel at the feet of the principal figures, the central angel
holding a small organ; two small medallions between them
contain the signature which reads: “MCCCLXXII maxe Agusti
Donatiy et Cataring’ picxif”.

The types of all the figures, the colouring especially of the
faces, and the draperies of gold-threaded material give to this
picture a markedly Byzantine appearance.

Comparing this work with those that Caterino painted alone,
we discover that the great artistic qualities of the panel of 1372
as well as the Oriental tendencies are due to the hand of Donato.

The composition and attitudes of Caterino’s Coronation of
of the Virgin of 1375 in the Accademia of Venice (no. 16) show
a good deal of correspondence to what we found in the pre-
vious picture.

However, the grouping is more simple, the angels below are
absent and those above much less numerous while neither type,
technique, nor drapery hasa Byzantine character; the faces,
above all, are here thoroughly Italian, bearing a resemblance
sooner to the Florentine than to the Sienese manner of painting.
But the general aspect ofthe work s rather vulgar. The signature
which is inscribed below the feet of the principal figures runs:
“MCCCLXXV dmexed Marco Chataring’ pinxit”’.

Another Coronation of theVirgin in thesame Gallery (no.702) (%)
is of finer quality. The number of escorting angels is still further
diminished and the throne has been given quite a western form
(fig. 31). The central figures vary but little, they are however
more animated and more graceful of form. This picture is the
central panel of a triptych, the wings of which are adorned with
the figures of SS. Lucy and Nicholas of Tolentino. Again the
work retains but few Byzantine characteristics,

The other work signed by Caterino shows strongly the influ-
ence of Lorenzo Veneziano, the absence of which in his other
productions is rather curious. It is a polyptych which previously
belonged to the art-dealer Piccoli in Venice but now forms part
of the Walters collection, Baltimore (2). The centre is occupied

(1) This picture was bought from Signor T. Mezzoli in 1902: Paoletti,

L’Arte, 1902, p. 126.
(%) Testi, op. cit., p. 242. B. Berenson, Venetian Painting in America, p. 2.
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by a figure of the Virgin holding the Child naked on her knee; a
miniature adorer kneels below. Two saints are depicted at either
side; they are St. Antony Abbot and the Baptist, St. Clare and

Fig. 31. Caterino, the Coronation of the Virgin and saints.
Accademia, Venice. Photo Naya.

St. James. Above each of these there is a half-length figure of a
saintand over the central panel the Crucifixion, with the Virgin and
St. John between two saints, is represented in the same way as
in Lorenzo’s polyptych in Venice. In the more elongated propor-
tions, the Gothicism of the draperies, and the types, especially
that of St. Antony, there is a resemblance to Lorenzo’s style that
no one can deny. This connection shows more affinity with the
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manner Lorenzo followed at the beginning of his career, when
he was still inspired by the Master of Chioggia, and of which the
altar-piece of 13357 was the last production, so that we must
certainly be dealing here with a youthful work of Caterino’s. We
cannot pass without mentioning the remarkable resemblance
which exists between the St. Christopher of this polyptych and
the one signed by Giovanni da Bologna in the Museum of Padua,
but instead of explaining this by an influence of the latter artist
on Caterino, we should rather think of the fact that both were
inspired by Lorenzo, as has just been demonstrated for Caterino
and as we shall find later on to be also the case for Giovanni da
Bologna. The polyptych at Baltimore is signed: “Chatarini’ de
Venecii pinxit”.

No trace remains of a picture by Caterino representing the
Virgin with the Twelve Apostles and a lion in the background
which Cavalcaselle mentions as probably coming from the
Corpus Domini and to be found in his time in the Lichtenstein
collection, Vienna (%).

The chief interest of Caterino’s art is that it leads the way to
purely Italian forms. It seems improbable that he himself was
ever dominated by the Byzantine influence; the only picture
which betrays an adherence to this style is the Coronation of
1372 which he executed together with Donato. In the altar-piece
of the Walters collection we see that he was inspired by the art
of Lorenzo who was not a follower of the Byzantine school. The
hieratic spirit and stiffattitudes of Caterino’s figures link him with
the Gothico-Byzantine artists of previous generations but the
purely Italian element in his painting is much more important.

A Coronation of the Virgin in the Accademia of Venice (no.
23) shows the false signature: “Nicolo Semitecolo MCCCLII”
(fig. 32).

The composition is the same as in Caterino’s works, only the
type of the Virgin is somewhat different and she does not gestic-
ulate with the right hand as was invariably the case in Caterino’s
panels, as well as in the one which he executed in collaboration
with Donato. The type of the angels is slightly more Byzantine,
but, apart from these minor details, this painting strongly resem-

() L. Venturi, op. cit., p. 34. Testi, op. cit,, p. 245.
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Fig.32 Manner of Caterino, the Coronation of the Virgin. Accademia, Venice.
Photo Ist, Art. Graf,

bles Caterino’s compositions and may be considered a production
of his studio.

Another panel in this Gallery (no. 4) can be ascribed to the
same hand (fig. 33). The false signature: ‘“M. Smion 1394, which
is seen below to the left, has occasionally caused it to be attributed
to Smion da Cusighe with whom we shall deal further on. This
v 5
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picture comprises four scenes arranged in two rows; above they
represent the Descent of the Holy Ghost and the Ascension, and
below the Entombment and the Resurrection. These represent-
ations offer a curious mixture of Florentine style and dramatic
force with reminiscences of Byzantine types and technique;
the execution is not very fine but the picture is interesting on
account of the action which 1is depicted.

Stefano “plebano” or “pievan di S. Agnese” 1s rather a vague
figure in the history of Venetian painting. The only two pictures
bearing his name which have come down to us, seem to be by
two very different artists so that they cannot be looked upon as
authentic, while another work which the painter executed for the
monastery of S. Alvise and which showed the inscription:
“MCCCLXXXIIII P. Stefanus Plebanus S. Agnetis pinxit” (),
has disappeared. Cavalcaselle only added to the confusion by
attributing to this artist the Madonna of 1353, which is by the
Master of Chioggio and is now in the Louvre.

One of the pictures on which Stefano’s signature appears is
conserved in the Correr Museum (XV, no. 21); it shows the
crowned Virgin, seated on a finely designed throne, holding in
her left arm the Infant Christ to Whom she offers a rose (fig. 34).
The rich decoration of the throne and the garments of the two
figures betray the artist’s adherence to the Venetian tradition but
the faces show no trace of Byzantinism, revealing rather a
Giottesque inspiration (*). The Virgin's robe describes a Gothic
line, but the picture as a whole 1s not very beautiful. The signature
inscribed below on the leftruns: “MCCCLXVIII Adi XI Avosto
Stef Pleb. Sce. Agn. P.”, but its authenticity has always been
doubted for paleographical reasons and, further, because at that
date there was no “plebanus” or parish priest of the name of
Stefano at the church of St. Agnese (%).

() Gicogna, lscriz. Venet., V, p. 507.

(®) Cavalcaselle and L. Venturi have already remarked on the absence of
Guariento’s influence. M. Testi, op.cit., p. 304 note 6, finds that a comparison
between this picture and the Madonna in the Museum of Padua provides us
with sufficient proof of the contrary. I do not agree with him and am of
opinion that the resemblance which does exist arises from the fact that both
were influenced by Giotto’s school.

(%) Tests, loc, cit.
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Fig.33. Manner of Caterino, the Descent of the Holy Ghost and three other

scenes. Accademia, Venice.
Photo Ist, Art, Graf.

Nor was there any priest of that name in the year 1381, the
date found on the other panelsigned by Stefano. Itis aCoronation
of the Virgin which forms the centre piece of the altar-piece
(no. 21) in the Accademia of Venice. The surrounding panels
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originally belonged to the Coronation of the Virgin in the Brera,
Milan (no.227), which, as we saw, may have been painted by
Maestro Paolo(Y). The attitudes of the principal figures aswell as
the grouping of the angels makes us classify Stefano’s Coronation
with those of Caterino. There is nothing in this picture, apart
from 1ts composition, which 1s reminiscent of Byzantium or even
of Venice. Types, technique and above all the sentiment of the
work seem purely Tuscan, showing a close connection especially
to the Sienese school, and it would be very easy to believe
that this is only a free copy, made by aforeign artist, of the picture
now in Milan. The signature which is inscribed on either side at
the foot of the panel reads: “MCCCLXXX] Stefan Pleban Sce
Agnet pinxit”, but there are but few who believe in the authen-
ticity of this inscription.

A certain number of other works reveal the influence that
Central Italian art had on this emancipated school of Venetian
painting; some of them also show false signatures. Belonging to
this group, is a small altar-piece in the Accademia, representing
in the centre, the Virgin nursing the Child, over which we see
the Crucifixion between the Virgin and St. John with the figures
of the Baptist and St. Jerome at the sides, and still higher the
Madonna and angel of the Annunciation. Although of rather
coarse workmanship, this picture is none the less very character-
istic of the effect that the Giottesque tradition had on Venetian
artists of this period. It bears the false signature: “Antonius
Ven.......... 1368".

In the Correr Museum there is a large panel depicting the dead
Saviour upright in His tomb between the Virgin and St. John
with two little angels above; the inscription: “ Angelus pinxif’ is
again a counterfeit (2). The tragic spirit of this picture and the
appearance of the Saviour, of St. John and of the angels obviously
show aFlorentine influence; the image of the Virgin,however, as
well as the colour, and technique of light and shade, recalls the
old Venetian style. Caterino’s manner of painting, together with

() v.p.o.

(® Caffi, Pittori veneziani nel milletrecento, Arch. Ven., Vol. 35, p. 60, be-
lieved that this may have been Angelo Tedaldo whose will dates from 1324
but Signor Testi, op. cit, p.171, has demonstrated the improbability of
this hypothesis.
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Fig. 34. Venetian School, Madonna, 2nd half of the 14th century.
Correr Museum, Venice. Photo Alinari.
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many Tuscan elements, is evident in a Coronation of the Virgin
in the Correr Museum (VII, no. 16). The picture dates from about
1400; it shows the false signature: “ 4lvise Vivarin”.

One of the painters who, although belonging to the Venetian
school, nevertheless advanced this union with the art of Central
Italy, was Zanino, or Giovannino di Pietro, mentioned as witnes-
sing a deed in 1407 (*). We find in the Gallery of Rieti, Umbria, a
picture by this artist, signed: “/oc opus depinxit Zanin w petri
-bitato r(abitator) Veeciis i clrata (incontrata) tati a;ﬁ;')oh'am'_s’ ’(®).

It is a triptych showing in the centre a representation of the
Crucifixion: Our Lord is depicted between the two thieves and
a large crowd of agitated figures stand below; among them the
fainting Virgin is tended by her faithful companions, Mary Mag-
dalene grasps the foot of the Cross and several Jews converse
together while numerous angels fly around the central crucifix.
Three kneeling saints holding crosses and long inscriptions are
seen in either of the wings. The outer surface of the lateral panels
is adorned with some scenes in grisaille from the life of St. Francis.
The dramatic action of the central scene, the gestures and
somewhat convulsed expressions do not seem to belong to the
Venetian school, nor does the soft warm colouring withits tender
tints of blue and green. Some faint traces of rigidity in the
drawing are the only features which vaguely remind us ot
Byzantine art.

In another work which we find in Venice in the Correr Museum
(no. 3), Zanino is more faithful to the Venetian school (fig. 35).
The subject is again the Crucifixion; Christ is represented alone
without the thieves but the crowd of people below the Cross
is just as numerous as in the previous picture and the action in
no way less dramatic. The Christ is depicted dead although the
executioners have not yet finished nailing Him to the Cross.
Between the panel and the fine Gothic frame there is a border
of twenty-eight busts of saints and prophets, each one holding
an inscription. No one has previously thought of attributing the

(Y G. Ludwig, Archival. Beitr. zur Gesch. der Venez. Kunst, herausgeg.
von Bode, Gronau. u. v. Hadeln, Berlin, 1911, p. 106. Testi, op. cit., II, p. 8g.

(3 U. Gnoli, La pinacoteca diRieti, Bolletino d’Arte del Ministero della
Pubblica Istruzione, 1911, p. 328.



Fig. 35. Zanino di Pietro, the Crucifixion. Correr Museum, Venice.
Photo Ist. Art, Graf.
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panel in the Correr Museum to the artist who executed the
picture in the Rieti Museum ; none the less this is likely to be the
case, only in the former the Byzantine influence is more evident,
the colour as well as the rigid archaic design both being due to
a faint persistence of the eastern tradition. We can suppose,
therefore, that Zanino started his career in Venice and that the
panel we still find in this city is a production of this early period;
later, he, like many another Venetian painter, felt the influence
of Tuscan art. He probably painted the picture now at Rieti some
considerable time after he had left his native town. In 1407, which
must have been towards the end of his career, we find him back
in Venice. His art reveals him as a true artist of the Trecento (?).

One of the most purely Italian works in Venice is the mosaic
of 1382 that adorns the tomb of Michele Morosini in the church
of SS. Giovanni e Paolo (fig. 36). I do not see, however, in what
way this monument provides us with an argument in support of
the theory of Agnolo Gaddi’s presence in Venice, for the style
of this work, although Tuscan, is very different to that of this
Florentine master. In the centre the Saviour is depicted nailed
to the cross over which hover two angels; below we see on the
left the Archangel Michael and the Virgin and on the right the
two SS. John with the kneeling figures of the doge and his wife
between either pair. The cartoon of this mosaic might very well
be Florentine but by a much less able artist than Agnolo Gaddi.
The figure of the Baptist alone recalls the Byzantine school, but
it may be accounted for by the traditional asceticism with which
this saint is usually portrayed.

The last of the Venetian Trecento artists, Niccolo di Pietro,
manifests in his works his entire independence of the Gothico-
Byzantine style. We possess three dated works, of the years
1394, 1404 and 1409, while mention is made of him in records of
1414, 1416, 1419 and 1430 (). From the inscriptions on the
authentic works we know that his house was situated on the

() Isuppose that the Crucifixion with the fainting Madonna in the collec-
tion of the Historical Society, New York, must be exccuted in much this
manner. It is attributed to Taddeo Gaddi but Mr, Berenson, op. cit., p. 4, is of
opinion that it is a Venetian work of purely Italian style.

() The documentary evidence has been collected by Testi, op. cit.,
P. 329.
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Fig. 36. The Crucifixion, mosaic, 1382. SS. Giovanni e Paolo, Venice.
Photo Alinari
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“Ponto del Paradiso” and that he was made chevalier in or
before 1404 but not yet in 1394. These facts explain why he is
mentioned in the documents as ““Niccolo Paradrso depentor” or
again as “D. Nicholay militis pictoris”. It is possible that Niccolo
di Santi who made his will in 1365 was the grand-father of our
artist whose father, Pietro di Niccolo, was also a painter (1).

He has sometimes been confounded with Semitecolo who
was also called Niccolo di Pietro, but the mistake is only too
evident.

The earliest dated work is the Madonna of 1394 in the Acca-
demia of Venice (no. 19, fig. 37). The Virgin sitting on an elabor-
ate throne holds the Child with her left hand and with her right
indicates the small adorer who kneels at her feet. Two angelic
musicians stand on the pilasters of the throne; higher, on the
back of it are the tiny figures of the Annunciation while over the
Virgin’s head is a group of five angels, the three middle ones
playing on musical instruments, those at the extremes supporting
the curtain which forms the background to the principal figure.
I'have been unable to trace the origin of this picture which form-
erly was in the Manfrin collection and was given to the Acca-
demia by Francis Joseph I.

The group of angels in this picture is vaguely reminiscent ot
those we find in the works of the Gothico-Byzantine artists, in-
cluding Caterino, but, apart from this, the panel might easily be
taken for the production of a provincial adherent of the Floren-
tine school. The artist has given much care to the decorative
details but, apart from that, the principal interest of the pictureis
that it is one of the few purely Italian works executed in Venice
before the 15th century. The signature is inscribed at either side
of the base of the throne and runs:“Hoc opus fecit fier Dus Vulcia
Belgarcone civis Yadriensts MCCCLXXXXIIII Nicholas
filius Mgri Petri pictoris de Veneciis pinxit hoc opus qui mora-
tur in chapite pontrs Paradixt™.

The great shortcoming of this picture 1is the absolute lack of
expression in the faces of the two principal figures ; the forms,
although a little heavy, are fairly natural, the drawing is skilful

() Frulin, Cinque testamenti di pittoriignoti J. Bernardi, Arte e Storia,
1886, 12th June. 7ests, op. cit., pp, 133 and 330.
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Fig. 37. Niccolo di Pietro, Madonna, 1394. Accademia, Venice.

Photo Filippini.
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and the effects of light and shade, especially in the figures of the
angels, quite remarkable. The 1mage of the donor is without
doubt an excellent portrait. The colouring too 1s more Tuscan
than Venetian.

The work of 1404 1s a small cross carved by the second Caterino
who, as we saw, was a sculptor, and painted by Niccolo di Pietro.
It is preserved in the church of S. Agostino at Verucchio in the
province of Forli(?). At the extremities of the cross on which the
Saviour is depicted the symbols of the Evangelists are seen. The
image of the Christ is similar to those we find in late Giottesque
works, in fact the whole cross belongs to that tradition. The
colours, as in the previous work, are borrowed from the Central
Italian school. of painting. The signature at the foot of the cross
1s: “MCCCCIIII Nicholanw Paradixi Miles De Venecis pinxit
Chatarinu Sci Luce incixit”.

Lastly there is a work by Niccolo di Pietro in the church of
Sta. Maria dei Miracoli. It is a fragment of a triptych that Niccolo
executed 1in 1409 for the sum of 14 lire 15 sous and that was des-
tined to adorn a tabernacle in the Calle al Canton.

In 1480 the Madonna, the only part remaining, became the
object of special veneration and in 1489 it was transferred to the
altar of the church,then newly constructed,where it has remained
until our day (2). It was no doubt at this same moment that the
picture was entirely repainted; nothing whatsoever of the orig-
inal work remains visible.

Maffi informs us that a picture in the church of S. Pietro
in Castello in Verona showed the signature:‘“Nichalaus filius
Magistri Petri pictor pinxit hoc opus Veneciis” but knowing
nothing more about the picture (%) I, in accordance with Signor
L. Venturi, am unable to see how this fact in any way provides
us with a proof, or even with an argument in favour of Signor
Testi’s hypothesis that the Venetian school at that time already
influenced the artists of Verona (4. On the other hand I do not
agree with Signor L. Venturi in finding in the Madonna of

() TZesti, op. cit, I, p. 340, 11, p. 730.

(2) Boni, Archiv. Venet., XXXIII, p. 241. Test/, op. cit., I, p. 340.
(® L. Venturi, L’Arte, 1909, p. 8o0.

(Y) Testi, op. cit., p. 335.
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1394 — the only one of Niccolo’s works that furnishes us with
some knowledge of his art — those Rhenish elements, which, a
little later, were of such importance in the formation of Veronese
art and from the presence of which we should have to infer
that this artistic centre also exercised an influence on Niccolo
di Pietro. The individuality of this artist is in no way problem-
atic; he comes at the end of that long struggle which lasted
in Venice throughout the 14th century and of which we have
been able to follow the different stages. Once free of the Byzan-
tine yoke, the Venetian painters had no choice but to adhere to
the Italian manner which at that time was most forcibly ex-
pressed in Central Italy. The art of the modest Niccolo di Pietro
and its resemblance to that of Tuscan masters can only be con-
sidered the outcome of these circumstances; it would be impos-
sible to say exactly from which artist he acquired his manner (%).

Whilst the evolution of the Gothico-Byzantine into a purely
Italian form was continued by one group of Venetian artists,
another followed quite a different direction; of the old formula so
wide-spread in Venice, the second element — the Byzantine — was
abandoned, the first — the Gothic — alone being respected. We
have already remarked that Lorenzo was the first who worked
after this manner and it was prebably he who founded this little
school. One of the earliest and most important artists, who, to
a certain extent, can be identified with this group, was Nicoletto
Semitecolo, but I find it better, for reasons which I shall explain
when dealing with this artist, to classify him with the painters
of the school of Padua.

Giovanni da Bologna (%), whom Lanzi, Cavalcaselle and
recently, Signor F. Filippini (®) place among the Bolognese

() Ido not agree with Signor L. Venturi that the St. Lawrence in the Acca-
demia of Venice (no. 20) is by the hand of Niccolo di Pietro. In Cavalcaselle’s
time there existed a picture of Christ in the A. delle Rovere collection with
the signature “Nicola pisit” or “Nichola pixit” but nothing else is known
about it, v, 7esti, op. cit., p. 344.

(2) A. Moschetti, Giovanni da Bologna, trecentisto veneziano, Rassegna
d’Arte, 1903, D. 36.

(%) F. Filippini, Giovanni da Bologna, pittore trecentisto, Rassegna d’Arte,
1908, p. 103 and B. C. K. in Thieme Becker’s Kunstler Lexikon, XIV, p. 112,
both affirm that he received his artistic training in Bologna.
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artists, came under the direct influence of Lorenzo. The last of
these writers has found mention of a painter of this name at
Bologna in 1359, 1365, 1371, 1380 and 1387, but the name is such
a common one that these records cannot be considered of great
importance. What is much more significant is this author’s
demonstration of points of contact between the Venetian and
Bolognese schools of painting in the 14th century; according to
SignorFilippini, Giovanni da Bologna’s art is an outcome of this
combination. I hold a slightly different opinion. There are
obviously certain Bolognese traits in some Venetian paintings
of the 14th century but I cannot admit the presence of any
Venetian characteristics in the Bolognese school. Bologna then
was probably the artistic centre which most influenced Venice
at the moment of the transition from the old Gothico-Byzantine
manner to a more Italianized form of art. The few paintings
which Lorenzo Veneziano left in Bologna had no influence on
the artists of that town; also Signor Filippini is mistaken in
finding in the type of the Madonna of Humility — seated on the
ground — a Bolognese element in Giovanni’s art. We find this
type in Caterino’s polyptych, now in the Walters collection,
which, of this master’s works, is the one that most closely
resembles Lorenzo’s art and itis quite possible that both Caterino
and Giovanni borrowed this iconographical type from Lorenzo.
In other regions of Italy, however, the Madonna of Humility was
known before this time.

It is of course quite possible that Giovanni da Bologna became
acquainted with Lorenzo when the latter worked in Bologna,
but the Bolognese artist also went to Venice where he is men-
tioned as:* Johannes de Bononia pictor in contrata Santi Luce de
Venetiis 1389” (1); besides this, one of his three signed pictures
comes from the “Collegio dei Mercanti” in Venice and is dated
1377

This last work is a panel representing St. Christopher carrying
the Child Christ on his shoulder. Lanzi meritioned it as being
in the “Scuola di Mercanti” at Sta. Maria dell’ Orto but Caval-
caselle and other writers thought that it had been lost; Signor
Moschetti, however, discovered it in the store-room of the Padua

(Y) Testi, op. cit., p, 297.



Fig. 38. Giovanni da Bologna, St. Christopher. Museum, Padua.
Photo Ist. Art, Graf,
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Gallery where it now hangs (no. 348, fig. 38). The technique o1
this painting is perhaps finer than that ofany of the master’s other
productions. I have already drawn attention to the resemblance
between this figure and the image of St. Christopher in Caterino’s
polyptych in the Walters collection but the executionis different.
Here the general line of the figure as well as the drapery, part of
which floats behind, is Gothic. Above we read: “Xpoforus
Merchantorum”, and lower down on the rocks: “Joanes de
Bononia pinxit”. We know the date from an entry in the
“Mariegola dei Mercanti” ().

The picture in which Lorenzo’s influence is most evident, is
the Madonna of Humility in the Accademia of Venice (no. 17), a
work which has been considerably restored and repainted. The
principal figure is that of the Virgin sitting in a flowery field,
nursing the Child (fig. 39); the kneeling figures of the Annun-
ciation are depicted in the spandrels,while below kneel the white-
cowled members of a religious confraternity. The figures at either
side, depicted one above the other, are SS. John the Baptist and
Peter on the left, and SS. John the Evangelist and Paul on the
right. In the centre below we read: ‘‘Cuane da Bologna pense”. It
is especially in the four lateral figures of saints that this artist’s
connection with Lorenzo is apparent. A certain evolution in the
Gothicism of the folds of the drapery, which are more ample, can
even be noted. The appearance of these saints can but confirm
the opinion held by Messrs. Moschetti and L.and A. Venturi that
the artist’s master or at least his source of inspiration was L.orenzo
and not Caterino, as Signor Testi believes. Still I do not exclude
some slight influence of the Bolognese artists, Lippo Dalmasio
and Vitale.

The same remarks apply to Giovanni da Bologna’s third signed
work which,some years ago, was acquired by the Brera Gallery,
Milan (3). It is again a representation of the Madonna of Humility,
nursing the Child. It shows some variation on the usual compo-
sition, for here the Virgin is seated on arainbow; from either side
approaches a group of angels who in some ways, although not

(Y Testi, loc. cit.
(2 Filippini, op. cit. G. Modigliani, A Picture by Giovanni da Bolognain
the Brera, The Burlington Magazine, April 1911.
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in style, have much in common with the angels we find behind
the Madonna’s throne in older Venetian painting. The picture is
signed: “ Jovanes de Bologna pinxit”. I do not think that Signor

Fig. 39. Giovanni da Bologna, Madonna, saints and members of a Con-

fraternity in adoration. Accademia, Venice.
Photo Naya,

Filippini is right in saying that this work, more than the one in
Venice, reveals the Bolognese characteristics of Giovanni’s art;
if, on the one hand, the figures show a less strong resemblance
to those of LorenzoVeneziano, on the other hand, the groups of
angels are ofa purely Venetian inspiration. Besides, Giovanni has
v 6



82 VENICE AND THE NEIGHBOURING REGIONS.

painted a Coronation of the Virgin surrounded by angelic musi-
cians, a subject thoroughly Venetian. This picture, which seems
to have been signed: ““ Joanes pictor de Bologna” (%), belonged, in
Cavalcaselle’s day, to Michelangelo Gualandi. In the small mu-
seum of S. Stefano in Bologna, there exists a picture of this sub-
ject with four lateral saints which is signed by Giovanni di Canelo
or Zanello but the inscription is almost illegible. This inferior
picture has sometimes been ascribed to Giovanni da Bologna
with whom Cavalcaselle, who deciphered only the first two
words of the signature, seems also to have associated it (?).

The only picture which, I think, can be attributed to Giovanm
da Bologna 1s a Pieta in the Booymans Museum of Rotterdam
(no. 179), where formerly it was ascribed to Simone Martini. This
panel which nowadays is oval in shape, shows, against a gold
background, the Virgin holding the dead Christ on her knees. The
type of the Virgin, as well as the style of the painting, in which
the Gothic elements are not absent, makes me inclined to believe
that in all probability this is a work by Giovanni da Bologna.

From what has previously been said while treating the differ-
ent works of this artist, it must be clear that in my opinion Giov-
annl was, before all, Venetian, and as we saw in some of the
figures of the Madonna of Humility, inspired by Lorenzo; certain
peculiarities, however, such as the round heads of his Madonnas,
make it probable that at least a part of his artistic education was
acquired in Bologna. We find no trace of Byzantinism in any of
his works.

A picture in the Accademia of Venice (no. 14) shows much
aftinity with Giovanni da Bologna’s art (%). It is a panel divided
into four parts, the principal of which is adorned with a figure of
the Virgin seated on the ground gazing at the Child asleep on
her knee (fig. 40). Above, we see the dead Saviour upright in
His tomb between the half-length figures of the Virgin and
St. John, while the lateral panels show the figures of St. James
Major and St. Francis.

(Y) Crowe and Cavalcaselle, ed. L. Douglas, 111, p. 202, note 4.

(% Crowe and Cavalcaselle, ed. loc. cit.

(®) This painting in my opinion shows no resemblance to the art of Maestro
Paolo to whom it has been attributed. L. Test, op. cit., p. 200, believes it to
be by a pupil or imitator of this master of the second half of the 14th century.
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Fig. 40 Manner of Giovanni da Bologna, Accademia, Venice.

Photo Anderson,

The image of the Virgin, in the Gothicism of the draperies and
their ornamentation, is quite Venetian but the other figures,
especially those of the Pieta, show that force of design and exag-
geration of dramatic effects characteristic of the Bolognese
school. The picture, which has been very much restored, comes
from the church of S. Francesco alla Vigna or thatof S. Gregorio.
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Fig. 41. Jacobello Alberengo (?), a holy

bishop. Gallery, Ferrara.

Photo Minist. del. Pubbl, Istr.

Lorenzo’s influence is to
a certain extent also to
be found in the work of
Jacobello Alberengo about
whom the documents only
inform us that he died in
1397 (1. The Accademia of
Venice possesses a signed
work by this master
(no.23) representing, in the
centre, the Saviour on the
Cross between the Virgin
and St. John and at
the sides SS. Jerome and
Gregory, each carrying
the model of a church. The
picture is signed: “ Jacobus
Alberengo prxit”; Cavalca-
selledoubted theauthentic-
ity of this signature but
it seems very likely it is.
genuine, since, as Signor
Testi remarks, it already
existed inLanzi’'sday when
the document mentioning
his name was as yet un-
discovered; it is difficult to
see how his name would
otherwise have been
sufficiently well known to
be forged. This picture
is also considerably re-
painted.

Jacobello Alberengo in
alllikelihood also executed
four panels, each of four
saints, in the Gallery of

(Y Tests, op. cit., p. 319.
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Ferrara (Room XIII, nos.
180—183, figs. 41 and 42).
We find here the same long
rigid forms, the same hard-
ness of outline and very
similar types. The resem-
blance to Lorenzo Venezia-
no’s works is more evident
than in the panel in the
Accademia of Venice; the
Gothic effect of some of the
figures, such for example as
that of the Baptist, might be
traced to the same source.

Signor Venturi (}) associ-
ates with this artist’s name
a Virgin and Child between
the Baptist and St. Jerome
in the Accademia of Venice
and a Presentation in the
Temple 1n the lazzaroni
collection, Paris, which is
unknown to me.

Jacobello Alberengo is
one of the less important
artists who came under
Lorenzo’s influence; still he
possessed a certain dramatic
sense, as will be noticed in
the Crucifixion scene of the
panelinVenice, which seems
to be of Tuscan origin.

In the only signed work
that we have by Jacobello
Bonomo, Lorenzo’s influ-
ence is very strong. Apart
from this picture whichdates

() L. Venturi, op. cit., p. 49.

Fig. 42. Jacobello Alberengo (?), St. John
the Baptist. Gallery, Ferrara.
Photo Minist. del. Pubbl, Istr.
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from 1385, there exists an official deed in Venice, which men-
tions him in 1384 (4).

The authentic work is a large polyptych with a very beautiful
frame of Venetian style; it was originally at S. Arcangelo di
Romagna, but some years ago, after several vain attempts, it
was finally acquired by the Accademia of Venice (3).

In the centre is depicted the Virgin seated, holding the Child
in her arms; to either side there are three figures of saints, above
each of which is a half-length figure, while over the central panel
we see the Crucifixion with the Virgin and St. John and two
saints. With the exception of the centre, the general plan of this
altar-piece is similar to that of Lorenzo’s picture at Vicenza.
Not only do the elongated proportions correspond to those of
Lorenzo's figures but some of the types — St. Peter’s for exam-
ple — seem to have been copied from this master. In all proba-
bility Jacobello Bonomo learned his art from Lorenzo.The signa-
ture which is inscribed at the foot of the middle panel runs:
“MCCCLXXXV Jachobelus de Bonomo venetus pinxit hoc opus”.

Two works showing a very close connection in style to the
above altar-piece are found more or less in the same region.
They are six figures of saints at the sides of a sculptured Madon-
na at Pesaro; and a Coronation of the Virgin, with again six
lateral panels of saints, in the church of S. Angelo at Fermo.
I think, however, that all three works are from different hands.
The altar-piece of Pesaro, which now hangs in the Gallery of the
town was originally in the church of S. Francesco whence it was
transported to that of S. Ubaldo. Cavalcaselle, Morelli (*) and
Cantalamessa (%) ascribe it to Jacobello del Fiore, Signor G.
Cagnola to Jacobello Bonomo (°). I do not quite agree with the

(1) P. Paoletti, Raccolta dei documenti inediti per servire alla storia della
pittura veneziana nei secoli XV e XVI, Padua, 1893, p. 5. T/4¢same, Un an-
cona di Jacobello Bonomo, Rassegna d’Arte, 1go3, p. 65. A Venetian record
of 1355 mentioning “Nobilibus viris Ser Jacobello Bonomo” has certainly
nothing to do with our painter. 7esti, op. cit., p. 322.

(3 v. Testi, op. cit., p. 322, note 4 and vol. I], p. 732.

(®) Gallerie Nazionali italiane, II, p. 245.

(Y) Cantalamessa, Nuova Antelogia, 189z, p. 407.

(®) G. Cagnola, Rassegna d’Arte, 1903, p. 159. G. Vaccaj, Pesaro, Bergamo,
1909, p. 92, attributes it to the school of Jacobello del Fiore. 7esti, op. cit., p.
326, gives it to neither one nor the other.
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latter, for the elongated proportions that we saw Jacobello Bon-
omo had borrowed from Lorenzo, are here absent; on the other
hand the line of the draperies is more markedly Gothic and
I think that the picture in question is of later date than the one
from S. Arcangelo di Romagna butnotsolate as to be contempor-
ary with Jacobello del Fiore’s activity. I believe, therefore, that
the panel at Pesaro must have been executed towards the year
1400. I even do not exclude the possibility that it may be a pro-
duction of a later manner in Jacobello Bonomo’s career.

What prevents me from admitting that the polyptych at Fermo
(fig. 43) might be by Jacobello Bonomo 1s that we find here a
much more marked Gothicism than in the signed work. The prin-
cipal panels of this altar-piece are preserved in the church of S.
Angelo at Fermo but it is not entire, the upper and lower parts
having disappeared. In the centre we see the Coronation of the
Virgin and to either side three full-length figures of saints. These
panels have been attributed to Bonomo by Signor Colasanti(Y),
but Signor Testi is of the opinion that they are from the hand of
Caterino(?). The latter, [ think, is far from the truth, for the figures
here have quite a different appearance to those of any of this
master’s other works. It istrue, however, that the composition of
the central group is identical with that of Caterino’s Coronations
and behind the throne we see a similar group of angels. Gothicism
is very pronounced and the forms remind us of Lorenzo Vene-
ziano’s second manner but the resemblance to his productions
1s not strong enough to admit the presence of this master’s direct
influence.

Gothicism is less evident in two other pictures of the Venetian
school. One of these is also found at Fermo, preserved in the
collection of paintings adjoining the Library. The principal sub-
ject is again the Coronation of the Virgin but here portrayed in
a different manner, for the Virgin is depicted kneeling before the

() 4. Colasanti, Per la storia dell’ arte delle Marche, L.’ Arte, X, 1907, p. 410.
Two panels, each of two figures, in the Correr Museum (VII 15—=22) that [
have mentioned among the school productions of Lorenzo are also attrib-
uted to Jacobello Bonomo. To him was equally ascribed a triptych at the
Gozzadini sale (Bologna 1906) which I do not know but which Signor 7esti,
op. cit., p. 328, judges to be Venetian but inferior to Bonomo's works.

(3 L. Testi, op. cit., p. 329.
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Fig. 43. School of Jacobello Bonomo, the Coronation of the Virgin and saints. S. Angelo, Fermo.

Photo Minist. del, Pubbl, Istr.

Saviour, and behind
them appears God
the Father from
Whose mouth des-
cends the Holy
Ghost. This last
detail is notunknown
in the Venetian
school in which
this composition
abounds. Another
Venetian element is
the group of angels
behind the monu-
mental throne. The
small female figure of
thedonoris seen
kneeling below on
the right. The rest
of this picture com-
prises five panels
with figures of saints.
It 1s beyond doubt
thatin these pictures,
and especially in the
technique of the
faces, there are cer-
tain Bolognese
peculiarities; never-
theless I do not be-
lieve that this is a
work by Andrea da
Bologna (*) but con-

(Y) 4. Colasanti,loc.cit.,
attributes the picture to
this artist. Before him C.
Astolfi, with a good deal
of hesitation had given

it to the same master,
L’Arte, V, 1902, p 103.
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Fig. 44. Venetian School, polyptych, end of the 14th century. Sta. Maria a
Mare, Torre di Palme (Fermo).  Photo Minist, del. Pubbl, Tstr.

sider it rather to be a production of alocal artist, one who wasin-
fluenced by the numerous Venetian works in the region and who
was more or less familiar with the Bolognese school of painting (1).

(Y} A panel, representing, the Arrival of the Magi, in the Accademia of
Venice (no. 12), there hesitatingly attributed to the Bolognese school, is exe-
cuted in the same manner.
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The second picture, in which the Gothic element is less evident,
1s a polyptych in the church of Sta. Maria a Mare, at Torre di
Palme, which has sometimes been attributed to Jacobello Bon-
omo () but which in my opinion is in no way characteristic of
this master’s art (fig. 44). The centre is occupied by a figure of
the Madonna of Humility nursing the Child; to either side there
are two full-length figures of saints and above each a half-length
figure.

The panel over the Madonna 1s missing. Not only the shape
of the frame but also the ornamentation of the Virgin’s robe and
the Gothic line of the drapery affirms the Venetian origin of this
work. The lateral figures are harder in design and of a more
rigid form but in this strikingly resemble the saints at the sides
of the panel of the Virgin and the Pieta in the Accademia of
Venice (no. 14), there attributed to Maestro Paolo, but executed
sooner after the manner of Giovanni da Bologna.

In concluding I should like to recapitulate the outstanding
features of the somewhat complicated school of Venetian paint-
ing during the 14th century.

From its very foundation, Venetian painting can be differen-
tiated from the mosaic art by the presence of a Gothic element
which characterizes the Venetian primitive pictures as produc-
tions of a local school under Byzantine influence, but in essence
Occidental. It is true, however, that certain paintings executed
even in the second half of the 14th century can only be consider-
ed as imitation of mosaics which at that moment in Venice were
particularly Oriental in appearance, but these works are sporadic
and indeed no such form of art is found in Byzantium itself.

The principal figures of the Gothico-Byzantine manner are
Maestro Paolo and the Master of Chioggia, but shortly after the
year 1350, Venice, half a century after the other centres, follows
the general example and replaces the Byzantine formula by an
Italian national art, the models of which seem to have been Tus-
can, taken no doubt from Giotto’s series of frescoes at Padua, just
outside the gates of the city.I do not think that the Paduan artist,

() L. Testi, op. cit., p. 326, with some uncertainty.
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Guariento, took a very active part in this metamorphosis; he
may have contributed without, however, leaving any direct
pupils. In the work of Lorenzo, active from 1356 onward, the
Gothic factors are alone conserved, while, almost contemporary,
another current, by a slow process of evolution, dissociates
itself from both the Gothic and the Byzantine formulae. In this
change the painter Caterino was an important figure These two
directions of Venetian art continued until the 15th century, but
while the second movement finished with Niccolo di Pietro by
freeing itself from archaic elements, as did all other Italian schools
about the year 1400, the painters who were influenced by Lor-
enzo retained, at that time, many traces of Gothicism.

To this chapter in which we are dealing with 14th century
painting in Venice, there are still some words to add regarding
the miniatures of that period, likewise a short account of the
spread of Venetian art to surrounding regions.

Many Venetian miniatures of the 14th century manifest, as did
the painting, the persistence of the Byzantine influence.

Purely Oriental in appearance is a miniature adorning the
register of the S. Teodoro school in the Correr Museum, and
dating probably from the beginning of the 14th century. Not only
does the subject — the Saviour enthroned between the Virgin
and St. John — correspond to the Greek Deesis, but the figures
are typical productions of the school of Byzantine miniatures.

In a miniature, executed by Cristoforo Cortese between 1360
and 1390, which illuminates the register of the Sta. Caterina dei
Sacchi confraternity and which is again preserved in the Correr
Museum, a strong Byzantine influence is evident in the design,
in spite of the purely Italian composition.

Many of the miniatures found in Dalmatia belong to the Byzan-
tine style. In the church of S. Francesco at Zara, there are some
liturgical books of the end of the 13th century with remarkably
fine illuminations of markedly Byzantine appearance (1), while
two antiphonaries in the same building are illustrated with

() Beschreibendes Verzeichnis der Illum. Handschr. in Osterreich,
herausg. von F. Wickhoff w M. Dvorak, VI (Dalmatién), Leipzig, 1917, p.
15—34. A. Dudan, La Dalmazia nell’ arte italiana, I, Milan, 1922, p. 399.



92 VENICE AND THE NEIGHBOURING REGIONS.

miniatures which, although somewhat more Italianized, also
show a strong Oriental influence (}). Another example is found
in the Paravia Library of the same town, in the register of the
“scuola S. Giovanni” of Venice which is written in Venetian
dialect and again dates from the beginning of the 14th century.
The Italian elements here are only very faintly discernable (?).

At Sebenico the Franciscan monastery possesses an antiphon-
ary with miniatures resembling those of the 14th century in the
church of S. Francesco at Zara but rather inferior in compo-
sition (). We also find some miniatures, which are probably
Venetian but much less markedly Byzantine, in the Duomo of
Gemona in Friuli (4).

During this time there were miniatures of quite an Italian ap-
pearance executed in Venice. This change of technique on the
part of the miniaturists took place long before there was any trace
of it in other branches of painting, and it may very well be that
these artists largely contributed to the introduction of Central
Italian art into the City of the Lagunes.

In a choir book with a portrait of Doge Marino Zorzi
(1311—1312), now preserved in the Correr Museum, there is
even as early as that date no trace of Byzantinism; nor is there
in the illuminations of the register of the “Pelizzeri d’ ovra vera”
of about 1324.

The Bolognese school of miniatures was the school which
dominated the Venetian artists and this influence was felt by the
miniaturists long before there is trace of it in other painting. In
the illustrations which adorn the “Promissione” of the Doges
Francesco and Andrea Dandolo (1329 and 1343), now kept in the
State Archives, we observe the strong but unrefined technique
and pronounced shades characteristic of the Bolognese school.
Another example of this manner is the decoration of the antiphon-
ary of Sta. Maria della Carita (1365) in the Marciana Library.

During this time however the Byzantine current did not entirely
disappear from the art of miniature making, as is demonstrated

(Y In Beschreibendes Verzeichnis, pp. 34, 38 and 39, attributed, without
any reason I think, to the Bolognese school.

(*) Idem, p. 55.

(%) Idem, p. 69, again considered as belonging to the Bolognese style.

(%) G. Bragato, Da Gemona a Venzone, Bergamo, 1913, p. 58.



Fig. 45. Veneto-Byzantine, St. Peter, later years of the 14t century.

Sta. Maria, Zara.
Photo Minist, del. Pubbl, Istr,
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by the above mentioned illuminations executed by Cristoforo
Cortese.

Signor Testi (*) gives us some names of Venetian miniaturists
and cites many more examples of this art in the 14th century but
all the material he has gathered together only tends to prove,
that, apart from the works belonging to the Byzantine manner,
Venice had not a definite individual school of miniature of its own.

The paintings that are found along the Da/lmatian Coast, just
as much as the miniatures, force us to believe that this region
was even more under the influence of the Byzantine tradition
than Venice itself (%). Apart from a crucifix, by the Sienese artist,
Bartolo di Maestro Fredi, at Zara (3), there is little in this district
but paintings of quite a Byzantine aspect, or in which an Oriental
influence is very marked.

A work of a thoroughly Greek appearance is a panel painted
back and frontin the church of Sta. Maria at Zara. On one side we
see the Virgin and Child with a small kneeling adorer and the
figures of the Annunciation above, and on the other St.Peter
standing and holding the keys (fig. 45). The inscription is in Latin
and the painted ornamental frame sooner belongs to the Italian
style but the forms and technique are purely Byzantine. The
picture seems to date from the later years of the 14th century (*).

A crucifix in the church of S. Crisogono in the same town
(fig. 46) 1s probably of a slightly later date (%); here we find some
Italian — one might almost say Florentine — elements interming-
ling with those of Greek origin. Besides the Christ, we see, on the
lateral extremities, the Virgin and St. John and above the half-
length figure of an angel. The Byzantine influence is especially
evident in the schematic manner of execution.

The abbey of Teon on the island of Pasman possesses a cruci-
fix showing the same figures but dating from the end of the
14th century. Here all trace of a Byzantine influence is absent
the refined technique and sweetness of expression might lead us
to believe that the artist had come under a Sienese influence.

(1) Testi, op. cit., p. 494 et seq.

() Dudan, op. cit., p. 368.

(* v.vol.1l, p. 504 note 1.
(
(

4 Idem, op. cit., p. 371, dates it from the end of the 13th century.
%) Idem, loc. cit., ascribes it to the 13thcentury.
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Fig. 47. Crucifixion, end of the 14th century. Cathedral, Arbe,
Photo Minist. del, Pubbl. Istr.

Polyptychs at Sebenico and Zara probably date from the 15th
century but are executed in the same style as the productions
of past generations (). The Franciscan monks at Zara seem to
have in their possession several panels belonging to the 14th

(Y Dudan, op. cit., p. 372.
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Fig. 48. Crucifix, end of the 14tk century. Ognissanti, Curzola (Dalmatia).
Photo Minist, del. Pubbl. Istr.

century; among them, Signori Dudan and Smirich discovered
a polyptych representing the Madonna and six saints which, from
the description (), in all probability corresponds to the altar-
pieces of similar composition, so many of which were executed

Yy Dudan, op. cit., pp. 371 and 448.
P
v 7
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in Venice. What we find in Dalmatia now is only a small part of
what there originally was. During the Austrian rule the town
of Zara alone lost more than sixty of its pictures (!). As for the
names of artists which have come down to us: there was a
certain Joannes Clericopulo, evidently a Greek, who in 1314
signed a picture in the church of S. Demetrio at Zara, represent-
ing the Apostles, while in the same town a Magister Nicolao de
Jadra was active in 1317 (9).

The city of Trieste, situated between these regions and Venice,
contains, apart from the large altar-piece of thirty-six divisions
belonging to the Venetian school, that I have already mentioned,
some beautiful frescoes of the 14th century which can inno way
be associated with this artistic current. [ have already mentioned
them among the productions of the school of Simone Martini,
for they really are to all appearances purely Sienese works (3).
These mural paintings adorn the five arcades of the choir of
the Cathedral; four of them contain each two scenes illustrating
the life of St. Justin, to whom the building is dedicated, while
in the fifth the saint is depicted holding a model of the church.

The artist was certainly not one of Simone’s good pupils; far
from it. The design is sometimes not very skilful and the colour-
ing a little hard but the general appearance of the figures, their
elegance and sentiment betray the painter’s knowledge of the
art of this great Sienese master.

Apart from these frescoes we have already noted a Sienese
influence on some of the Venetian artists as well as the presence
of a work by Bartolo di Fredi at Zara.

At Agquileia, some fresco fragments have recently been dis-
covered and restored in the Basilica and in the Baptistery of the
Pagans. They show the Lord enthroned between saints, figures
of saints and miracles of St. Nicholas, and are local productions
of little importance, dating from the 14th century (%).

(') Sabalich, Le pitture antiche di Zara, 1912 and 1920.

(3) Dudan, op. cit.,, pp. 371 and 372. For pictures of the 14th century at
Ragusa and Zara now dispersed, v. Dadan, op. cit., I, pp. 107 and 128.

(®) v.Vol. 1], p. 248 note 1.

(Y} 4. Morassi, Bolletino d’Arte del Minist. della Pubbl. Istr,, 1924, p. 419,
ascribes some of these to the 13t and 15th centuries.
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Fig. 49. Simone da Cusighe, polyptych, 1389. Accademia, Venice.

Photo Anderson,
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To the north of Venice we find at 77eviso some frescoes by
Tommaso da Modena and his followers which will be dealt with
later on.

In speaking of 14th century painters, Rosini (!) mentions a
certain Martinello at Bassano, without, however, being able to
attribute a single work to him.

In Friuli there can still be discovered some traces of pictorial
activity. The village of Cusighe, near Belluno, possessed an artist
of the name of Simone who has left some frescoes and an altar-
piece in the parish church. These frescoes, judged by Lanzi as
being ‘‘very tolerably executed”, no longer exist. They were
signed: “Sumon pinxit” (!). The same painter was paid 440 lire
for an altar-piece for the Cathedral of Belluno; in 1400 he
assisted at the opening ceremony of the large reliquary of this
Cathedral and died before 1416 (°).

There is a polyptych by this artist in the Accademia of Venice
(no. 18); it comes from the Pagani family of Belluno and was
originally in the church of S. Bartolommeo in Salce near the
town (fig. 49). The central figure is that of the crowned Virgin
with an image of Jesus seated on a rainbow within an aureole
against her breast; her wide-spread mantle seems to protect
the figures of a confraternity that kneel in adoration at her
feet. At either side of the Madonna four scenes from St.

Bartholomew’s legend are deplcted Below the inscription runs:
M CcCccC

“M. ]]]LXXXXII[] indic I] a’ze XX Augusti actu fuit h.op. ..

onesto viro d° p° Xforo capll S Batii, Stmon fecit”. The most
Venetian part of this work of art is the frame; the figures of

(Y) Rosini, Storia della Pittura italiana, II, Pisa, 1841, p. 145.

(3) L. Lanzi, The History of Painting in Italy, transl. by Th. Roscoe, II,
London, 1847, p. 8o.

(®) Crowe and Cavalcaselle, ed. L.Douglas, 111, p. 259, give these documents
and mention as a work by Simone da Cusighe — also called dal Peron — an
altar-piece with scenes from the lives of SS. Martin and John the Baptist, a
work in part repainted which was in his day transported from the church of
St. Martin at Belluno to the Baptistery. They also cite a panel of St. Antony
enthroned amidst saints, frescoes in the church of Sala and a panel of the
Virgin between saints at Orez which, as far as I know, have been lost
sight of.



VENICE AND THE NEIGHBOURING REGIONS. 101

Fig. 50. Consecration of the Cathedral of Venzone, 1338. Cathedral, Venzone.
Photo Ist, Art. Graf.

the small scenes might easily be taken for the work of a provin-
cial Tuscan painter. The type of the Madonna resembles those
we find later on in Vivarini’s paintings.

In this region there are remains of two series of frescoes, both
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important in that they belong to the Giottesque school and
display no trace of a Venetian influence. The first of these is
found in the Abbey of Sesto (Friuli) where the fragments of what
can never have been an important mural decoration include
representations of the Saviour on the Cross, angels and saints in
heaven and the Ascension, all of which are thoroughly Floren-
tine in appearance (!). The second Giottesque work comprises
some figures of sibyls adorning what was no doubt once the
Palazzo del Capitano della Giustizia at Cortina d’Ampezzo
(Cadore) (9.

Lanzi informs us as well that the facade of the Cathedral ot
Gemona was adorned with frescoes and that under a scene of a
martyrdom, the work was signed: “MCCCXXXI] Magister
Nicolaus pintor me fecit” (°). Rosini and Maniago, however, tell
us that the decoration comprised scenes from the life of St. Chris-
topher and that the inscription was: 1337 magister Nicolaus
pintor refecit hoc opus sub Johane Camerario quondam Petri
Merisori™ (4).

The facade of the hospital at Gemona is adorned with a fresco
of the half-length figure of the Saviour, naked and bleeding but
not dead, between the Virgin and St. John. It is a work of a
certain merit but very Tuscan in appearance (%).

In the Cathedral of Venzone, near Gemona, a fresco of some
importance represents the consecration of the church which
took place in 1338 (fig. 50). The composition is divided into two
parts; above we see a row of bishops of which the central and
principal figure is that of the patriarch Bertrand; angels are
depicted hovering over their heads; below are represented the
choristers with the “camerario” Bartolommeo Sclusano and other
persons who were present at the ceremony. On the left there is a

(Y A. De Cario in L’Illustrazione Italiana, XXXI, 1904, p. 335.

(*) Tolomei, Le sibile Giotteschi a Cortina d’Ampezzo, Arch. per ’Alto
Adige, 111, 1908, fasc. L.

(%) Lanzi, loc. cit,

(*) Rosini,loc. cit. and p. 159. Maniago, Storia delle Belle Arte Friulane,
Venezia, 1829, p. 117. Crowe and Cavalcaselle, op. cit., p. 258 note 3, mention
two documents of 1334 and 1337 in the archives of Udine concerning this
artist and others regarding his family.

(®) G. Bragato, op. cit., p. 78.
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Fig. 51. Scene from the legend of St. Julian, 2nd half of the 14th century.

Cathedral, Trento.
Photo Alinari.

large somewhatisolated figure of a saint. In Lanzi’s day these fres-
coes were attributed to Magister Nicolaus who worked at Gemona
in 1332, but Maniago is of opinion that they were probably
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executed by a certain Giovanni guondam ser Viano, a Venetian
painter whom we find at Venzone in 1359. As is usually the case
with the older historians of art, Maniago has made use of the
only name he had at his disposal. But a glance at the picture is
all that is required, for there were no artists in the middle of the
14th century in Venice who worked in this purely Italian manner
with such strange observation of facial details, characteristic
above all of Sienese artists. On the same wall and belonging to
to the same current, but older, since they are in part covered by
the fresco of the consecration, we find some fragments of other
paintings; among them are a head of a holy bishop and St.
Martin dividing his coat with the beggar.

A short distance from Venzone, in the little church of S.
Giacomo, a damaged fresco of the Saviour between the Twelve
Apostles, although a very mediocre work, is one of the few in
this district in which a Venetian influence is manifest; the modest
provincial master who worked here must have seen some of
Lorenzo Veneziano’s paintings (%).

The “Tempietto” at Cividale contains, besides the mediaeval
frescoes, a row of saints of the 14th century. These figures are
the production of a very rustic artist who, however, seems to
have been more familiar with the Giottesque style than with the
Venetian school.

The Gallery of Udine contains an unimportant detached fresco
of the 14th century representing two figures of saints. A Madonna
of Byzantine appearance in theVirgin’s chapel of Sta. Maria delle
Grazie probably belongs to the same period.

In the apsidal vault of the Cathedral of Grado an important
fresco executed in a Tuscan style shows the Lord in a mandorla
between the four symbols of the Evangelists, the Virgin, the
Baptist and two other saints.

In 7Trento, besides the frescoes in the tower of the Eagle in
the castle “del Buon Consiglio” which are of a later period, we
find in the left transept of the Cathedral some mural paintings,

() Crowe and Cavalcaselle, op. cit., p. 259, mention other frescoes at Ven-
zone, of which I can no longer find any trace, in the chapel del Pio Instituto
of the Cathedral, in the church of Sta. Lucia (the Saviour with the symbols
of the Evangelists and the Church Fathers) and in the church of S. Antonio
Abbate (scenes from the New Testament of 1403).
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illustrating the life of St. Julian (fig. 51). These representations,
in which the contemporary costumes are an outstanding feature,
show in my opinion a German influence; the types, the expres-
sions and gestures of the figures, their form and proportions

Fig. 52. Battista da Vicenza, polyptych. 1404. Pinacoteca, Vicenza.
Photo Ist. Art. Graf.

which seem to have been inspired by Gothic sculptures, are
sufficient indication of this origin. This decoration displays a
very close connection with the profane paintings with which
many German castles were adorned during the second half of
the 14th century. There are still some other frescoes of the 14th
century in the same church. Hard by the foregoing we find repre-
sented the Nativity, the Decapitation of St. John the Baptist and
the Trinity, and in the right transept some other mural decor-
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ation; all are rather mediocre works of purely Italian style (%).

At Vicenza, to the other side of Padua, we find an adherent
of the Venetian school in Battista da Vicenza (?) who 1s known
to us by two signed works, the one of 1404 in the Gallery of the
town (no. 17), the other of 1408 in the church of S. Giorgio, near
Velo d'Asticoin the heights of Asiago.

Thefirstof these works comesfromthe church of S. Agostino(?);
it is a large polyptych (fig. 52) quite after the style of Lorenzo
Veneziano who left one of very similar model in the Cathedral of
this town. Here the centre is occupied by the enthroned Virgin,
fondly clasping the Child Jesus in her arms. To either side there
are three full-length figures of saints, above each of whichis
depicted a three-quarter length figure, while the Crucifixion,
which we generally find over the central panel, is here replaced
by the dead Christ upright in His tomb with a small figure of a
saint at either side; the medallion which forms the pinnacle
encloses a bust of the Almighty.

The predella, flanked on either side by the coat of arms of the
Chiericati family, comprises six small images of saints and in the
middle John the Baptist and two angels. The inscription which
1s seen below runs: “Opus factum Vincencie comissione magni-
Sict Ludovici de Chierigatis. An MCCCC quarto X1 indicione”.
This painting,which was originally on wood, has been transferred
on to linen. Lorenzo Veneziano’s influence is manifest not only
in the building up of the picture but also in the figures; for we
can discover many elements in the proportions and general
aspect of the persons depicted here that remind us of this mas-
ter's art.

Velo d’Astico was destroyed during the great European War
and I have not been able to discover the fate of the polyptych
originally in the church of S. Giorgio on the outskirts of this
village. It is smaller in size than that described above, for at
either side of the Madonna there are but two figures of saints;

(Y} There exists a document which proves the presence of a painter called
Bettino da Verona at Trento in 1387, Repert. fiir Kunstw., XXV, p. 22.

(3) Crowe and Cavalcaselle, op. cit., p. 247. Moschetti, Battista da Vicenza,
in Thieme-Becker, Kiinstler Lexikon, III, p. 49.

(%) G. Pettina, Vicenza, Bergamo, 1912, p. 76.
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the central panel above, here shows us the Christ on the Cross
between the Virgin and St. John. The donor and his wife are
depicted kneeling in separate lateral panels; the name of the
former is given in the inscription on the predella:““Hoc opus fecit
fieri Bonencontrus gdam domini Andree de Pione de Vello de
mese Setembris MCCCC octavo”. This work closely resembles
the foregoing.

I do not share the opinion held by Cavalcaselle and Signor
Moschetti, that the frescoes found in this church are from the
same hand.The vaults are adorned with the figures of the Saviour
and the four Evangelists and the walls with representations of
the Crucifixion, St. George slaying the dragon, the Nativity, the
Pieta and the Resurrection. As Signor Moschetti himself remarks,
explaining, however, the difference by an evolution on the part
of the artist, these scenes are clearly inspired by the Giottesque
painters of Padua; the Crucifixion is a copy of Altichiero’s com-
position in the church of S. Antonio in Padua, while the colours
and design have changed in the same degree.

I agree with Cavalcaselle in attributing to Battista da Vicenza
a Madonna in the Gallery of the artist’s native town (no. 23), as
well as four panels with scenes from the life of St. Sylvester
(nos. 13—16), while less typical of the master, although very
possibly by him, are two predella panels and three pinnacles, all
showing figures of saints, and very likely forming parts of the
same polyptych; in the Gallery of Vicenza (nos. 18—22) they
are catalogued as works by Battista da Vicenza. Quite in the
master’s manner but even of a more inferior execution than
usual, are ten figures of saints, no doubt from one large altar-
piece, in the Museum of Berlin (fig. 53). Battista da Vicenza was
a provincial adherent of a good tradition but not an artist of
great merit.

We cannot leave Vicenza without mentioning the frescoes in
the church of Sta. Corona, which, in the chapel to the right
of the choir, adorn the tombs of Mario and Giovanni di Thiene,
deceased in 1344 and 1415, but probably both frescoes were
executed about the latter date. Fach of the paintings shows us
the Madonna seated on a monumental throne, the one with two
saints and a kneeling knight, the other with three saints and a
devotee. They betray a stylistic relation with the paintings of
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Padua and more especially with those of Verona and really
belong to the group of early 15th century Gothic productions.

This little ramble in the regions around Venice makes it fairly
clear that theVenetian school was not very wide spread(?).Firstly,
few works of art seem to have been exported from Venice, for
of this very productive school we only found some examples at
Vicenza, Bologna and Trieste and in slightly greater number in
The Marches, even as far distant as Lecce.

It 1s very doubtful if the Dalmatian paintings executed in the
Venetian manner are the outcome of a Venetian influence; itis
more than probable that they are the result of common circum-
stances producing in two separate districts a similar form of art.

We find no trace of an adhesion to the Venetian school except
in the frescoes of S. Giacomo, near Venzone,and in the art of
Battista da Vicenza. This painter, although of little merit, was
the only member of another centre who, in any way, contributed
to the spreading of the Venetian style. In all the other regions
around the City of the Lagunes we find nothing but productions
of a purely Italian art (2).

() There is mention however of a Guarnerius de Venitiis who in 1369 was
active in Rome for Pope Urban V; Crowe and Cavalcaselle, op. cit., 11, p.1872,

(3) While this chapter was in the press I have read the interesting book
by F. Gilles de la Tourefte, L’ Orient et les peintres de Venise, Paris, 1924,
who, in a pleasant form, gives in the first fifty pages a very clever and
original review of Venetian painting in the 14th century.



CHAPTER IL

THE PAINTERS OF PADUA, VERONA AND TREVISO.

There are certain peculiarities which unite the painters of
Padua, Verona and Treviso. Almost all were independent of
the Venetian school and influenced by the Giottesque manner
and produced “tableaux de genre”,not of very great narrative
power but full of details taken from everyday life. Their art was
rather a popular one, not without some resemblance to certain
frescoes executed on the other side of the Alps.

The artistic connection between Padua and Verona did not
make its appearance until after the activity of Altichiero and
Avanzo.

Guariento, an artist of the generation after Giotto’s, was an
important figure in the history of painting of Padua (%).

We come across him for the first time in 1338, just thirty years
after Giotto’s activity in Padua, and if Giotto, who died in 1337,
did not return to that town, it is not likely that this local artist
ever met the greatFlorentine. There is no reason to believe, then,
that Giotto was Guariento’s master, but he was of course per-
fectly familiar with the frescoes in the Arena chapel. A document
of 1350 in speaking of ““Guariento quondam Arpi” informs us as
to his father's name. There are various records concerning him
between 1347 and 1365, while from 1365 until 1368 he painted
the Coronation of the Virgin in the Hall of the Big Council in the
Palazzo Ducale, Venice; his death must have occurred before
September 1370, for at that time he is spoken of as deceased. In
a document of 1378 there 1s still question of “quondam Gua-
riento’’.

(") L. Menin, Sulle pitture del Guariento, Padua, 1826. N. Pefrucci, Biogafia
degli artisti padovani, Padua, 1858. 4. Schiavon Guariento, Arch. Venet.,
XXXV, 1,1888. 4. Moschetti,11 Museo Civico di Padova, Padua, 1go3. L.F7occo,
Guariento in Thieme-Becker, Kiinstler Lexikon, Vol. XV, p. 172.
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The “Anonimo Morelliano” — whose real name was Marc-
antonio Michiel — informs us that the Cappella Maggiore of the
Eremitani was painted by Guariento, ‘‘a Paduan, called by some,
a Veronese”. This author has the same doubt as to the origin of

Fig. 54. Guariento, Madonna. Gallery, Padua.
Photo Alinari

Avanzo. The “Anonimo”, on Campagnola’s authority (}), speaks
of the collaboration of Avanzo and Guariento in the decoration
of the Palazzo del Capitano del Popolo at Padua and attributes
to the latter artist the twelve Cesars and the scenes from
their lives. He again repeats, after Campagnola, that Guariento

(1} Gerolamo Campagnola was a savant and notary in Padua and the
father of the painter-engraver, Giulio Campagnola who was born in 1482.
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decorated the Cappella Maggiore of the church of S. Agostino(?).

Vasari, who upheld Guariento as an artist of some repute,
called him Guariero; to the list of works given by the “Anonimo”,
he added only the frescoes in the first cloister of the Eremitani
church.

The oldest of Guariento’s works that have come down to us
are very probably the panels from the ceiling of the chapel in the
Palazzo del Capitano del Popolo. This chapel was destroyed in
1769 and the decoration, in large part, 1s now conserved in the
Museum of Padua; the rest has been lost. Of the Old Testament
scenes we find: (1) God the Father with Adam and Eve, (2) [saac’s
sacrifice, (3) the destruction of Sodom, (4) the angel visiting
Abraham, (5) the young men in the furnace, (6) Judith and
Holofernes and (7) Joseph sold by his brethren. There are besides
some curiously shaped fragments, semi-circular, hexagonal or
octagonal, the most important of which are a half-length figure
of the Virgin (fig. 54) and images of the four Evangelists. A panel
ofthe Saviour is of smaller dimensions.

Then there are a great many panels of angels belonging to the
different hierarchies, some isolated, some grouped, the most
curious of which is a representation of the “celestial militia”
(fig. 55). In all, there are twenty-nine panels. These remains of a
painted ceiling form a link between the Paduan school-—in which
Guariento’s other works are included — and the Venetian paint-
ers of the 14the century. In the hieratic spirit of the work, the
somewhat rigid drawing, the juxtaposition of light and shade
and the richness of the costumes, there is evident a Byzantine
influence, in opposition to which the types, faces and expressions
are all purely Italian and obvious derivatives of Giotto’s art.

The decoration of the choir of the Eremitani church that the
“Anonimo” mentions is probably of slightly later date. It is afairly
extensive work but I do notthink that it 1s all from the same hand.
Of the monochrome figures below, for example, there 1s only one
— the Saviour with the crown of thorns — that is of a quality
equal to the master’s; the technique is good and the figure full of
feeling. The other representations, Christ carrying the Cross,
the Saviour and the Holy Women, the Descent into Hell and the

(Y Th. Frimmel, Der Anonimo Morelliano (Marcanton Michiel) Quellen-
schr. zur Kunstgesch. etc.. Neue Folge, I, Wien, 1888, pp. 26,34 and 36.
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Resurrection are all rather inferior works and must have been
left to an assistant.
Not much more skilfully executed are the pictures of the seven

Fig. 55. Guariento, the Celestial Militia. Gallery, Padua.
Photo Alinari.

ages of man (). The moon is represented with two children
playing, Minerva with two adolescents, Venus with a young man
holding a sword and a young wife; Jupiter protects a man and
women of riper age; the couple accompanying Mars devote
themselves to material well-fare; when the same two are depicted

(Y Rosini, op. cit., I, p. 211.
v 8
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Fig. 56. Guariento, the Saviour. Eremitani Church, Padua.
Photo Anderson

with Mercury, the man is seen studying, the woman making her-
self a necklace; Saturn is represented with an aged woman
warming herself and a sick old man.

- Thefrescoes on the walls illustrating the story of SS. Augustine
and Monica were so much repainted in 1589 that their actual
appearance only allows us to say that they really did belong to
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the Cross, the knees slightly bent, the head inclined ; the busts of
the Saviour, the Virgin and St. John occupy the upper and lateral
extremities. The foot of the Cross is embedded in a rocky
eminence to one side of which the female donor kneels in prayer
while to the other is painted her coat of arms. On the lower ex-
tremity of the crucifix the name of the artist: “ Guarientu’ pinxit”
isinscribed andlower down: “ Emulatrix Bona’ Maria Bwolinoru
Helena inventrix crucis et clavor”. Sancxit hanc ips pietate
Bassan et oret p. la xpm Do Dor”. (Dominum Dominorum).
As Signor L. Venturi remarks, this crucifix is more Giottesque,
and for that reason probably of later date than the paintings in
Padua. The type of the Saviour and the anatomical presentment
especially cannot be conceived without Giotto’s precedent. The
drawing of the features of the surrounding figures is rather
vigorous and still retains something of the Byzantine archaism.

A fresco very characteristic of our artist will be found in an
annex of the S. Francesco monastery at Bassano; it represents
the Virgin worshipped by a knight in armour with SS. Antony
of Padua, Sigismund and Andrew, and is surrounded by a beauti-
ful frieze. There is here a second fresco of the Virgin which in its
original state must have been as fine a work as the former, but 1t
has suffered much from restoration. Two Apostles are depicted
to the sides of the principal figure (%).

We now come to the fresco that Guariento, shortly before his
death, painted in the Hall of the Big Councilin the Palazzo Ducale,
Venice (?). This room was decorated by order of the Doge Mario
Cornaro who was in office from 1365 until 1367, for Muratori has
handed down to us the inscription which existed before Tintor-
etto covered the composition with a representation of Paradise :
“Marcus Cornarius Dux et Milles fecit fieri hoc opus”.Sansovino,
in his description of Venice of 1577, mentions Guariento’s work
in this room but was mistaken in saying that before this artist
painted in colours, there was a monochrome decoration. The

() F. Roberti, Reparazione di un affresco del Guariento, Arte e Storia,
XIII, 1894, p. 114. G. Fogolari, Affreschi del Guariento a Bassano, L’Arte,
1905, p. 122.

(%) Rosini, op. cit., II, p. 210. 4. Moschetti, 11 paradiso del Guariento nel
Palazzo Ducale di Venezia, L’Arte, VII, 1904, p. 396. Cronaca dei restauri etc.
dell’ ufficio Regionale etc., Venezia, 1912, p. 23.
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factthat the construction of this partof the palace was not finish-
ed until 1362 makes it highly improbable that it was decorated
on two different occasions before 1367. The fresco which was
discovered in 1903 has been so much spoiled by the fire that
destroyed the decoration of this hall, that several have thought
it a monochrome painting, but this is not so, it was a fresco
in colours most of which, however, have perished. The large
fragments that still remain show us the Virgin on an imposing
architectural throne (*) being crowned by the Saviour; a large
number of figures arranged in regular groups are placed around
the central images; they are mostly angels of the different
hierarchies with a row of seated Apostles. Above in the back-
ground more Gothic arches are depicted. Guariento in the
execution of this enormous fresco shows himself as an even
more faithful follower of the Giottesque style than in the crucifix
at Bassano. However, he never entirely got rid of a certain
archaism, but of the Gothico-Byzantine formula he only retained
the Gothic elements, which, united with the Giottesque, result
in a Gothico-Giottesque manner. ‘

There is a number of works of the school of Guariento which
prove that in his day this artist was the centre of a group of
painters. In Padua we find evidence of this in the church of the
Eremitani, where over the entry hangs a crucifix resembling
that at Bassano; it has even been attributed to Guariento himself
but I prefer to class it as the work of a pupil. On the right wall,
near the choir, there are three detached fragments of fresco
painting, the most important of which represents the Coronation
of the Virgin. It is the work of an artist slightly more influenced
by the Venetian school than Guariento ever was.

Above the door of the “Salone” of Padua there is a fresco
of the same subject which is also reminiscent of the master’s
manner (2.

(!) These monumental Gothic thrones which are frequently found in
Veronese works, are met with as early as the middle of the 14th century in
Bohemian painting e.g. the Annunciations at Hohenfurth and in the Museum
of Prague (F. Burger, Die Deutsche Malerei, I, Berlin, 1913, pls. X—XI) and
the Madonna from Glatz in the Berlin Museum (Dekio, Geschichte der
Deutsche Kunst, II, Berlin-Leipzig, 1921, p. 415).

(%) A. Venturi, op. cit., V, p. 927, gives this painting to Guariento.
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At Bassano a rather damaged fresco of the Annunciation on
the facade of S. Francesco and a series of frescoes illustrating
the legend of St. Antony, but of which only a part now remains,
in one of the rooms in the monastery school, seem to me to
be school productions and even somewhat feeble ones. In the
former the Virgin is seen sitting on a throne with a canopy, a
lectern is placed close by; the angel kneels opposite her while
above in the centre a half-length figure of the Almighty appears
in a medallion and a little naked figure of the Infant Christ flies
towards the Madonna. Traces of a knight, kneeling in adoration
are still visible.

A Madonna between two saints and two angels on the exterior
of the Cathedral and a crucifix inside the same building both
belong to Guariento’s school; the latter is of about the same
quality and might even be from the same hand as the fresco in
S. Francesco. A painting of the marriage of St. Catherine in the
Gallery only faintly recalls this manner; it is a later work but
one in which the large architectural throne is depicted.

Much finer and more closely resembling the master’s works
is a crucifix on the entry wall of S. Zeno in Verona (fig. 58).

This panel is all the more important because, belonging with-
out any doubt to Guariento’s school, it forms a link between
Padua and Verona before the appearance of Altichiero and
Avanzo. Maffei in speaking of this cross informs us that there
were similar ones in the Crocifisso church and in St. Anastasia.

I think that Guariento has been judged a little below his real
artistic value, generally being considered only a mediocre Giot-
tesque painter. He was not only that. At an early stage in his
career Guariento may have been a member of the Venetian
Gothico-Byzantine tradition, although in the earliest work we
have by him — the twenty-nine panels in the Museum of Padua—
evidence of this is somewhat feeble, the Gothic factor alone
being conserved; with this he united the peculiarities which
resulted from Giotto’s influence. Guariento was then an artist

() G.Fogolari,op. cit., p. 142. O. Sirén ascribes a picture of St. Ursula and
her companions in the Steinmayer collection to Guariento (Burlington Maga-
zine, 1921, p. 169) but it is probably a Venetian work and seems to me of con-
siderably later date.
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had not been faithful to the conditions stipulated in the contract
for the fresco of the Council Room, not having kept two assistants.
We are also informed that his heirs were poor,so the assumption
is that he must have been likewise, yet he was an esteemed
artist and, out of economy, had advised the use of ‘“azure
d’Allemagne” instead of ultra-marine (%).

The incorporation of Nicoletto Semitecolo into the Paduan
school does not solely depend on the fact that the only work we
have by him is to he found in the town of Padua, but that his style
forces us to associate him closely with Guariento.

The authentic documents concerning him prove that in 1353
he was in Venice where, together with his father, Donato, also
a painter, he acted as witness (%); that in 1367 he signed the
panel in Padua and that in 1370 he had returned to Venice
where he signed some paintings that Sansovino called “Storica
dello Volto Santo” in the Centurione chapel near Sta. Maria det
Servi; the inscription was: “MCCCLXX x Decembrio Nicolo
Semitecolo” (7).

Some other works on account of the signature have been at-
tributed to Semitecolo; they date from 1351, 1371 and 1400; the
first is preserved in the Accademia of Venice (no. 23), the other
two in the Correr Museum, but the signatures of 1351 and 1400
have been considered apocryphal, while the panel of 1371,
signed: “Nicolo Veneto”, has nothing to do with our artist. In
1362 mention is made of a Nicolo Semitecolo, a priest, butitis
not certain, hardly even probable, that it is the same person.
Besides, there existed in Venice a patrician family of this name.

The only paintings by Nicoletto Semitecolo which have
reached us are the six panels in the Chapter-house Library in
Padua; they represent the Trinity, the Madonna and four scenes
from the life of St. Sebastian; of the last four panels, the first
shows the signature : “Nicholeto Simitecholo Da Venexia inpese”
and the last the date: “MCCCLXVII Adi XV Decembri”.

In the Trinity the extended hands of the Almighty are covered

(Y) L. Venturi, op. cit., p. 43.

(2} Testi, op. cit., p. 307 note 4. Ludwig in jahrb. der K. Preus. Kunst-
samml., 1903, p. 28, dates this document by mistake from 1352.

(3) Cicogna, op. cit., 1, p. 97.
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by those of Christ Who, seen in half-length figure, alive and
with open eyes, constitutes a very curious exception to icono-
graphical observances.

Fig. 59. Semitecolo, St. Sebastian before his Judge. Biblioteca Capitolare,
Padua.

Photo Agostini.

The Virgin is represented seated on the ground, nursing the
Child Christ; the background is formed by three circles traced
in the gold setting. In both pictures we are struck by the extreme
sadness of the expressions, especially that on the face of the
Virgin,
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The first of the four scenes from the life of St. Sebastian shows
us the saint before the judges, Diocletian and Maximus who are
seated in a hall, one end of which is adorned with a statuette
of a pagan god; alittle dog plays at the emperors’ feet (fig. 59).
The saint turns from his judges towards a woman who kneels
behind; close by stand two other holy martyrs and further
behind a group of soldiers.

In the scene of his martyrdom, the naked saint is attached to
a stake while from right and left soldiers shoot arrows at him,
the emperors looking on from a balcony (fig. 60).

The following picture shows us how the saint is cudgelled to
death; the emperors are still present but the background has
changed. Lastly we see the saint entombed by his faithful friends
(fig. 61). Here the background is formed by two large buildings,
the interiors of which are seen by the simple means of the sup-
pression of a wall. These panels may have been painted at both
sides because at the back of the picture of the martyrdom traces
of two figures and the name Daniel still remain visible.

I do not think that we possess any other works by this artist(*)
about whom there is a considerable diversity of opinion. As
colourist but not as designer Lanzi connected him with Giotto;
Signor L. Venturi looks upon him as a pupil of Maestro Paolo’s,
while Cavalcaselle finds him little different from other Venetian
artists, noting all the same his affinity with Guariento, as does
also Signor Testi, who lays much stress on this point. Personally
I find few Venetian elements in his painting, which reveals on
the other hand much in common with Guariento’s art, and still
more perhaps with Giotto’s, since Byzantinism is almost entirely
absent. There is a certain amount of Gothicism, but Semite-
colo’s paintings belong, before all, to a popular narrative form
of art, as did Giotto’s before him. Action 1s highly important and
is represented full of tragedy and realism, expressed with great
vigour. The proportions of his figures are different and in this
Semitecolo is very much inferior to Giotto and his immediate

(Y) The frescoes in the Oratorio dei Lucchesi have been attributed to him
without any reason, v. 7esfi, op. cit., p. 316. Berenson, Venetian Painting in
America, p. 4, speaks of a Madonna in the Platt collection, Englewood, which
he judges to be rather in Semitecolo’s manner.
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followers. Highly important however is his study of architecture
and perspective. If it be true that Maestro Paolo and his sons, in
the painted cover of the Pala d’Oro and the panel of Stuttgart,
manifest a certain interest in architectural surroundings and
background, their effort is only a rudimentary introduction to
what Semitecolo achieved. In the first and fourth scenes from the

Fig. 60. Semitecolo, the Martyrdom of St. Sebastian. Biblioteca Capitolare,
Padua.

Photo Agostini,

life of St. Sebastian, the perspective of the buildings gives a very
real sense of depth to the site of the event; the latter especially
reveals the artist’s taste for architectural studies, for here two
separate edifices are depicted at different angles. It is true that
the manner in which he represents these buildings in the back-
ground, while the incidents really take place in their interior,
is somewhat archaic, but an archaism sometimes met with in
Giotto’s works.
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It seems to me beyond doubt, however, that Altichiero and
Avanzo,in whose paintings architecture plays such an important
part, were inspired on this point by Semitecolo. He, therefore,
cannot be assigned an entirely insignificant part in the progress
of art, having created, as it were, the most important element in
the school of painting of Padua.

Apart from the productions of the schools of Florence and
Siena, the paintings of Altichiero (!) and Avanzo (2) are the most
beautiful of the Trecento. Unfortunately we possess but little
information concerning them, although the conjectures which
can be made are, if not genuine, not far from the truth.

The principal works of both artists are found in Padua; they
are the frescoes in the chapel of S. Felice in the basilica of S. An-
tonio, and those in the chapel of S. Giorgio near by and attached
to this church.

Altichiero came fromVerona. Gerolamo Campagnolain a letter
to the philosopher Leonico Timeo, informs us that he was born
at Zevio (%), a little village near the town, where another impor-
tant artist, Stefano da Zevio, was also born; Moschini tells us
that his father’s name was Domenico (¥). Documents of 1369,
1379, 1382 and 1384, in which he is mentioned as ‘“Altecherio
pintore condam ser Dominici de Ferabobus Verone” or some
such simular name, confirm his Veronese origin and his father’s
name (®).

Whether or not Altichiero really belonged to the artistic centre
of Verona is a question to which we shall return later, but the
fact remains that he has always been designated as Veronese.
Before Vasari, Michele Savonarola (circa 1440), Biondo da Forli

(") P. Schubring, Altichiero u seine Schule, Leipzig, 1898, p.142. T/e Same,
in Thieme-Becker, Kiinstler Lexikon, 1.

() Schubring, Altichiero, passim. T/e Same, in Thieme-Becker, Kiinstler
Lexikon, II, p. 270. Gerola, Alcuni considerazione intorno Avanzo, Padua,
1909.

(*) v. Vasaried. Milanesi, 111, p. 385, notes i—2and p. 634, notes 1 and 4.

(Y} G. Moschini, Della origine etc. della pittura padovana, Padua, 1826,
p. 9.

(®) These documents which were in part published by Gonrzati and
Moschini have been collated by G. Gerola, Madonna Verona, II, 1908,
p. 150.
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(circa 1450) and Marin Sanudo (1483) have all done so (3. It has
been thought that Altichiero was synonymous with Alighieri
and that the painter must have been related to Dante whose
family went and settled in Verona.

As was the case for many other painters of Northern Italy,

Fig. 61. Semitecolo, the Entombment of St. Sebastian. Biblioteca Capitolare,
Padua.

Photo Agostini.
Vasari gathered most of his information concerning Altichiero
from Campagnola’s letter. He tells us that he was an habitual
visitor at the palace of the Scala, the ruling family in Verona,
at whose court gathered an important intellectual centre. He
decorated a hall in their palace with scenes from the wars of
Jerusalem in which he depicted the portraits of illustrious con-

(Y) Quoted by Sc/ubring, op. cit., p. 142.
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temporaries such as Petrarch and members of the Scala family (.
The order was probably given by Can Signorio who, about
1364, added a large reception room to the Scala palace. Sanudo,
towards the end of the 1sth century, sang the praises of the
paintings found here, but at the beginning of the 18th century,
no trace of them was left(?). Avanzo helped Altichiero in this
enterprise and accompanied him to Padua where he adorned the
chapel of S. Giorgio with frescoes. Here Vasari in his account
makes two mistakes: firstly in stating that the decoration of the
chapel was ordered by the Carrara, and secondly in mentioning
that a third painter of the name of “Sebefo” also collaborated in
this work; but it was no other than Altichiero himself whom
Campagnola qualifies as from “Zebato”, the Latin form of Zevio,
as Lanzi has already remarked.

It seems nevertheless to have been Francis I of Carrara, who
was instrumental in bringing Altichiero and Avanzo to Padua,
for he called them there to decorate his palace. According to
Savonarola the paintings represented Jugurtha taken prisoner
and the triumph of Marius after Petrarch’s “de viris illustribus” (%).
From a payment made to Altichiero for the frescoes in the S.
Felice chapel we know that he worked there in 1379. Vasari tells
us that the “three” artists returned to Verona where they execut-
ed some marriage scenes for Count Serenghi (¥).

The arrival of Altichiero in Padua must have taken place at
the very latest about 1370, for Dotto, whose tomb he adorned,
died that year, while the fresco on the sepulchre of Federigo
Lavelongo in the church of S. Antonio must date from 1373;

(%) J. won Schiosser, in the Jahrbuch der Kunstsamml. d. Allerh. Kaiserh.,,
XVI, p. 145, believes that certain paintings of Cangrande, Mastino and Can-
signorio, which originally adorned the corridor between the Pitti and the
Uffizi Galleries but were afterwards transferred to the collection of the
Archduke Ferdinand of Austria, might have been copies of these frescoes.

(®) Vasari ed. Milanesi, p. 633, notes 2—3.

() J. von Schlosser, op. cit., believes the miniatures in a Petrarch in the
Darmstadt Library are inspired by these frescoes, but considers them of
much later date and showing familiarity with Pisanello’s art.

(¥) Milanesi thinks this must be a mistake and that the name was Serego,
This is probably more exact, as a family of this name which I believe is of
Veronese origin, still exist’s.
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even if we cannot be sure that the latter is by Altichiero himself,
it was at least executed by an artist directly inspired by him. It
has often been falsely affirmed that Altichiero’s name figures in
the matriculation list of the painters’ corporation of 1382, a roll
which was only begun in 1441 (*). We find it, however, in a
Paduan document of the 2gth September 1384 (3). In 1390 he
must have returned to Verona again, for the fresco on the tomb
of Federigo Cavallo, who died that year, in the church of Sta.
Anastasia, is without any doubt by him (?).

As for Avanzo, it has been repeatedly demonstrated that
Vasari and, before him, Savonarola were both mistaken in identi-
fying him with Jacopo Avanzi of Bologna with whom he has
nothing in common. Nor has he anything in common with Jacopo
da Verona who, in 1397, worked in the church of S. Michele in
Padua (*) and, as we shall see later, in connection with his signa-
ture, it is not even certain that he was called Jacopo. If Vasari’s
version be true, we have already come across him working in
collaboration with Altichiero in the Scala palace and the same
author informs us that according to Campagnola he painted
above these frescoes two “triumphs” which were admired by
Mantegna.

The “Anonimo Morelliano” states that Avanzo was the author
of the frescoes in Padua that Savonarola gives to Altichiero (%)
and that together with Guariento he adorned the chapel in the

(Y) Testi, op.cit., I, p. 285 note.

(3) A. Gloria, Monumenti del’ Universita di Padova, 11, p. 176.

(?) Signor Gerola has already observed that Signor 7esti, in mentioning
the dacument of 1377 referring to the painter, repeats a printer’s error
appearing in Selvatico’s book; the document is that of 1379. Signor Zes#
erroneously cites Altichiero as taking part in the contract that Avanzo made
in 1372.

(Y 1. Biadego, 1l pittore Jacopo da Verona e i dipinti di S. Felice, S. Giorgio
e S. Michele a Padova, Treviso, 1906.

(?) The “Anonimo” gives rather a detailed description and tells us that
according to Campagnola the frescoes in.the Room of the Giants, repres-
enting the capture of Jugurtha and the triumph of Marius on the left, were by
Avanzo, and those of the Cesars and their exploits on the right by Guariento,
while Andrea Rizzo believes them to be by Altichiero and Ottaviano
Bressano. Among the figures were the portraits of Petrarch and Lombardo.
The nobles of Padua were depicted on a little well or fountain (?). The
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palace of the Capitano del Popolo, parts of which — those by
Guariento — arepreserved in the Gallery of Padua. The “Anon-
imo Morelliano” ascribes to Avanzo part of the mural decoration
in the S. Felice chapel and admires his work there even more
than Altichiero’s. The same authority calls him a Paduan and
Altichiero a Veronese (!). The name of Avanzo is frequently
cited in these pages ().

The document of 1379, to which I have previously referred,
makes it almost certain that it is to Altichiero we owe the greater
part of the frescoes in the S. Felice chapel, the second to the
right in the basilica of S. Antonio. As we are elsewhere informed
that he was the chief artist in Padua, we can take it for granted
that he is the author of the best of the frescoes while the inferior
examples can be qualified as school productions.

In 1372, Bonifazio Lupi, Marquis of Soragna, born at Padua
and podesta of Florence, made the contract with the architect
Andriolo, a Venetian, for the construction of the chapel. An
inscription on the fagade shows the date 1376. Bonifazio died in
1389 and was buried in this chapel. The accounts concerning the
construction cover the years 1372—1382 (?), but the only entry

“Anonimo” further continues the description: “Inthe last small room towards
the chancellor's house at the upper end of the room of Thebe are the frescoes
in chiaroscuro, representing the feats of arms of the Carrara’s, the battle
arrays etc., from the hand of.... The room of Thebe which contains the
history of Thebe is from the hand of.... by whom seems also to have
been the history of the Spoleteani in the Council Room of Venice which has
since been overpainted by Titian. He was good at portraying horses but in
the rest was not successful”. Th. Frimmel, Der Anonimo Morelliano, p. 34.

() In speaking of the S. Felice chapel, the ““Anonimo” is rather hesitating
and says it was painted by “Jacopo Davanzo, Padoan ouverVeronese, ouver
come dicono alcuni bolognese e da Altichiero Veronese” but when dealing
with the fresco in the chapel of S. Giorgio he tells us that it was “depinta da
Jacomo Davanzo padoano e da Altichiero Veronese come scrive il Campag-
nola” and he again calls him Paduan in connection with the decoration of the
chapel in the Palace of the Capitano del Popolo, v. Th. Frimmel, op. cit., pp.
6, 34 and 36.

(3 Biadego, op. cit.,, reproduces many other examples.

(®) Gonzati, La Basilica di S. Antonio di Padua, I—II, Padua, 1852, doc. CII.
They are also found in Gualandi, Memorie etc. risguardanti le Belle Arte, VI,
Bologna, 1845, p. 135.
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in connection with the mural decoration is the one in which it
is mentioned that Altichiero is paid 792 ducats for paintings that
he executed in the chapel and the sacristy (1). From the manner
in which the document is worded, we can conclude that it refers
to the settlement of everything owing to the painter at that
moment, but on the other hand, as this record, together with one
about the payment of sculpture, comes after the list of expenses
for the construction, and as before the next entry concerning
the amount spent on liturgical instruments, the scribe has left
nine pages unused, it is easy to imagine that they were left for
similar expenditures and that consequently the decoration was
not yet finished when Altichiero received the recorded payment.

This, however, is not of great importance; much more so is
the fact that the document enables us to place Altichiero’s
activity here about the year 1379. The frescoes were restored
in 1771 (3).

The chapel of S. Felice, which was originially dedicated to
St. James as may be gathered from the inscription on the facade
and the subject of the frescoes, gives one the impression that it
is a separate sanctuary although it is annexed to the church of
S. Antonio. It has a facade of five arches, adorned above with
five statues in Gothic tabernacles, very like that of a church.
The vault is decorated with twelve medallions, four containing
the symbols of the Evangelists, four the figures of prophets
and four the Fathers of the Church. These figures are depicted
in quite a new manner, in profile and seen in motion instead of
the archaic motionless images represented full face.In the groins
of the vault as well as in the borders separating the two rows
of frescoes, half-length figures of saints are portrayed. On the
left wall are seen the separate figures of the Annunciation, each
in a little tabernacle.

Eight lunettes in the upper part of the chapel are occupied
with the story of St. James according to the Golden Legend.

(Y) Gualandt, op. cit, p. 145: Ancora dado al maestro Altichiero per ogni
raxon chaveva a fare con Mess. Bonifatio cussi nel depingere la cappella de
San Antonio como per la sacrestia como appare nel libro del . . . ducati sette-
cento nonantadui, d. VIIc. LXXXXII.

(3) Bondini, in his Guide to Padua, relates that these frescoes “furono bel-
lamente restaurate” in 1771 by Francesco Zannoni and Antonio Tentori.

v 9
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In the first, three different moments are united: the Magician
Hermogenes sending forth his disciple to dispute with St. James,
the disputation itself and Hermogenes ordering the demons to
bring him St. James and his disciple.

The three incidents are united as 1if forming one scene in a
large building seen in section and composed of a central nave,
behind which we see the apse, and two lateral aisles. The second
lunette shows St. James ordering the demons in his town to bring
him Hermogenes who is so surprised at this power greater than
his own that he is converted and baptised. The architectural
background of this scene resembles that of the previous fresco
but is even more complicated. The baptism takes place in the
interior of a building.

The third scene is different because in it we see the walls of a
city towards which St. James is being led prisoner. Groups of
excited people, children and noblemen in beautiful costumes are
represented. The priests are depicted kneeling in adoration
before the saint. To the right we see the decapitation of St. James
and Hermogenes, the one having already taken place, the other
awaiting his turn.

The fourth scene shows us the transport of the saint’s body
to Spain, the vessel miraculously guided by an angel; two of the
faithful followers asking the Countess Lupa, who1is seen entering
her castle, for a piece of ground in which to bury St. James. They
are made prisoner but in the fifth lunette we see them being
set free by an angel, the countess witnessing the miracle from
the heights of the castle.

Until now architecture has been given an important part
in the portrayal of this narrative, but in the sixth scene it is
replaced by a landscape; here is 1illustrated the story of the
two knights who are sent forth to capture the escaped prison-
ers, and while crossing a bridge it gives way and they fall
into the river and are drowned. Then follows, in the seventh
picture, the miracle of the savage bulls which become quiet
and submissive on being yoked to the hearse in which the
saint’s body is being conveyed. This incident takes place in
the court-yard of the castle and again there is a great display
of architecture which seems here of finer execution than in the
other paintings. In the eighth scene a building divides the
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baptism of the countess, whom the miracle has converted, from
the ceremony of the consecration of the castle to the veneration
of the saint, which event takes place amidst a large assembly
of people.

Besides these eight scenes from the life of the saint, three other
incidents, not recorded in the Golden Legend, are illustrated.

Fig. 62. Altichiero, the Battle of Clavigo. The Chapel of S. Felice, S. Antonio,
Padua.

Photo Anderson,

They adorn the left wall of the chapel and represent Ranieri I
of Asturias in a dream recelving a message from St. James to
desist from the barbarous habit of delivering each year one
hundred young girls to the Arabs; the monarch enthroned com-
municating the vision to his assembled councillors and finally
the Arabs defeated in battle outside the walls of the city of
Clavigo (fig. 62). In this last scene the buildings of the town form
a beautiful background to the calm and in some cases rather
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Fig. 63. Altichiero, part of the Crucifixion. The Chapel of S. Felice,

S. Antonio, Padua.
Photo Anderson.

motionless warriors, over whom hovers the protecting figure of
the saint (%).

() The order of events in the legendary version is slightly different but
obviously the painter imagined the story as he has depicted it in these
frescoes.
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Fig. 64. Altichiero, partof the Crucifixion. The Chapel of S. Felice,
S. Antonio, Padua.
Photo Anderson.

On the wall opposite the entrance the Crucifixion (figs. 63 and
64) is represented but the altar is placed so near the wall that
the centre of the composition is hidden from view. The Saviour
on the Cross is surrounded by ten angels flying in the air; two
soldiers, one raising the sponge towards Christ,stand at the side
of the Cross, at the foot of which kneel two women. A group of
soldiers and gesticulating Jews are placed on the right while
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from the opposite side approach three persons, probably father,
mother and son, and doubtless the donor and his family. Further
away to the left we see a large group of people, among them
the fainting Virgin tended by her faithful friends, and some
women weeping and gesticulating in a very realistic manner.

There is a great coming and going of people who seem to
question one another most naturally. Some mounted soldiers
are depicted behind and the background is formed by a beautiful
cluster of buildings, very like that in the foregoing battle scene.
On the other side there are fewer people. Here the principal
group is composed of the soldiers gambling for Christ’s clothes;;
some other figures mounted and on foot are represented behind
while a crenellated castle is seen on a mountain to the right of
the background. The two tombs on this same wall are adorned,
the one — the founder’s — with a picture of the Resurrection,
the other with the Pieta.

On the right wall near the windows the Virgin in majesty is
represented, seated on a very ornate throne adorned with figures
of angels, between SS. James and Catherine who present the
donor and his wife, kneeling beside their respective protectors.
This fresco is very damaged while the figure of St. Christopher
that formed its pendant has entirely disappeared.

Schubring (*) believes that the decoration of this chapel was
executed by four different artists, the first of whom he holds
responsible for the first four and sixth lunettes and perhaps the
design of the other three which, however, he is of opinion were
painted by a second artist; the third artist executed the Battle of
Clavigo and the fourth the Crucifixion, the scenes in which King -
Ranieri figures and the last mentioned votive fresco.

I'see no reason for admitting the co-operation of so many artists
in the execution of the dozen or so frescoes that adorn this chapel.
I think that there were only two, a master and an assistant, and
that the former painted the Crucifixion, the story of King Ranieri,
including the Battle of Clavigo, the votive Madonna and the fres-
coes above the tombs which consequently were prepared before
the death of the persons for whom they were intended. It is true
that the battle-scene is somewhat different from the others but I

(1) Sclutbring, op. cit., p. 36.
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attribute this to the retouching which it has undergone and
which has deprived it of its original character without giving it
another. And we have only to compare the architecture in the
background of this picture with that depicted on the left of the
Crucifixion to convince ourselves that the two works are by but
one artist. The lunettes and, accessory figures in the vaults and
elsewhere were left to the helper whose brush-strokes are alittle
heavier and whose figures, although not lacking spirit, are some-
what more vulgar. With the exception of the fourth and sixth
lunettes, this subordinate artist was left quite free in his architect-
ural depictions.

The principal painter was doubtless Altichiero whom we shall
find active in the chapel of S. Giorgio, but the second artist
cannot be identified with Avanzo who has left us a signed work
in this same chapel and thus disposes of the hypothesis that
Avanzo collaborated with Altichiero in the decoration of the
S. Felice chapel.

The construction of the chapel of S. Giorgio was also ordered
by a member of the Soragna family. According to an inscription
on the facade, it was founded in 1377 by Raimundino, the brother
of Bonifazio, but, as may be gathered from a commemorative
stone iside the chapel, he died two years later. In 1384 his
brother obtained permission to complete the work. At Raimun-
dino’s death, the construction was already finished because an
enormous architectural monument, which for a long time was
thought to be the tomb of St. Antony, was erected in the interior.
The frescoes were at one time white-washed and were not
brought to light until 1837 ().

It 1s quite possible that the mural decoration was not started
until after the founder’s death. If such be the case, it must have
been Bonifazio Lupi who asked the same painter who had
worked for him on the previous occasion, to undertake the
adornment of this chapel; this time, however, he brought an-
other collaborator.

The plan of the decoration is as follows: the chapel is divided
broadwise into three vaults each one containing five medallions

(Y) E. Foerster, Die Wandgemalde der S. Georgenkapelle in Padua, Kunst-
blatt, 1838 and Berlin, 1841.
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now almost effaced; one can still distinguish the symbols ot the
Evangelists, prophets, the Fathers of the Church and in the centre
the Almighty, the Redeemer and the Virgin. A frieze of forty-four
medallions divides the vaults from the walls, while a number of
half-length figures surrounds the windows. Two rows of paint-
ings, each of four divisions, occupy the lateral walls. On the left,
above, we see two scenes from the life of St. George while a
votive painting, the donor and his family kneeling before the
Virgin, occupies the two other compartments; below all four
scenes illustrate other incidents from the legend of St. George.
The frescoes on the opposite wall show, above, scenes from the
life of St. Catherine and below, from that of St. Lucy. On the
entrance wall we see high up the Annunciation, at a lower level
the Adoration of the Shepherds and the Adoration of the Magi,
and below, already separated by the upper part of the door-way,
the Flight into Egypt and the Presentation in the Temple. The
altar-wall is adorned with the Coronation of the Virgin above
and below with the Crucifixion.

Everyone who has studied the question is of opinion that the
artist who worked in the S. Felice chapel was also active here,
but no one agrees which part of the decoration should be
ascribed to him and which to the collaborating master (1).

The question is difficult and complicated for in comparing
these frescoes, knowing at the same time that they are by two
different artists, we must admit that one is the a/fer ego of the
other. Yet, it is beyond doubt that two painters took part in this
mural decoration, the resemblance of part of which to the best
frescoes in the S. Felice chapel determines the presence of cne,
who is certainly Altichiero, while the signature of the other —
Avanzo — has been read below one of the frescoes in this

() Vasari, who speaks of a fresco of the Last Supper in this chapel, simply
says that the upper part was by Avanzo and the lower frescoes by Altichiero.
For other opinions, v. Penturi, op. cit., V, p. 986; Schubring, op. cit., p. 66.
Selvatico, in a Guide to Padua of 1848, professes to have read under the
fresco of the baptism of King Sevio an inscription which would point.to the
completion of an undertaking and from which Sc/ubring, op.cit., p.52, infers
that from that moment we can admit the presence of a third artist. Later
Schubring, in Thieme-Becker, Kiinstler Lexikon, I, p. 270, attributes, part ot
the frescoes to this unknown painter, For the attribution of some of the pain-
tings, v. also /. Schlosser, Oberitalienische Trecentisten, Leipzig (1921).



Fig. 65. Altichiero, the Coronation of the Virgin. St. George’s Chapel, Padua.
Photo Anderson.
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sanctuary. There are however some faint differences to be
discovered which lead me to ascribe to Altichiero the Corona-
tion of the Virgin (fig. 65) in which the Virgin and the Saviour
are seated on a throne resembling a Gothic church and are
surrounded by large groups of angelic musicians, the two scenes
from the life of St. George in the upper row, as well as the
fresco in which the founder and his family adore the Virgin,
and three of the paintings below. In the first fresco, we see St.
George killing the dragon just outside the gate of a city over
the crenellated walls of which the king and his suite look on;
the rather ungainly figure of the princess is half hidden behind
the saint’s horse (fig. 66). The baptism of King Sevio forms the
subject of the following fresco; it takes place in a spot sur-
rounded by magnificent buildings, among which a great many
people are depicted. The next scene illustrates St. George
drinking a cup of poison without receiving any harm thereby ;
a miracle that resulted in the conversion of the magician who
had prepared the potion. The incident occurs in the court-
yard of an imposing palace, from the windows of which many
persons look down at the saint and the surrounding mob. Alti-
chiero’s manner is here less evident, as also in the third scene of
this row, in which the statues of pagan gods fall and break in the
temple — a building always in the same style — to which the saint
had been brought by force to adore them. The picture which
separates theselast two frescoes and which represents St. George
martyred on the wheel is decidedly by the other artist who
worked here, and one wonders if the scene at either side might
not also be from this hand, especially as Altichiero’s manner is
again very evident in the last fresco. This one represents the
decapitation of St. George who is seen kneeling in front of a row
of soldiers; a town is depicted on the left of the landscape which
forms the background to the scene.

On the opposite wall, Avanzo's signature was discovered
below the last scene from the legend of St. Lucy. However, as
the purport of the inscription is unknown, we cannot be sure that
it was only this fresco that the artist signed; on the contrary it
seems to me highly probable that the inscription bore reference
to the artist’s entire activity in the chapel.

The representations from the life of St. Catherine,above, seem
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Fig. 66. Altichiero, St. George killing the dragon. St. George’s Chapel,
Padua.

Photo Anderson.
to be again from the hand of Altichiero but I am inclined to
admit here also, not the collaboration, but rather the assistance
of Avanzo.

The first scene, representing St.Catherine’s refusal to sacrifice
to the heathen idols, is full of movement, for the Christians do
not perceive the princess’s disdain until they, themselves, out of
fear have bent to adore. The painting is badly damaged asis
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also the following one in which three moments — the saint
conversing with the philosophers, their preparation for martyr-
dom and their death by fire — were united. In both frescoes,

Fig. 67. Altichiero, the Decapitation of St. Catherine. St. George's Chapel,
Padua,

Photo Anderson.
however, fragments of important pieces of achitecture are still
visible. The next scene is in a less ruined condition and shows
us how the wheel on which the saint was about to be tortured
breaks and falls on her oppressors. Many people looking from
the windows of a curious-shaped building are seen drawing back
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in fright. The hand of Altichiero is again very obvious in the
scene of the saint’s decapitation (fig. 67) which takes place out-
side the gate of a city and before a group of soldiers; against the
rocky landscape on the right we see two angels carrying away
the saint’s soul and higher up another two apparently close
her coffin.

The fresco of the Crucifixion (fig. 68) above the altar is almost

Fig. 68. Altichiero, a detail of the Crucifixion. St. George’s Chapel, Padua.

Photo Anderson,

certainly also by Altichiero. The two criminals are represented
at the sides of Christ; one of the angels flying around carries
away the soul of the one who repented. Below the Cross many
soldiers on foot and on horseback intermingle with the faithful,
among whom the fainting Virgin has almost fallen to the ground.
Some of the figures seem to have been copied from the composi-
tion of this subject in the S. Felice chapel.

The five scenes on the entrance wall are of simple composition
and comprise but few figures. In the Annunciation we see the
Virgin in her room, towards which the angel flies. The Adoration
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of the Shepherds (fig. 69) takes place in a rocky landscape; the
Virgin with the Child lying on her knee sits on the threshold of
a little wooden hut built against the rocks; St. Joseph stands
outside leaning his elbow on the side of the cabin, while the
shepherds approach from the left; they are depicted a second

Fig 69. Altichiero, the Adoration of the Shepherds. St. George’s Chapel,
Padua.

Photo Anderson.
time, in the distance receiving the angel’s message. This fresco
is very characteristic of Altichiero’s manner.

The Adoration of the Magi occurs on the same spot, seen
however at another angle. Angels are now depicted by the
Virgin’s side; before the Infant Christ kneels one of the kings
while the others stand behind; their servants in exotic costumes
are looking after the animals.

The Flight into Egypt is somewhat damaged, but one can still
distinguish Joseph leading the ass in a somewhat deserted land-
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scape while the servant has stopped behind to quench his thirst
at a spring. A town is represented high up in the mountains.
The Presentation in the Temple (fig. 70) is placed in the
interior of a very elaborate Gothic cathedral. The parents with
a companion approach from the left towards the priest who
receives the Infant from His Mother’s arms ; on the other side the

Fig. 70. Altichiero, the Presentation in the Temple. St. George’s Chapel,
Padua.

Photo Anderson.

prophetess Anna is seen indicating the principal group to three
women.

Avanzo probably helped Altichiero in the execution of several
of these frescoes. It is likely that we also owe to Avanzo the
decorative part, such as the figures in the vault, in the frieze and
around the windows, as well as the four scenes from the life of
St. Lucy, and, as I said before, the martyrdom of St. George on
the opposite wall (fig. 71).

This scene 1s shown in front of a Gothic palace; two angels
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descend and destroy with their swords the wheel to which the
saint was about to be attached; the torturers are terror-stricken
while the people who had gathered to witness the event draw
back in fear. Within the building we see, on the left, the baptism
of the magician who had prepared the poisoned drink and on the
right the saint appearing for the second time before King Dacian,
the moment after the martyrdom.

Fig. 71. Avanzo, the Martyrdom of St. George. St. George’s Chapel, Padua.

Photo Anderson.

The series from the life of St. Lucy begins with the martyr led
by soldiers before her judge (fig. 72).

The saint is conducted into the small court-yard of a Gothic
building in the loggia ot which are seated the judge and members
of his staff. The second scene shows us St. Lucy standing immo-
bile despite the fact that six oxen,dragging with all their force and
with much persuasion from the herdsmen, are unable to move
her (fig.73and plateIl). The miracle takes place in a crowded street
of which the Gothic houses on one side form the background.
Then follows the martyrdom of St. Lucy in which we see her
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tortured by fire, in boiling oil and stabbed with daggers, in three
different parts of one building (fig. 74). The central division of
this fresco shows us an interesting study of the nude. The last

Fig.72. Avanzo, St. Lucy before her Judge. St George’s Chapel, Padua.
Photo Anderson,
fresco depicts the saint’s funeral; in the portico of a beautiful
Gothic church she is represented lying on her bier surrounded
by priests and faithful friends; to the left, through a window of the
church, we see St. Lucy receiving the Last Sacrament (fig. 75).
It was underneath this fresco that the famous signature of

v 10
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Fig. 73. Avanzo, a Miracle of St. Lucy’s. St. George’s Chapel, Padua.

Photo Anderson.

Avanzo was inscribed. We have to place our trustin those who,
in former days, were able to decipher the inscription, for all that
remains now is some vague trace of lettering, which can be in-
terpreted in almost any manner.

The first to read the signature was Foerster who made it out
tobe: “Avantus Ve . . . . . " and thinking the first name might
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Fig. 74. Avanzo, the Martyrdom of St. Lucy. St. George’s Chapel,
Padua.

Photo Anderson.

perhaps have been Avantiis he completed the inscription as:
“ Jocobus de Avantiis Veronensis”.

After that, Marquis Selvatico in the 1842 and 1846 editions
of his guide to Padua relates that he discovered the name
Jacobus but in 1869 he denies this, saying that the signature
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Fig. 75. Avanzo, the Funeral of St. Lucy. St. George’s Chapel, Padua.

Photo Anderson.

found there was: “ AvanciusVe . . . . . ” In 1852 Gonzati () dis-
covered the following two-lined inscription:

Avancius . . ... ... .. ix (?)

hoc ps pinxit ms nov . . . . ma me (3.

(Y} Gonzati, op. cit, I, p.282, affirms that the name was written in red, over-
laid in black.

() Schubring, op.cit.,, p.67, completes this last line as: “koc opus pinxit
mense Novembris anima mea’” which seems to me rather incoherent,
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From all this we can come to the conclusion that the name
inscribed was a Latin form of Avanzo,and Schubring’s statement
that there was no room in the inscription for other words
excludes Foerster’s hypothesis regarding the prenomen Jacobus;
with this also falls through the interpretation of 4vant:izs for the
second word, since this form necessitates the existence of a
prenomen. It seems to me that the only reason Vasari, the
“Anonimo Morelliano”, Foerster and Selvatico had for wishing to
place the name Jacobus before that of Avanzo and for changing,
.on account of this, the second name of @' Avanzo or Davanzo,
was only caused by their conviction that the signature was that
of the Bolognese painter, Avanzi, who really had this prenomen.
All the old writers who give the name of Jacobus to the painter
who was active in Padua are, for the greater part, also those
who call him Bolognese. We have consequently no reason to
believe that our artist’s forename was Jacobus.

Whether the Ve... that was seen after the name of the painter,
can be interpreted as Veronensis or not is a question which has
given rise to a certain amount of unfruitful controversy between
Bernasconi and Lauderchi, who, at the same time, tried to throw
some light on the problem which of the two painters was the
master and which the assistant (%).

Although we cannot be certain about it, the documents con-
cerning the S. Felice chapel, nevertheless, lead us to suppose
that Altichiero was the principal artist employed here and the
author of the best frescoes; a comparison forces us to ascribe
to him a considerable number of the paintings in the S. Giorgio
chapel, and just those which are superior to that part of the
decoration near which Avanzo’s signature was found.

I think, however, that all the frescoes of the latter chapel
belong to the art of Altichiero who must have directed the whole
enterprise but who found in Avanzo a faithful and skilled helper
who yielded to his guidance and inspiration, much in the same
way as Lippo Memmi did to Simone Martini, and whose only
shortcoming, probably, was his lack of originality.

The variety of opinion about which of the different frescoes

(Y) C. Bernasconi, Studi sopra la storia della pittura italiana dei secoli
X1V e XV e della scuola pittorica veronese,Verona, 1864, pp. 35, 165 and 179.
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should be attributed to the one and which to the other suffices
in itself to demonstrate to what extent the manners of the two
artists resemble one another; however comparing Altichiero’s
painting, as we know it from the frescoes in the S. Felice chapel,
with that which, in the oratory of S. Giorgio, we believe to be
from the other hand,I should say that the fundamental difference
lies in a soberness and concentration found in the former’s works
and not in the latter’s, not only in the compositions but also in the
figures and the faces. Especially in the portrayal of the features,
Altichiero obtains a beauty and refinement wanting in the art of
Avanzo whose faces are less expressive and less fine, whose
proportions are less perfect and whose drawing is a little heavier.
The types however are the same inboth cases and in their general
tendencies the two artists offer no variety of manner.

There are only two other works, both frescoes, one in Padua,
the other in Verona, that I think should be attributed to Altichiero.
The former is the fresco above Dotto’s tomb in the chapel to the
right of the choir in the Eremitani church; the principal part
represents the Coronation of the Virgin who with the Saviour is
depicted sitting on a large monumental throne. A kneeling knight
presented by a saint and two other figures are seen to either
side while eight medallions with saints’ busts line the arch, above
which is represented the Annunciation; in one spandrel we see
the Virgin sitting in a loggia while in the other is the kneeling
figure of the angel. Four somewhat effaced figures of saints are
depicted around the sepulchre. I am of opinion — and I think
few can doubt it — that this fresco is by the same artist as the
Coronation in the S. Giorgio chapel.

The fresco which in Verona adorns the chapel of the Cavalli
family in St. Anastasia is more important (fig. 76) (*). The scene
is placed in a Gothic hall at one end of which the Virgin is seated
on a canopied throne surrounded by angels. The Child Jesus,
bending forward on His Mother’s knee, stretches out His hands
to the first of the three Cavalli who, one behind the other, each
accompanied by his holy protector, kneel before Him. The atti-
tude of the Child, the knights and saints in costumes of the period,

() C. Gipolia, Ricerche storiche intorno alla chiesa di S. Anastasia, L’Arte,
1914, p.413.
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Fig. 76. Altichiero, Madonna and adorers. Cavalli Chapel, St. Anastasia,
Verona. Photo Alinari,

the eloquent gestures of the latter, as well as the pose of the angel
who has raised the curtain dividing the site of the event from

the rest of the hall, all give to this fresco the intimacy of a ““scéne
de genre”.
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Some of the figures in this picture are among the most
beautiful that Altichiero ever depicted. Federigo Cavalli, who
1s buried here, died in 1390, and in all probability the fresco was
executed shortly after his death.

One of the figures mentioned by the “Anonimo” in the Giant’s
Hall of the Palazzo del Capitano del Popolo, Padua, still remains
visible. It is a very damaged and considerably restored image of
Petrarch at his desk and is found in a room which nowadays
forms part of the University Library. It seems quite probable
that this is a work from the hand of Altichiero which, besides,
would confirm the information furnished by Savonarola that the
artist decorated the Carrara palace in Padua (?).

Altichiero dominated the school of painting of the end of the
14th century in Padua as well as in Verona. In the former city
Altichiero had some individual adherents of slightly later date,
such as Giusto di Menabuol and Jacopo da Verona, but besides
their productions, there are a number of anonymous paintings
in which his direct influence is manifest.

The artist whom I think we should associate most closely
with the master, is the one who decorated the tomb of Federigo
Lavellongo who died in 1373 and was buried in the church of
S. Antonio. Here the Virgin is represented seated on a globe,
surrounded by six angels some of whom indicate the knight,
completely mailed, who is stretched on the ground while others
present to the Virgin a knight — apparently the same but depict-
ed a second time — kneeling in adoration.

Altichiero’s influence seems to have been less direct on the
painter who executed some isolated figures of saints and the
Madonna and Child between two saints in a chapel — the one
to the right of St. Antony’s — in the basilica of S. Antonio.

In the cloister, the Bolfaro tomb, constructed between 1382 and
1390, is, apart from the beautiful sculptures, adorned with a fresco
of the Coronation of the Virgin, which, although somewhat
repainted, shows some of the characteristics of Altichiero’s art.

In the corridor leading from the church to the cloister, the
sepulchre of Bolzanello and Niccolo da Vigonza of about 1380

() Signor Moschetti’s attribution to Guariento seems to me incorrect,
v. A. Moschetti, Padova, Bergamo, 1912, p. 62.



Fig. 77 School of Altichiero, the Coronation of the Virgin. Museum,
Padua. Photo Ist. Art. Graf.
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is also decorated with a painting of the Coronation of the Virgin;
here she is depicted sitting on an architectural throne amidst
many saints and surrounded by a series of medallions. The work
has obviously been inspired by Altichiero.

Other works belonging to Altichiero’s school are found in the
Eremitani church. In the chapel to the left of the choir there are
some fragments of isolated figures of saints as well as aMadonna
with a devotee on a tomb of 1381 ; all are considerably damaged
but nevertheless the style, in which Altichiero’s influence is
evident, can still be recognized (). Besides the decoration of
Dotto’s tomb, there still exist in the chapel to the right some
remnants of mural decoration.

A very damaged detached fresco representing the Coronation
of the Virgin amidst angels making music and offering flowers,
and surrounded by a border of medallions,is preserved in the
town gallery (fig. 77). It is the work of a very good pupil of Alti-
chiero’s. In the same gallery we find a fragment of another fresco
representing the head of a saint; it belongs to the same school
but is of little importance.

Of the paintings in Verona, the one that most closely approxi-
mates to Altichiero’s manner is a detached fresco of the Crucifix-
ion now in the town gallery (no. 513, fig. 78), but originally in the
cloister of the Trinita church. The attribution to the master
himself that we find in the catalogue, is not entirely without
foundation, especially if we consider the present restored and
repainted condition of the work. However, I think it more prud-
ent to classify it as a school production but by a pupil whose
style shows a strong resemblance to the master’s. Fifteen angels
fly around the Crucified, while below, large groups of people,
some on horseback, are massed around the Cross; among them
are to be noted the Magdalene clinging to the foot of the Cross
and the Virgin fainting in the arms of her companions.

Some other fragments of fresco painting from the church of
Sta. Felicita, now in the same museum (nos. 579g—38, fig. 79) are
also attributed to Altichiero in the catalogue. Again his inspira-
tion is very clear but the author of these was manifestly not so

(Y) Schubring, op. cit., p.86, is of opinion that the isolated figures have a
pronounced Florentine character.
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closely connected with the master as the foregoing. The greater
part of these remnants are heads of isolated saints, but there is
also a Madonna with some half-length figures which no doubt
once formed part of a scene.

Above two of the entrances to the church of S. Fermo, we find
a representation of the Crucifixion; the one in the lunette over

Fig. 78. School of Altichiero, the Crucifixion. Museum, Verona.
Photo Lotze,

the lateral door has been rightly ascribed to Turone with whom
we shall deal later on; the other belongs to the school that we
have at present under discussion. This work is considerably
repainted. To the right of the Cross are depicted four saints and
to the left five, one of whom seems to be the holy protector of
the donor, a knight clad in a coat of mail who kneels at this side
(fig. 8o).

Another work belonging to Altichiero’s school is a fresco of
1397 on the left wall of the church of S. Zeno; it was executed
for Pietro Paolo dei Capelli whom we see kneeling with other
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Fig. 79. School of Altichiero, fresco fragments. Museum, Verona.
Photo Lotze.
monks before the Virgin enthroned and escorted by saints. More
closely analogous to Altichiero’s own works is a fresco of the

Madonna with two saints and a child kneeling in adoration, in
the church of S. Stefano.
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Fig. 8o. School of Altichiero, the Crucifixion. S. Fermo, Verona.

Photo Brogi.
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The lunette over the tomb of the Bevilaqua family in the Pelle-
grini chapel of St.Anastasia is adorned with an important fresco,
but it 1s of slightly later date and might have been executed
even after 1400. It shows us the Virgin on a monumental throne
around which fly four angels; she is escorted by five saints while
to either side of the steps of the throne kneels a knight; the one
on the right is accompanied by his little son towards whom the
Child Jesus, leaning over His Mother’s arm, eagerly stretches
out His hand (fig. 81). It is a beautiful painting and, although
more evolved, can still be ranked as a production of Altichiero’s
school (%).

In the Cavalli chapel of the same church, we find, besides the
fine fresco by Altichiero himself, another by a faithful adherent,
representing St. Eligio working in his smithy (2).

We cannot really classify Altichiero and Avanzo as true Giot-
tesque artists, even though their art was in all probability based
on Giotto’s, whose Paduan series of frescoes was always under
their eye and whose reported visit to Verona also deserves a
certain amount of consideration.

Altichiero, like Giotto, produced a popular narrative art, and
his ample majestic figures show much resemblance to those of
the great Florentine. The differences however are many and of
great importance. His frescoes, besides showing a slight dissim-
ilarity of iconography, do not portray, before everything else,
the psychological side of the event, but rather tend to form
beautiful pictures of extensive and elaborate composition, gener-
ally comprising numerous figures, and reproducing the impres-
sion of a moment rather than dramatic action. The latter are
less expressive of tragic action than in Giotto’s art, but there
1s a greater diversity of type which gives a very individual
character to his works. As Schubring remarks, it is the be-
ginning of portrait painting.

Some of his frescoes show us the genuine “scénes de genre”

(1) C. Cipolla, op. cit. 1914, p. 402. Crowe and Cavalcaselle, op. cit., 111, p.
238, mention a fresco of Altichiero’s school in a palace in the Piazza dei
Signori of which I can find no trace.

() Medin, La leggenda profana di S. Eligio e la sua iconografica Atti del
R. Istit. Venet. di Scien. Lett. e Arte, LXX, 1910—11, . 799.
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Fig.81. Evolved follower of Altichiero, Madonna, saints and adorers.

St. Anastasia, Verona. Photo Lotze.

peculiar to more northern countries (%); they are characterized
by the abundance of detalil, the natural attitudes of those taking
part, the faithful reproduction of contemporary costumes, arms
and other instruments, the depiction of dogs in spaces not other-

(1) Although it must be admitted that the examples we find in Germanic
countries are of slightly later date.
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wise occupied, and, above all, by the richness of architecture.
The Ilast mentioned is an element that entirely separates the
artist from the Giottesque tradition.

Altichiero and Avanzo show us compositions full of figures,
and if the moment represented did not provide sufficient material,
then the artists united several incidents on one picture. Giotto
rarely did this, but it is more commonly met with in Sienese
painting. Moreover, the sense of beauty and the minute treat-
ment, especially of the features, but of other details as well, are
factors whose origin must be looked for in Siena, where more
attention was also paid to architectural backgrounds.

The architecture itself is very different to that which we find
in Sienese painting; it fulfils quite another function in the com-
posttions in which it is but little less important than the figures
with which it unites to form a complete image.

The artist’s taste for architecture is abundantly displayed in
the great diversity of buildings he depicts in his works; there
are even instances where, according to the text, the architecture
should not vary — as in the different events in the Countess
Lupa’s castle in the S. Felice chapel — that the painter shows
us buildings dissimilar one from the other. Venetian architecture
was imitated in Verona, but the probability is that many of Alti-
chiero’s beautiful motifs were freely copied from buildings he
had seen in Venice; as for the style and manner in which they
are employed, both are quite different from anything we find in
the Florentine school. Still, certain details seem to have been
borrowed from Giottesque artists; thus in the fresco of King
Ranieri taking counsel, in the Presentation in the Temple and
the central part of the martyrdom of St. Lucy, there is a loggia
with a low wall, very similar to that which the so-called Maso
shows us in his frescoes in Sta. Croce, Florence; the balcony
from which the judge looks down at the saint’s torture in the last
of these scenes, or in the miracle of the six oxen seems to be
another feature adopted from Florentine art. The painter obtains
some remarkable effects of perspective which, however, is not
always absolutely exact; this is markedly noticeable in the first
lunette of the S. Felice chapel where the angle that the aisles
form with the apse is very peculiar,

A comparison of the architectural backgrounds of Altichiero
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and Avanzo with those that Semitecolo shows in his four panels
is sufficient to convince us that it was here our artists borrowed
their ideas, motifs and technique. In their art, as in their precur-
sor’s, the marked perspective of the backgrounds gives a greater
depth to their pictures and adds to the field of action. The archi-
tectural backgrounds in the Presentation in the Temple and the
death of St. Lucy are but more finished renderings of what we
find in Semitecolo’s entombment of St. Sebastian; Altichiero
and his companion however place their figures more skilfully in
the interior of the buildings and not before them as the earlier
artist did.

There has been a great deal of eontroversy about the origin
of Altichiero and Avanzo’s art and whether its foundations were
laid in Verona or Padua (). From documentary evidence we gath-
er that Altichiero was in all probability Veronese and Avanzo,
Paduan. Certainly as a link between Giotto and the Giottesque
and Altichiero and Avanzo, Padua possessed the masters Gua-
riento and Semitecolo whose influence on our artists was very
great; I would even say that in Altichiero’s types and technique,
there are certain features strongly reminiscent of Guariento’s
art. Guariento’s Coronation of the Virgin in Venice seems to
have inspired Altichiero in his representation of this subject in
the S. Giorgio chapel, while the imposing architectural throne
he depicts therein is clearly the model adopted by Altichiero
and Avanzo.

On the other hand, prior to this, Verona had produced no
artists of great skill, anyway not one of sufficient force for us to
look upon him as the master of Altichiero and Avanzo, and I
wonder what painters Messrs A. Venturi and Testi had in mind
when for once they agree in thinking that our artists were in-
spired by Veronese masters of a previous generation.

I am inclined to admit, therefore, that circumstances in Padua
were more favourable to the formation of this art; Giotto, Gua-
riento and Semitecolo are not in themselves however sufficient
to explain it, and apart from our artists’ extraordinary personal
talents, I think that we are forced to admit an acquaintance with

(1) Regarding this question, v. /. von Schlosser, Ein Veronesisches Bilder-

buch u. die hofische Kunst des XIV Jahrh., Jahrb. der Kunsth. Samml. d.
Allerh. Kaiserhauses, X VI.

v 11
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the Sienese school and a fairly strong influence from the North,
where, though the extant instances are of slightly later date,
“scénes de genre” had already probably made their appearance
in German mural decoration, and where illustrations from the
lives of noblemen and other secular representations were very
much in vogue. This was especially the case in South Germany
and Tyrol where the frescoes in the castles of Runkelstein and
Lichtenberg are the best known examples of this branch of art
in the 14th century (1).

I do not find in our artists’ style much connection with the
Lombards or with Antonio Veneziano, for the spirit of their art
1s much more modern and of a much higher aesthetic level. The
two nude figures in the S. Giorgio chapel are alone sufficient to
demonstrate the new artistic conceptions that these painters
introduced.

The frescoes of Altichiero and Avanzo are the finest manifest-
ation of the artistic movement which existed at that moment in
Verona, Padua and Treviso and in which we might even include
the painted tombs, that I have already mentioned, in the church
of Sta. Corona in Vicenza. It is a movement in which elements
from Florence, Siena and perhaps also from Germany unite and
the genius of Altichiero — the greatest Italian painter of the
14th century outside Tuscany — made of this composite art a
new and fairly independent school. The type of Madonna on the
imposing architectural throne which they seem to have borrowed
from Guariento, spread throughout Northern Italy, Emilia and,
by means of Nelli, even into Umbria.

Padua’s most capable artists, after Altichiero and Avanzo,
was Giusto Menabuoi or “da Padova” (?). The great problem
— one, however, that I do not think very difficult to solve — in
connection with this painter is whether it was he or Antonio and

() H. Janitscheck, Gesch. d. Deut. Malerei, Berlin, 18go, p. 198. O. Doering,
Deutschlands Mittelalterl. Kunstdenkmailer als Geschichtsquelle, Leipz.,
1910, p. 328. Woltmann u Woermann, Die Malerei des Mittelalt. bearbeitet
von M. Bernath, Leipz., 1916, p. 208. J. wvon Schlosser, Die Wandgemailde
aus Schloss Lichtenberg in Tirol, Vienna, 1916. F, Biirger, Die Deutsche
Malerei, 11, p. 232.

(®) J. von Schiosser, Giusto’s Fresken in Padua, Jahrb. der Kunsthist.
Samml. d. Allerh. Kaiserh., 1896.
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Giovanni da Padova who executed the frescoes in the Baptistery
of their native town.

Giusto was the son of Giovanni di Menabuoi of Florence (%),
and his name appears in the roll of painters of this city in 1387.
He was made a citizen of Padua during the life of Francesco
Carrara (3. We know that a Madonna of 1363 from his hand
existed in Milan (%) and there is a signed triptych of 1367 in the
National Gallery, London, while from hearsay we learn that he
decorated St. Augustine’s chapel — to the right in the Eremitani
church — which was constructed in 1370 and destroyed in 1610.

Then, if we do not ascribe to him the frescoes in the chapel
of the Blessed Luca Bellud: on the left of the choir of S. Antonio
which was built in 1382, we have no mention of him until 1400,
the date inscribed on the tombstone of his two sons.

A statement made by the “Anonimo” has given rise to some
confusion with regard to this artist’s works, for this writer,
generally very accurate, informs us that above the door leading
to the cloister of the Baptistery, which contains this painter’s
most extensive production, the signature: “Opus Joannis et
Antonii di Padua” was inscribed, and comparing these frescoes
with those in the chapel of the Blessed Luca Belludi, he discovers
such a striking resemblance that he ascribes them all to the same
hand. Although this declaration, and above all the precision with
which he asserts it, are of some importance, all the same I do not
think that the statement can be exact. Savonarola, who, as Signor
Moschetti remarks (4, was born before Giusto’s death, says
in his description of Padua that it was this artist who executed
the Baptistery frescoes as well as those of the Blessed Luca’s
chapel. Campagnola, Rizzo and Vasari are all of the same opinion.

(") Campagnola affirms that Giusto too was Florentine, but Rizzo calls
him Paduan; the inscription on his sons’ tombran: “........ filii quondam
Magistri Justi pictoris quifuit de Florentia”.

(*) Bandolesi, Pitture di Padova, etc., Padua, 1795, p. 281.

(®) Crowe and Cavalcaselle, p.240. The picture belonged to a Dr. Fasi and
according to Cavalcaselle bore a strong resemblance to Gaddi’s works. The
signature was: “ Justus pinxit Hoc opus fecit fieri Dona Soror ixolta, fillia
qdam Dni Simonis de Tersago MCCCLXIII mesis Martir”.

() 4. Moschetti, Antonio da Padova, in Thieme-Becker, Kiinstler Lexikon,
1L, p. 4.
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Moschini has since expounded the hypothesis that Giusto, with
whom he associates Altichiero, painted the external decoration
of the Baptistery, long since disappeared, while Antonio and
Giovanni should be held responsible for that of the interior (%),
but nowadays the contrary is more freely admitted. Moschini
himself in later years seems to have changed his mind about this
question.

In any case I feel sure that the frescoes in the interior of the
Baptistery are by the same hand that executed the triptych in
the National Gallery, consequently by Giusto da Padova. In
admitting this, Antonio and Glovanni da Padova disappear from
our horizon, for there is not one other work that can be assigned
to them, and the inscription recorded by the “Anonimo” must
have been in connection with some other activity, either the
frescoes on the outside or even some architectural work, since,
although there is no lack of painters of the name of Antonio in
Padua (?), there is nothing to prove that this inscription bears
reference to a pictorial decoration.

It is but natural that the triptych in the National Gallery, Lon-
don (no. 701, fig. 82) (°) has all the appearances of a Florentine
work for it probably dates from that period of the artist’s career
prior to his settling in Padua. It is true that the Coronation of
the Virgin was the favourite subject of North Italian painters but
it is also a composition well represented in the Florentine school.

Daddi shows it to us in his triptych now in Berlin, and Giusto’s
painting in London seems to have been inspired, not only in the
general arrangement but also in technique and sentiment, by
Daddi’s art. In the centre we see a group of saints around the
throne as in the older artist’s work, while in the wings are the
Nativity and Crucifixion with a figure of the Annunciation above
either scene, as in all the triptychs by Daddi and his followers.
In the sweetness of expression and beauty of form, a similar
degree of Sienese influence is manifest. The Gothic throne fol-

(1) G. Moschini, Della origine etc. della pittura padovana, Padua, 1826,
pp- 11 and 21.

(®) A4. Moschetti, op. cit.

(®) This picture was the property of Prince Ludwig von Oettingen
Wallerstein but afterwards passed into the collection of Albert, Prince
Consort.
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lows a Florentine model, but one, however, which does not
appear in the group of works with which we have compared the
picture ; Giusto on account of his late date cannot have been one
of Daddi’s own pupils. The date we see at the foot of the picture
1s: MCCCLXVII; the signature: “Justus pinxit in Archa” (?)
1s inscribed on the back.

Fig. 82. Giusto da Padova, Triptych, 1367. National Gallery, London.

A curious iconographical detail in the Nativity 1s the presence
of a mid-wife who receives the Child from His Mother’s arms
while another waits near the bath. The external surface of the
wings i1s adorned with three rows of scenes illustrating the story
of the Virgin; they are: Joachim driven from the Temple, the
angel appearing to Joachim, the Meeting at the Golden Gate, the
Nativity of the Virgin Mary, her Presentation in the Temple and
her Marriage. All the scenes display the qualities of the best
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works of Daddi’s school; in many instances the iconography
corresponds to that of Taddeo Gaddi's decoration in the
Baroncelli chapel.

A considerable lapse of time must certainly have passed
between the execution of this triptych — a work undoubtedly
painted in Florence — and that of the frescoes in the Baptistery
of Padua. We know nothing concerning the date of Giusto’s
activity in Padua except that the frescoes in the chapel of the
Eremitani church were made shortly after 1370; and when he is
mentioned in 1387 as being in Florence, he must have returned
for a certain time to the city of his birth. The fact that he is
named after Padua and not after Florence makes itvery probable
that he passed the greater part of his life in the former city. As
shall point out later, Giusto was well acquainted with Paduan art
when he painted the Baptistery frescoes, and for this reason we
mustadmit thathelived many yearsin Padua before making them.

In spite of fairly extensive restorations, the decoration of the
Baptistery of Padua remains one of the most important series of
frescoes of the Italian Trecento that we possess.

The number of paintings is very great. On the left wall (fig. 83),
opposite the apse we see three rows, each of three scenes: the
Nativity; the Adoration of the Magi; the Presentation in the
Temple; the call of the first two Apostles, SS. Peter and Andrew;
the summons to the Apostle Matthew, who is seen sitting at the
receipt of customs (a scene very rarely represented); the Mar-
riage at Cana; the Prayer in the Olive Garden; the Betrayal of
Judas; and Christ before two of His Judges, one of whom,
Caiaphas, is seen rending his robe. On the end wall we find,
above, the Presentation of the Virginin the Temple, the Annun-
ciation and the Visitation, while, on the next row, the fresco
between the scenes of the Massacre of the Innocents and the
young Saviour teaching in the Temple imitates a framed altar-
piece, the principal figures of which, the enthroned Virgin and
six saints, are painted in a niche; two of the saints, SS. John the
Evangelist and John the Baptist present the kneeling donor,
Fina Buzzaccherina. In the upper part of this painting there are
many angels and the Holy Ghost in the form of a dove. The
frame is adorned with four figures of saints and the pinnacles
with half-length figures of the Saviour and four angels. Below
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Fig.83. Giusto da Padova, Scenes from the Life of Christ. Baptistery, Padua.
Photo Alinari.

there is an enormous, rather ugly figure of St. John the Baptist
which, without any reason, has sometimes been ascribed to
another hand; there are two flying angels at the sides while
numerous devotees kneel at his feet. The two other frescoes on
this row show the Entry into Jerusalem and the Last Supper.
The other lateral wall is dedicated principally to St. John the
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Baptist. On the uppermost tier we see Zacharias in the Temple;
the Nativity of St. John, and Zacharias inscribing the name of
his new-born son; below follow the meeting of St. John with
the Saviour, the Baptism, St. John in prison, and Christ curing
several sick people simultaneously, while on the lowest row are
the Dance of Salome, the beheading of St. John with the head
offered to Salome’s mother, and the Resurrection of a dead man
on a bier (the young man of Jair).

In the centre of the fourth wall, above the arches leading to
the apse we find an important representation of the Crucifixion
with the three crosses (fig. 84). A multitude of people is gathered
below, many of them on horseback; in the foreground we see
the fainting Virgin on one side and on the other the soldiers
casting lots for Our Lord’s cloak; some angels fly around the
central cross above which the sun and the moon are depicted
on either side of a pelican in its nest feeding its young. To
the left we see above, the Flight into Egypt and lower, the
Transfiguration; two scenes which form the continuation to
those already found at this level on the first wall. To the right
the Descent into Limbo and the Holy Women at the Empty Se-
pulchre are depicted one above the other. On the wall to the
right and left of the apse further events are represented; on the
left we find the Bearing of the Cross over which is seen Pilate
washing his hands: the painter has connected the two scenes
by showing one of Pilate’s suite leaning over the separating
border and looking down at the procession on the road to
Calvary. The wall on the other side is occupied by a painting of
the Ascension.

The principal scene of the apse itself is that on the end wall
representing the Saviour in majesty within an aureole, holding
the Holy Lamb on His knee; at His feet are the symbols of the
Evangelists and around him the celestial hierarchies. Numerous
small scenes from the Apocolypse adorn the other walls and the
window embrasures. Busts of saints are depicted on the intrados
of the various arches.

The cupola of the chapel is also very richly decorated (fig. 85).
In each of the pendentives is represented an Evangelist seated at
his desk between two half-length figures of saints with his symbol
in a medallion below. Then a long series of scenes from the Old
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Fig. 84. Giusto da Padova, the Crucifixion. Baptistery, Padua.
Photo Alinaii.

Testament beginning with the Creation, forms, as it were, a cir-
cular frame around the vault, the decoration of which is com-
posed of a central medallion containing the Saviour, in the midst
of cherubim, surrounded by hundreds of figures of angels and
saints arranged in five regular circles which, at one place, are
interrupted by the image of the Virgin Orante, crowned and
standing in an aureole which 1s surrounded by angelic musicians.

Lastly we find in the apse an important altar-piece, the colours
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of which, however, are rather sombre. The centre is occupied by
a figure of the Madonna, to either side of whom are six scenes
arranged in two rows, some of them illustrating the story of
St. John the Baptist. The terminals show the Baptism of Christ,
whole and half-length figures of saints and St. Francis receiving
the stigmata; the Pieta and other figures of saints are represented
on the predella.

In attempting later on to determine to what artistic current
Giusto Menabuoi belongs, we shall have to take into consider-
ation the characteristics of this enormous pictorial monument;
all the same I should like to draw attention at the present
moment to the fact that this artist’s iconography is very different
from that which Giotto followed in his frescoes in Florence. It
would be useless to point out every occasion on which our artist
diverges from this tradition; a comparison of their respective
works will convince anyone of the truth of this statement.

The question whether or not Giusto Menabuoi also painted
the frescoes in the chapel of Beato Luca Belludi in the church of
S. Antonio cannot be answered with certainty. They were so
completely repainted in 1786 that a critical study is nowadays
impossible. The general aspect and the proportions of the figures,
however, do not contradict this attribution.

The chapel was constructed by order of Naimiero and Man-
fredino dei Conti, and in 1382 consecrated to the Apostles SS.
Philips and James; after St. Antony’s companion, Beato Luca
Belludi, was buried here, the chapel took his name.

In the two lunettes on the left wall are represented St. Philip
dominating the demon who, by his noxious effluvium, had killed
three of the saint’s disciples; their resuscitation; and also the
saint preaching in Asia. Below the first lunette St. Philip’s cruci-
fixion is depicted: among the figures, several members of the
dei Conti family are portrayed. On the same wall we find a
representation of St. Antony appearing to Beato Luca and
informing him of the deliverance of the town of Padua, a very
important view of which is seen in the painting.

The altar wall is adorned with an image of the Madonna to
whom saints present some members of the dei Conti family, who
are depicted kneeling in adoration. Above this we see the two
figures of the Annunciation.
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Fig. 85. Giusto da Padova, Vault. Baptistery, Padua.
Photo Alinari.

The frescoes on the right wall illustrate the story of St. James.
The lunettes show the Redeemer appearing to him and the saint
thrown down by the Pharisees; lower down we see him deliver-
ing one of the faithful from a tower in which he was imprisoned,
and giving his clothes to a pilgrim. His martyrdom is depicted
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on the entry wall; he is first stoned and then beaten to death.
The altar wall on this side is given up to Beato Luca Belludi:
here we see the faithful praying at his tomb and imploring his
aid while at the same time the Saviour is shown appearing to
him. Numerous half-length figures of saints are also found on
the walls of the chapel.

Although now the entire decoration is not very pleasing, it
seems probable that the attribution to Giusto — one, moreover
made by the almost contemporary Savonarola — is correct.

We discover Giusto’s hand in two figures of the Madonna
nursing the Child, which are placed in niches near the arch in
the Arena chapel (fig. 86) (1). Comparing these figures with
Giusto’s Madonna in the Baptistery, no doubt can exist as to
their authenticity, but it is curious that the artist should have
painted two identical representations, one as pendant to the
other, in this little chapel.

The “Anonimo” records fairly exactly the pictorial contents
of the S. Agostino chapel to the right of the nave in the Eremitani
church. On one side were depicted the liberal arts with the men
who excelled therein; on the other the vices, also with their
human representatives. Celebrated students of the religion of
St.Augustine as well as the titles of the saint’s works also formed
part of the decoration. It was, as this author inform us, painted
by “Giusto Padoano” or as some call him “ Fiorentino”. Vasari’s
description is very similar to the “Anonimo’s”, only he makes no
mention of St. Augustine’s adherents but adds that the repre-
sentatives of the vices are seen in the depth of Hell.

An addition made somewhat later to the “Anonimo’s” text
informs us that the chapel was founded in 1370 by Tebaldo di
Cortellieri, a Paduan whose portrait, with an inscription, adorned
the wall to the right of the altar.

The frescoes were probably destroyed when alterations were
made to the chapel in 1610, but Professor A.Venturi has discov-
ered in a book of drawings in the Print Cabinet in Rome what he
believes to be Giusto’s own sketches for this work (3. However,

(1) A. Moschetti, The Scrovegni Chapel, Florence, 1907, p. 52.

(%) A. Venturi, 1l libro di Giusto per la cappella degli Eremitani in Padova,
Le Gallerie Nazionali italiane, IV, 1899. T/e Same, 1l libro dei disegni di
Giusto, idem, V, 1902.
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Fig. 86. Giusto da Padova, Madonna. Arena Chapel, Padua.

Photo Alinari,

these drawings appear to be of later date, probably of the be-
ginning of the 15th century, as Herr von Schlosser remarks (*).
(Y) J. von Schlosser, Zur Kentniss der Kunstlerecher Ueberlieferung im

Spiteren Mittelalter, Jahrb.der Kunsthist.Samml.des Allerh.Kaiserh., X XIII,
1903. Professor 4. Ventur’s answer to this appeared in L'Arte, 1903, p. 79.
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Nevertheless, this does not diminish the importance of these
beautiful designs nor does it make it improbable that they are
more or less faithful copies of Giusto’s frescoes, but I do not think
we can look upon them as the sketches from which Giusto
worked, or even very exact copies of this artist’s frescoes; the
style is later and quite different from Giusto’s. There exist some
other similar collections of designs () and Herr von Schlosser
has published some drawings that he himself discovered, but
these show less connection with Giusto’s manner than those
from Rome, which, as far as the fragmentary remains allow us
to judge, seem to have been directly inspired by the paintings.

The series of frescoes in the Paduan Baptistery is consequently
the only work by which we can judge Giusto’s art, since the
triptych in the National Gallery is a production of the period
when the painter still belonged to the Florentine school, and the
frescoes in the chapel of Beato Luca Belludi have undergone
too much restoration.

Giusto’s artistic evolution seems to have been fairly logical
and simple; an artist without great originality, he was Florentine
in Florence and Paduan in Padua, for the decoration of the
Baptistery is obviously the work of a painter who was strongly
influenced by Altichiero and Avanzo (3). There are too few
Christological scenes by the latter artists to enable us to make a
detailed iconographical comparison, but one would certainly say
that the compositions of the Crucifixion and Presentation in the
Temple were inspired by Altichiero’s examples.

All the features which constitute the difference between the

() In another chapter we shall deal with the Bolognese miniatures
of the second half of the 14t» century, preserved at Chantilly, illustrating
the same subjects. L. Dorez, La canzone delle Virtue delle scienze di
Bartolommeo di Bartolo da Bologna, Bergamo, 1904. F. Filippini, Bolletino
d’Arte del Ministero della Pubbl. Istr., 1911, p. 60. J. von Schlosser, Ein
Veronesisches Bilderbuch etc., publishes some profane miniatures which,
in certain details — especially the costumes — show analogies with
Paduan art of the second half of the 14th century but which however
seem to belong to a later period and probably date from after the
year 1400.

() Cavalcaselle speaks of his connection with the Lorenzetti but of this
I am unable to find any trace.
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types in Giusto’s triptych of 1367 and in his work in Padua seem
to be due to Altichero’s influence. The types of his figures
especially, are no longer Giottesque but reproduce — although
imperfectly — the delicate sweetness, the graceful forms and the
specific drapery of Altichiero and Avanzo; the faces too are
frequently modelled on those we find in the frescoes of these two
artists, and, as in their works, each scene gives the impression
of a moment, rather than a picture full of dramatic action after
Giotto’s manner. Nevertheless Giusto was not so skilful a
draughtsman, nor did he possess such fine aesthetic conceptions
as his two predecessors.

The chief characteristic of Paduan painting lies in the import-
ance given to architecture, as well as the manner in which the
artist uses it as a setting to his figures. Even Florentine artists
of the end of the 14th century, such as Agnolo Gaddi and Spinello
Aretino only used architecture as an ornamental background to
their pictures, depicting a building of little importance with no
depth and often isolated and incongruous as is sometimes the
case in Giotto’s works. From this standpoint Giusto belongs
entirely to the Paduan school; his frescoes of Jesus at the age of
twelve teaching in the Temple, the Marriage at Cana, the Last
Supper and many other scenes are depicted taking place in
spacious halls of an excellent perspective such as we never find
in contemporary Florentine painting.

That special style of architecture that Altichiero favoured so
much is exemplified in the church which forms the background
to Giusto’s fresco of the Call of St. Matthew. Our artist displays
likewise the same taste for decorative detail, especially mosaic
ornaments, and even shows us certain characteristics peculiar
to “‘scénes de genre”, as for example the little dog in the Marriage
at Cana, which we find earlier in one of Altichiero’s paintings.
All this leads us to believe that when Giusto went to Padua he
followed the school then in favour there, but never became one
of its distinguished members. His works, however, possess great
decorative merits, his colours are warm and bright and he
obtains some clever relief effects by a strong opposition of light
and shade, but his drawing is often faulty and on that account
his figures lack charm while the general effect of his work is
provincial.
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The frescoes in the chapel of S. Michele, now dedicated to the
Virgin of Lourdes, in Padua, are of very inferior quality; their
chief interest lies in an inscription over the door, giving the date
1397, the name of the founder, a certain Bartolommeo de Bobis,
and the artist’s signature: ..... “pinxit quem genuit Jacobus
Verona figuras” (*). Here we have another example of a Vero-
nese artist working in Padua, the first being Altichiero.

Jacopo was born in 1355 and he died after 1442. In 1404, he
worked in Verona for the Carrara family; his sons Lamberto
(1375-—99) and Battista (1385-—circa 1464) were both painters
in Verona.

The frescoes that he has left in Padua deserve but a short des-
cription. They represent the Nativity, the Adoration of the Magi
with the journey in the background and other details, such as
the movement of the horses and the elaborate landscape, which
divert one’s attention from the main image ; some of the figures
may well be portraits of members of the founder’s family. Above
the arches we see the Annunciation, the Archangel Michael, and
the Expulsion from Sodom, and on the other wall the Death of
the Virgin (fig. 87) and the Descent of the Holy Ghost; in the
entry is found the Ascension as well as some fragments of other
scenes, while the sacristy contains a fresco of the Madonna
amidst saints, worshipped by the donor.

These frescoes belong to Altichiero’s school for the same
reasons as did Giusto's; the facial types and proportions of the
figures betray the same source of inspiration; some of the fres-
coes, as for example the Annunciation, display the artist’s taste
for architectural perspective as it was conceived by Altichiero
and Avanzo, while it is especially in this same fresco that we
note these intimate details which make of a picture a “scéne de
genre”. The four figures, obviously portraits, seen in the right
angle of the Death of the Virgin, are treated in that same realistic

(Y) Schubring, Altichiero, p. 121. The Same, in Thieme-Becker, Kinstler
Lexikon, 11, p. 270. G. Biadego, 11 pittore Jacopo da Verona, Treviso, 1906.
Crowe and Cavalcaselle, op. cit., p. 237, believes this artist to be Avanzo who
at his time, was still known under the name of Jacopo, and that their
inferiority to the frescoes in the S. Giorgio chapel can be explained by
the fact that in part they were left to pupils.
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Fig. 87. Jacopo da Verona, the Death of the Virgin, 1397. S. Michele,
Padua.

Photo Alinari,

v 12
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manner which constitutes one of the features of Altichiero’s art
and his companion’s.

With these frescoes we come to the end of 14th century painting
in Padua, since it is useless to dwell on the two very damaged
figures of St. Antony in the choir of his church, a Madonna on
a pillar to the left of the Beato Luca’s chapel and some other
fragments of even less importance. Five figures of saints in
grisaille in the chapel of the first cloister of S. Antonio are of
more interest than these 1solated remnants.

Schubring 1s of opinion that Padua did not really possess a
genuine school of painting; he remarks that the number of out-
side artists was very great and informs us that of the eighteen
painters mentioned by Moschini as active in Padua between
1382 and 1400, only three were natives of the town ().

I do not think that Schubring’s first statement is correct.
Although Padua did not possess an important school whose
influence was wide spread, it produced all the same a group of
artists who had their own local peculiarities and who were
united one with another.

I hope, indeed, I have succeeded in demonstrating, that a
connection exists between Guariento’s art and that of Altichiero
and Avanzo, and that to Altichiero we can link Giusto and
Jacopo da Verona. A feature of great significance for this centre
of painting is the architectural perspective; it is an element that
seems to have begun with Semitecolo and one which we also
find in Treviso, but not in Verona which, apart from being the
native city of Altichiero and Jacopo da Verona, had no connec-
tion with Padua.

Verona produced a large number of paintings in the 14th cen-
tury (2), but with the exception of those belonging to Altichiero’s
school, they are of mediocre quality and in no way suflicient to

(Y) The “Anonimo” mentions a “Marino pittore” who painted in tempera
the altar-piece in the chapel that Tebaldo di Costellieri had constructed in
1370 in the Eremitani church and which Giusto decorated. A “Bertolino del
quondam Jacopo di Brescia” was active in Padua in 1382. Moschini, Pittura
in Padova, p. 9.

(*) G. Biadego, Verona, Bergamo, 1914, p. 74.
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explainin Padua the appearance of this great artist who,however,
is preceded by several worthy painters.

A certain number of Veronese painters are known to us only
by name; they are Poja (1298), Gerardo (1311), Daniel (1354) (9,
Antonius pictor and Bartholomeus pictor quondam magistri
Nicolai (1367) (%); others, some of whose works have survived
are Maestro Cicogna or Cigogna (1300—1336), Turone (1360),
Giacomo da Riva (1379—1423) Martino (1396—after 1409), Bon-
insegna de Clocego, active from 1407 until 1429, whose signa-
ture Maffei found in the Salerna chapel of the church of St. Anas-
tasia (*), and Jacopo da Verona with whom we have just been
dealing.

Consequently, Maestro Cigogna is the earliest Veronese pain-
ter of the 14th century, whose works have come down to us, and
these works reveal him as an artist of but little importance (4).

The oldest production that we have from his hand is the decora-
tion of the church of S. Martino at Corrubio, near Verona. Onthe
right wall we find some figures of saints and rather a curious
allegorical representation, in which the souls of the faithful seem
to be sailing in boats. The name of the artist and the date, 1300,
are inscribed (°). He adorned the facade with a scene of the Cru-
cifixion. Inthe interior of the church some other paintings includ-

(') This painter signed an altar-piece that Maffei (Verona Illustrata, III,
p. 510) saw at the “Padri del Oratorio”.

(®) Maffei, op. cit., III, p. 148 and Bernasconi, op. cit., p. 14. Majfei again
speaks of a picture at S, Pier di Castello signed: “Nickolaus filius magistri
Petri pictor pinxit hoc opus Veneciis”. He believed him to be a contemporary
of Giotto’s. It may be that the Bartholomeus Magistri Nicolai who is men-
tioned in 1367 was the son of this Venetian.

(® A fresco of the early 14th century in this chapel has, without any
reason, been ascribed to him and this has led people to believe that an artist
of that name also existed in the 14th century: C. Cipolla, 11 pittore Boninsegna,
Archiv. Venet.,, X1V, 1882, p. 213. G. Gerola, 11 pittore B. etc. e la famiglia di
Martino, Atti del R. Ist. Veneto di Scienze, XIX, 1910. T/e Same, Thieme-
Becker, Kiinstler Lexikon, IV, p. 300. Cipolla, op. cit., L’Arte, 1915, p. 162.

(% L. Simeoni, Maestro Cicogna, Madonna Verona, I, 1907, p. 214. P. M.
Tua, Per un elenco delle opere pittoriche della scuola veronese prima di
Paolo, Madonna Verona, 1912, p. 104. Biadego, op. cit., p. 76.

(%) “Anno Domini MCCC indicione XIII Xpletum fuit hoc opus per me
magistram Cigognam die Martie (?) ultimo Madii ad honorem Dei et Beate
Mavie...... tata".
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ing a Madonna, saints, a Coronation of the Virgin and a figure
of St. Martin on horseback, might perhaps also be assigned to
this artist.

In the church of S. Felice at Cazzano he painted an allegorical
fresco, very similar to the one at Corrubio,a Madonna, St.Martin
and other figures; a fragment of the signature: “C7. ... a pinxit”
and the date, 1322, are still visible. We find his name, for the third
time, under a fragmentary fresco, originally in the Palazzo Com-
unale of Verona, now in the town gallery (1090). The inscription
begins: “MCC.... XV C....pinxit” etc ,which has been com-
pleted as “MCCLXX VI Cigogna pinxit”; but to me this seems
unlikely since the original date might sooner have been either
1315 or 1325. The style of the painting makes it very probable
thatthe C..... really did form part of Cigogna’s signature.

In any case Cigogna is not very significant for the develop-
ment of Veronese painting; his coarse provincial Byzantinism
derives sooner from Venice and he had no adherents in the city
of Verona.

Some contemporary frescoes in the church of S. Fermo dis-
play quite a different artistic movement. Above the arches of the
chapels to the sides of the apse are depicted the Adoration of the
Magi and the Coronation of the Virgin, while over the chancel
arch we see the figures ot the prior Daniel Gusmerio and
Guglielmo di Castelbarco holding the model of the church. This
group of paintings is very different from the rest of the decora-
tion in this part of the church and are all doubtless by the same
hand (Y). The compositions of the scenes at the sides show a
Giottesque simplicity; the forms too are somewhat archaic and
the technique rudimentary. On looking closely at these frescoes
we find them to be rather damaged (?), although seen from a
distance this is not visible. The two kneeling figures are very
fine specimens of early portrait painting. Faces and expressions
are both full of individuality and the artist has by no means
flattered his subjects. Behind the figure of Guglielmo di Castel-

(Y) G. Gerola, 1l ritratto di Guglielmo di Castelbarco in S. Fermo di Verona,
Madonna Verona, I, 1907, p. 86. 4. Da Lisca, Studi etc. sulla chiesadi S,
Fermo Maggiore di Verona, Verona, 1909, p. 46.

(3) Idem.
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barco is depicted his family coat of arms, a lion drawn n a very
characteristic manner, while behind the prior is an inscription
which has been deciphered as: “Mille Técente quatuorda” which
1s evidently meant to be 1314. This year coincides with the dates
that these two persons had certain works carried out in the
church; moreover Guglielmo di Castelbarco died in 1320.

The frescoes in S. Fermo may be said to initiate Veronese
painting which — Altichiero and his adherents excepted — can
be said to constitute an elementary Giottesque school. Dated
works are very rare.

The battle scenes which we find at Castelbarco, near Verona,
were in all probability executed shortly after 1319; they belong
to a different style of painting, being rather archaic in appear-
ance but expressive all the same. They might be classified in
the group of Tyrolese works, for Italian features are entirely
absent (1.

Two other pictures of but slightly later date than the frescoes
in S. Fermo offer us further examples of very individual portraits.
The first of these 1s kept in the Rosario chapel in St. Anastasia
and represents Martino Scaliger and Taddea da Carrara, whom
he married in 1327,1n adoration before the Virgin whois escorted
by S.S. Dominic and Peter the Martyr. The second picture
which is preserved in the church of Sta. Maria Antiqua shows
the Madonna again adored by Martino Scaliger, who 1 this
mstance, 1s accompanied by Alberto Scaliger.

Both are important works not only on account of the crude
realism of the portraits but also because they furnish us with the
earliest examples of these devotional pictures which afterwards
became so frequent, and of which Altichiero has left us a spec-
1men.

Of the rather ordinary and traditional pamters who were
inspired by Giotto’s manner and to whom we owe the greater
part of the Veronese frescoes of about the middle of the 14th cen-
tury, the name of one, Turone, has come down to us; from his
hand we possess a signed and dated altar-piece (figs. 331 and
332), origmally in the Sta. Trinita convent, now in the town gal-

(Y} Verhandl. des 7en Internat, Kunsthist, Kongresses in Innsbriick, 190z,
p. 77
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lery. The inscription runs: “Hopue Turoni MCCCLX”. That
Turone was really Veronese is established almost without doubt
by the presence of other works from his hand in this city and
also by the fact that we find members of this name in the town
council in 1405 and in 1435.

The principal panel of this polyptych shows the Trinity : God
the Father sitting on a throne holds in front of Him the Cross to

Fig.88. Turone, Polyptych, 1360. Museum, Verona.

Photo Lotze.

which the Saviour is attached, the dove being placed on the
latter’s nimbus. Date and signature are inscribed on the pedestal
of the throne. Within the arcades formed by the frame, the saints
Zeno and John the Baptist on the left, and Peter and Paul on
the right, are represented, each holding his emblem. St. Paul is
apparently depicted about to draw his sword from its scabbard.
Eight medallions in the elaborate framework contain busts of
the Evangelists and four angels, all winged; the two lateral ter-
minals are adorned with half-length figures of SS. Catherine and
Lucy and the much larger central one with a representation of
the Coronation of the Virgin who, contrary to what we generally
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