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CHAPTER 1
GIOTTO AND THE EARLY FLORENTINE SCHOOL

Traprrion has spun a pleasant pastoral tale about the
origin of the great painter, Giotto, and first reveals
him as a boy whose days were passed upon the breezy
hill-side where he watched his father’s sheep. His
amusement was to scratch their forms with a sharp
stone upon the rock, and Cimabue chanced to find
him thus playing as he went by on the Bologna
road. Recognition was instantaneous and mutual ; and
Buondone, the boy'’s father, being so poor that his
home ties were not more than nominal, with his father’s
blessing the boy abandoned them to claim a higher
birthright.*

In her romantic, idle way, sleepy old tradition aims
at truth-telling, and if she is too dreamy to appease the
scientist, and may even be caught lying by him, as well
as napping, his happiest conclusion will be that truth is
of different orders, and that he and she conceive it
differently. As it is, tradition and criticism are wont

* Another version of the story is that Giotto was apprenticed to
a wool merchant, and played truant, preferring the workshop of
Cimabue.

A



2 GIOTTO

to indulge in an unprofitable warfare, the aggressi've
apparatus, with which the critic arms himself, being ill
adapted to induce his opponent to unlock the treasure
she conceals. She fronts him with a large inscrutability,
impervious to the fine tools he uses ; whereupon he pro-
claims triumphantly that the treasure was an illusion,
and the war ends, like some others, with the aggressor’s
confession that it was not worth waging. It is thus
that we have learned, by investigation and research,
that the artist’s father was of less humble station, and
can quote a document that dubs him ¢ vir praeclarus,”
and shows that he was a proprietor at Colle in the com-
mune of Vespignano. Yet to quote it as a serious
attack upon the story might expose us to caricature: it
were better to leave our corn standing than to set about
reaping it with a razor. The despised tradition itself
admits Buondone the possessor of a flock of sheep, and,
for his poverty, they may have taxed a bare upland
pasture beyond its means.

To look for detailed accuracy in a tradition of this
kind argues failure of imagination; for its merit is
independent of its correctness. It provides the life of
one, whose movements were on a scale not measurable
by normal methods, with a harmonious background,
touching at once the mainspring of his nature and
disclosing his greatness at its source. For in those
early years of unconscious communion with the wide
influences of earth and sky, a mind was formed that
cannot rightly be associated with lesser things, a mind
that could compass an avocation—perhaps the highest
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that human activity can attain—with such calm, un-
ceasing endeavour as we might suppose confined to the
common tasks of every day,and which, recognising how
lofty was its goal, how delicate must be the aim, wasted
no particle of life in profitless reflection, but with
thought held always to the issue, steady as the marks-
man’s hand, grew to its immortal enterprise with inspi-
ration as infallible as prompts the rising or the setting
sun.

Boccaccio records that Giotto, in spite of his un-
rivalled genius, was of peculiarly modest tempera-
ment, -and, though it was customary for painters of a
certain standing to assume the title of master, he, the
master of all, shrank from it, and would never assume
it.* In many, even among great men, it might be
possible to regard a determination of this kind as a
pose ; but Giotto’s most marked characteristic is pre-
cisely that piercing directness of mind which neither
swerves nor flinches till it is in touch with the truth at
its heart—a quality before which no sham or affecta-
tion, whether in himself or others, could maintsin itself
for an instant updetected. There is no choice, there-
fore, but to take this trait as the indication of a true
humility, to believe that it was consistent in him with
frank recognition of his place as, without question,
the greatest artist of his day. And granting him the

» The signature of the Baroncelli Altar-piece in Santa Croce is
“Opus Jocti Magistri,”” and this signature was once erroneously
taken as a seal of authenticity. The similar signature on the altar-

piece at Bologna is to be regarded as evidence unfavourable to a
work whose authenticity is in itself doubtful.
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possessor of this sort of humility, we have a key to tlfe
secret of that continuous progress so remarkable in his
carcer. We recognise at once a man to whom the
fact of his pre-eminence was, in the deepest sense,
an irrelevant matter, because it was not his way to
compare either his efforts or his achievements with those
of others, but to relate them to that ultimate standard,
call it real or ideal as we will, which, taken as the test
of human aspiration in whatever kind, continues to
reveal not so much what has been attained already as
the immeasurable possibilities in things yet unattained.
And on this account tradition may claim pardon, if she
has laid undue emphasis on the lowliness of Giotto’s
origin, and changed Buondone, the proprietor, with his
flocks, perhaps, as well as his pasture, to Buondone the
labourer, with his *“few sheep.” She reminds us, after
her fashion, of a truth which needs no énforcement,
that to the great spirits among men our common
separation of high and low is irrelevant.

It is conceivable that criticism, aggressive as she is,
might have been content to leave these vaguer sugges-
tions unmolested, had not the tale that gives them
mentioned the much-vexed name of Cimabue, indicat-
ing thus the origin of Giotto’s artistic development.
Cimabue is popularly believed to have been Giotto’s
master, and the first to set about an emancipation of
Italian art from the rigid formalism characteristic of
the so-called Greek manner of painting, which, per-
fected in Byzantium, had been the source of what-
ever distinction, little enough at the best, can be traced
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in the works of earlier Italian artists. This belief,
though by no means without foundation, has been
wildly and violently assaulted by numerous critics, and
with such result that the very name of Cimabue is
beginning to be regarded as mythical, and the fact of
his existence as a moot question. Yet our main autho-
rity for the belief is of the highest reputation, and has
the advantage of being Cimabue's contemporary.
The following lines are no doubt familiar:

“Credette Cimabue nella pintura
Tener lo campo ed ora a Giotto il grido
Si che la fama di colui e oscura,”

and yet, though they have been pitilessly criticised,
insufficient attention has been paid to their precise
significance. 'The point selected by critics for the
centre of their attack is the disappearance of Cimabue
and all documentary or other unmistakable recognition
of him in the annals of succeeding art. It may not
have been observed that, so far as was possible to him,
this fact had been already recognised by Dante, and
that apart from it his words would lose half their
meaning. The fickleness of fame is his theme, and he
exemplifies it by pointing to the artist who had led the
earlier generation, but whose memory has been eclipsed
by his successor. If in Dante’s lifetime the fame of
Cimabue was thus darkened, it need not surprise us that
Ghiberti, nearly a century later, at a time when Giotto
himself would be looked upon as antiquated, cares little
for him, and speaks of him merely as a follower of the
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Greek manner of painting. We may add that Ghiberti
makes no mention of any other predecessor of Giotto’s,
whether at Florence or elsewhere, and regards the revival
of art as due solely to the genius of Cimabue’s
apprentice.

But the question raised by modern eriticism is, in
truth, of much greater dimensions than we can rightly
perceive while we connect it with an issue such as the
standing or existence of a single artist, an issue of a
kind apt to lend itself to arguments that might almost
be called personal. The problem connected with
Cimabue owes its importanee to the fact that, according
to the final solution of it, stands or falls the entire
conception, hitherto current, of the history of the
revival of painting. There were four principal centres
of artistic activity in Italy during the thirteenth cen-
tury—Pisa, Rome, Florence and Siena. And it has till
lately been regarded as an acknowledged fact that,
whereas the earliest seat of genuinely artistic activity
was Pisa—sculpture having been brought to a very high
pitch of excellence there before the date of Giotto’s
birth—painting was first developed _and perfected at
Florence. But within the last few years critics have
recognised that our knowledge of the early history of
art is based principally upon the statements of Florentine
writers, and the word “Florentinism™ has been in-
vented as a means of expressing, in abridged form, the
pardonable patriotism which may, it is suggested, have
led them to press conclusions in favour of their native
city. The word may be accepted with gratitude on
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account of its easy rendering of an idea which un-
doubtedly represents a truth that it is important to
bear in mind. Yet it is not wholly a blessing when
such an idea as this is too easily expressible. A word
may even become a nuisance if it be used as a substitute
for thought, or as a means of dismissing a series of
difficult questions without an examination of them
separately according to their merits. The patriotism
and pride of the Florentines are matters beyond dispute,
and it is indisputable that jealousy of their rivals would
have led them, as much in art as in any other branch of
life, to exalt their own and disparage the achievements
of others, when the question of pre-eminence was at
stake. But to suppose, on this account, that, because a
claim to pre-eminence is advanced, that claim can fairly
be assumed to lack foundation, is nothing less than
nonsensical. Frankly admitting that the Florentines
were only less notorious for narrow patriotism and its
inherent vices than the members of other Italian cities,
we have still to ask whether in the matter of their
service to the art of painting they had or had not a
subject on which they might pride themselves justifiably.

This question is one to which the career of Giotto,
traced merely, as in the following pages, by his few sur-
viving works, and his unique reputation, not only in
his own, but in all the chief cities of Italy, provides in
itself no doubtful answer. But a further question
arises. Giotto’s pre-eminence, and through Giotto the
pre-eminence of Florence, being conceded, it is still con-
ceivable that he was, as it were, a seed sown at random,
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and owed his transcendent stature to inspiration and
teaching not drawn from the native source.

If the Pisan school of sculpture be for the moment
set aside, with due recognition of the quickening in-
fluence it exercised upon art all over Italy, there remain
but two cities outside Florence to which a painter
could have turned for instruction at the end of the
thirteenth century—Siena and Rome; and all three
schools, whatever their respective merits, agreed in
drawing both their ideas and their methods from the
traditional lore preserved by the Greek artists of
Byzantium.* In the absence, therefore, of any history
of the revival in Rome- or Siena, any counter-claim on
their part as against the assertions of “Florentinism,”
criticism, before it can revise and justly estimate the
respective contributions of each school, has the delicate
task of determining—in respect of the few works of this
early time that are preserved in tolerable condition—
whether the Byzantine conception, their common cha-
racteristic, has been modified by the mind of a Roman,
Sienese or Florentine artist, and also—for without this
the first determination is valueless—the exact date to
within a decade when the modification took place.

The reader will learn without surprise that with a
problem of this difficulty before them, and none but
the most meagre evidence to be their guide, different

* The Romans had also before them, and attempted in some
sort to copy, the mosaic work of the early native school., But in
their acknowledged masterpiece—the mosaics of S. Maria in
Trastevere—the compositions are pure Byzantine.
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critics reach wholly different conclusions. An im-
portant altar-piece at Siena bears an inscription with
the date 1220, a date which, if it had any relation to
the picture above it, would give Siena a marked pre-
cedence over her rivals. But our standard English
authorities believe that the date has been partly effaced,
that the picture itself dates from 1270, and owes a
certain natural animation which may be remarked in it
to subsequent repainting in the early fourteenth cen-
tury. A later critic has contended that the whole work
has been repainted and is now past recognition, but
that the date is the only authentic part of it. This is
an example typical of the kind and degree of divergence
which is common among professional critics in reference
to these primitive works, and it will, therefore, be
obvious that any attempt to enter here into a detailed
discussion would be wholly out of place, and that we
cannot hope to do more than support in general terms
the conception we have formed of the qualities and merits
of the three schools and their relation to the revival
and to Giotto.

And first in regard to Rome. A document, dated
June 8, 1272, when Giotto was six years old, shows that
Cimabue, a Florentine painter, was at that time in Rome.
There are critics who affect to doubt whether this can be
the Cimabue of Dantesque reputation ; but they argue
that, if it is indeed Dante’s Cimabue, he probably owed
his artistic training to the Roman school. This is the
kind of argument that destroys a case, and it is fair to
recollect that much of the prominence, which the Roman
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school now enjoys, has been bestowed upon it by critics
to whom an argument of this kind seems reasonable. We
cannot meet it better than by considering shortly what
qualities are to be found in a work completed twenty
years after Cimabue’s visit, regarded as one of the chief
glories of the Roman school, and believed by its advo-
cates to be the work of Pietro Cavallini, its leading
member and in their view the true teacher of Giotto.
This is a series of mosaics in the church of 8. Maria in
Trastevere, comprising seven scenes, in which the life and
death of the Virgin and the usual subjects relating to
the infancy of Christ are represented. If we are right in
supposing that the allegories of the Lower Church at
Assisi were painted by Giottoin 1296, and the ciborium
of St. Peter’s in the same or the following year,* it is
clear that an interval of seven years, at most, elapsed
between the execution of these mosaics and the time
when the Roman school lost favour even in its native
city, when the most important commissions issuing from
the Papal Court were entrusted to a Florentine artist.
There is nothing in the appearance of these mosaics in
Santa Maria in Trastevere to make this superseding of
the Roman workmen a matter for the least surprise. It
is true that their composition is described, even by so
discerning a critic as Mr. Roger Fry, as “in every way
comparable to that of Giotto’s frescoes.” Unfortunately,
however, the merit of the designs does not belong to the
artists who executed them ; for their approximation to
the traditional Byzantine treatment—in which distribu-

* Some authorities place it earlier,
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tion and design were perhaps the noblest features—is so
close as to make inadmissible any claim for originality in
that respect. Moreover, the spirit of the revival, it is
hardly necessary to state, did not find expression pri-
marily in a new perfection of design : its emphasis was
laid upon a clear and faithful rendering of natural
appearances, above all upon the expression of human
passion ; the necessity for an orderly and scientific
arrangement of its material was, for the time being, com-
paratively overlooked. As to the series of mosaics in
Trastevere, it would be hard to suggest a drearier under-
taking than the search in it for any touch of nature, any
evidence that the artist felt keenly the deeper meaning
of the subjects he portrayed. He has missed the priestly
dignity and grandeur of the Byzantine representations,
and substitutes for it a flabby, nerveless conception of
the figure, a uniform mournfulness of expression in the
face.* Nothing is more inconceivable than that the
author of works like these should have taken the leading
part in a spiritual revival. Yet they have always been
regarded as representative of the Roman work when at
its best, and, in that light, betray that the school, as till
lately has been supposed, was essentially a school of
decorators, lacking precisely in that emotional and ima-
ginative comprehension which marks the true artist,
and without which a revival of art would have been
impossible.  Such being the condition of the Roman
school in the year 1290, when Giotto was twenty-four

* The author has made this series the subject of a short separate
study, which he hopes soon to publish,
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years of age,* and perhaps engaged already upon the
series of scenes from the Life of S. Francis in the Upper
Church of Assisi, it must be manifest that his debt to
the Romans cannot have been of serious extent. That
he made an early visit to the capital, was interested both
in its ancient and its contemporary art and architecture,
assimilated any ideas of which the native school might
boast—a task which would probably not have occupied
him long—all this there is no reason to doubt, but
his inspiration must have been drawn from another
source.

Can it, then, have been drawn from the rival city of
Siena ? Inthe year 1255,1 eleven years before Giotto,
was born the Sienese painter, Duccio, whom many now
regard as an artist of equal, if not of greater power than
Giotto himself. The famous Madonna Rucellai, long
taken for Cimabue’s masterpiece, is now by a majority
of critics claimed for Duccio ; and whether this work is
Duccio’s or not, his reputation in the year 1285 was of
so high an order as to obtain him the commission for
an altar-piece in the great Dominican church of
Florence. The archives of the convent place so much
past doubt. Moreover, the Madonna Rucellai is not the
only great work which, traditionally Florentine, is
claimed by recent critics for Siena. Mr. Langton
Douglas has expressed a conviction that even the

* According to Vasari's chronology he would be fourteen only.
But Antonio Pucci, a contemporary writer, states that Giotto was
seventy years old when he died (1337).

1 Considered by Mr. Langton Douglas the probable date of
Duccio’s birth. ’
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Muadonna with S. Francis of the Lower Church at Assisi
is of Sienese workmanship. This confusion or uncer-
tainty is, of course, in great part explained by the close
relation of both schools to the single Byzantine source,
but it shows indirectly how high a level of excellence
was reached by the foremost artists of each. It is
remarkable, however, that neither Duccio nor any other
Sienese painter has ever been thought to have influenced
Giotto. And the reason of this is not far to seek.
Though certain Florentine and certain Sienese works of
the early period may be hard to distinguish, because the
predominant vein on both sides is the Byzantine, yet
the two schools are representative from the first of two
divergent artistic methods, and, in spite of constant
inter-relation one with another, develop upon wholly
different lines. 'The art of linear design has a certain
power of expression which is independent of its repre-
sentative function ; and the Byzantine painters, though
unable to render the appearance of the human figure or
of its surroundings with any approach to verisimilitude,
had recognised this, and devoted themselves to the per-
fecting of a method which, though based indeed on a
concession to the natural forms of things, sought expres-
sion for ideas or for emotions in the meodulation of
contour and the harmonious relation of parts, without
regard to laws of space or gravitation, or other factors
that determine the appearance of real objects. The
Sienese, though they so far identified themselves with
the main current of the revival as to give increasing
attention to the representative function of line, were



14 GIOTTO
peculiarly fascinated by this quality, which they dis-

covered in the Byzantine work, of expre_ssion without
representation. They were a passionate and idealistic
people, and their idealism was of the familiar kind
which chafes at the restrictions that the facts of life
impose upon it, and would fain soar without hindrance
to the haven of its desire. It is characteristic of such
aspiration, while indulging the mind in dreams of an
illusory Paradise, to leave the whole man no less earth-
bound than before. He contrasts his heaven and his
earth, and his singleness of vision is gone. The common
life of man revolts him, and he searches in it and trea-
sures only its occasional reminiscences of the world of
his dreams. The limitations of his nature are mirrored
in its artistic expression : it craves to express itself; and
can never attain to self-forgetfulness. It chooses forms
that are marred by preciosity, one-sidedness, and affec-
tation.

It is important to dwell on this tendency to self-
consciousness and extravagance in Sienese work because
the great qualities of Florentine art can best be re-
cognised in opposition to it. We have suggested that
the Sienese, in seizing upon subtle methods of expression
by design, considered, we might say, in abstraction from
the material conditions of the forms represented, showed
—together, indeed, with delicate sensibility of the very
finest order—a lack of mental balance, a readiness to
be content with an intense realisation of a single aspect

of truth, and to accept this as an embodiment of the
whole.



EARLY FLORENTINE SCHOOL 13

One of the prj#icipal objects of the pages that follow
is to show h(%iotto, though essentially an idealist,

was governed” by a totally different conception of art
and of human life, and of the relation that exists
between them. And the question now before us is,
whether that conception, being drawn neither from
Siena nor from Rome, belonged to him merely as an
individual, or was an inheritance which he shared with
other members of his native city and drew from its
traditions/ Florence differs from other centres of
artistic activity in Italy in having produced men ot
genius in diverse walks of life. We need not here do
more than mention the poets Dante and Petrarch, and
the historian Villani, who with Boccaccio were all
Giotto’s contemporaries. But we may add that not
only in literature, but in science also, Florence obtained
early a marked precedence. This universality of talent
—unless we choose to regard it as causeless and hap-
hazard—must be taken as the sign of an habitually
inclusive and penetrating attitude of mind. Regarding
the mind of Florence, for the moment, as an organic
unity, we can see that it was of the kind to recognise,
as by nature, how the different streams of human
activity proceed from a single source, to keep in con-
stant touch with the source itself, and so to lend to all
its children, by whichever way they went, a sense of
the community of knowledge, an instinctive belief that
the aim of all aspiration was, like its origin, one. Thus,
in painting, the purpose of the great Florentines is first
indeed, as an essential of finc art, the expression of
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human passion ; but the expression of it not as an
abstraction or as a phase, but in its recognised relation
to the continuous life and formed character of man
and to all the conditions they presuppose. / Whereas
the general tendency of Sienese art was to aim at
expressing passion in its essence, and to disregard all
parts of life in which passion, in whatever form, was
not the principal factor, it was characteristic of the
Florentine attitude to view it as part of a whole, and
to recognise that its determining features—the very
qualities with which its artistic value was bound up—
could only be appreciated, and in any true sense re-
presented or expressed, by a comprehensive method,
which should not refuse to dwell on any part or aspect
of human life, but, starting with a conviction of the
mutual interdependence of all, should aim at raising the
whole to the level of the highest element contained in it.

This mental bias towards a large and inclusive
vision—the very tendency' which enabled Florence,
as already indicated, to produce men of genius in
many diverse forms—expr/eésed itself, on the one side,in
painting byafrank and spontaneous acceptance of certain
qualities apparent in figures and all objects, but which
might yet be supposed irrelevant to the representation
of passion—the central purpose of their art. As
examples of the qualities referred to, it will be sufficient
toname solidity and weight. Ina crudely executed yet
very impressive Madonna, painted at Siena as early as
1260 by the Florentine artist, Coppo di Marcovaldo,
this characteristic of the Florentine style is already
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clearly distinguishable. 1In his desire to do justice to
the mass of the figure, the painter has given it a square
and bulky appearance; but in spite of this fault the
work has great power, because of the comfort and
repose that belong to the attitude of the seated Virgin.
Coppo has instinctively realised a fact to which Floren-
tine artists in later gencrations continued faithful, that
the cxternal or material determinations are the chief,
in the last resort, perhaps the only, vehicle for the ex-
pression of the spirit and the life. The stately
grandeur of his Madonna is due, in great measure, to
his careful distribution of her weight. The well-known
altar-pieces of Cimabue and Giotto, that hang side by
side in the Accademia at Florence, show the develop-
ment of the same ideas and methods. Giotto's render-
ing of the subject, generally supposed to place Cimabue’s
at a serious disadvantage, is marred by the ungainliness
characteristic of transitional work. A strong revolt is
apparent in it against many of the Byzantine traditions,
which the earlier artist has accepted unquestioningly ;
and largely because of its originality, it misses the
harmonious completeness, which gives enduring value
to the more primitive work. But the true Florentine
“ gravity ” is prominent in both, too much so in this
somewhat clumsy effort of Giotto's early years, in the
Cimabue most clearly traceable in the perfect poise of
the infant Saviour and the security of support which
he receives from his mother’s arm.

Mr. Berenson, inhis interesting essay on the Florentine

painters of the Renaissance, propounded the ingenious
B
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theory, that the essential purpose of painting, as an
art, was to obtain from a flat surface the effect of three-
dimensional space, and so create the impression that
the figures or other objects depicted were tangibly real.
Giotto, according to his view, was the first painter in
. Ttaly worthy the name, because he was the first to
" solve the problem, which this purpose involved. Mr.
Berenson can hardly be thought to have reached the
differentiation of painting as an art; for the effect
* which he regards as the essential of painting is equally
obtainable from a good photograph ; but it may readily
be allowed—and this indeed is the very point we have
been endeavouring to enforce—that in Florence at
least, whatever the ultimate aim and ideal of the
painter, he instinctively regarded the reproduction of
material appearances as the ladder by which he was to
attain to it. This apparently materialistic method has
been remarked on all hands in Giotto, but it was defined
already in the work of Florentine artists who preceded
him, and was a natural outcome of the vigorous clear-
headed realism belonging to the Florentine character.
Giotto was, in fact, a true son of Florence, worthy in
the power and scope of his genius as well as in the
comprehensive nature of his idealism to be the fellow
citizen, as he was indeed the friend, of Dante; sharilig
with his great Florentine successors qualities that can
also be traced in his Florentine predecessors. His pur-
pose was essentially spiritual, but in that sense only
that involves no opposition to material ; he perceived
that the most exalted experiences in life, the sublimest
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revelations of art were based upon the more delicate
adjustment or deeper understanding of common things.
If this be true, if the qualities most characteristic of
Giotto’s art connect themselves in a peculiar degree
with the genius of his native place, it is unreasonable
not to suppose that his early life was passed there, and
his training in art entrusted to a Florentine master.
There is good reason to believe that this master’s name
was Cimabue.



CHAPTER 1II
GIOTTO’S FIRST WORKS IN ASSISI

Iy the preceding chapter we endeavoured to show that
Giotto’s relation to Florence was vital and organic;
‘and that, if he is rightly to be called the father of
Italian painting, it was not by chance that Florence was
the city from which painting in Italy first drew its life.
But sufficient has been said already to suggest that a
revival of art was taking place simultareously in many
parts, that the revival, therefore, was independent in
its origin of the different characteristics of separate
cities. It is not necessary to look far in order to dis-
cover its efficient cause in a great spiritual awakening
which had affected the whole mass of the people, and
-of which we are at once reminded in the first great work
of Giotto that now survives—the Life of S. Francis, told
in twenty-eight scenes in fresco in the Upper Church at
Assisi. 8. Francis, as his name suggests, was partly of
French origin, and if the power of the Renaissance was
primarily due to the enthusiasm and devotion evoked
by the example of his passionate life, that passion itself,
with the vivid perceptions, the spirit of keen enjoyment
that accompanied it, was a gift which, not only through
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the influence of S. Francis, but by more normal pro-
cesses of human interchange, came to the Italian people
from their neighbours of the North. "The development
of sculpture at Pisa is particularly instructive in this
regard. Nicola Pisano, the first great artist of Italy, is
believed to have been of Apulian origin, and thus by
birth the member of a school whose work was founded
on imitation of the style of the Roman antique. Yet
the great pulpit of the Baptistery at Pisa, which dates
from the year 1260, is clearly the work of a man whose
artistic aim is at variance with the material he is
employing, and here and there a figure in it testifies to
a changed conception. Nicola’s second pulpit, executed
at Siena six years later, shows the change developed to
an extent almost incredible. The ruling spirit is classic
no longer. The short, massive, intractable type, cha-
racteristic of the Baptistery pulpit, has been replaced by
figures at once more graceful and infinitely more
susceptible. In the work of Nicola’s son Giovanni the
same process is carried a further step; the type becomes
more slender, and borders at times upon emaciation :
the cord of life is drawn to its utmost capacity, till the
whole instrument quivers and responds to the faintest
breath that passes over it. The death of S. Francis
had occurred in 1226, thirty-four years before the
execution of the Pisan pulpit, and, though the main-
spring of the change must be sought in the new ideals
of life, the new power of living exemplified by him,
there can be no doubt that both artists drew immediate
inspiration from the work of French sculptors. Thus,
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directly and indirectly, by the deeper channel as well as
by the more superficial, the reviving stream may be
traced to a Northern source ; in a land where classicism
was effete, the Renaissance was heralded by an influx of
the ideas and methods known as Gothic.

Giovanni Pisano was Giotto’s senior by about sixteen
years, and throughout his early life must have been the
leader of artistic activity in Italy. It would be hard to
overrate the importance of the influences, of which he
might be taken as representative,in their effect upon
Giotto’s art. Yet, to speak of Giotto as “ formed upon
Giovanni’s style” is to give a misleading impression of
the relation between the two artists.* Their conception
of the human figure, their principles of composition,
differ fundamentally ; what they share, their naturalism,
their love of homely incident, and the power to com-
bine it truly with the loftiest associations, belonged
essentially to the spirit of the revival, and may be
traced to the character and teaching of S. Francis
himself.

Giotto’s Life of S. Francis, which we are now about
to examine in detail, bears witness in itself to the great
stimulus offered by the Franciscan movement to artistic
effort. It forms part of the decoration of an enormous
church, the whole interior of which is adorned with
continuous fresco.t Art, to the followers of S. Francis,

* This is Mr, Berenson's account of G-iotto's training.

1 A great part of the decoration of the Upper Church belongs to
the period immediately preceding Giotto. It has till lately been

believed to have been the work of Florentine artists; but recent
critics have referred it to the Roman school; the author, though
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was not only, and perhaps not primarily, a means of
decoration, it was also regarded as a means of instruc-
tion. The Franciscan churches, which sprang up during
the thirteenth century in all parts of Italy, were con-
sidered incomplete until their walls pictured in clear
narrative the main events in the lives of S. Francis and
of Christ, It will scem strange that the period in
which art thus frankly accepted a didactic purpose was
marked in painting by a breadth and grandeur of
expression such as has never since been surpassed. Yet
it is indubitable that, in spit®of their continuous
advance in technical method, the piypose of the fore-
most artists of the time was concentrated less upon
their technique than upon their subject-matter, and it
is only by sympathetic consideration of the subjects of
their works that the character or quality of the artists
who produced them can be approached or understood.
This conviction has determined the author’s treatment
throughout the present work. Giotto’s strength and
greatness as an artist were the inseparable outcome of a
religious earnestness of purpose, which, if inessential to
art in the abstract, must be taken as the starting-point
in the estimation of art such as his.

In approaching Giotto’s Life of S. Francis it is
important to remember that in his time, already, the
true personality of the saint had been considerably
obscured. Dissensions in the Franciscan Order had

dissenting from them, thought it best to leave the question of the
authorship of this earlier work untouched, as an adequate treatment
of it would involve a separate treatise.
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led to the suppression of all the more intimate and
personal records of his life, and the only account sanc-
tioned by the Church was that which had been com-
piled by S. Bonaventura, a former general of the Order.
In the style of its language this Life has, throughout,
the savour of a prize copy of Latin prose—the balance
and sound of the sentence is always felt to be of greater
interest to the writer than a true characterisation of his
hero; in spirit, it amounts to nothing more than a
piece of conventional hagiography. Yet, as there can
be little doubt that Giotto had the Life before him as
he worked, it is necessary to take the text as a starting-
point for the study of his frescoes; the account of each
subject is therefore preceded by a translation of the
passage in Bonaventura which describes the event
portrayed.

1. S. Fraxcis HoNoURED BY THE SIMPLETON.

“ A certain man of Assisi, a simpleton as is believed, but
taught by God, whenever he met Francis going through
the town, would take off his cloak and lay the garment at
his feet, asserting that Francis would one day be worthy
of all reverence ; for that he was soon to do great things,
for which the highest honour was due to him from the
whole community of the faithful.”

This fresco has received a special meed of praise from
Messrs. Crowe and Cavalcaselle, and is considered by
them to be of later date than those which immediately
follow it, deserving to be ranked with the last five
compositions of the series. But its superior merit
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seems hardly to extend beyond the balance effected by
setting two citizens on the right, and two on the left, of
the central action, a disposition rendered very natural
by the nature of the subject to be represented. Heavy
repainting has, of course, made the draperies intolerably
clumsy, and spoiled the cffect of the picture; of the
original value of the figures, therefore, little idea can
be formed. But sufficient evidence remains in the
buildings to connect the fresco, in time as in place,
with those that immediately follow it; a glance at
these will show that the artist has not as yet realised,
even in its elements, the principle of the convergence of
horizontal lines in perspective ; all the buildings, though
clearly intended to run parallel to the foreground of
the picture, show their right wall to the spectator,
producing a certain discomfort in him as he fronts the
picture, and an uneasy sense that he is meant to look
at it from the side. The same confusion occurs, in
forms as crude, in other early frescoes of the series,
notably in the third and fourth, but efforts are made
to correct it, and, as the series proceeds, the errors in
perspective become subtler and less apparent.

In spite, however, of their clumsiness, the buildings
here arc of more than usual interest in the light they
throw on Giotto’s early notions of the proper pictorial
treatment of architecture. The Byzantine forms have
been discarded, and the strange cardboard edifices that
take their place represent the painter’s impressions and
recollections of the actual buildings about him. Nume-
rous realistic touches may be noted ; thus, it was common



for buildings in whose fabric the Gothic arch was made
use of, to retain the heavier round arch in the tower;
the supported overhanging eaves, and clothes hung out
to dry from the windows, still find their parallel all
over Italy. The same may be said of the open forma-
tion of the building on the right, although in existing
houses this is generally confined to an upper storey.
The projection of this last, as seen in the fresco, is
certainly surprising and almost dangerous, but it is
worth noting that Giotto in this early work shows a
predilection for projecting roofs, perhaps in the hope
that they may give a sense of depth to the picture
and thus set the figures better in relief. Finally, the
temple in the centre is undoubtedly a recollection of
that which is still to be seen in the principal piazza at
Assisi, showing, however, how little Giotto thought it
necessary to make an accurate study of his original,
and how great must have been at this time his
disregard for the forms of classic architecture—five
slim, instead of six massy pillars, a band of mosaic
above them, and, worst of all, a rose window in the
entablature.

2. S. Francis Gives His Croak To A Poor KnicHT.

“ And when, after recovery of his bodily strength, he
had made ready decent raiment for himself after his wont,
he met a certain soldier, who, though of noble birth, was
poor and ill-clad ; touched with pity and pious feeling at
his poverty, he took off his own dress and put it on him,
that he might at one time fulfil a two-fold office of piety;
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in covering a noble soldier’s shame and relieving a poor
man’s need.”

The landscape, with its two churches and its tower,
is as complicated as any that occurs in an authentic
work of Giotto’s, and calls for special notice. The town
is certainly meant to suggest Assisi, though, of course,
no attempt is made to give the forms of actual build-
ings. The little church and colony outside the walls
are a characteristic touch. The larger building on the
left remains a mystery, particularly in its spire, as
nothing of the kind existed at Assisi in Giotto’s time,
except, indeed, the Church of S. Francis itself, whose
campanile was once crowned, as Vasari says, by a lofty
spire. In spite of the obvious anachronism involved,
and the inversion of the true relative positions of the
convent and the town, this is probably what Giotto
meant to represent. The view is borne out by the fact
that the two were originally separated by a deep gorge,
whichin the intervening centuries has been, in successive
stages, deliberately filled up. The figures, in their
present condition, are again heavy and unsatisfactory,
and singularly deficient in * tactile values.” This
applies, above all, to the horse, who suffers further by
the disappearance of his tail under the frame. The
poor soldicr, in his deep red, looks at least as warm as
Francis : in the allegory of Poverty a more deserving
beggar may be seen.
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3. Tue DreEam or THE PALACE.

“ But on the following night, when he had given him-
self to sleep, there was shown to him by God’s grace a
great and comely palace, with warlike arms marked with
the sign of the Cross of Christ, whereby he might be
warned that the pity, which he had shown to a poor
soldier for love of the highest king, was to gain an in-
comparable reward. And when he asked whence they
came and whose they were, he received in answer assur-
ance from on high that all would belong to him and to his
soldiers.”

The treatment of perspective in the architecture is
again instructive ; to the fault noted in the first fresco
a second is added here ; this appears in the two upper
storeys of the dream palace, which look as if they were
falling backwards. The main error of older artists had
been the reverse—to show the entire roof of the build-
ings, representing them, in consequence, as leaning
dangerously forwards. Giotto’s mistake here—nowhere
else so obviously committed—is therefore of peculiar
interest, as it suggests that, while actually engaged
upon the series, he was devoting his mind to problems
of perspective, and, in the absence of theoretical know-
ledge of the subject, was advancing by experiment to
better representation in practice.

The fresco testifies very clearly to the practical bias
of the painter’s mind. The dream palace is almost
overwhelming in its solidity and size, and seems
to press upon the very bed-posts. Yet Francis sleeps,
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as he must, and with averted face. In fear, then, lest
the meaning be missed, Giotto sends a heavenly mes-
senger (in this case Christ himself) to apprise Francis of
its presence, and a curtain, which might interrupt his
vision if he were to wake, is drawn carefully aside.

4. S. Francis ar 8. Damiaxo

‘ He had gone out one day to meditate in the fields,
and was sauntering close to the church of San Damiano,
which was in danger of falling by reason of its excessive
age. Moved by the Spirit he entered the church to pray,
and falling before the image of the Crucified, he was filled
while praying with no small consolation of spirit; and
when with tearful eyes he was gazing upon the Cross of
the Lord, he heard with his Lodily ears a voice, which
descended from the very Cross upon him, three times
saying, ‘Francis, go and repair My house, which, thou
seest, is ruined totally.””

This is, perhaps, the most valuable fresco in the
series for the light it throws on Giottos attitude to
realism. The crucifix behind the altar might almost be
called a copy of that with which the miracle is actually
associated (now preserved in the Cappella S. Giorgio at
Santa Chiara). The altar itself finds a close counter-
part in the crypt of the ruined chapel of S. Masseo,
outside Assisi, where the author saw the heavy stone
slab, which serves for table,in use as a carpenter’s bench.*

* Possibly during the restoration of the chapel: for it is now in
use again,



30 GIOTTO

The small curved apse is a common characteristic of
Umbrian chapels of the period ; the oval patch of blue—
like a hedge-sparrow’s egg—above the crucifix, is its
damaged vaulting. It is probable therefore that, though
there is a certain appearance of classicism in the archi-
tecture, this does not provide an adequate clue to the
understanding of the ideas which were uppermost in
the painter’s mind, and that the introduction of pillars
is not so much a sign of classical influence as an expe-
dient for allowing him more easily to show S. Francis
inside the chapel. The angle at which the chapel is
presented to the spectator should further be noted as
characteristic of Giotto’s early work; his elementary
notions of perspective here actually aid him, enabling
him to show Francis kneeling naturally in front of the
crucifix, though this, in its turn, directly fronts the
spectator.

In spite, or rather because, of its ruined condition,
this fresco is not without beauty, particularly in the
figure of Francis, whose garment, once blue, shows now
the lines of the original drawing. His long slender
fingers, which all through the series are only paralleled
by the toes of Francis in the next fresco, support the
tradition, accepted hitherto, that Giotto learned from
his master Byzantine methods of execution.

5. S. Francis RENouncEs mHIs WorLbLy Goobs.

¢ After stripping him of money, his father in the flesh
bethought him next to bring this child of grace before the
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bishop of the city, that in his hand he might renounce all
claims upon his father, and give back all he had. The
true lover of poverty showed himself prompt to do so ; and
coming before the bishop, neither asks for delay nor
hesitates in anything, nor looks for words nor makes them ;
but forthwith laid down all his garments and returned
them to his father. And then was the man of God found
to have under his delicate raiment a rough hair shirt upon
his flesh. Thereafter, drunk with a wonderful fervour of
spirit, he threw aside even the covering of his thighs,* and
stripped himself wholly before all, saying to his father,
¢Till now I have called thee on earth my father, but here-
after I can say securely ¢ Our Father who art in heaven,”
and with Him I have laid up all my treasure and set all the
surety of my hope.” The bishop, when he saw it, marvelled
at such exceeding fervour of God in man, and arose forth-
with and gathered him into his arms with weeping, good
and pious man that he was, covering him with his own
cloak and bidding his attendants give him something
wherewith to clothe his limbs.”

"This fresco has never failed of its appeal, and might
be called a stock example of that dramatic power for
which Giotto is rightly famous. It is noteworthy that
no attempt is made to suggest violent feeling or
action, except in the person of Bernardone himself.
Even the children, who, in Giotto’s later composition at
Santa Croce, are with difficulty prevented from stoning
Francis, are quiet in this, as if they felt the impressive-
ness of the scene, though their raised skirts show that

* In Giottesque English, *‘drawers.” They occupy, as will be
observed, a prominent position in the fresco.
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stones are ready. The meditative attitude of the
bishop, and the peacefulness of his averted face, form
a passage of much beauty. The figure of Francis has
suffered greatly from restoration; but it deserves to be
compared with its fellow on the left wall of the nave of
the Lower Church, still visible without great trouble
on a sunny morning; the result will be a fresh reali-
sation of the immense advance, which even this rude
figure involved, in the delineation of the human body.

The buildings here are a problem, both as to what
they represent, and as to their intended relation to one
another in space. The scene was definitely localised. by
tradition in the Piazza S. Maria Maggiore, but the
old Vescovado no longer exists, so it is impossible to say
how far the architecture contains reminiscences of the
actual buildings.

6. Tue Pore’s Drram,

“ For he told how in a dream he saw that the basilica
of the Lateran was in imminent danger of falling, but that
a little poor man, mean and despised, set his own back
‘beneath it and prevented its collapse.”

Study of this painting should certainly begin by a
comparison of it with the same subject as treated in the
nave of the lower church. The frescoes there have never
received the attention they deserve, partly because they
are fragmentary, and partly because the prevailing:
darkness hides them from those who do not wait till
their eyes become accustomed to it. In beauty of
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eolouring- -where colour still remains—they are com-
parable to the finest frescoes in the building ; and there
can be little doubt that they represent the best work-
manship which, at the date when they were executed,
money could procure.* It may, therefore, be assumed
that the P’ope in the lower church fresco, with his general
insipidity of expression, and his clumsy pose, half sitting
and half lying, represents the best effort that the time
could produce to draw a sleeping figure; the idea of
introducing the falling church itself is discarded, and the
attitude of Francis, clearly intended to be realistic, ax
we wee by the bent neck and straining knee, fails wholly
of effect.  The comparison is valuable because it takes
all appearance of primitiveness out of Giotto’s work,
and obliges us to note the immense advance which it
implies. This fresco is indeed one of the most powerful
of the werien.  The ense and security suggested in the
delicate curves of S. Francix’ figure, and enforced by
oppowition to the upright at his side, is convincing and
remarkable, The dewign for the roof of the Pope’s
chamber is calculated to nceentuate the sense of rocking
motion in the imperilled tower.

7. THe Avrrovas or i Owpen.

"T'hin frenco is referred by different authors to different
cvents in the life of 8. Francis. It is generally called
The Approval of the Order, and falls naturally into

* They wcom (0 belong to the early thirteenth century, and are
oven supposc:] to have been completed before 1233.

c
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its place, if we so consider it. But recent critics in-
cline to regard it as the Confirmation of the Rule, by
Honorius in 1221, on the ground that this later appear-
ance of Francis before the Pope was a more significant
event. It is in favour of this view, that the Pope is
handing Francis a scroll ; for he obtained no bull from
Innocent. But Bonaventura nowhere describes the
Confirmation of the Rule, and regards the dpproval
of the Order as a direct result of the Vision of the
Jalling church. His words are as follows. “He ap-
proved the rule,* gave an order for the preaching of
penitence, and had little crowns (i.e., tonsures) made for
all the lay brothers, who had accompanied the servant
of God, that they might freely preach God’s word.”

A certain advance in the treatment of perspective will
be noted here, partly due no doubt to the comparative
simplicity of the problem before the artist. Mr. Fry
suggests that the architectural accessories were derived
by Giotto from the Roman school of the Cosmati,
Giotto’s only known visit to Rome took place several
years later; but it is admitted on all hands that
Roman artists took some part in the decoration of the
upper church, and it may have been there that Giotto
met them ; or it may be that he had paid a visit to
Rome in his days of apprenticeship, and had actually
seen at the Vatican a council chamber decorated by the
Cosmati. "

The design is of considerable beauty, and deliberately

* There was not, at this time, speaking strictly, any © Rule " at
all.
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framed to fix attention upon the supplication of Francis.
The raised hands of the three foremost brothers lead
the eye to his face. The apprehensive severity of the
cardinals offers a fine contrast, and lends some leniency
to the bending figure of the Pope.

8. S. Francis 1x THE Fiery CHarior.

“ And while the devoted man of God was spending the
night after his wont in prayer to God, in a hut in the
priest’s garden, and was absent in the flesh from his
children, behold, about midnight, when some of the
brothers were asleep and others persisting in prayer, a
fiery chariot of marvellous brightness entered by the door
of the house, and made its way hither and thither three
times about the dwelling ; above it rested a shining globe,
which had the appearance of the sun, and made the night
like day. The watchers were astounded, the sleepers at
once aroused and terrified.”

The predominance, in the series, of visions or super-
natural appearances must have put Giotto’s inge-
nuity severely to the test. He solves the problem they
offer, by presenting the natural and the visionary in
precisely similar terms. His practical mind refuses here
to rob the chariot even of its gravity; he gives its
wheels a strong, if temporary, support, and there are
traces also of a foothold for the horses. In the Presses
of Santa Croce* a very different and far less effective
rendering is given of the scene, though Bonaventura is

* School of Giotto. Nowin the Accademia at Florence,
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there more closely followed. An interior is represented,
as in strictness it should be, and S. Francis with the fiery
globe is seen in a horseless, unsupported chariot ; so
given, however, the scene is ludicrous, and fails to carry
conviction of its truth. Giotto’s departure from his text
is clearly deliberate, and the value of the change he has
made, aswell as the grandeur of his conception, can best
be understood by comparing it with the feebler repre-
sentation. His idea would seem to have been derived
from Bonaventura’s comparison of 8. Francis with

Elijah.
9. S. Francis aNp THE THRONES.

“ For while he was in the company of the man of God
and together with him was praying with fervent spirit in
a deserted church, he became in ecstasy, and saw among
many seats in heaven one more honourable than the rest,
adorned with precious stones and shining with every
splendour. He wondered in himself at the brightness of’
that lofty throne, and began with anxious thought to
inquire who was to be received into it ; meantime he heard
a voice saying to him, ¢ This seat belonged to one of the
fallen, and is now in keeping for humble Francis.” ”’

This is an even more exacting subject than the last.
Giotto has contented himself with a statement of the
bare fact in the plainest possible terms. The row of
chairs remains an item which it is extremely difficult to
be reconciled to, but the floating figure of Christ goes
far towards redeeming the picture, connecting with its
various curves the scattered elements of the composition
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and correcting its harshness and angularity by their
harmony and softness. The kneeling figures are also not
without beauty ; and with this fresco begins a represen-
tation of S. Francis which is maintained in striking
identity through all the various conditions of the eight
that follow it. It is not merely that the same features
are reproduced : a certain indescribable quality is main-
tained in the gesture and general bearing, suggesting the
gentleness and humility of 8. Francis, together with a
sense of the power and decision of which they were in
fact the outcome. This recognisable unity in the
succeeding works is one evidence among others that the
frescoes have suffered less than is sometimes now
supposed.

10. THE DirMONS DRIVEN FrROM AREZzO.

“It chanced that S. Francis came once to Arezzo at a
time when the whole city was so shaken with intestine
war as to be in danger of instant ruin. He was enter-
tained in the outskirts of the city, and saw above it devils
dancing in triumph and kindling its disordered citizens to
mutual slaughter. Whereupon he sent brother Sylvester,
a man of dovelike simplicity, before him as a herald, to
put to flight the seditious powers of the air, saying, ¢Go
before the gate of the city, and on behalf of omnipotent
God command the demons in virtue of obedience that they
depart with all speed.” "

The town and church here will probably be thought
at first to be creations of pure fancy, and the magnuifi-
cent effect of the spire, in heightening Sylvester’s attitude
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of defiance, a sufficient justification of the solitary posi-
tion of the church. But the town itself, with its
numerous towers and’ stuccoed houses, is by no means
devoid of actual reminiscences, and the position of the
church agrees with a fact in regard to the old Duomo
of Arezzo which readers of Vasari will doubtless be
acquainted with, viz., that it was outside the town.

The principal group, with the relation suggested in
it between the act of prayer and its efficacy, is perhaps
more powerful in conception than anything that has yet
left Giotto’s hand.

11. S. FraNcIs BEFORE THE SULTAN.

¢ If you shrink from renouncing the law of Mahomet in
favour of the faith of Christ, command a very great fire to
be kindled, and I, with your priests, will enter the fire,
that even so you may learn which faith, not undeservedly,
is to be held more holy and more sure” To whom the
Soldan, ¢ I do not believe that any one of my priests would
be willing to expose himself to fire in order to defend his
faith, or to undergo any kind of torture.” For he saw that
one of his elders, a true man and long approved, as soon as
he heard this speech, fled straightway from his presence.”

This picture could only fail to be impressive upon
one who retained a vivid impression of Giotto’s still
finer rendering of the subject at Santa Croce, which
even the barbarous mishandling of the frescoes there has
been unable to spoil. The attitude of Francis is indeed
nobler here, and more in accordance with what we
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know of the man, and the retreating Magi admirable in
the simplicity and subtlety of the curves by which their
discomfiture is expressed. The picture suffers chiefly
from the crudity of its architectural accessories, and the
difficulty, partly thereby occasioned, of adequately
realising the intended spatial relations of the group.
As in the preceding fresco, Giotto makes a deliberate
attempt to set the buildings at an angle to one another,
and it is his failure to do so which spoils the first effect
of the picture. Francis and the friar are to be conceived
as standing slightly in the background, while the Sultan
is somewhat fiercely bidding his Magi prove their power :
it is in direct contrast with his imperious gesture that
their consternation becomes most apparent. Francis
holds his left hand upon his heart—as he makes his
appeal to faith—and, with his right, points almost
lovingly to the fire, his brother.

The attendant soldier—extreme right—has, or seems
to have, three legs, a piece of gross misrepresentation on
the part of a restorer.

12. S. FRraxncis 1y EcsTasy.

“¢There ' (in the woods) ‘as he was praying by night,
with his hands outstretched in the form of the cross, his
whole body was seen to be raised from the earth and sur-
rounded with a glowing cloud, that so the wonderful
enlightening within his soul might be testified by wonderful
purification about his body ; there he made answer to the
judge, there he made supplication to the father, there
held converse with a friend,”
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Here, as in the Appearance at Arles, Giotto shrinks
from setting the arms strictly in the form of the cross,
probably, in this instance, because the repetition they
suggest of the curved base of the clouds helps, as it
were, to raise Francis from the ground, by better con-
veying that sense of his aspiration and fervour, which
was no doubt the actual basis of the legend, and could
alone make its definite presentation tolerable. The
figure of Christ, appearing behind the rainbow—as
Byzantine tradition demanded—is skilfully contrived
with a view to enhancing the same effect.

The woods are feebly given, and the turreted fortress
seems quite out of place; possibly, however, it is in-
tended for the city gate, and a line across the back-
ground, where the blue gives place to a dirty grey, may
once have been the top of the wall. It would seem that
Assisi was surrounded with forest-land in early times,
and thus that, in Giotto’s mind, to place S. Francis out-
side the wall is almost equivalent to placing him “in
the woods.”

13. THE PrAESEPE.

“He caused a manger to be prepared, hay to be brought,
and an ox and an ass to be led to the spot. The brothers
were summoned, the people arrived, the wood re-echoed
with their voices, and that venerable night was made
splendid with the multitude and brilliance of their lights,
solemn with the volume and harmony of their praise.
Overflowing with piety, the man of God took his stand by
the manger, his tears falling, and his face flooded with joy.
The solemn rites of the Mass were celebrated above it,
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while Francis, priest of Christ, chanted the holy Gospel.
Afterwards he preached to the people standing round
about the nativity of the poor king, whom he called the
boy of Bethlehem,” when he wished to speak of him, for
the great tenderness of his love.”

The naturalism here is so obvious as to need little
comment, and is carried out, as Mr. Fry has observed,
even in the minute details of the foreground objects.
It is worth noticing that it is these objects which, in
spite of Giotto’s increasing perception of the truths of
perspective, present the most insurmountable difficulties.
Though naturalistic, the picture makes no such claim
to literal accuracy as that of S. Francis before the
crucifix. The original celebration is associated by
tradition with a tiny chapel no larger than S. Damiano
itself,” and thus in its surroundings was far more nearly
akin to the event commemorated than would appear
from Giotto’s representation. But for this, Bonaventura's
stately sentences may be held responsible; and for the
rest, we may regard the fresco as a reminiscence of
what Giotto must actually have seen enacted in
Franciscan churches. Rather therefore than in a side
chapel, as Mr. Fry suggests, the scene should probably
be conceived as taking place behind the screen which
parted nave and choir. Something of the kind—though
probably not a solid partition such as Giotto here
represents—was actually standing, in his day, in the

® The lower chapel in the hermitage at Greccio. It must be

added that the upper chapel is divided by a screen surmounted by
a crucifix, on the principle seen in the fresco.
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upper church at Assisi,’ as relics of woodwork in the
frescoes on either side of the altar still testify, and
above this a crucifix is known to have hung.* The
tenderness and devotion of the figures bending above
the manger are remarkable, the singing friars perhaps
less satisfactory; the artists of Italy never ceased
attempting to represent the act of singing, but seldom
do more than open the mouth of the performer and rob
his features of expression. It is true that Mr. Fry
“can almost tell what note each is singing, so great is
Giotto’s command of facial expression.” Lord Lindsay,
on the other hand, finds that ¢ three of the monks in
the background, yawning, are excellent.”

14. THE MIRACLE OF THE SPRING.

“ The weather was sultry, and the peasant, as he followed
the servant of God, was ascending the mountainous tracts,
when, wearied with travel on a rougher and longer road’
than he looked for, and failing through an excessive
burning thirst, he began to cry out vehemently, and to
say that unless he should drink a little, he must straight-
way breathe his last. Without delay, the man of God
leapt from his ass, and with knees fixed to earth, and eyes
raised to heaven, never ceased to pray until he perceived
that he was heard. When his prayer was finished, he said
to the man,  Hasten to the rock, and there thou shalt find
living water, which in pity Christ hath this hour brought
forth from the stone for thee to drink.’”

* Being indeed the famous work of Giunta Pisano, now lost, in

which the founder of the church, brother Elias, was represented at
the foot of the cross,
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This fresco has never failed to excite the fullest
admiration, since first the peculiarly realistic attitude
of the man who stoops to drink arrested Vasari’s way-
ward fancy, and the eye certainly rests on this and the
following fresco—in spite of their elementary render-
ing of natural forms—with a new sense of satisfaction
and repose. The cause is largely to be found in the
relief experienced here in the absence of those crude
architectural accessories which have defaced the pre-
ceding numbers; for we are thus enabled to realise
undistracted Giotto’s unique power of profound expres-
sion in simple terms, and to foresee the development of
those qualities which reach their grandest expression in
the great series of the Arena Chapel at Padua. Trees
are, of course, of special significance in this fresco, its
woody summit being a distinguishing feature of Monte
Alverno, where the scene occurred.

It is, perhaps, worth noting further that if the seventh
fresco be accepted as a representation of The 4pproval
of the Order, this is the first instance in which the
order of the frescoes has failed to agree with a page for
page following of Bonaventura’s life. If we continue
turning the pages, the next scene that appears is the
death of the knight of Celano; the scene before us
occurs only in what is called T'h¢ Lesser Legend, and
the Precaching to the Birds, though a part of the
main life, is recounted later. It might not be unrea-
sonable, therefore, to suppose that these works were
introduced into the series as an afterthought, though it
seems more probable their position was decided by the



44 GIOTTO

fact that each has a background of pure landscape. It
will be remembered that they occupy together the
east end of the church, one on either side of the main

doors.
15. Tee SErMoON To THE Birps.

« Now when he was drawing near to Bevagna, he came
to a place in which a great multitude of birds of diﬁ'erent
kinds had assembled. And when the Saint of God had
seen them, he ran eagerly to the place, and, as though
they were partakers in reason, saluted them. And they
all awaited him, and turned themselves towards him, in
such wise that those that were in the bushes bowed their
heads, as he drew near to them, and stretched out to him,
against their wont ; and so he came to them, and anxiously
warned them all that they should listen to the word of
God, saying to them, ¢Birds, my brothers, you ought to
praise your Creator much, who clothed you in plumes, and
gave you feathers for flying, who granted to you the
purity of the air, and without anxiety of yours directs

1]
.

you

This composition, again, should be carefully com-
pared with the earlier rendering of the same subject, to
be seen in the nave of the lower church. They are
identical in idea, the difference between them depend-
ing chiefly upon Giotto’s new power of representing
natural forms. The earlier painter shows the same
desire to express the tenderness of S. Francis and the
trustfulness of the birds, but to do so he has been
obliged to exaggerate the pose, and makes the out-
stretched hands of Francis cover the limits of his
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feathered congregation. He sets the brother erect by
contrast, in the same way as Giotto, but gives him no
expression of surprise. Indeed, the raising of his hand
by Giotto might be regarded, superficially, as a some-
what commonplace touch ; it is the unintelligent reitera-
tion of motives of this kind by the Giotteschi that causes
the vulgarity often prominent in their work ; in Giotto
they are justified, because they are never allowed to
interfere with his rendering of the principal theme.
The bending figure of S. Francis in this fresco is one
of the loveliest things in the church, and it may be
remarked that the painter has instinctively thrown the
background trees into sympathy with 8. Francis, bending
over him, as he over the birds.

16. Deatn or THE Kxieur or Crravo.

‘¢ Brother host, I have come into thy house that I may
cat.  Accede now swiftly to my warnings, for thou shalt
not eat here, but elsewhere. Therefore confess now thy
sins. The Lord shall to-day make return to thee, for the
devotion with which thou hast received his poor.’ . .
At length they came in to table, and as the others were
beginning to eat, their host suddenly gave up the ghost,
carried away by instant death, in accordance with the
word of the man of God.”

Architectural backgrounds make their depressing
appearance once more, and we must thank Giotto’s
connection with the Roman school for the hideous
balcony which obscures the significance of the picture.
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The treatment of the crowd is thoroughly characteristic
of Giotto, and should be compared with Paduan repre-
sentations : only a few figures come into prominence,
the painter not wishing to confuse his composition, or
to press his inventive powers too hardly for various
attitudes of suitable expression. The idea of numbers
is conveyed by a block of heads, and greater freedom
thus secured in the disposition of the principal actors.
The group of three women immediately above the
knight are beautiful in the reserve and continence with
which their grief is expressed. They show a gentle,
sorrowful surprise, and, in the outstretched arms, a
sense even of the irrevocableness of the departed spirit.
This reserve, we must remark, is Giotto’s rule, the Pieta
at Padua being, perhaps, the only picture in which
grief, as he represents it, loses itsrestraint. The drawn,
distorted features, so often associated with his name, are
almost invariably traceable to that fresco as a source,
critics now, like pupils then, being only too apt to be
struck by his occasional violence more than by his
normal moderation. The woman here, for example,
who kneels and digs her nails into her cheeks will pro-
bably be thought the most Giottesque. Giottesque
she is, but little more; and we are familiar with her
only because of the constant recurrence to her unpleasant
gesture by the inferior painters of Giotto’s school. The
man with red cloak in the centre of the composition
deserves remark ; but for the relief afforded by his
averted face, the universal concentration on the features
of the dying knight would become too tense and pain-
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ful ; represented as in the act of turning to S. Francis,
he yet by his gesture identifies himself with the common
feeling.

17. S. FRANCIS PREACHES BEFORE THE Pork.

““Once, when about to preach before the Pope and
Cardinals at the Lord of Ostia’s suggestion, he had care-
fully composed a sermon and committed it to memory, but
after taking his stand in the midst that he might set forth
the words of edification, he so completely forgot every-
thing as to be unable to utter so much as a syllable. This
he told them in words of truth and humility, and then,
giving himself to prayer for the grace of the Holy Spirit,
he began straightway to overflow with words so potent,
and with such mighty virtue to bend the minds of those
great prelates to remorse, that it was clearly manifest that
not he was speaking, but the Spirit of the Lord.”

The Gothic interior which Giotto here represents
has naturally attracted considerable attention ; not only
is the building the most pleasing in design of any that
occurs in this series, but the perspective is treated with
unusual skill, though even here it is not easy to deter-
mine conclusively whether the chapel was intended to
be round or square. It should be noticed, further, that
Giotto was not subject to chance in the architectural
or other detail introduced by him into his pictures, nor
to the influence of one or another of his contemporaries.
The Pope sits here under a Gothic roof, because he is
listening to a sermon, in fact, because he is in church—
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for though Gothic was in no way confined to churches
in Giotto’s time, it was yet in close connection with the
great religious revival of the thirteenth century that
the style was introduced into Italy. A glance at the
Pope’s council chamber—as seen in No. 7 of the series
—will show that the choice of architecture is deter-
mined by conscious purpose.

The windows of Giotto’s chapel are of interest, being
identical in design with those of the upper church
itself, and suggesting that the painter was assisted in
his perspective by the model which was before him
while he worked. The fresco is one that has suffered
grievously from repaint ; the raised hand of S. Francis
has been completely spoiled, and the draperies, as a
whole, are more than usually clumsy. But, in spite of
mishaps, the picture retains its power. The Pope
listens with a frightful intentness, and the cardinals
are admirable for the diversity of feeling they convey.
The nearest to Francis seems to be touched most keenly
with Bonaventura’s * compunctio™; on either side of
the Pope we have a heavier type, who either gape at
the miracle, or sit stolidly in the face of it; on the far
right, a beautiful figure is roused, seemingly, not ‘onlv
to interest, but to sympathy also.

18. THE APPEARANCE AT ARLES.

“ For while that excellent preacher Antony, who is now
the glorious confessor of Christ, was preaching to the
brothers at the chapter of Arles, upon the motto on the
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eross, ¢ Jesus of Nazareth, the King of the Jews,” a brother
of proved integrity, whose name was Monaldus, looked
behind him by divine warning towards the door of the
chapel, and with his bodily eyes saw the blessed Francis
raised in the air, and blessing the brothers with arms out-
stretched as if upon the cross.”

It is hard not to find, at first, a deliberate contrast
suggested, in this fresco and the last, between the preach-
ing powers of Antony and Francis, so great is the
lassitude here, and the intentness there so rigorous.
One of the brothers scems actually to have fallen asleep,
and the heaviness and immobility of Antony’s figure
add to the general impression. But the picture has
been rcpainted bruatally, as is scen sufficiently in the
features of the central monk on the bench at the right
hand side. 'The sense of general drowsiness is probably
therefore an illusion, and an attentive study—particu-
larly of the four brothers on the left—will suggest that
the key to the picture is probably to be found in the
subject of S. Antony’s sermon ; grief and sorrow for the
passion of Christ were the real motives of Giotto’s
expression, greatly obscured as they now are: and the
whole feeling of the picture was so conceived as to
cxplain and harmonise with the apparition of S. Francis.
Giotto follows Bonaventura's description far more closely
in this early work than in the fresco at Santa Croce ;
but his rendering is profounder than his text. The
brother who sces S, Francis does not betray the vision
by any gesture of sarprise, and the presence of Francis is
thus felt not as a supernatural portent, but as the inner

D
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thought of all, externalised, as it were, and made
visible by sympathy to the spirit of one.

19. S. FRANCIS RECEIVING THE STIGMATA.

¢ On a certain morning, about the time of the feast of
the exaltation of the Holy Cross, while he was praying on
the mountain side, he saw a Seraph, having six wings
flaming and brilliant, descend from the sublime expanse
of heaven, And when, in swiftest flight, he had reached
a place in the air near to the man of God, there appeared
between his wings the image of a man ecrucified, with
hands and feet stretched out in the form of the cross, and
fastened to the cross. Two wings were raised above his
head, two covered his whole body, and two were out-
stretched to fly. Seeing this, he was utterly astounded,
and joy mingled with anguish rushed to his heart.”

The fresco has suffered too terribly to be of value,
except as showing the general arrangement given by
Giotto in his first treatment of this great subject. The
S. Francis here has lost all character, his tonsured
crown, converted by the restorer into a seal-skin skull-
cap, being one of the most dismal misrepresentations in
the series. In the fresco at Santa Croce, greater his-
torical accuracy is reached by the substitution of a cave
for the Saint’s hut on the slopes of Alverno, the ravine
which here separates Francis from the chapel being
omitted. Its purpose is to express symbolically the
solitude of S. Francis, and thus justify the introduction
of brother Leo, a very comforting presence; his face
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shows the lines of the original drawing, and betrays by
the tenderness of its expression how great a loss has
been sustained in the effacement of the rest.

20. Dearu or S. Francis.

‘ At length, when all mysteries were fulfilled upon him,
his most holy spirit was delivered from the flesh, and
absorbed into the depths of the divine glory, and the
blessed man fell asleep in the Lord. But one of the
brothers and of his disciples saw that blessed soul, in the
likeness of a star of surpassing brilliance, borne aloft upon
a white cloud over many waters, and by a straight path
carried up to heaven.”

Suspicion has of late been thrown by Mr. Berenson
on the authorship of the last nine frescoes ; but he has
not, so far as I am aware, himself expressed the grounds of
his distrust, deputing the task to Mr. Perkins (* Giotto,”
G. Bell and Sons) and Miss Lina Duff Gordon (Dent’s
Mediweval Towns, “Assisi™). The question is indeed
highly complex, and the mere attempt to decide it arbi-
trarily would be a great presumption, especially when
the most celebrated of the earlier critics and the most
devoted to Giotto, find in these concluding works the
first unmistakable traces of his hand. It is impossible,
however, not to sympathise with Mr. Berenson, at least
in his rejection of the last three frescoes, in which he
is followed by Mr. Roger Fry. The modelling of the
figures is quite uncharacteristic of Giotto and, what is
more, has a definite character of its own. Mr. Berenson
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believes that he has found similar character in an altar-
piece at the Uffizi, which represents S. Cecilia with
side-scenes from her life.* The same style is repeated
to a certain extent, it is true, in the craning necks of
the nuns of S. Damiano, but otherwise that fresco, and
still less the other five now under consideration, present
no striking similarity to the work of this unknown artist.
It cannot, however, be denied that in these six works the
interest flags, and that they seem less definitely marked
than the earlier numbers by directness and dramatic
force. Thus in the Vision of Augustine, not only is
the architecture unnecessarily elaborate and prominent
but it further lacks originality, the bishop’s bedroom
being a close copy of the Pope’s council-chamber : nor
have the two monks in the foreground a clear signifi-
cance, almost usurping, as they do, the place of the
principal figure. Again, the preceding composition, un-
mistakably similar as it is to Giotto’s work at Santa
Croce, is spoiled here by the wanton introduction of the
crowd, for which even tradition affords no warrant. The
Conversion of Hieronymus contains a further trace of
inferior thought in the action of a soldier on the right,
who seems to be addressing himself to spectators of the
picture and directing their attention to the miracle—a
trick which it would be hard to parallel in any extant
work of Giotto’s. The soldier on the left in the same
fresco who points with his staff to the hat of Hieronymus
is almost equally unsatisfactory. Even the next fresco

* This appears in the official catalogue under the name of
Cimabue,
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—of §. Francis mourned by S. Clare—seems far from
meriting the universal and often somewhat childish
praise that has been lavished upon it. Not only is the
gaudy church facade singularly ill-drawn, and out of
keeping with the spirit of the scene, but, what is more,
it contradicts the representation of S. Damiano, as
given by Giotto far more realistically in the fourth
fresco of the series. “Charming” or “ dove-like " are
the attributes generally accorded to the nuns, words not
applicable to women as Giotto generally paints them.
The next fresco which once represented the Canonisa-
tion 18 now so damaged that little can be said of it;
enough however remains to suggest that the mass of
figures which the artist was called on to represent
crippled his imagination and overtaxed his powers of
design. Lastly, Gregory's Vision contrasts ill with the
similar subject as seen in No. 6 of the series. The
seated figures of the attendants are clumsy, and their
number is increased to four for no apparent reason,
unless it be to fill an awkward gap in the composition,
a reason which would be worse than none at all.

These arguments, however, are, in every case, not
more than tentative, and even taken in their sum will
have little weight with those whose conception of
Giotto’s manner differs from that of the present author.
Moreover, in the case of four frescoes at least—those
closely connected with the ceremonies of the Death and
Canonisation of S. Francis—it is more than likely that
external influences may have been brought to bear
upon the painter sufficient to modify the treatment that
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would else have been natural to him. The citizens of
Assisi, as well as the monks of the convent, would have
a peculiar personal interest in these representations,
and would desire that every scene should be given with
the utmost possible magnificence. This would explain
much that has been objected to above, and the best
solution of all difficulties would perhaps be found in
supposing that the designs are Giotto’s, but that, as
less interested in them than in his more spontaneous
work, he deputed their execution to assistants in a more
than usual degree. It seems best therefore to append
Bonaventura’s account of the events pictured in the
succeeding frescoes, leaving readers to decide finally,
according to their own taste and insight, to what
extent Giotto is to be held responsible for their beaunties
or their faults.

The fresco of the Death of S. Francis—except for the
intervention here of a crowd between the body of the
saint and his ascending spirit—is remarkably similar to
that of the same subject in Santa Croce. The agree-
ment appears in at least one important point of detail,
the brother who sees Francis being in both cases in the
same position, and of the same type, bearded and of
middle age ; as though Giotto, when first called on to
conceive the scene, had imagined this episode so clearly
that on returning to the same subject he inevitably
repeated it. The coincidence would certainly be re-
markable if the pictures were by different hands.
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21. VisioNs OF AUGUSTINE AND THE Bismor
OF Assisl,

 The servant of the brothers, Augustine, a man both
holy and just, was lying at that time in his last hour and
had long lost power of speech; but on a sudden he cried
out in the hearing of those who stood beside him, ¢ Wait
for me, father, wait: behold, straightway I come with
thee.” And when the brothers questioned and marvelled
much to whom he spoke so boldly, he replied: <Do you
not see our Father, Francis, who goes to heaven.’ And
straightway his holy soul departed from the flesh and
followed the most holy Father.”

“ The Bishop of Assisi had gone on a pilgrimage to the
oratory of S. Michael, on Mount Garganus, and to him
the blessed Francis appeared on the night of his depar-
ture, and said, ¢ Behold, I leave the world, and go to
heaven.””

The fresco should be contrasted with Giotto’s pre-
sentation of the same combination of subjects at Santa
Croce ; the space there available was far better suited
to the requirements of the composition; but it should
be observed that the increased technical power has been
used to intensify the simplicity and directness of the
treatment. The vision of Augustine, as represented
here, seems to be taking place in a church, and we
are left to surmise that he was carried thither on his
death bed, for reasons hard to understand. The bishop
is very narrowly confined, and the connection of the
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picture with the preceding—especially so far as the
bishop is concerned—seems forced and unnatural.*

22, Tae ConvessioN orF HirroNyMus.
