





























PREFACE

N putting forth this book, which is, I believe, the first separate

I monograph in English on the work of this artist, I make no

apology for the attempt, however much may be needed for
the imperfection of the achievement. Ghirlandaio is one who can
be known in his full strength only to those who are familiar with
the great frescoes which he has left upon the walls of Rome and
Florence. The few genuine easel pictures from his hand which
have reached the Museums of the North do not represent him at
his best. It is with the view of making it easier for the English
reader to set this painter, so essentially Florentine, in his true
place in the history of the art of his country that I have
endeavoured to summarise the leading features of the Life and
Work of Domenico Ghirlandaio. A mere glance at the length
of the book will show the reader that I do not pretend to have
written an exhaustive treatise.

My thanks are due to Dr. J. H. W. Laing, the editor of this
series, for his invaluable aid in looking over the proofs: to Mr.
George Salting and to Mr. J. Pierpont Morgan for permitting
the reproduction of their pictures: to the authorities of Sta.
Maria Novella for their kindness in allowing me access to the
frescoes, and to many others who, by various courtesies, have
helped me in my task.

GERALD S. DAVIES

Goparming, 1908
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GHIRLANDAIO

CHAPTER 1

THE GHIRLANDAIO FAMILY

was, as this full title explains, the son of Tommaso

Bigordi, a goldsmith, known as del Ghirlandaio, either
because he himself had earned a name as a maker of the gold and
silver garlands with which the girls of Florence decked their hair,
or because his fathers before him, Currado and Doffo, had done
so. Vasari, indeed, says that Tommaso had been the first to
fashion such ornaments, but he had surely forgotten the pictures
of earlier masters which display them, and the ocecasional sumptuary
laws of Florence which forbade them. The word Ghirlandaio can
stand for little more than orafo, goldsmith. In the year 1480
Tommaso in his income tax return (denunzia dei beni) describes
himself, however, not as ‘orafo’ but as ‘sensale’ or broker.
There is no reason that he should not have combined the profes-
sions, especially as we find the young Domenico at once apprenticed
to the art which was hereditary in the family. Possibly, however,
by the year 1480, when Domenico as well as his brothers had
adopted the art of the painter, the father, deprived of the help of

DOMENICO di Tommaso di Currado di Doffo Bigordi®

! Domenico himself wrote his family name BieHorpi, and so inscribed it in the fresco in
Sta. Maria Novella of the ¢Birth of the Virgin.” In the same fresco also is found the form
GRILLANDAI (i.e. the brothers del Grillandaio), and this is how it appears in many documents.
I have, however, thought it best to employ throughout this book the usual spelling of the
name.

G.—1 1
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THE GHIRLANDATIO FAMILY

the artists of Italy learnt their craft not in a school but in a work-
shop. And this training, with its wholesome thoroughness, its
inspiring realities, and its freedom from the dilettante element, so
far from producing narrow specialists or men of one art, seems to
have had exactly the other result. We learn from Vasari that
when Filippo Brunelleschi was sworn in to the Guild of the Gold--
smiths he was at once placed, not in any school, for they had none,
but under a master craftsman to learn his art, and from this work-
shop he goes out furnished with the training which made him at
once goldsmith, sculptor, architect.

Of Tommaso’s work as a goldsmith we have no surviving
instance. Vasari quotes as examples of his skill only certain silver
vessels and lamps which he made for the church of the Annunziata
in Florence, but which disappeared during the siege of Florence
in 1529, and he attributes Tommaso’s popularity as a goldsmith
mainly to his garlands. These details of Vasari are, as we have
seen, somewhat shadowy. What is clear is that his eldest son,
Domenico, received his early training in his father’s workshop, and
presently preferring the art of painting, was placed under Alesso
Baldovinetti, who lived outside the Faenza gate, and had perhaps
a higher reputation in his own day in his own city than he has
since maintained. We are not able to say who were the com-
panions of Domenico in Alesso’s workshop.

Here, then, Domenico del Ghirlandaio parts company with the
special practice of the art which had given to his family the name
which he was to make famous by another art. So far as we know,
he never again stepped aside from the practice of painting to put
his hand to brooch or garland. The life that was to end so early—
he died at forty-four—was too crowded with other achievement to
leave time for any return to the craft of his boyhood. But the
goldsmith’s training was with him to the end, shining out through
all his works, first and foremost in the love of clear and definite
form, enclosed by outline rather than surrounded by atmosphere,
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THE GHIRLANDATIO FAMILY

yolk of egg and boiled varnish, believing that the frescoes would
thereby be preserved from damp. But the results were disastrous,
and it is interesting to remember that his pupil, Domenico
Ghirlandaio, who afterwards was to paint the Sassetti frescoes in
the church in which Baldovinetti’s work was dropping from the
wall, resolutely adhered from first to last to the old traditional
methods of fresco and tempera, refusing all the new and tempting
mixtures which offered richness and depth of colour, but had as
yet no proved permanence. It indicates the sound sense which
marked the man in his whole career that he should have trusted
his own judgment and taken his own line in this matter from the
first. He had doubtless seen the wonderful concoctions of the
Baldovinetti workshop, and had noted their results, resolving that
what had been good enough for Giotto and Masaccio should be
good enough for him. He was ready to learn from Baldovinetti’s
experience—young folk do not always accept second-hand ex-
perience—what he had better avoid. And it is to this avoidance
of dangerous methods, and to the direct simplicity of his handling
that we owe the preservation of his works, which in their life of
over four hundred years have suffered less than most which were
painted in his day.

We are, however, not without surviving evidence of Baldo-
vinetti’s handiwork. In the Uffizi (No. 60) is a ¢Madonna
Enthroned’ (Plate 11.), with six saints at her side, and St. Dom-
inic and St. Francis kneeling in front— perhaps the ‘Zavola
maggiore’ painted for the Trinita Chapel in tempera without
the patent mixture, but nevertheless much repainted. The two
kneeling monks are made much smaller than the Virgin, the
St. John, or the other saints. They are to be thought of as living
men at the time of their so kneeling, and so by the old tradition
must be made smaller than the glorified saints above. The picture
is indeed that of a sound painter enough (when he tried no experi-
ments), one who saw no visions, had no strong individual aim,
loved bright colours and pretty patterns, and was fond of flowers
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THE GHIRLANDAIO FAMILY

so ruined that the design only remained, the colour having passed
away. The green flowered robe of the Virgin has indeed been
restored to perish once again. Baldovinetti has been employing
one of his processes, and the fresco would not be worth quoting
but for the fact that the surviving design shows a certain strength
in Baldovinetti’s art which is not revealed to us in his other
works.! We may pass over the obvious defects—the emptiness of
the composition, the lack of cohesion, the isolation of the figure of
the kneeling Virgin from the adoring shepherds, the childish spotti-
ness of the landscape (in which Valdarno towards Lucca seems to
be shown), and turn to the finely drawn ivy which climbs the
ruined wall, and to the leafage against the sky above. This is
given with a naturalism which seems to have been born out of its
century, and when we take it in conjunction with the admirable
drawing of the donkey, which somehow escaped the notice of
Vasari, though he saw the snake upon the wall, we seem to see in
Baldovinetti a man who, if he had been born in a later age, when
men might devote themselves to the painting of beast, or flower,
or anything else for its own sake without the necessary presence of
the Madonna and the saints, would have been amongst the first of
animaliers. Here certainly, in this love of animals, it is only fair
to set down to Baldovinetti’s account the same characteristic which
reappears in the work of his greater pupil. And though theruined
state of the fresco makes it almost impossible to speak with any
safety on such a point as the atmospheric effect of a picture, depend-
ing as it must on subtle gradations of tone which time and decay
not only obliterate but also often simulate, yet there does seem to
belong to this landscape, in spite of the stiffness of its detail, a
certain atmospheric breadth which may have been not without its
share in turning Domenico Ghirlandaio’s studies in the same direc-
tion. It remains only to say to the honour of Baldovinetti that,

1 Baldovinetti is believed—there is no evidence, except style perhaps, and kindred tastes
certainly—to have been a pupil of Paolo Uccelli. He was born in 1427, and would therefore
have been nineteen when Paolo was painting in the Chiostro Verde of Sta. Maria Novella.
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CHAPTER 11
EARLY INFLUENCES

OR convenience sake let us make arbitrary choice of the
year 1466, at which time Domenico Ghirlandaio was
seventeen, to commence our survey. If the reader will

mentally remove from Florence all that has been added to it since
that year, of building, picture, statue, he will be surprised to find
how large a proportion of that which is best in her art was already
complete, and how great the store of treasure which she already
contained. It is true that we should feel the loss of much which
was presently to be created by those whose day was not yet come
—Dby Botticelli and Perugino, by Lionardo, by Andrea del Sarto,
Raphael, Michelangelo; but we should still have a city rich in
the best art beyond any other city in the world. The Duomo
had already received the best of what it now contains, and little,
save the ¢ Pieta’ of Michelangelo, was absent which might not be
spared. Giotto’s Tower, The Baptistry, Or San Michele, were
practically in the very guise in which we see them now. In San
Marco, Fra Angelico’s paintings were still fresh upon the walls:
Santa Croce, with the frescoes of Giotto and his school, was
almost as we see it now; hardly a painting or a monument of the
highest worth has been added to it since. In Santa Maria
Novella the same is true. The Green Cloister, the Spanish
Chapel, Orcagna’s < Paradise,” Masaccio’s ¢ Annunciation’ were for
the eyes of Ghirlandaio as for ours, but nearly forty years were
to pass before Filippino Lippi would have added the frescoes of
the Strozzi Chapel, while in the Choir itself, where Ghirlandaio’s
9






EARLY INFLUENCES

no more to be cast aside and no more to be reproved in Art than
in any other of Life’s high errands—yet in the greatest artists the
signs of this imitation are very soon lost sight of and absorbed as
the artist rises to his proper self. They do indeed reappear in
measurable quantity at times in later work, just as in the grown
man the tastes and preferences of the boy will reappear, but
rather to the gain than to the loss of true and healthy personality.
They no more interfere with the true personality and no more
offend as mannerisms in the artist than the voice and the hand-
writing of a son reproducing the voice and hand of a father mar
that personality, or offend us when we are reminded by it of
some one that has gone before.

And though, frankly, we may not claim for Domenico Ghir-
landaio that he was, in the accepted sense of the words, one of
the most original, or of the most deep-sighted, or possessed of
the highest forms of imagination amongst Italian artists, yet we
may claim for him—and the student of his work will find himself
persuaded of the claim—that his period of direct imitation of any
master then dead or then living was very short, and its traces less
obvious than in most men, and that in the short life that was to
be granted to him he became himself earlier and was possessed of
his own soul, clear in his own aims, and sure of his own pre-
ferences, sooner than ever happens to the mere follower of other
men, sooner than would perhaps have happened to Domenico
himself if Baldovinetti had been of the calibre to stamp more
strongly on the pupil the impress of his own art.

Amongst those, then, who as past masters seem to have most
influenced him through their visible works, leaving aside Baldo-
vinetti, of whom we have already spoken, no single man seems
to have had more power of inspiring him than Masaccio, who by
the largeness, breadth, and dignity of his conceptions and of his
handling might well stir the depths of the eager young mind,
that was afterwards to express its longing ‘to be allowed to
fresco all the walls of Florence.” Masaccio indeed influenced

11



GHIRLANDAIO

many another besides Domenico ; it may be said that no Florentine
who followed him in the fifteenth century escaped his influence.
There is no single man whose effect upon the art of his century
is quite comparable to his. He brought under his spell, especially
by the frescoes of the Carmine, men of widely different tempera-
ments and different capacities, narrowing possibly the course of
Florentine Art into fewer developments, but within those limits
inspiring them, each after his individual preference, to the highest
achievement. For it is of all true influence to inspire rather than
to make patterns. And so the influence of Masaccio sends Ghir-
landaio along the path that leads to the frescoes of Sta. Maria
Novella, while for Michelangelo the path leads to the vault of
the Sistine. But it follows from what has been said that we
must not look in Ghirlandaio’s work so much for minute resem-
blances of drapery and pose, or even type of figure, as for the
general spirit which informs the work. And as we stand before
the fresco of the ¢ Calling of the First Apostles’ in the Sistine
Chapel, we are reminded irresistibly of Masaccio’s Tribute
Money’ in the Carmine. The resemblance stops far short of
any identity between this figure or that, between this pose or
that—far short, for instance, of the direct adaptations which
Raphael did not fear to use; but it lies in the less tangible, but
not less convincing, presence of a similar aim in both, a something
which makes one say, ‘This man had seen and had admired
Masaccio’s masterpiece.’

I would direct attention also to the wonderful landscape of
the ¢‘Tribute Money,” the first true attempt in Italian Art to
realise the breadth and atmospheric largeness of hill scenery.
The landscape of Ghirlandaio, falling short indeed of Masaccio’s
greatness, and relapsing often into old conventions and im-
possible unobservant mannerisms of rock form and atmospheric
value, is yet much larger in its grasp of landscape truth and
in general breadth of feeling than that of many of his con-
temporaries, and is far more the outcome of his days spent

12
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EARLY INFLUENCES

in the Carmine Chapel than of his days in the workshop of
Baldovinetti.

‘ But the influence of living men, those who have been pro-
~ ducing great work, or who, working side by side by a man in his
student days, are trying to produce it, sharing his ambitions and
stimulating his efforts, is often far more potent than the greatest
examples amongst the dead. And in Florence, in that same year
of 1466 which we have decided to select, there were alive and
working, just laying their work aside, or just beginning it, artists
whose very presence was an inspiration. Let us consider their
mere names for a moment; it will help us to realise the atmo-
sphere in which Ghirlandaio and such as he were living. Of the
earlier men, the chief representative was living almost forgotten,
but still trying to work—Paolo Uccelli; old now and very poor,
he and his wife, and praying only that his rest, when it came,
might be given him in Santo Spirito;* Filippo Lippi, Benozzo
Gozzoli, Andrea Verrocchio, and Cosimo Rosselli; Antonio Pol-
laivolo and Luca Signorelli. These men were still alive and at
work, while of the men who were more nearly of an age with
Ghirlandaio, and more strictly to be called his contemporaries,
Botticelli was but five years older and Lionardo da Vinci but
three years younger. Filippino Lippi, Lorenzo di Credi, and
Piero di Cosimo were respectively eight, ten, and thirteen years
his juniors, while Perugino, who was three years his senior, did
not appear in Florence till 1470.

Of these men Filippo Lippi, and more still Andrea Verrocchio,
were those of whose influence we find the most visible traces in
Ghirlandaio’s work.? To Filippo’s creation is due the type, which
Leon Battista Alberti first imagined, of the dainty damsel, some-
times a waiting-maid, sometimes a Salomé, sometimes an angel,
who appears and reappears not merely in Ghirlandaio’s art, but in

1 But he had to lie in Sta. Maria Novella, for Santo Spirito had been burnt down at the
time of his death.
% Filippo Lippi’s frescoes in the Carmine perished in the fire of 1771.
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EARLY INFLUENCES

child, painted the more beautiful of the two angels. What is of
greater importance to us is that the picture, as it stands, made a
very strong impression upon Ghirlandaio, and remained to him the
model for his treatment of the same subject in his Sta. Novella
series many years later.! The fresco (carried out by Mainardi) is
the left hand of the top row, right wall of the choir, and a com-
parison, made easy by means of a photograph, will show how frankly
and without reserve Domenico allows his composition to follow
the lines of that of the older artist. Kven Verrocchio’s fine
endeavour to represent the appearance of objects seen in shallow
running water, and the water itself, in strong current circling
round the Saviour’s feet, reappears in Ghirlandaio’s version. This
adaptation of another man’s types and treatment, the close
treading in the very footprints of a predecessor, which occurs
often in the works of almost all Italian painters, must not be
reckoned as mere plagiarism, the mere annexing of another man’s
ideas and motives, which, once brought into existence, should have
been regarded and protected as his copyright. It is nearly always
too frank and too unreserved for this. It seems rather to have
become an accepted principle, a kind of a tribute to a great
master or a great masterpiece, that he who created a new type
or a new treatment, created it for Art; and artists of the day
fearlessly used it till they found a better. There was no thought,
either in the mind of the artist who did this or of those who
looked at his work, and who, of course, could recognise the source
of the idea, that he had annexed something that did not belong to
him. The connection would be noticed with interest, but never
with blame. Vasari’s pages are full of such instances. And in
this fashion Raphael, whose art had been sown beside all waters,
pays his honour to Perugino and to Piero della Francesca,

1 See also remarks on a fresco of the subject in S. Andrea, Brozzi, p. 150. 1 write the
above, claiming the direct influence as from Verrocchio to Domenico without forgetting the
creation of an earlier artist, a small panel of the ¢ Baptism’ (Accademia, 233) now attributed
to Baldovinetti. But if that attribution is correct, I should regard that panel as grandfather
rather than father of Ghirlandaio’s version.

15
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EARLY WORK

clad in red and blue, sits enthroned in a niche with a shell-shaped
hood. Turning her head slightly to her right, she looks down
at the Child who stands at full length upon a book which rests
upon her right knee. At her right hand is St. Sebastian, and at
her left St. George. An open balustrade lets in a view of a
mountainous landscape descending to an inland sea, of the kind
which to the last seemed very dear to Ghirlandaio, and which,
perhaps, is based upon memories of the seascape north of the
mouth of the Arno. The composition is very simple and very
pleasing, the old, one might almost say the oldest, motive known
to art, which cannot very well go wrong, of two figures balancing
each other about a central theme. One sees at once in the
Madonna the Verrocchio inspiration. One sees it still more in the
Child. One sees it in the plastic modelling of the low-toned flesh.
But when one turns from the Madonna to the two boy saints at
her side one sees only Ghirlandaio himself, though a young
Ghirlandaio. For these portraits have not the power and the
convincing reality of his later day. On the other hand they, and
indeed the whole picture, possess a naive charm, and a delightful
freshness of fancy which of necessity disappear somewhat in his
maturer work as the naiveté of a child must indeed disappear
before the full-grown knowledge of the man. The two boys, for
they are no more, are portraits, perhaps of some companions of
the Baldovinetti workshop, possibly even of his two brothers David
and Benedetto. Indeed, if we might think this, and put the age
of the younger, the St. Sebastian, at, say fourteen or fifteen, and
the elder at seventeen or eighteen, this would make the painter
twenty or twenty-three, and would give us the year about
1471 or 1472, a very probable date. The St. Sebastian is
fully draped, a method of representing him which was soon to
become obsolete, and indeed was alreédy rare, for few painters
could throw away one of the rare opportunities allowed to them
of painting the nude figure in a religious picture. He is to be
recognised as St. Sebastian only by the three arrows which pro-
19
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EARLY WORK

shroud of whitewash, a fresco which, more from the interest of
the persons represented, than from its value in Art, since that
has by the nature of the case been seriously impaired, must be
reckoned one of the most interesting in Florence.

It is in two parts, the lower part, of a rectangular shape, being
a ‘ Descent from the Cross,” the upper part, a semicircular lunette,
showing the ¢ Madonna della Misericordia’ spreading her mantle
wide over the members of the Vespucei family. It is needless to
say that the frescoes have suffered injury, though not more per-
haps than if they had since 1616 been exposed to the air. The
retouching which they have undergone is not greater than that
which has befallen other works in Florence where perhaps the
excuse was less. But of course we are not looking on the work
as it came from Domenico’s own hand. The ¢Deposition’ or
‘Pietd’ has in it the evidence of a young man’s work. It is
hardly a pleasing picture, nor yet one containing the promise of a
great coming strength, but full of a redeeming earnestness of
effort which makes it an eloquent page in a life history. The
young painter has set himself a severe task in his endeavour to V
represent the body of the Saviour as very much foreshortened.
Completely successful that figure can hardly be said to be, at any
rate as we see it now, but the necessity for retouching has
inevitably had its effect upon the modelling. One sees in this
lower part of the work an influence coming in from Andrea del
Castagno and from Pollaiuolo. It is, however, to the upper part
of the fresco that the chief interest attaches, owing to the presence
there, as Vasari assures us, of Amerigo Vespucci who made the
navigation of the Indies. The e)'(plorer, who was by the chance
of fortune to give his name to half a world, was born in Florence
in 1451, and was, when the picture was painted, still trying to
learn Latin, wherein he failed, and astronomy, wherein he
succeeded, from his uncle Giorgio Antonio Vespucci, the friend of
Marsilio Ficino. The bright-faced boy whose head only is seen to
the left of the Virgin is said to be Amerigo (Plate v.). He is
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THE SISTINE LIBRARY

never, at his best, the strongest of craftsmen, seems to have carried
through the greater part of the work upon Domenico’s designs.
‘These monotonous figures,” says Ernst Steinmann, ‘leave us
unmoved. How gladly would we exchange them all for the lost
fresco in the Minerva.” That the results were, however, approved
in high quarters is evident from the fact that Domenico was, five
years later, selected by Sixtus and his advisers to carry out the
decorations of the Sistine Chapel, to be dealt with hereafter.

How came it that in this first great commission, in which a
young artist must have felt himself put upon his mettle, and on
which he must have known so much to depend, he was content,
instead of putting all the strength of his own right hand into it,
to leave so much to the weaker hand of David? Here in Rome
of all places, and in the Palace of the Pope, one would have
expected him to have carried out everything with his own hand,
or at least as great a proportion of it as he was wont to do in his
later commissions. The thing seems to require an explanation.
Where is it to be found ?

I believe it is to be found in the fact that Domenico’s hands
were already full, and that he was at that moment committed to
other work elsewhere which demanded his presence and his hand.
And I am inclined to believe that the Sistine Library commission
was undertaken with the understanding that his designs were to
be carried through by his brother David. This view, too, is
consistent with the fact that David receives payment. It seems
to show either that Domenico was absent from Rome at the time
or that David was regarded as having the frescoes in hand. For
Domenico to have accepted the commission to carry out the work
by his own hand, and then to have left it to his brother, would
have been fatal to his own reputation, and fatal also to his future
prospect of employment in Rome.

I believe that the work which was then tying his hands was
the series of frescoes of the ¢Life of Sta. Fina’ in the Collegiata
or Cathedral Chapel of San Gimignano. These frescoes are
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THE SISTINE LIBRARY

same walls were bare: or if we may not say as much as this, we
must at least conclude that either the frescoes were in process
of execution, or else decided on and commissioned in 14735.
Otherwise, supposing that we accept the later dating for these
frescoes of 1484-87, we have to believe that for some nine to
twelve years the chapel stood with bare walls around the finished
altar of Sta. Fina, with the perpetual advice to those who came
there, to read upon them the miracles of the saint.

Again, it is in evidence that early in 1475, and probably in
1474 (by a document of January 14), Domenico was doing work
in another part of the same church, since a payment of eighty lire
is recorded to Domenico and to Piero da Firenze for the painting
in the vault of the nave. There is no record known, at present,
of any payments for the frescoes of Sta. Fina chapel, nor, I
believe, of any to Benedetto da Maiano for his altar-piece.

On the other side of the argument two facts may be stated—
first, that the chapel was not dedicated till 1488 ; secondly, that
in 1477 there is an entry of forty-nine lire paid—no artist’s name
is given—for blue and gold. With regard to the first fact, I
would point out that dedication often followed long after com-
pletion, and also that actual completion of certain portions
wherein a master’s hand was not needed—such as the blue and
gold starring of portions of the vault—might easily hang about
long after the important works were finished. With regard to
the payment for blue and gold, the explanation just suggested
may suffice for this also, the entry by no means implying that
it was for blue and gold used by Ghirlandaio himself.

We may, I think, safely conclude that the frescoes of the life
of the saint were in hand in the year 1475, and we may find here
the reason why Domenico was compelled to leave so much of the
work in the Sistine Library in the hands of his brother David.

The frescoes are upon the two side walls, to left and right,
the end wall being occupied by the altar with Benedetto’s
sculptural dossale. The vaulting of the roof also and the
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THE SISTINE LIBRARY

name is preserved to us as Beldia), while she joins her hands in
ecstasy at the vision which she sees of St. Gregory surrounded
by cherubs, who has appeared to tell her death and coming
blessedness. One of the nurses raises her hand as if she too was
conscious of the vision, but Beldia sits with absent air, as if she
saw it not. The tale is told with great simplicity of expression
and great economy of means. Domenico has reserved his love
of rich effect and gorgeous circumstance entirely for the pilasters
and frieze at the sides and top, which are in reality the frame-
work of the picture and external to it. One brass embossed
plate resting on the table is the sole indication that Sta. Fina
was able to be, had she set store by it, still rich in this world’s
goods. The story of a home made poor for the sake of others
is finely told through the rich architectural setting, contrasted
with the bare interior. There is something in the spirit in which
the scene is conceived that reminds one, claiming for it no
further resemblance, of Carpaccio’s telling of the tale of St.
Ursula’s chamber.

When we turn from the motive of the fresco to its technique,
we find much to notice, though some of the evidence has been
obscured by restoration. The saint, a girlish and sweet figure,
has been much repainted, the angular folds, intended to express
the attenuated form beneath, being thereby over-emphasised and
made unduly rigid and even impossible. But at no time could
the drawing of this figure have been other than somewhat weak
and immature. The drawing also of the younger nurse, holding
up her hand, seems to point to young work. On the other hand,
the architectural decoration and perspective are admirable,—and if
it is safe to argue from work so heavily restored, one may claim
for it an observation of the relative values of light entering the
chamber from outside, and of the subdued inner light of the
room itself. This endeavour to paint light and air as they affect
objects seen in a room and in the open air outside was not as yet
one of the well-defined aims of the Florentine painters, and to

29






VNI VINVS 0 TVVANNA

ouvutiy uvy 240021

~
~
N
E
~
<
N
~







THE SISTINE LIBRARY

the opposite wall, Domenico shows a great advance of strength,
not only in drawing and in handling, but also in composition.
Here we find him no longer employing a timid and trite device
to lead away the eye from the straight lines of his design, but
possessed of a scheme of composition in which, by means of
masterly architectural drawing, curves and circles are made to
counterbalance the curves of the arch, and with the assistance
of radiating lines leading the eye to a central point of interest,
greatly to diminish the over-formality of the foreground hori-
zontals. The two lines of figures at the head and foot of the
bier carry the eye back to the cross upon the altar, which is just
above the head of the nurse Beldia, who was at this moment, as
the legend says, healed of a lifelong illness, by the miracle of the
dead saint laying her hand upon her nurse. The cross and
banner, with the candles of the acolytes, bent slightly forward,
are valuable for breaking the otherwise too formal uprights of
the pilasters. The towers of San Gimignano seen on either side,
apart from their great interest, play a most important part in the
composition, by breaking the curve of the arch which frames
the picture. If the experiment is tried of removing the tallest
tower, it will at once be seen how much the composition loses.
Before passing on to other work, we must not forget to
examine the groups of which the picture is mainly composed.
Here we see Ghirlandaio at once on his own ground. He is here
in his strength of portraiture, if not yet at his fullest strength.
There is no face out of all the twenty-six, except the saint, and
perhaps the old nurse Beldia, which is not distinctly a portrait
unidealised. No record is preserved which might enable us to
identify the likenesses, but it is impossible to look at the group
of three men to the right—probably leading burghers of the
town, or still more, at the group of younger men on the left,
without seeing that Domenico in this fresco shows us where his
heart and his strength lay. We shall have to return to this
subject several times later; for the present it may be enough to
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say this, that wherever throughout his whole career Domenico
deals with portrait, and with the visible life and its surroundings
of his day, he is to be seen in his strength ; wherever he is called
upon to create a type, to see a vision of the invisible, to realise an
ideal, he is to be seen at his weakest.

The ¢ Apostles’ and ‘ Prophets’ in the spandrils and vaulting
have been so heavily, and in some cases so entirely, repainted as
to make it unsafe, even if it were worth the space required, to
analyse them at any length. As we see them now, they are in
all respects weaker and less impressive than the work in the
‘ Funeral of the Saint.” Probably Mainardi did very much of the
original frescoes, and perhaps also other assistants not named by
Vasari, but with here and there work from the master himself,
as perhaps in the head of the <St. Matthew.” The *St. Mark’
is almost wholly repainted, and the dress of ‘St. Luke.” The
* Prophets’ in the spandrils are also seriously painted over.

The next dated works are found in 1480, though before that
time probably the lost frescoes of Passignano were executed,
which deserve mention only because they gave opportunity to
Vasari for one of the gossipy stories which he tells so charmingly.
David and Bastiano Mainardi, sent on in advance to make pre-
parations for Domenico’s work, found scant fare at the monastery,
and made complaint that it was not seemly to treat them like
labourers. The abbot made promise of better things, but without
performance, so that after Domenico’s arrival David, who stands
in the story as the champion of his brother—whose indifference
to all such domestic interests was one of his characteristics—when
the miserable minestra and bread is brought one evening, arises
in wrath, upsets the soup over the frate, and belabours him with
one of the long club-like loaves of bread, till the abbot comes to
the rescue, and is in turn attacked by the infuriated David, who
bids him get him gone, since the talent of Domenico is worth
more than all such pigs of abbets as ever were in that monastery.

The abbot is so impressed by David’s proceedings that in future,
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says Vasari, he treated them like men of worth, as they were.
We are perhaps on the evidence of this behaviour justified in
placing the operations at Passignano somewhat early in the careers
of the three young men.

In 1480 Domenico was at work in the church and convent
of the Ognissanti at Florence, where he had already painted the
Vespucci fresco. This time three works resulted from his labour
—a ¢ St. George’ in the church, now lost sight of ; a *St. Jerome’
in the church, which is still to be seen opposite to the *St.
Augustine’ of Botticelli; and the more important ¢ Cenacolo’ in
the Refectory. The ¢ St. Jerome’ (Plate 1x.) is an upright fresco,
containing the single figure of the saint seated, his head upon his
hand, at his study-table. In spite of much repainting, there are
certain visible qualities which are due to no restorer. First of
all, we have to notice that the type of the old grey-bearded saint
is dull and commonplace —the aged saint of convention, in
whose personality Domenico was not deeply interested, and so,
of necessity, fails to interest us. He is one of that class of
creations which recur so monotonously in Italian painting in
all the schools, where we can recognise the saint only by looking
for his attribute, and where there is no sense of individuality,
much less of spirituality, to move us or engage us. Botticelli’s
¢St. Augustine’ on the pier opposite, though not of his best,
certainly goes deeper beneath the surface of things in this respect.
But when we turn to the detail of Domenico’s fresco we find
ourselves in presence of a picture wrought in this material with
all the care, precision, and finish of a minute work in oil. Indeed,
we are set thinking of a picture by a very different master in a
very different country and age—of the ¢ George Gisze,” now at
Berlin, which Hans Holbein fifty-two years later was to paint in
England. The detail in the two pictures is curiously similar,
and that of Ghirlandaio in the difficult material of fresco, quite
unsuited to minute finish, hardly gives place to that of the mighty
German in a material where altering, caressing, revising, and
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it be, of ‘restoration,’” it never takes so deplorable, so senseless a
form as when a covering of oil paint is placed over the space
where once a great master had wrought in tempera and we are
asked to accept that as the equivalent of what the master gave.!
In this case there have been repaintings at several periods—one
in which the work was carried out al fresco, several portions being
bodily cut out and replaced by work on fresh intonaco, as the
whole head of the Christ—and latest of all much work in oil or
other viscous fluid, which has thrown the whole into false relation,
emphasising where emphasis injures, and hardening and solidify-
ing the forms of other portions till they start unduly from their
places. Nearly all the lower draperies below the table have thus
become, in colour, about the most emphatic portion of the picture,
and detachment and isolation have been given to the figures of
the apostles, with the result—unfair to Ghirlandaio—that the
picture seems to lack unity. But this fault is not, it must be
admitted, wholly brought about by the restorer.

The subject is one which, coming down from the days of
early sculpture in Italy before the revival by Niccoldo Pisano, and
through Giotto onwards to Andrea del Castagno, and thence to
Ghirlan_daio, had, as all sacred sﬁBjects were wont to do, followed
a certain traditional treatment which the portrayal of twelve or
thirteen figures, according to whether Judas was admitted or
excluded, had rendered convenient. The subject was one in which
many a painter was called upon to try his art to the utmost, and
in which few could satisfy us—probably few could satisfy them-
selves. The subject was indeed to wait for adequate or satisfying
expression till Lionardo, nearly twenty years later than Domenico,
gave to the men of his day what seems to have satisfied their
yearning for a more spiritual conception of the scene, though we
In our time must be content with the faintly-seen ghost of his

! Wiser by far, surely, to leave the wrecked fragments visible, doing all we can
reverently to fix even the smallest flake upon the wall, rather than obliterate it by a mask
of falseness. Since loss cannot be avoided, loss by age and fading is no greater loss than
loss by hiding.
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chorus—are portraits as clear and recognisable as Ghirlandaio
can make them. The main actors are always types, ideals—as
ideal as Ghirlandaio can make them, and that is not always a
very satisfying ideal. And in this scene of the Last Supper
Ghirlandaio, from the nature of the case, is called upon to create
ideals of twelve men in whom the spectator asks from the painter/
for a spiritual conception of each, answering nearly to his own
spiritual conception, and yet carried out with so much appeal to
the reality of living men around as to seem possible and real.
For the age of presentation by anything approaching to symbol
or symbolic convention has passed away. Ghirlandaio is to build
up ideals, not wholly without the aid of portraiture, to be sure,
yet with so little reference to recognisable portraiture that no one
can point his finger at any one of them and say—This is Giovanni
So-and-so, or Piero di So-and-so; you may see him to-morrow in
the Piazza, or at Or San Michele, or in Santa Maria del Fiore.
There are evidently types founded upon portrait, especially in the
three youngest of the group, but in the main the sense of portrait
is obliterated in conventional type, as presently again at San
Marco. Of the head of the central figure, which should be our
chief interest, we are unable to speak with profit, since at a later
date it was, as we have said, cut out and replaced, evidently
by some one who had seen, and seeks to give some echo of,
Lionardo’s type at Milan.

Lacking then the temperament of a Lionardo, which should
enable him to give us a deeply penetrating, or, as we may call it,
spiritual interpretation of the characters of these twelve men who
sat at meat, Ghirlandaio seeks to help out his vision of the scene
by the action and movement of the twelve actors in it. Here
a predecessor, Andrea del Castagno, had on the walls of the
refectory of Sant’ Apollonia already led the way in strong and
energetic—perhaps one may say, without injury to Castagno’s great
powers, slightly brutal—rendering of the subject.

Ghirlandaio tries to avoid the excess of energy, which should
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the two arches by which the picture is divided, is broken up by
finely painted and most decorative foliage of orange, lemon,
cypress, and palm, above which birds fly across the sky. And I
would here, as a matter of minor interest, point out one incident
which Ghirlandaio uses so often as to show that he clearly had
some special interest in it—probably as a lover of hawking—I
mean the incident twice repeated here, and occurring again in San
Marco, the Sistine, Sta. Maria Novella, and elsewhere, of a hawk
in the act of striking down a wild duck or other bird. I have
in an earlier chapter pointed out that his master, Baldovinetti,
shows the same love of animal and bird life, and also the same
partiality for bold foliage thrown decoratively against a sky, as
his more able pupil.

Although the ‘Cenacolo’ which Domenico painted in the
refectory of San Marco (Plate x1.) belongs to a later date, it is
convenient to touch upon it in this place. The general scheme,
as well as the special detail, of the San Marco fresco is very
similar to that of the Ognissanti, modified only to meet some
slight differences in the spring of the vaulting of the room. But
this time Domenico, possibly himself dissatisfied with the resuit of
his Ognissanti grouping, has abandoned the attempt to give strong
individual movement to each figure. At San Marco, therefore,
each disciple sits in a quiet upright attitude, yet once again so far
detached from unity with the central figure—in several cases the
disciples are represented as looking right out of the picture-—that
though the composition is perhaps more restful, it still fails in
what should have been the first and most absorbing motive of the
scene. The fresco, always low in tone, has darkened with age,
and has become sombre—an effect which is perhaps somewhat
emphasised to the eye of the spectator by its near neighbourhood
to the frescoes of Fra Angelico in the same monastery. This
tendency to sombre tone in fresco increased upon Ghirlandaio
with advancing years. The work at San Marco, however, can
never have been technically the equal of the Ognissanti ¢ Cenacolo.’
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CHAPTER V
THE SECOND ROMAN VISIT—THE SISTINE CHAPEL

HEN in the year 1471 Francesco della Rovere of Savona
became Pope under the title of Sixtus 1v., he lost little
time before he set about the great schemes which were

to unite the names of himself and of his nephews, Giuliano della
Rovere (Julius 11.) and the Riarii, with the brightest period of
Renaissance Art in Rome. We have alxeady seen how Domenico
and David Ghirlandaio had found employment in the Sistine
Library, where Melozzo da Forli had also been at work. Mean-
while Sixtus tv. had bestowed his name on a building destined to
be famous to every corner of the civilised world—the Sixtine or
Sistine Chapel, which, perhaps begun in 1471 in the Pope’s first
year by Giovanni dei Dolei, a Florentine, was finished in 1481 and
ready to receive its decorations. In the autumn of that year,
Sixtus summoned to Rome a little band of chosen painters, of
whom Sandro Botticelli appears to have been treated as the leader
and overseer. The others were Pinturicchio, Perugino, Piero di
Cosimo, Cosimo Rosselli, Luca Signorelli (with Bartolommeo
della Gatta), to whom, with Botticelli, were assigned the six
frescoes of the left wall, while the right wall was handed to the
same artists and to Domenico Ghirlandaio, who also was commis-
sioned to do the two frescoes on the entrance wall, now painted over
by later artists. Botticelli and Ghirlandaio, with assistants, and
perhaps Cosimo Rosselli, painted the series of Popes above the
great range of frescoes. The contract was signed on October 17,
1481, and provided for the completion of the work within six
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calibre than those who had met together in Rome at the great
Pope’s command. They proved worthy of their opportunity, and
if Julius 11. had never become Pope, and Michelangelo had never
frescoed the Sistine ceiling, yet the chapel would be to us an
object of pilgrimage as the chief treasure-house of Italian
Renaissance painting.

It is strong praise, therefore, to be able to say that Ghirlandaio’s
fresco takes a high place amongst these great examples of the
greatest masters of his day. By some even the highest place has
been awarded to him amongst that chosen company. We need,
indeed, not discuss that question. It is enough here to say that
the more Ghirlandaio’s work in the Sistine Chapel is studied, the
more likely shall we be to accept the highest estimate of his art.
But it is not work which yields up its secret to the careless,
casual spectator. Of superficial brilliancy there is none. Of the
attraction which results from forcible effects, captivating colour,
striking incident—all the features, indeed, which fascinate at the
first glance, there is an almost entire absence. It is grave, solemn
work—1I speak now especially of the one surviving subject-fresco
of the ¢ Calling of the First Disciples —worthy of its place and of
its author. And if any one desires to do it justice, and will give
to it the time which it requires—I have observed that the average
time which the visitor gives to the ceiling and ¢ Last Judgment,’
throwing in the twelve great frescoes of the Sistine, is less than
three-quarters of an hour—he will find that it possesses qualities
which remain impressed upon the mind long after the emotions
excited by more immediately attractive work have passed away.
The fresco has never been the most popular among the twelve
frescoes in the Sistine; still less has it been the most popular
~among Ghirlandaio’s own productions. But nowhere has he more
fully established his claim to a first place among the painters of his
day, nowhere has he put his strength into his work with a more
masterly result. Less attractive to the eye than the fascinating
series of Santa Maria Novella, and, by the very nature of it, less
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~ of the Florentine colony then living in Rome. These portrait

- groups fill up on either side the spaces behind the leading groups,
. ceasing at the middle distance. Behind the central group in the

foreground a narrow lake, enclosed by mountains on either side,
recedes to the far distance, which is closed in by a faint mountain
shape which, unless I am mistaken, is a memory of the beautiful
mass which is seen far away in the gap between the Sabine
Mountains and the Alban Hills, as it may be viewed any day
from the Loggia of the Vatican, as Domenico himself and his
brother painters may have gazed at the matchless view from the
parapet which runs around this very chapel itself. Along the
shores of the lake are seen battlemented towns, villages, churches,
and towers. A solemn grey sky, through which the sun tries to
burst, lining a dark grey cloud with a silver edging, reflects itself
in the water of the lake. Trees with foliage, decoratively handled
in Domenico’s favourite fashion, break this great sky space on
either hand, while a few birds also—amongst them the pursuing
hawk and the suffering mallard as before—dart across the sky and
serve further to help the composition, without interfering with the
sense of space and of atmosphere, which pervade this picture
(painted, we shall do well to remember, in 1481), as I think in no
other work that had hitherto been seen in Italian art. To this
question I must return presently.

As I have said in an early chapter when speaking of the
influences which may have helped to shape Domenico in his first
youth, there is something in this fresco which from the first sight
of it forces us to think of Masaccio, and especially of his ¢ Tribute
Money’ in the Carmine. When one endeavours to lay one’s
hand more definitely on any single point or trait in which the
younger master seems to have directly followed the elder, we find
that the resemblance can lie only in the largeness, dignity, and
breadth with which each master approaches and achieves his
theme. The use of classical drapery serves perhaps to add to
that first impression. I would here draw attention to a point
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which has not hitherto been observed in this Roman fresco of
Ghirlandaio’s, namely, the necessity which he has seemed to feel
himself under of using a classical cast of drapery, so that wherever
throughout the fresco a figure is visible at full length (with the
one exception of the boy Lorenzo Tornabuoni, whose costume is
purely Florentine), Ghirlandaio, even for his I'lorentine burghers,
contrives to arrange their robes and mantles in such a fashion
that the whole of the drapery shall follow the classical cast which
he has adopted. This may be seen and tested best in the full-
length figure in the foreground on the left of a man in a green
under-dress, with his right hand outstretched, and the lower part
of his body enveloped in a toga-like mantle. So too in the only
two figures seen at full length in the right-hand portrait group,
the Florentine civil dress is made to assume a classical shape.
But the figures which are only seen to the shoulders or breast
are allowed to appear in the ordinary pleated tunic of the day.
In the Trinita and Novella frescoes complete Florentine dress is
frankly adopted for all save the chief actors in the religious
incident, and even in some cases for them also. Here in Rome,
and at this earlier period in his career, Domenico seems in this
particular to have accepted as a necessity a certain reserve which
he abandons hereafter.

[t is unfortunate that, in the few instances where Domenico
in his art has endeavoured to deal with that type, which puts
the art of any painter to its highest test, namely, the face of
Christ Himself, nothing has come down to us in quite unaltered
shape from the master’s own hand. The Ognissanti head was, as
we have seen, cut out and replaced on fresh intonaco. The San
Marco head has been retouched ; the heads in the ¢ Baptism,” Sta.
Maria Novella choir (upper row right side), though from Domenico’s
design, are apparently carried out by Mainardi; while the altar-
piece, once in the same choir, of the ¢Resurrection’ (now at
Berlin) was also carried out by David and Benedetto. The
¢ Coronation’ picture at Narni has been seriously repainted. And
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it is therefore the more to be regretted that the head of the
~ Saviour in this Sistine fresco has not come down to us in
" unrestored condition. Bearing this fact in mind, however, we
can realise Ghirlandaio’s type enough to speak to certain charac-
teristics, at least, in it without much danger.

While one readily admits that he has not created for us an
ideal which could take a strong hold upon our imagination—his
failure herein, however, being that of almost every artist who has
ever attempted the almost impossible task—we find in it more
of manhood than in the sweet and feminine beauty of Perugino,
but far less of sorrowful dignity and depth of feeling, far less of
the Divine, than in his great contemporary Lionardo. His type
has less of earnestness and strength than that of Piero della
Francesca, whose ‘Risen Christ’ at Borgo is stern and earnest
almost to ugliness; less of these qualities than is found in
Melozzo da Forli, with whose work Domenico had been associated.
Domenico, as we might have expected from his temperament,
sees the manhood of Christ but fails in his insight into the deeper
side of his subject. As we have already said, that failure is with
them all a matter of degree. No master, unless it be perhaps
Lionardo as we read him in his drawing of the Saviour’s head
for the great ‘< Cenacolo’ at Milan, has ever come anywhere near
a type that satisfies us. But Domenico, from the rarity of his
attempts, would seem to have been conscious of his inability to
satisfy himself. He avoids the necessity of failure, wherever
choice is left him. Here at the Sistine, and again at Ognissanti and
San Marco, no choice was left him. The Sistine figure of Christ is
dignified and manly, and so far impressive ; and He is far more real
to us than the apostles and the two other grey-bearded figures who
complete the tale of Domenico’s ideal conceptions in this fresco.
These same figures present a very unsatisfying convention, and we
turn back from them to contemplate the figure of Christ with the
conviction that in this latter Domenico had striven hard to give
us that which should be worthy of his subject.
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in more or less degree by every considerable master. The
question of the intrinsic rightness or wrongness, reverence or
irreverence of the method is another matter, and needs careful
investigation. It must, however, be at once admitted that though
Ghirlandaio must share the charge in company with many
another, yet inasmuch as he certainly does stand out more con-
spicuously than any other in the use of the expedient, there is
no great injustice in selecting him as defendant.

The question cannot be properly understood without reference
to the history and growth of the practice as it came down from
the earlier masters.

From very early days it had been an admitted privilege for
the donors of a religious picture, in commissioning an artist to
paint altarpiece or fresco, for altar station, chapel, or shrine,
to have themselves represented, generally kneeling in all rever-
ence at the foot of the picture; and this is in no spirit of personal
vanity (though it may possibly at times have been not without
taint of that defect), nor of ostentation, but as a quite humble
and religious expression of their whole-hearted consent to the
great fact represented, and of their desire to live, so to speak,
in its perpetual presence. No one, donor, artist, or spectator,
could be so foolish as to ask any one to pretend to believe
that they, the said donors or artists, imagined that the scene
was so enacted and in presence of such witnesses. That of
course goes without saying. Further than this, a painter took
to himself the privilege of adding to his scene, whether of the
Crucifixion, the Nativity, the Descent from the Cross, or the
events from the life of a St. Dominic or a St. Francis, such
personages as, through their interest or character, he thought
worthy to be represented as present at such a scene. No doubt
from the first the interest which the painter felt in the personality
of these spectators had much to say in their introduction, and
it was inevitable that we should presently find amongst them
not a few, of whom, if we were to constitute ourselves judges
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meaning of this gathering of contemporaries, as witnesses of a
religious fact, was never lost, though it undoubtedly underwent
such dangerous enlargement and expansion that the interest in
the personalities of the living men, the pleasure to be derived
from their brocades and braveries, became primary rather than
secondary. And where, as with Ghirlandaio, the power of the
painter lay chiefly in the portrayal of these very features of the
beauty and interest of life, while his power of realising the
spiritual was of a secondary order, it was inevitable that the
former should become the preponderating interest of his picture.
But even when this disproportion of interests was carried to its
extreme, as it may be said to have been in the later case of the
Novella series, the theory remains the same, namely, the gathering
of earthly witnesses around a sacred fact in which they express their
faith by their visible presence. What share vanity, ostentation,
mere worldly delight in looking handsome in a crimson berretta
or a flowered gown may have had in making their painted
presence also flattering to the personages themselves is a question
which, however one may incline to answer it, does not destroy
the original purpose.

It is not easy to see what line Domenico laid down for himself
as a reserve upon this principle. To say that he never lets the
principal sacred actors of his scene appear in the garb and under
the  portrait of contemporary men and women, is stating too
definitely what nevertheless seems to have been his general rule.
The exceptions, or apparent exceptions, are sufficiently numerous
to invalidate the statement. The Saviour is at all times an ideal
type, and so too the Virgin apparently, unless the beautiful
Madonna of the ¢ Adoration of the Shepherds’in the Accademia
at Florence (No. 195) be an exception. The disciples and
apostles, too, may be seen in most cases to be types rather than
direct portraits built up out of living men, but not referable,
except in one or two cases perhaps, to any single living man.
His saints, other than Biblical saints however, are often—as in
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gretted, as there can be little doubt that the groups include names
of great interest in the history of the time. Beginning at the right
hand end of the lower row, the man with long hair and round cap,
whose head and shoulders only are seen, is not identified, but the
second, the shrewd-faced man with the scarlet mantle and cap,
whose parti-coloured scarf or turban droops over his shoulders, is
thought to be Guidantonio Vespucei, the uncle of the navigator,
who had been one of the Embassy the year before. The fifth
from the right, a greyheaded hale man without a cap, whose whole
figure is seen clad in a violet robe, is probably Francesco Soderini,
Bishop of Volterra, afterwards Cardinal, who had been chief of
the Embassy. Others see in him Rainaldo Orsini, Archbishop of
Florence. Next to him a greybearded man with a flat hat, seen
only head and shoulders, is with tolerable certainty recognised as
the Greek humanist, Johannes Argyropulos, the translator into
Italian of Aristotle. He had been invited by Cosimo dei Medici
to Florence, where he had spent some fifteen years, receiving from
Lorenzo il Magnifico the privileges of Florentine -citizenship.
Sixtus 1v. had summoned him to Rome, where evidently he had
continued to rank himself as one of the Florentine community.
Next to him the middle-aged clean-shaven man, with the keen grey
eye, who wears a hat bound around by a turban-like striped scarf,
is recognisable from his portraits and from the medallion by Niccolo
Fiorentino, as Giovanni Tornabuoni, whose sister, Lucrezia, had
married Piero dei Medici (il Gottoso), and was the mother of
Lorenzo il Magnifico. Giovanni was the head of the Medici
banking firm in Rome, and treasurer to Sixtus 1v. He will
presently play a large part in the development of the Art of '
Ghirlandaio. Living from time to time in Rome, where, in 1477,
he lost his wife, Francesca, daughter of Luca Pitti, Lorenzo’s
enemy, for whom Brunelleschi had built the Pitti Palace, he still
regarded Florence as his home, retaining there his palace in the
Via Tornabuoni which Michelozzo had built for him."? Indeed in

1 It still remains, but has been restored. It is now the Palazzo Corsi.
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the Minerva, whose lovely sarcophagus, with the figure of the
boy upon it, alone remains, cast out from its chapel, and built into
the wall to the left of the great entrance. The head of which
I speak is one of the finest in the fresco, and is also one of the
few which have entirely escaped retouching. The young life
seems to have been full of hope and promise. The inscription
on the tomb in the Minerva tells of the sorrow which his early
death caused to Sixtus the Fourth. Of the other four lads who
stand with him in the same row, probably all of them of the
family of the Tornabuoni, we know no more than Ghirlandaio’s
brush can tell us.

It is thought again that the man whose head to the shoulders
is seen behind the Saviour, and who wears a Ilorentine dress,
is Diotisalvi Neroni, who died in exile in Florence in 1482, and
whose tomb, by a Tuscan sculptor, is on the entrance wall of the
Minerva. He had been, with Luca Pitti, one of the bitterest
opponents of the Magnifico, but it is claimed for him on his
tomb that he had served Florence well and faithfully, that he had
loved the liberty of his country, and that, in a word, amid the
storms of life he had lived well. He, like young Cecco Torna-
buoni, was to find his rest in the Minerva before the paint upon
this fresco was well dry. There is in the possession of M. Dreyfus
in Paris, a bust of Diotisalvi at an earlier age than this, which,
even allowing for the action of years and anxiety, does not greatly
encourage the view that the fresco gives us a portrait of the same
man. The bust is that of a strong-featured not very refined
type of man, of burly presence with short strongly growing hair.
This head, we may notice, is again as Ghirlandaio left it.

Atsome little distance to the left, in the foreground, stands
-a man of fine presence, richly arrayed, with a dark green tunic,
and a cap secured to his head by a scarf. He holds his right
hand out from him in an attitude of surprise. The features have
a strong Medici type, and he is, I think, quite without doubt,
intended for one of that family. I should beinclined to recognise
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Before we pass from this, the contemplation of this great
landmark in Domenico’s career, we must once more for a
moment return to the fresco whose importance in the growth of
landscape Art of the period can hardly be overrated. As an
endeavour to represent mountain scenery under the broad and
level light of a grey day it succeeds to a degree unknown to any
work which up to that time had been painted. The drawing of
the rock form is, of course conventional, even impossible—the
day of rock drawing was not yet—and the mountain shapes are
again formal, but there is a sense of atmosphere and distance
which marks an epoch in the progress of landscape. It was to
be many and many a long year before any painter should attempt
to grapple with the problems of landscapes lighted and objects
seen in full sunlight; nor yet in his paintings of his interiors has
he done more than touch some of the more elementary of these
problems. But there are indications that if his life had been
longer—he was only thirty-one when he painted this fresco—and
if immediate success in portrait grouping and architectural
detail had not absorbed him in these branches till the day of his
death, he might, with advanced years and knowledge, have
returned to these problems of lighting and landscape, and
carried them further than any master of the Renaissance in Italy
succeeded in carrying them.

As we have already said, to Domenico was also assigned the
task of adding to the roll of the popes whose idealised portraits
surround the chapel in the spaces between the windows. Those
which Domenico executed with help' are Anacletus, Clemens,
Victor, Pius, Iginus, Felix, Eutychianus, and Caius Dalmata. It
is inevitable that in presence of the superb series of frescoes below
and the more superb ceiling of Michelangelo above, the less en-
grossing, almost supernumerary works of decoration such as this
series of popes, should fall into a place in our interest lower than

! The Eutychianus has been almost wholly repainted. The Pius, Dalmata, Iginus show
traces of work by another hand, besides having suffered from repainting.
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influence, either because Botticelli, as the master responsible for
the whole scheme, had furnished the design, or perhaps because
Ghirlandaio was loyally endeavouring to suppress himself, and to
bring his own work into harmony with that of his captain for the
time being. It is very difficult, holding these alternative possi-
bilities in mind, to say what particular portion may be due to an
assistant from the Botticelli bottega, or to one who worked in
Ghirlandaio’s. Naturally the actual work of Domenico is to be
sought in the faces. But there is, I am disposed to think, more
of the master’s hand in the figures and draperies than is always
conceded, and that they are cast in Botticelli’s mould of deliberate
intention. Obviously if Ghirlandaio was actuated by the spirit of
loyalty to Botticelli, so far that he allowed an assistant to com-
plete in Botticelli’s manners the draperies of a figure of which he
himself had painted the face, there was nothing to make him
unwilling to go further still, to the extent of working himself
on the drapery and ornaments (the favourite Ghirlandaio brooch
is more than once in evidence). And this I am inclined to think
that he did more than we are accustomed to believe.

The question of the share of Ghirlandaio or his botfega in the
fresco of the ‘Passage of the Red Sea’ which Vasari gave to
Cosimo Rosselli, and which later writers have assigned to Piero
di Cosimo, is a complicated question which could only be discussed
with advantage at such length as to exclude more important
matter from this book. If Domenico’s own hand be entirely
absent—and it is difficult to claim its presence—yet the share of
his scholars in portions, at any rate, of the fresco is on the
evidence of the eye a more probable assumption than that of
Cosimo or his pupils.

It was during this sojourn in Rome that Domenico received
commission from Giovanni Tornabuoni to fresco the walls of a
chapel in the Minerva with subjects from the life of the Virgin,
and from the life of St. John Baptist. In 1477 as we have said,
Francesca di Luca Pitti, Giovanni’s wife, had died, and for her

59






CHAPTER VI

THE PALAZZO VECCHIO FRESCO—MINOR EASEL PICTURES

WE do not know whether Domenico had put the last

touches to his frescoes for Giovanni Tornabuoni in

the chapel in the Minerva before he left Rome at the
end of 1482, or whether he returned from time to time. In any
case, it is certain that Florence became once more his head-
quarters, though, since we find that he drew payment from the
Palazzo Publico at the beginning of three successive years, 1483-
84-85, and since the work, judging by the usual rapidity of his
painting, could hardly have occupied him continuously during that
time, it seems very probable that he did from time to time absent
himself to complete work elsewhere, and possibly in Rome.

The commission to decorate the Sala dell’ Orologio was a high
compliment to the young painter'—a fact, indeed, which shows
- that he was now fully recognised in Florence as one of the
painters of the day, fitted to carry out great work of what may
be called a national character. We might expect therefore to
find from Domenico something that should stand at the very top
of his art. Instead of this we find what must be called upon the
whole the most disappointing and least memorable of all the
works of his maturer period. We must seek the explanation
in the fact that Domenico was set to handle his subject on
lines which were uncongenial, and which, following immediately
on the Sistine fresco, and perhaps also the Minerva fresco, pro-
duced in him a sense of dullness. For he was here called upon
to represent, under the likeness of Roman heroes, the virtues
which produce and are typical of a strong Republic. It is easy

1 Botticelli was at work with him in the same place once more.
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the fresco is the introduction of a painted bas-relief of the Virgin
.and child with two angels in the style of Andrea Verrocchio, a
small but valuable testimony to the preferences of Domenico.
But if the figures in this wall-painting, which occupies the
whole of one side of the Sala dell’ Orologio, show only a half-
hearted delight in the work, the architectural portion of it is as
fine as anything which was ever done by Domenico or from his
design. He seems to have found in it compensation for the loss of
his favourite portrait groups. Possibly the presence of his old
colleague of San Gimignano, Benedetto da Maiano, who was now
again working with him at the sculptural decorations, put him
on his mettle. He repeats with masterly execution the guillockhe
pattern which Benedetto so loves, and was using on the jambs of
his portal opposite. The great triumphal arch, which Domenico
uses for the accommodation of his heroes in their niches, is worthy
of more convincing occupants, and is full of good craftsmanship.
But of more special interest to us, and possibly also to the painter
himself, is the view of the Duomo, Campanile, and Baptistry, which
he has shown us at the side of the arch, giving us an exact record
of the condition of these buildings at the time. The facade of
the Duomo is shown us with its marble facade complete as far
as a point which comes exactly level with the top of the first
windows of the Campanile. The Baptistry is built round, on the
side farthest from the Duomo, with houses, which are either
actually attached to it or separated only by the narrowest of
passages. These houses stand over the ground which is now the
open Piazza between the Baptistry and the Vescovado.! And
this loving little record, for which we cannot too much thank him,
was to be the only truly Florentine touch which Ghirlandaio
might allow himself here. It is for the lack of this very Floren-
tine savour, which belongs so intimately to Domenico when he
thirty years ago from beneath another subject painted over it by a later and very inferior
painter. I saw this picture when the upper subject was nearly removed, and can bear
testimony to the care which had been used.

! A print of a bird’s-eye view of Florence in about 1490, which exists at Berlin, and is
reproduced in Edmund G. Gardner’s Florence, corroborates Ghirlandaio’s fresco.
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MINOR EASEL PICTURES

canopy holding the Child upon her left knee, while he with one
hand holds to his side a crystal ball surmounted by a jewelled
cross, and raises the other hand in the act of blessing. The Virgin
wears a rose-red robe, over which a blue robe, lined with green, is
clasped across her breast by that brooch which appears so often—
. this time the central stone is blue instead of red—in Domenico’s
pictures, and is perhaps a memory of the Ghirlandaio goldsmith’s
shop. By her side stand attendant angels, two on either hand,
crowned with garlands, and at once carrying the mind back to
the  Coronation’ picture of the Accademia by Filippo Lippi. On
the steps of her throne stand St. Michael and St. Raphael, two
‘charming naive figures, of whom the former reappears in more
developed but not more engaging shape in the altar-piece, now
at Munich, which Domenico designed for Sta. Maria Novella in
the last years of his life. Below the steps, on either side, kneel the
two bishop saints, St. Zenobius and St. Justus. A rich carpet of
the kind beloved by Baldovinetti and Domenico lies upon the
steps before the Madonna, while cypresses and oranges are seen
against the sky in the upper part of the picture. The architec-
tural setting is lovingly painted and strangely beset with pearls
and jewels, an offence indeed to the architect, though a delight to
the jeweller. The picture is thus full of the traits of Ghirlandaio’s
art, to which may be added one minor detail which recurs over
and over again in his paintings, and may be called a persistent
mannerism of the painter ; I mean the curious upward and outward
crooking of the little finger. If this peculiarity be looked for in
the hands in any of his pictures painted after 1475, it will seldom
be found to be wholly absent.

This ¢ Madonna Enthroned’ has much charm together with
some obvious shortcomings. It is delightful in its fresh, gay,
simple pleasure in the brightness of youth and life. The Madonna
has the sweet simple face of one who does not forecast her sorrow
but is content with her present joy. She has in her attitude,
and cast of drapery, and form, memories both of Filippo Lippi
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MINOR EASEL PICTURES

Dominican father, and St. Dionysius, while at the foot of the
throne kneel St. Dominic and St. Clement, whose tiara rests upon
the ground before him. Here again a rich carpet appears, and,
against the sky above, trees and vases of flowers. But the whole
picture is painted with less exuberance of ornament, and less
light-hearted gaiety of circumstance, than the Uflizi rendering of
the subject. 'There are more sober reserve and gravity, from
Madonna and the angels to the saints who stand as her champions
or kneel for her aid. There are, it must be added, more also of
strength and assurance, both in the drawing and the handling of
the work. Less pleasurable than the Uffizi picture, it is a work of
a maturer hand. KEspecially to be noticed is the subdued effect
of the architectural setting, as compared with the bejewelled
gaiety of the Uflizi panel. It may be that criticism had, with
no injustice, fastened on that dangerous departure in his earlier
work. It may be that Domenico himself had felt the in-
congruity of an architrave set with precious stones. At any
rate it appears no more in his work in that excessive form,
though in the ¢Visitation’ of the Louvre of his latest years,
carried to its end by David and Benedetto, the goldsmith’s
work is once more dangerously in evidence. In the Acca-
demia picture one may again say that the colours, scarlet, blue,
and rose, laid in pure masses on the tempera ground, have not
quite learned to live in happy neighbourhood one with the
other, though the blacks of the Dominicans have been useful in
keeping order.

Of an early period again, though perhaps later than the two
pictures just spoken of, is an altar-piece, once more of the same
subject, now in the sacristy of San Martino at Lucca,' in which
the Madonna is enthroned between St. Gregory and St. Augustine,
with St. Peter and St. Paul below. This is the picture already
mentioned in Chapter 1., which repeats the motive of the Brozzi
fresco (Plate 111.), showing the Child standing at full length upon

1 The picture was restored in 1835.
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in Narni.' It is now recognised that that merely gives to Gio-
vanni Spagna the lines on which his work is to be done. There
exists, in the Palazzo Corsini in Rome, a drawing of a ‘Coronation
of the Virgin’ which is sometimes regarded as Ghirlandaio’s design
or suggestion for the Narni panel. To myself the treatment seems
so unwholly unlike, that I am quite unable to view the two in
connection with one another. The resemblance goes no further
than the fact that each is a design from Domenico’s hand for
a ‘Coronation’ picture in which the arrangement of some of
the lower figures is not dissimilar. The Narni picture shows
signs of help from scholars, and has, furthermore, been largely
repainted in oil, to its great loss. In spite, however, of this,
and of a certain formality and poverty in the composition,
the work is still a fine one, though not of the master’s finest.
The Virgin kneeling reverently before the Saviour, who places
the crown upon her head, reminds one, both by her type
and robe, of the Virgin in the °Presentation in the Temple’
of the Novella series. The picture is divided into two halves,
the upper half composed of saints and angels, who, badly
grouped and over-crowded, surround the central figures, while
the lower part is composed of some three-and-twenty bishops and
saints, male and female. The lower portion is by far the finer and
stronger, and contains much of Domenico’s own work.

An ¢ Annunciation’ executed in 1482 in the Chapel of St.
John in the Collegiata (Cathedral) of San Gimignano, though
still shown as a work by Domenico, is from the hand of Mai-
nardi, upon a design by this master. The picture in the Palazzo’
Comunale at Rimini, of ¢ St. Vincent, St. Roch, and St. Sebastian,
which also bears Ghirlandaio’s name, is by scholars, or possibly
David and Benedetto. It is an inferior work, hardly worthy
of the praise which Vasari gives to it.

1 The Narni ‘ Coronation’ had also been given to Raphael, and to Filippo Lippi. But
a document of June 3, 1486, preserved at Florence, provides, by agreement between the
Prior of San Girolamo of Narni, and D. Ghirlandaio, for the substitution of Pietro di Ser
Lorenzo for Francesco d’Antonio (dead) to help to estimate the price of this very picture.
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picture, In the case of these Trinita frescoes, it is clear that
Domenico’s choice was limited to the manner of treatment, the
subjects themselves having now come to be regarded as already
prescribed, and as in some sort compulsory, being founded on the
series which Giotto had made immortal. We find that Bene-
detto da Maiano, in treating the life of the saint on his pulpit
at Sta. Croce, employs the same set of subjects. Accordingly, we
have six subjects set forth to us in two rows of frescoes, which
follow the three walls of the chapel thus:—The top row (1) ¢St.
Francis renounces his worldly goods’; (2) ‘Pope Honorius con-
firms the rules of the order’; (8) ¢St. Francis offers to undergo
the ordeal of fire before the Sultan.” Lower row (4) ¢St. Francis
receives the stigmata at La Verna’; (5) ¢ St. Francis restores to
life the dead child of the Spini’; (6) ¢The funeral of St.
Francis.” The chapel is narrow and tall, and the light is very
bad, except for a few hours of any day. This absence of light
has probably helped to darken the pictures which, like all
Domenico’s fresco in his maturer day, were already low in tone.
It is impossible to get far enough away from them to see them
in a proper light and at a suitable angle. But in spite of all
disadvantages they hold their place amongst the most admirable
of the fifteenth-century frescoes of Florence. It is difficult to
find higher praise. They are, on the whole, in good condition,
having suffered more from the needless planting of ladders upon
their surface during church decorations than from the action of
decay. In consequence of these injuries repainting has taken
place in parts, and has as usual gone beyond the necessities of
mere repair. There are, however, few frescoes of equal age
which have stood better the test of time.

The series begins high up on the left wall with the ¢ Renuncia-
tion by St. Francis of his Patrimony’ (Plate xvii.). The story
runs that the boy, having been shut up by his father Pietro
Bernardone, who thought him demented, escaped and fled to
the Bishop of Assisi, before whom, flinging off all his clothes
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and of the bystanders, tell the tale of the coming life in Ghir-
landaio’s best fashion—which, to be sure, is not Giotto’s fashion,
is not so full of the spiritual and the mystic, but, on the other
hand, has a certain pathetic truthfulness to the main fact of the
renunciation which may have spoken even more effectively to
the Florentine audience of his day. One does not set up Ghir-
landaio as a profound moralist, or a great teacher of spiritual
truths, but one may claim for him that he saw either as artist, or
thinker, or both, what those who looked upon his pictures would
have done well to see also, the meaning of the great contrast
between the figure of a St. Francis, and the figure of a Florentine
burgher or churchman of his day; and he gives it to us here in a
grand and clearly-speaking shape.

The second picture, highest on the back wall, represents
‘Honorius 11 receiving and approving the rules of the Frati
Minori’ of the order of St. Francis (Plate x1x.), which the latter,
kneeling, hands to the Pope. Behind St. Francis kneel seven
brothers of the order, and, seated upon either side of them,
ten monks witness the scene. Beyond, in the-background, are
seen the Loggia dei Lanzi, and farther to the left, the Palazzo
Vecchio with the Ringhiera platform in front of it, and the
Marzocco Lion upon it.

This picture is not so full as some of the other subjects with
portrait figures, but what there are are of extreme interest from
the fact that we are able to identify them. The bald-headed man
on the steps to the extreme right is Francesco Sassetti himself,
with his son at his left side. The old white-headed man is pro-
bably Sassetti’s father, while in the middle, quite unmistakable,
stands Lorenzo dei Medici® (Plate xx.), who holds out his left
hand to greet Angelo Poliziano—the tutor of his boys, whose
likeness can be compared with the medal by Niccolo Fiorentino—
with Giuliano dei Medici at his side. Behind Poliziano follow the
two other boys, Piero, afterwards ruler of Florence, and Giovanni,

1 Vasari, sub Domenico Ghirlandaio.
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lenge to his own sad undoing. The Soldan declined the test, and
presently, believing St. Francis to be insane, caused him to be
carried back to Europe. This subject has been left by Domenico
almost wholly in the hands of Mainardi and his brothers, David
and Benedetto. There is one very fine portrait of a young man,
with thin face and dark hair, at the extreme right—quite a Bigordi
face—which I believe to be a portrait of David Ghirlandaio by
Domenico, while on the extreme left is the face of a young man
who, on comparison with the group at Sta. Maria Novella, seems
to be Mainardi, and is perhaps done by himself.

In the lower row the series continues from the left-hand
wall, on which is painted ¢St. Francis receiving the Stigmata
at La Verna.” Here the figures are executed by Mainardi, while
the rocky landscape of the Casentino about La Verna, and
the characteristic Ghirlandaio trees, are due to David. The
familiar incident of the hawk striking the wild duck—almost
equivalent to a Ghirlandaio signature—is to be seen in the open
sky ; the town of Pisa with the leaning tower is introduced to the
right. To himself and to his own hand almost entirely Domenico
reserved the remaining two subjects, and nowhere did his art in
colour, composition, grouping, portraiture, and power of telling a
story reach a higher point. The fifth subject, lowest on the back
wall, represents the < Miraculous Recall to Life of a Child of the
Spini Family ’ (Plate xx1.), who had fallen from a window of the
Spini Palace. At the earnest prayer of the mother and of two
Franciscan brethren, a vision of St. Francis appears in the sky and
the child is restored. The composition of this piece shows
Domenico employing as his foundation a system of parallel
straight lines in the central foreground, corrected and contradicted
to the eye by the lines of his perspective, which radiate from a
point in the centre of the picture and draw the eye towards the
central interest, which in this instance is the little child sitting up
on the bier. This use of parallel straight lines in the lower part
of his composition is a favourite method with Ghirlandaio, some-
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THE SASSETTI CHAPEL

But this fresco, we shall remember, was painted in 1485, and as we
look at these portraits nothing seems more assured to us than that
they are portraits from the life of men as Ghirlandaio saw them.
Now Maso (Tommaso) degli Albizzi died in the year 1417, having
been, with Niccolo Uzzano, one of the founders and strongest
leaders of the Ottimati party. These men, with Agnolo Acciaiuoli
and Palla Strozzi, had been the strongest possible opponents of
the growing power of the Medici. Agnolo Acciaiuoli had been
banished for life, and was long dead, and Palla Strozzi likewise had
been sent into exile and practical confinement at Padua, where he
died, staunch to the last to the liberties of Florence, at the age of
ninety-two. Domenico had never set eyes on any of the three.
And the names of these three men, especially when united, had
become to all Florentines the synonym for enmity to the Medici
and a challenge to their power. Art, it is true, knows no politics,
and the artists of Florence enjoyed a strange immunity from
suspicion of partisanship so long as they visibly espoused no
cause. But to have inserted the portraits of these three champions,
long dead or long invisible, in Florence would have been visibly
to espouse the cause of Lorenzo’s enemies. Nothing is more
unlikely than that Ghirlandaio should have ventured on such an
open challenge, or that Sassetti should have countenanced it.
Vasari has evidently confused the names of these personages.
It will be remembered that another Maso (Tommaso) degli
Albizzi was living at this moment, no foe to the Medici, but
sufficiently honoured by them to have formed one of that embassy
to Sixtus, who in 1480 made submission in the picturesque scene
at the great bronze doors of St. Peter’s. This is evidently the
Maso degli Albizzi' whom Domenico was known to have painted,
and whom Vasari, by his coupling him with the other two names,
mistook for the long-buried patriot. With regard to Agnolo
Acciaiuoli, there were still living in Florence members of that

1 It will be remembered that this Maso degli Albizzi was father to Giovanna, who
married the ill-fated Lorenzo Tornabuoni (see pages 109 and 118).
7
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life by the beautiful girl and even more beautiful boy, probably
husband and wife, who stand side by side, the one with hands
clasped upon her brocaded dress, the other with his right hand
raised in true Italian gesture of astonishment. There is a strange
fascination in these portraits, which look out at us from these
Italian fifteenth-century groups, in trying to guess at the secret of
their lives, and seeing only the faces and the forms, the cloth of
gold, the vesture of damask, which they trusted to the painter.
‘Il did those ancient men to trust thee with their story.” The
painter’s art can tell us no more than that these men and girls and
boys were once strong, or young, or beautiful, and that they once
lived and died, and while they lived they walked in the same
piazzas and heard the same speech as we who walk in Florence
of to-day.

The last great fresco of the series, the ¢ Burial of St. Francis’
(Plate xxi1.), the first in everything except position, is the lowest
on the right wall. If a photograph of it be placed beside one of
the < Burial of Sta. Fina’ at San Gimignano, it will be seen at once
that this Trinita fresco is a development, with, in every respect,
maturer power and more complete mastery, of the earlier work.
The figure of the saint lies on the bier across the middle of the
picture — here we get in the accustomed place the painter’s
favourite horizontal lines, which repeat themselves in the lines of
the altar above, and are echoed and multiplied in the straight lines
of the architraves high up to left and right. The eye is made to
accept as its chief interest, not the figure of the dead saint, but the
figures of the three or four brothers exactly in the centre of the
picture who bend over the body of their dead master. The point
of sight to which the lines of the upper architecture converge will
be found by experiment to be exactly half-way up the shaft of
the cross. The head of the brother who stands highest is a little
below that point, and from him as a centre the attendant figures,
the acolytes on the right, the bishop and his deacons on the left,
radiate outwards and slightly downwards. No man ever seems
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more expression more naturally into a mere pose. Domenico, by
his use of exact and lifelike portrait, creates for himself a difficulty
which many another painter could spare himself; for a face, even
if it be at the bedside of a dying saint, may still be commonplace,
or even vulgar, and the face of the man just above the doubter—
he seems a doubter also—may well be so described, but the old
brother, highest in the middle, who, I think, is meant for that
friar who died over the bier of St. Francis crying: ‘ Tarry, brother,
I come,’ is a very noble face. The two bystanders on the far right
are probably members of the Sassetti family, and have a resem-
blance to two of the shepherds in the ¢ Adoration,” now in the
Accademia (195), which was the altar-piece of this same chapel.
The young man with the dark hood behind the bishop is Domenico
himself.

This great fresco, which is in good condition on the whole,
though not without repainting, the robe of the kneeling monk in
the foreground (whose drapery is repeated in other works, especially
the Uffizi tondo, No. 1295), as well as other portions of the dresses
in the foreground being renewed, was throughout the work of
Domenico, who seems to have put his whole strength into it, and
who nowhere shows his art at a more high and dignified level. If
it were necessary to name one single work by which the painter
must be content to stand or fall, one would be hard put to it to
choose between this and the Sistine fresco.

The vaulting of the chapel is preserved with a blue ground,
and in each triangular space produced by the intersection of the
ribs sits a draped ¢ Sibyl,” too high to be well seen. There survive
to us three chapels in which Domenico has been called upon to
decorate a similar vaulting—San Gimignano, Sta. Maria Novella,
and this Sassetti chapel. In each case he has adopted the
method of placing single figures in the triangles, either ‘Sibyls,’
as here, or ‘ Prophets’ and ‘¢ Evangelists.” The plan is the simplest
and most obvious, and avoids difficulties, but in none of the three
cases has Domenico given us a great result. True, that in each
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CHAPTER VIII
BENEDETTO DA MAIANO AND GHIRLANDAIO

HAVE reserved for one brief chapter a question which has
hardly received the consideration which it deserves, namely,
the influence which passed from Ghirlandaio to the sculptor,

Benedetto da Maiano, or vice versd. So far as I know, all writers
who have alluded to the unmistakable existence of this influence
have taken the view that Ghirlandaio inspired Benedetto da
Maiano with his motives. I am compelled to adopt the contrary
opinion.

Benedetto da Maiano, the Florentine sculptor, was born in
1442. He was therefore seven years older than Domenico
Ghirlandaio. If any one will take the trouble to place a set of
photographs of the reliefs of the life of St. Francis from Benedetto’s
pulpit in Sta. Croce (Plate xxIi1.)—sometimes called the most
beautiful pulpit in Italy—side by side with photographs of
Ghirlandaio’s Sta. Trinita series of the same subject (Plate xx11.),
he will at once be struck by certain motives which occur in
both in almost identical form. Selecting one only from each,
for convenience sake, we shall find the resemblance strongest in
the ‘Death of the Saint’ (Plates xxi1., xx1r). The composi-
tion here may be said to be common to the sculptor and to the
painter.!

Now, with regard to Benedetto’s great work, we are without

1 A set of terra-cottas purporting to be Benedetto da Maiano’s original clay models for
the celebrated Santa Croce pulpit are to be seen in the Victoria and Albert Museum, South
Kensington.
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MAJTANO AND GHIRLANDAIO

can best be appealed to in this question. But the ¢ Honorius’
group and ‘St. Francis receiving the Stigmata’ also bear, less
importantly, upon the point. I would add that, in Sta. Maria
Novella, the figure of the executioner in the ¢ Murder of Saint
Peter’-—not painted by Domenico himself, but part of his
scheme—at once takes us to the executioner in the Sta. Croce
pulpit.

The interdependence of the arts of Sculpture and Painting
in the fifteenth century is too well known to need any words
here, but as a rule it had been the sculptors who led the way, and
who supplied the motive to the painters rather than received it
from them. This in itself is an argument for which too much may
not be claimed, however, since there are instances in the other
direction. The adoption of some motive which had already been
created by sculptor or painter was, as I have already pointed out,
a privilege commonly and frankly made use of throughout the
whole course of Italian art. From Niccolo Pisano to Michel-
angelo there was none who did not in greater or less degree
express his training, his preferences and admirations—for it came
to little more than that—in this clearly perceptible manner.
The painters of that age were far less concerned with originating
fresh motives, than in expressing what already existed in the
manner which best suited their own personality. Sta. Croce
is a short walk only from the Trinita, and the keen eye of the
Florentines would have been quick to detect and to resent any
violation of the unwritten law of artistic chivalry if such there
had been.

I hold that the name of Benedetto da Maiano must be added
to the list of those whose influence is to be traced in the work
of Domenico Ghirlandaio. It is probable that Domenico had
been brought into relationship with Giuliano and Benedetto
in Florence itself, and that that relationship did not take its
commencement from their work together at San Gimignano, but
rather that Ghirlandaio’s engagement at the latter place may
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ALTAR-PIECES AND EASEL PICTURES

have already, in some earlier remarks on Domenico’s portraiture,

. expressed the view that he did not in his Madonnas resort to

the direct portrait of an individual as he did in his groups, and
that if any exception is found to that rule it will be found here.
This is not the stately Madonna, the grave, majestic queen of
heaven, as in his Madonnas enthroned. Here she has stepped
from her throne—she is the human Madonna—in simple dress
with no ornament—any mother with any child—a beautiful, pure
being, but such as one may have seen, and has seen, in life. The

‘shepherds are characteristic portraits, whose faces should be

compared with those in the ‘Death of St. Francis —there is no
Domenico’s portrait amongst them, in spite of Vasari. We may,
too, perhaps doubt if quite all is from Domenico’s own hand.
The gay, but wooden, procession of horsemen savours of Benedetto,
and the landscape, with its stiff, toy-like trees and hard, clear
distance, not brought together by any atmospheric softening,
make us remember that five years before Domenico had painted
the fresco of the Sistine, which possesses the very qualities in
which this landscape is lacking.

The round panel of the Uffizi (No. 1295),  The Adoration of the
Kings’ (Plate xxv.), bears date a year or two later, 1487. It can-
not in stronger qualities rank with the Sassetti nor with the Inno-
centi works, but by reason of its gaiety and life, and the presence of
a certain naive delight in bright colours and strange uniforms and
animals and flowers—for Ghirlandaio’s favourite flower, the Star of
Bethlehem, carpets the foreground — is a fascinating picture.
Here the Virgin’s throne is lowlier than in most cases, just as
she herself is less of a queen and more of a village maiden than
in the Innocenti group. She sits on a low pedestal—a marble
fragment which has fallen from the ruined classical arches seen
beyond. Indeed, it may be said that the fault of this fondo is
that neither by colour nor form nor by any special dignity or
attractiveness does the Madonna sufficiently take her place as

the central absorbing interest to which all the rest should be
- 89
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ALTAR-PIECES AND EASEL PICTURES

piece of the same subject which is over the high altar of the church
attached to the Innocenti (Plate xxv1.), the Foundling Hospital,
made famous also by its Della Robbia putti, which all the world
knows. The date of the picture is 1488, and, as we should have
expected in such a place, has direct reference to the care of the
children. The mother of Jesus sits enthroned—a queen this time,
but a very gentle queen—and she wears the jewelled brooch at her
throat of which we have several times spoken. Ghirlandaio has
gone back here to his first ideal of the Madonna, but with more
clear and firm expression of it; and it is purely a type here, and
quite without portrait sense. Two of the kings kneel before her, one
of them kissing the young child’s foot, while the youngest, Melchior,
at her right hand, stands holding his offering, his hand upon his
hip, his long hair falling on his jewelled mantle. Domenico
has created no more sympathetic figure than this Florentine boy
in the beauty of his young manhood. On the right and left hand
of the Virgin are other princely figures': ‘heads most beautiful,
of various mien and feature, as well of young as of old,” says
Vasari. Amongst them, behind Melchior, is one who by his
turban and beard is probably a Greek humanist — perhaps
Demetrius. Below, on the left, kneels the Baptist, and on the
right, in a long green mantle, kneels St. Gallo wearing a halo, the
patron saint of the original hospital. St. John and St. Gallo each
tenderly present to the Virgin a little kneeling child in trans-
parent draperies — ‘innocenti,” as their haloes proclaim — very
sweet, true creations. Did Ghirlandaio study them from his own
children ? one wonders,—one sees that he knew a child. The
whole picture, indeed, is full of the tenderest human sentiment,
which is repeated and spiritualised, shown at once in the region
of love divine and of love human, in the Mother and her divine
Child. If ever one has too hastily joined in the cheap charge

! It is natural to suppose that the men who figure here would be likely to be those who
were interested in, perhaps directors or guardians of, the hospital. A list of these officers
for the year 1488 or thereabouts might help us with suggestions.
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ALTARPIECES AND EASEL PICTURES

been made almost repulsive from the ugliness of the kindly
old sitter’s features. Of more importance in Ghirlandaio’s art
is the small panel (21) in the Berlin Gallery, ¢Judith and
the Maid,” which for many years passed under the name of
Mantegna, and was so accepted by Waagen, but has now been
transferred to Domenico, to whom it would seem rightly to
belong. It has been at some time much retouched, a process of
minute stippling having been applied to it which has resulted
in a slightly opaque and woolly texture of surface unlike to the
transparent brilliance with which Domenico’s panels at Florence
make us familiar. It must have been originally a very choice
little panel, and is still most interesting, presenting us with a
phase of the painter’s art which is unique among his preserved or
recorded works. The figure of the maid in this little panel will
at once bring us back to the Novella frescoes. She carries on
her head her basket with its gruesome burden, with the same
brisk gaiety, the same quaint alacrity as the fruit girl in that
series and is perhaps a variant (turned in a different direction)
of the same design. It is much to be lamented that our own
National Gallery possesses only two works, Nos. 1299 and 1230,
a portrait of a youth and a portrait of a girl, unimportant panels,
neither of which inspires unreserved confidence as examples of
the master, or can, even if their authenticity be accepted, stand
as among the worthiest examples of his Art. On the other hand,
the portrait in tempera on panel of Costanza dei Medici (Plate
xxviL), wife of Gian Francesco Gaetani, lent to the National
Gallery by Mr. George Salting, is a work of no small charm.
She wears a high-girt Florentine dress of rose colour, now much
faded, and holds in her hand a small white flower, while on the
sill on which she leans are strewn a few small jewels. Nothing
can surpass the simple charm of the treatment. The face has
no single feature which can be called beautiful. And yet, by
virtue of the quiet sincerity of the presentment, and the sym-

pathetic insight which the picture reveals, we find ourselves
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CHAPTER X
DOMENICO’S HOUSEHOLD AND WORKSHOP AFFAIRS

HEN in 1480 Domenico’s father, Thomas the Goldsmith,
\; \/ made return for income tax purposes of his possessions
and his family, he described his eldest son Domenico
as ‘of no settled abode,” a description which merely implies that
the young painter, absent in San Gimignano, Pisa, Lucca, Rome,
was rarely to be found for long together in his father’s home.
But after the second Roman visit all this was to be altered,
and in 1482 he married Costanza di Bartolommeo Nucci, who was
the mother of his son Ridolfo, the painter, born February 4, 1483,
and of two more children. She died in 1485, and he presently
married Antonia di Ser Paolo Paoli. Domenico was the father
of nine children, of whom three died in infancy. One of his
sons became a monk, afterwards prior of the Angeli, under the
name of Don Michelangelo. His daughter Antonia married
Francesco di Simone the jeweller, and another daughter, Costanza,
was the mother of Messer Guido, who became medico to Francis 1.
Vasari tells us all that we are to know of Domenico’s household
affairs. Domestic cares sat, he seems to say, heavily on the
painter, who, full of the artist temperament, showed it—alas! in
a fashion not unusual—by total inability to absorb himself in
family duties. He was never known, we gather, to show any
unwillingness to work at any commission great or small, thinking
it the part of a true artist to hold nothing unworthy of Art,
from the fresco of a palace wall to the ornamented basket of a
peasant woman. But ‘he troubled himself much when he had
95






HOUSEHOLD AND WORKSHOP

On April 1, 1488, the father of Michelangelo, then thirteen
years and one month old, signed the following memorandum:
1488, I record on this first day of April how I, Lodovico di
Lionardo di Buonarrota, place Michelagnolo, my son, with
Domenico and Davit di Tommaso di Currado for three years
next to come; with these agreements and terms: that the said
Michelagnolo must stay with the aforesaid the said time, and
learn to paint and to practise the said exercise, and that which
the aforesaid shall command him: and the said Davit and
Domenico must give him in these three years twenty-four florins
of salary ; the first year six florins; the second year eight florins;
the third ten florins; in all the sum of ninety-six lire.” This sum
is stated by Heath Wilson to be, weight for weight, equivalent
to £11, 10s., by Gotte and others to be £8, 12s.; of course the
purchasing value would be far greater. It has been observed that
here the apprentice is paid for his service rather than pays for his
teaching. We do not know the custom of the bottega on this
point, nor do we know the special condition of Michelangelo’s
maintenance—Lionardo’s father lived at Settignano, and Michel-
angelo probably therefore had his board at home. It has been
argued, however, that the payment on the part of Ghirlandaio
-implies that Domenico saw that Michelangelo’s services would
be worth much to him. It is very difficult to agree with this
view—for even allowing that Michelangelo was a boy of the
highest promise, and already showing great talent as a young
draughtsman, he had as yet everything to learn of the technics
of his craft, the use of colour, the methods of tempera and
fresco, and many things besides, before he could be trusted
on the walls of a church, or a panel for an altar-piece. It is
far more probable, that if we knew the general conditions of
such apprenticeship we should find that Michelangelo was taken
in on much the same terms as other boys. He probably was set
to learn what all learnt who entered a bottega; the grinding of
colours; the mixing of the medium for tempera; the enlargement

G.—7 97






HOUSEHOLD AND WORKSHOP

Domenico’s descendants, who presumably, since they were doubt-
less the chief source of Vasari’s version, would have been very far
from endorsing the charge. It must not be forgotten that in
days when no newspapers or other channels of publicity existed,
no means were open for putting a refutation on record short
of writing a book. Refutation by word of mouth may have
freely been used, but when Condivi and Vasari had ceased to
print, no such refutation could very well reach us. The damaging
statement of Condivi has to stand, but a very little examination
of the probabilities of the case will show us that if the charge
rests on no better substructure than his words, he has a very
poor case.

He begins with the story that Michelangelo borrowed from
Francesco Granacci (who, be it remembered, was two years
younger than Michelangelo, that is to say, of the mature age of
eleven) a print of the temptation of St. Antony by Martin
Schongauer.* ¢Michelangelo made a picture of it on wood, and
helped by Granacci with the loan of colours and brushes, so
composed and drew it that not only did it cause marvel to all
who saw it, but even envy, as some would have it, to Domenico
(the most prized painter of that age, as in other things after-
wards one can tell) who to make the work less marvellous was
wont to speak of it as having issued from his bottega.” Let
us dissect this story. To fit the circumstances, this borrowing
of the colours and brushes by the boy of thirteen from the
boy of eleven, must have happened before either went to the
Ghirlandaio boftega, at the time when Michelangelo’s relations
were doing all they could to hinder his taste for drawing, and
naturally did not help him to colour and brushes. After his

! Domenico’s eldest son Ridolfo, the painter, did not die till 15661. Condivi published his
account in 1553.

% Vasari also tells the story of the copying of the print, but omits the jealousy of
Domenico and the borrowing of the materials from Granacci. He gives a right de-
scription of the original painter, Martin Tedesco, while Condivi calls him Martino
d’Olanda.
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HOUSEHOLD AND WORKSHOP

in Florence.’! When Condivi wrote this wonderful corrobora-

tion of his views about Domenico, can he ever have seen any
of the independent works of poor, ineffective Benedetto—the
Louvre picture, for example? Benedetto, in danger of becoming
the first artist in Florence (where Filippino Lippi, Sandro Botti-
celli, Lionardo da Vinci are in the flower of their age), is exiled to
France by Domenico! Ifwe are to believe, on Condivi’s evidence,
the charge as it concerns Michelangelo, we must also accept it as
it concerns Benedetto. Let him do so to whom it seems good.
For myself, in spite of the silence of Michelangelo, the one
damaging feature in the case, I can only regard the story of
Condivi, repeated by Varchi, who was born after Ghirlandaio’s
death, as valueless and self-condemned. We have a right to
reconstruct Ghirlandaio’s action towards Michelangelo on lines
which were honourable to himself as well as serviceable to his
pupil. In the studio of Domenico Ghirlandaio, who was no money-
seeker, no commission-hunter, but who lived absorbed in his art
alone and ready to accept whatever task she imposed upon him,
the boy Michelangelo had art set before him in its most honour-
able, least mercenary, most whole-hearted form. This was in
itself very much, one may say it was most. In the technics of his
art, Michelangelo saw there the practice only of methods which
were safe, simple, and well tried, to the exclusion of enticing
methods which offered more brilliancy but more danger. When
in later days Michelangelo says that ‘oil painting is fit only for
children,’ one hears perhaps in those words an echo of the Ghir-
landaio workshop. Above all, he learned in the workshop of
the man who longed to be allowed ‘to be given all the walls
of Florence to fresco’ to love broad work, and to think of
fresco as a thing which needed large handling and was fitted to
express large thought. The large thought indeed —his own

! That Benedetto went to France and returned to Florence after a few years, prosperous
and honoured, is stated by Vasari, who values his art at a low rate. At what exact period
of his life this happened is not very clear—Benedetto helped to finish the altar-piece of Sta.
Maria Novella in 1491. He died in 1497.
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CHAPTER XI
THE FRESCOES OF SANTA MARIA NOVELLA

T was convenient in the preceding chapter to refer to several
works out of their order, such as the Uffizi tondo of 1487
and the Innocenti altar-piece of 1488. We must return

now to the year 1485, when, on December 15, Ghirlandaio
put the last touches to the Trinita frescoes. Already, on Sep-
tember 1 of that same year, there had been drawn up between
Domenico and David on the one hand and Giovanni Tornabuoni
on the other, a contract (see Appendix vi.) whereby the painters
were to execute within the choir of Sta. Maria Novella a series of
pictures illustrating the life of the Virgin Mary and the life of
St. John Baptist—Giovanni’s eponymous saint. The subjects and
their particulars are set forth with extraordinary precision, but the
manner of their representation, within certain limits, is left to
Domenico,’ who is described in the preamble as a ‘providus ac
discretus vir.” 'They are to be executed in fresco and with ultra-
marine® wherever it is needed. Domenico and the Ghirlandaio
firm were to receive 1100 gold florins, the work to be begun in
May 1486 and finished in May 1490. Vasari says that there was
an agreement that if the work proved pleasing to Giovanni Torna-
buoni 200 ducats in addition should be paid. He adds that when
the work was completed, Giovanni acknowledged that the 200
ducats were fairly earned, but prayed to be excused the payment,

1 ¢ et omnia arma que voluerit et in qua parte voluerit dictus Johannes apponi et fingi, pin-
gere ad suam liberam voluntatem et beneplacitum, etc., etc.’
% ¢ posti in frescho, ut vulgariter dicitur, et cum azsurino uliramarino.’
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GHIRLANDAIO

hoping that Ghirlandaio would be satisfied with the honour of his
achievement, and that Ghirlandaio generously waived his claim.
For the sake of the rich banker, one would wish to think this part
of the story untrue, and it is noticeable that in the contract no
mention occurs of this conditional extra payment.

The choir had already been painted by Andrea Orcagna with
frescoes of these same subjects, whose perished remains still hung
upon the walls. A defect in the roofing above the left hand wall,
or possibly in the masonry itself, had caused the wall to be damp
and had destroyed the frescoes on that side. It is to be noted
that the defect never seems to have been permanently provided
against, the damp of that wall, which looks externally towards
the north, having reasserted itself, or else having never been
thoroughly expelled, and similar ruin has overtaken the Ghir-
landaio frescoes on the upper portion of that wall. The brief time
that was to elapse before Domenico set hand to his painting, shows
that no thorough rebuilding of the faulty wall could have taken
place. The few months could only have sufficed for the removal
of the earlier frescoes and the preparation of the walls for
Domenico’s work, and it is to be feared that the safeguards against
future injury by damp were confined to the repairing of the roof.
The lower portions of the wall, however, have suffered far less.

As helpers in this great undertaking, Domenico had his pupil
and friend, who was later' to be his brother-in-law, Bastiano di
Bartolo di Gimignano Mainardi, the most capable of all his
assistants; his brother David; his brother Benedetto; perhaps
his pupil Jacopo del Tedesco, who was of an age to be useful;
perhaps, too, one or other of those other pupils, Niccolo Cieco,
Jacopo dell’ Indaco (who for a while was taken as an assistant in
the Sistine by Michelangelo), and Baldino Baldinelli, the latter
only at the end of the time, since he was only born in 1476. The

-

1 Alessandra, Domenico’s sister, was born in 1475. She could hardly, as some writers seem
to take for granted, have been Mainardi's wife before the Novella frescoes were completed
in 1490, even in a country of early marriages such as Italy.
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SANTA MARIA NOVELLA

two boys, Michelangelo and Granacci, for their one year of 1488,
probably were made useful for odd jobs, perhaps allowed here and
there even to try their hand on the wet plaster, where no harm
could be done. But we cannot accept the suggestion that the
boy Michelangelo could have possibly been the author of the nude
beggar on the steps in the ¢ Expulsion of Joachim’ (Plate xxvrir).
Such a work, whatever its shortcomings, by a boy of thirteen,
would certainly have been bruited about, would certainly have
reached Vasari’s keen ear for charming gossip, and would have
been too strong a weapon of attack to have been omitted by
Condivi. From the story told by the latter, and by Vasari, of
Domenico returning one day to the chapel and finding that the
boy had made a drawing of astonishing excellence of a portion of
the scaffolding—not without its value to him perhaps in later
Sistine experiences—with its platforms and various painters and
workmen at work, we rather infer that the boy’s share in the work
in Sta. Maria Novella was of a different kind, and left plenty of
time on his hands.

It will be readily understood by any one who has given serious
study to these frescoes, that it is not possible to make accurate
partition of all portions of the work amongst the various artists
and assistants employed upon it. On the evidences of style, we can
say that certain of the subjects were entirely or almost entirely
carried out by Domenico’s own hand. In other cases it is equally
safe to say that he had almost no hand in the execution, and we
can even assign the bulk of the work to this or that assistant. But
there is obviously much mixture, and here and there, in the midst
of work which is that of the master himself, there occurs a passage
which is quite evidently from a weaker hand. So, too, in the
midst of work which evidently was left in the main to his assis-
tants, we find a particular passage which seems to bear the stamp
of the master’s own hand. This is only what we should naturally
expect. There must have been, as the work proceeded at irregular

and unequal speed in this part or that, times when the hand of
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SANTA MARIA NOVELLA

END WALL.
Various SussecTts : (THE Winpow DivibiNng LEFT FROM RiGHT).
Lowest pair. ¢ Giovanni Tornabuoni Kneeling’ (l) ‘Francesca di Luca
Pitti Kneeling’ (r.).
Middle pair. ¢'The Annunciation’ (Z.) ¢ St. John in the Desert’ (r.).

Upper pair. ©St. Francis before the Soldan ’ (L) ¢ Death of Peter Martyr’ (r.)
Lunette. ¢ Coronation of the Virgin.’

RIGHT WALL.
Lire oF StT. JouN BAPTIST.

Lowest pair. ¢ Meeting of St. Mary and St. Elizabeth’ (1) ¢ Angel appearing to
: Zacharias” (7).
Middle pair. ¢ Zacharias naming his Son John’ (&) ¢Birth of St. John
Baptist’ ().
Upper pair. <Baptism of Christ’ (1) ¢ Preaching of St. John’ (7.).
Lunette. ¢ The Feast of Herod.’

VAULTING.

Four evangelists on blue ground with gold stars.

ALTAR-PIECE.

Removed in 1804; One half ‘The Virgin in Glory with attendant Saints,’
No. 1011, Munich Gallery. The other half ¢The Resurrection,’” No. 75,
Berlin Gallery. The Predella dispersed and lost sight of.

Windows from Domenico’s designs by Alessandro Fiorentino called Bidello.
His true name was Alessandro (Sandro) di Giovanni di Andrea Agolanti,
Maestro di Vetro.

I may explain that for several years past the frescoes, except
the lower tier, have been hidden from view from below by scaffold-
ing and tressels in three tiers erected with a view to deciding the
question of restoring them. Up to the present year (1907) I
believe that no final decision has been arrived at. It is much to
be desired that only the same admirable method should be
adopted as in the case of the Sistine ceiling a few years ago,
wherein all retouching and repainting were rigorously excluded,
and the work confined to making secure dangerous portions,
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SANTA MARIA NOVELLA

series by Domenico—namely, the weakness and unimpressiveness
of the principal actors—the religious actors in the scenes—as com-
pared with the force and reality of the groups of spectators or
witnesses. It will be seen at once in this fresco that the two old
men, who should be the leading interest, are conventional types
clothed in the conventional classic garb, doing what they are set
to do, but wholly yielding in interest to the two' groups of
living Florentines who appear at the two sides of the scene. In
the left hand group, the young man fourth from the frame with
his right arm akimbo, his head turned over his shoulder, is once
more the young Lorenzo Tornabuoni, whom we saw as a boy of
' fourteen in the Sistine fresco, the eldest son of Giovanni Torna-
buoni, the cousin of Lorenzo dei Medici. It was while these
frescoes were in painting that he was married to Giovanna degli
- Albizzi in 1486. Florence of that day had no brighter figure
amongst all its youth, and there was no greater favourite with the
people on the day of the wedding feast in the Villa Lemmi. But
when in 1497 the wretched Lamberto d’Antella, after torture,
and with a promise of his life, wrote the names of five citizens,
who, he said, had plotted for the return of the Medici, the mob,
and others besides the mob, howled for his blood. It is interesting
to remember that during these weeks of popular madness,
Savonarola remained in his cell at San Marco, taking no share
on either side. But when his own day of trial came, he answered
the charge of sympathy with the plotters by saying that he had
interceded for none of them save that he had said some few words
to Francesco Valori in favour of the young Lorenzo Tornabuoni.
Guilty or not guilty, but certainly not proved guilty, he died:
and one wonders if the man behind him here may be his friend
the young and brilliant Giannozzo Pucci who died with him.
On the other side of the picture is a group of four men, of
whom the man on the extreme right is Bastiano Mainardi: the
young man without a hat, with the long dark hair and the left
hand on the hip, is Domenico Ghirlandaio himself: the old man
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earth, in spite of her haste, holds her jug firmly in a strong pair of
arms and pours the water well into the middle of the basin. She
should be compared with Filippo’s tripping damsel at Prato—
from whom she claims descent—and again with Botticelli’s far
more fascinating but quite unpractical maid in the Sistine
“Sacrifice’ fresco, who, even if she succeeds in keeping her
draperies from blowing away, and her skirt from upsetting her,
will never keep her bundle of faggots on her head. They are
all related to one another, these delightful handmaids and flutter-
ing angels and dancing Salomes of the painters of the Renais-
sance, but if any of them should have to be chosen for sound and
cheerful domestic service, it would certainly be those of Ghir-
landaio. The figure indeed becomes typical of the man and his
temperament.

The rendering of the architecture of the room is only to be
called consummate. I have spoken already, in dealing with the
San Gimignano work, of Ghirlandaio’s evident pleasure in grap-
pling with the problems of lighting a room, with the contrast of
the daylight coming from the outside amongst the cool shadows
of an interior, and this fresco in that respect stands at the top of
Ghirlandaio’s art. Everywhere the values are observed as finely as
a later Dutchman would have done it. The great arched passage,
which leads out of the chamber, recedes not merely by linear per-
spective, but by atmospheric effect. Vasari especially mentions
the painting of the sunlight coming in through the little square
window.!

Above this pair in the middle tier we have (left) the ¢ Pre-
sentation of the Virgin in the Temple’ (Plate xxx1.). This picture
is mainly by Mainardi and David, but portions of the architecture,
as for instance the pilaster on the right, show traces of a hand less
capable than these. The two heads of boys seen small near the
pillars are better work than the rest of the group, and they were

1 ] must notice that for some reason a photograph over-emphasises the whites of the
bas-relief of the eight music-making putti who are thus brought into a prominence which
is not true to the fresco.
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back, second from the end, is good enough to be a piece put in
by Domenico. None of the architecture in this subject was
carried out by Domenico.

Above in the upper tier the left subject is the < Adoration of
the Magi,’ so ruined that the main group can hardly now be
distinguished at all. It seems to have in it a good deal of
the handling of Mainardi, while the right-hand group, the
¢ Massacre of the Innocents,” seems to belong to David. It is
again so ruined that the details of the piece cannot be fairly
judged, but from a high point on the opposite platform of the
scaffold—never visible now from below—it is possible to see such
portions of the detail as remain uninjured, and also to form an
opinion of the general movement of the work. And here it is,
judging from what we see, more difficult to feel the enthusiasm
which Vasari expresses. He says of it that ‘of all the stories we
have from Domenico, this is certainly the best,” and he describes
the vivid realisation of the passions and the emotions of the
terrible scene and the power of deep thought which the picture
implies on the part of the painter. As a rule it is only when
Vasari records his facts, and inserts something which documents
so often prove to be inaccurate, that the student of to-day has
reason to dispute with one whose instinct as a critic was in the
main so good. But in this case it is not possible to look at the
fresco without feeling that Vasari has allowed his love of excited
action and his fondness for strong narrative to carry him away.
The treatment leaves upon us the impression of a dislocated
composition which is rather a series of isolated acts of ferocity
distributed over the whole space, than a drama whose pity and
terror concentrate themselves about a central movement. Grief
amongst Southern nations expresses itself in far more visible
and demonstrative form than amongst the peoples of the North,
and there was cause enough, to be sure, for wild and clamorous
grief that day; but the fury and contortions of the various pairs
of combatants, soldiers and mothers, are, even when one makes this
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Trinita. Domenico repeatedly in the last series of his life, and
quite candidly, goes back to the motives which had been with
him in his art since his prentice days with Baldovinetti; ¢ Repeat-
ing himself’ people call this. And whom else should we wish
him to repeat? The dividing line between the preferences of an
artist—that which make his individuality delightful—and the
mannerisms—that which makes his individuality wearisome is a
very narrow one. I do not think Ghirlandaio can fairly be
charged with having overstepped it.

The end wall (North) has, in the lowest tier on either side of
Alessandro Fiorentino’s window, the kneeling figures of ¢ Giovanni
Tornabuoni’ on the left, and on the right of his wife ¢ Francesca,’
daughter of Luca Pitti, who it will be remembered had died in
Rome so far back as 1477, and lay at rest in the Minerva Church.
They are by Domenico himself, but are sadly repainted in oil.
Above in the middle tier is the ¢ Annunciation,” on the left of
the window, by Mainardi. The angel with the gorgeous wings
is of the type which is found in the San Gimignano Chapel of
the Annunciation, painted in 1482. On the right side is ¢ St.
John in the Desert,” perhaps the feeblest piece of work in the
choir by one of the less capable of the assistants. It has been
badly injured by ladders, by the fall of a scaffold-pole (apparently)
a long time ago, and the deliberate driving of an iron stanchion
into the body of the saint to support decorations, and by more
recent carelessness. The upper tier has on the left ¢St. Francis
before the Soldan,” and on the right the ¢ Murder of St. Peter
Martyr,” neither by Domenico himself, and in the lunette the
‘Coronation of the Virgin,” all of them much defaced. The
¢ Coronation’ is practically invisible from below except as a com-
position, in which respect it is very fine, the two lines of saints,
the lower line straight, and the upper line in a perspective circle,
producing an effect of great space and grandeur. Above this
double row are the figures of the Saviour and the Virgin, now
almost obliterated. But of the details of this fine composition,
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shows his capacity for atmospheric effect, while the silvery grey
sky is broken up by trees whose drawing, in its attempt to give
the feeling of rotundity rather than mere flatness, is in advance
of that of any master of the fifteenth century, and carries on
with greater achievement the noble endeavour of Piero della
Francesca. This effort at the true representation of modelling
of a tree does not cause the painter to lose sight of their mere
decorative value where the leaves along the edges strike the
open sky.!

The groups of women in this picture are the most beautiful
that Ghirlandaio painted—we can only feel how great is our loss
in having no sure clue to their identity, save in one case. Mothers
and daughters of the houses of Tornabuoni and Tornaquinci,
perhaps also of the Medici, they have left us no record of their
names. Those who could have opened for us the door of that
secret went away and took with them the key. One only, the
stately, upright girl in the gold brocade, with the crimson-slashed
sleeve, who holds her kerchief before her, is known to us. She is
the young Giovanna degli Albizzi (Plate xxx1v.), who at about this
time, shortly before or shortly after the painting of this picture,
became in 1486 the bride of the ill-fated Lorenzo Tornabuoni.
Vasari gives her name as Ginevra dei Benci, the well-known
Florentine beauty. But that lady had died so far back as 1473,
the wife of Luigi Nicolini, and though the introduction of por-
traits of those who are dead is by no means unknown, there is no
reason known to us why Ginevra should be introduced amongst
the <witnesses’ in these frescoes. Moreover, the identity of the
lady in this fresco is established by comparison with a medal by
Nicecold Fiorentino.? Botticelli’s fresco in the Villa Lemmi, where

! These trees should be compared with the work of Perugino, Pinturiechio, and
Raphael in order that the reader may assure himself that the claim here made on
Ghirlandaio’s behalf is not overstated. Piero della Francesea’s trees in the ¢ Baptism’ of
the National Gallery should also be examined.

2 This medal will be found figured in Plate xxiv. of Italian Medals, by Cornelius von
Fabriczy (Duckworth and Co., 1904). The same plate contains Niccold’s medal of her
husband, Lorenzo Tornabuoni.
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Supper,” he will fail to satisfy you; ask him to paint you a
¢ Crucifixion,” and he will abstain. There is no instance that I
can remember of this subject from his hand ; but ask him to paint
you a ¢ Nativity,” and he will give you something that will make
you feel the birthday joy. I find much true reverence in this
man, and of a humble, not of an ostentatious, kind. He does not
choose deep spiritual truths to paint. He seems to know his
limitations and to avoid that which is outside of them. There is
no choosing of sacred subjects as an excuse. When a Sassetti
or a Tornabuoni ask that their family chapel, where perhaps
they hope to lie, may carry scenes from the life of the saint
under whose name they live, Ghirlandaio sees for them and tries
to explain for them the union of their family lives with that of
their saint. He is as much painting for them the sacred fact
brought into their daily lives as Rembrandt when he, quite
reverently and with homely pathos, paints the Virgin and her
child under the guise of a Dutch mother in a Dutch cottage.
Rembrandt paints his Dutch mother as she dressed and worked
in her own cottage in his day. Ghirlandaio paints his Florentine
ladies as they dressed and lived in sight of their palaces of his
day. For one and for the other there is the Mother and her
Child close by to see and to think about.

And in this scene of the ¢ Salutation of Elizabeth to Mary’
the deep human tenderness of the scene brings it within the
range of Ghirlandaio’s religious feeling, and shows him at his
best. ‘Excuse for portrait painting!’ Even with Giovanna
Albizzi standing by, who can call the two central figures with
their infinite pathetic expression of woman’s yearnings an excuse
for Giovanna’s fair tresses and rich brocade? I shall not, as we
come to them, weary the reader by applying the same test to
the other subjects—I shall here admit that few answer the test so
well as this,—but I will ask him or her to look always first at the
central scene—it is not fair to do otherwise—and to see how

Ghirlandaio has tried to make his subject find its centre there.
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(10) Giovanni Battista Tornabuoni.

(11) Messer Luigi Tornabuoni.

(12) Vieri (or Tieri) di Francesco di Vieri Tornaquinci (bareheaded).
(18) A priest of San Lorenzo, a musician.

(14) Benedetto Dei, jester, author of a manuscript chronicle.

These five form the group at the bottom of the composition on the right.

(15) Messer Cristoforo Landini, Humanist, author of many books, com-
mentator of Dante, member of the Platonic Academy.

(16) Messer Angelo Ambrogini da Monte-Pulciano, called Poliziano, poet,
Humanist. Tutor to the sons of Lorenzo dei Medici. Became, in
his last days, a follower of Savonarola. Died 1494. Buried in the
Dominican habit, near Pico della Mirandola and Benivieni the
poet, in the cloister of San Marco.

(17) Marsilio Ficino, son of a doctor at Florence. Humanist. President
of the Platonic Academy, which met in Lorenzo’s villa at Careggi.
Author of many books and translations. Became an adherent of
Savonarola, but after the latter’s death attacked his memory
fiercely.

(18) Gentile dei Becchi, Bishop of Arezzo (not Demetrius the Greek, as
Vasari says). '

These four seen half-length below on the left.

(19) Federigo Sassetti,
(20) Andrea dei Medici, members of the Medici Bank.
(21) Gianfrancesco Ridolfi,

These three last seen half-length on the left. The girls on the right probably daughters
of the Tornabuoni or Tornaquinci families.

When we go to the middle tier, the first fresco on the left
represents the episode of ¢ Zacharias giving the name of John to
his Son’ (Plate xxxvr.). An old man behind him is remonstrating
“there is none of thy kinsfolk or acquaintance that is called by
this name.” Zacharias has taken his tablets, and, with a determined
look, is writing—¢ His name is John.’

In this fresco most of the work is carried out by Domenico,
all the foreground figures by him, another hand only being visible
in portions of the architecture and in the landscape seen through the
arches. The left-hand portion of this picture, lying in the shadow

of the back wall, is hard to see in most lights, but it contains
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of the registry of Giovanni’s baptism. It is thought® that the
name of Giovanni was given to Lorenzo’s son after that of
Giovanni Tornabuoni, Lorenzo’s uncle. In that case we should
naturally expect Giovanni Tornabuoni to be amongst the witnesses
of this scene. But his absence may, I think, be explained. - He
has already been twice represented in the series, once kneeling as
donor of it all, and once in the great group of notabilities below.
And it does not seem to have been the custom to represent the
same living person twice over in the actual subject frescoes of a
series. .

Who is the young Florentine lady who holds the child, pre-
sumably the godmother, and the other behind Zacharias with her
hands folded? Possibly Lorenzo’s sisters, Bianca and Nonnina,
but here again we might find suggestion in the baptismal register
- of San Giovanni Baptistry.

The right-hand fresco of the middle tier represents the  Birth
of the Baptist’ (Plate xxxvIiL), the last which we can describe as
coming mainly from Domenico’s own hand. The surface of this
fresco has been in parts, especially in the curtain at the back of the
bed and in other portions of the wall, badly scratched and at some
time repaired, so that we are deprived of a fair opportunity for
comparing its lighting with that of the scene in the ‘Life of the
Virgin.” The daylight from outside is in this case introduced
from the left through the square window, and breaks in upon the
low, diffused light of the chamber itself. The composition has a
good deal in common with that of the Santa Fina death-scene,
both depending upon paral‘l'el horizontal lines contradicted by the
perspective lines of the architecture of the room. The persons
present are all women, but this time we are wholly without means
of identification. The beautiful figure of the girl (Plate xxx1x.) in
the white-and-gold dress, with the braided hair, is one of the most
dignified of Ghirlandaio’s creations. He has reserved for her the
utmost power of his pencil, the simplicity of all the other dresses

! See Roscoe, Leo X.
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finely expressed, but wholly lost from below. Again, the com-
position in the preaching scene is crowded and complicated, and it
is, from the point whence they were meant to be seen, often
impossible to extricate some figure which, when viewed from a
near distance, is well worth dwelling upon. Nowhere is this fault
more noticeable, however, than in the finest scene of all, the
¢ Dance of Salome at the Feast of Herod,” which David and Mai-
nardi seem to have carried out between them, though the hand of
Domenico may here and there have helped them out with a face
among the groups which crowd the scene. This fresco is painted
as if it were made to be seen down low and close to the eye, in
which case it would, in spite of the hardness and woodenness of
much of its drawing, have been greatly a gainer. The architec-
tural perspective, it may be noticed, is of a high order.

Before passing away from this great series of frescoes so typical
of Ghirlandaio’s Art, and through him so typical of Florence in
the full bloom of her Renaissance day, it may be interesting to
add a few lines on some purely technical matters connected with
fresco. The process of fresco-painting is probably so well under-
stood by all who will read this book as to need re-stating merely
in its most simplified form. On a wall well built and thoroughly
dry (would that the conditions had always been observed!) a ground
of ordinary plaster is laid. On the day when the painter is to do
his work, a facing of finer and more specially prepared plaster,
enough for the day’s work, is smoothly laid, and on this fresh sur-
face, still wet, ¢intonaco fresco,” the colour mixed with water only
(in the simplest and safest practice of the art) is laid. The design
is generally transferred from the painter’s cartoon by ‘ pouncing,’
that is to say, dusting powdered colour through holes pricked all
along the edge, or by styling with a stylus or tracer. In any case
the outline thus produced has generally to be reinforced by rapid
deepening with the stylus or tracer on the wet plaster. The colour
thus laid is locked up with the wet plaster and dries with it and in
it. Touching in tempera colour afterwards is possible, and is
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sitting, and so also the woman behind her. There has been much
retouching ‘ al secco’ here. In the group of four which contains
his own portrait, Mainardi’s head and his own were the work of a
day, and his father’s portrait with David’s occupied another. The
frequency with which the cutting-away mark surrounds a head
only suggests to us how very easy it was for the work of the
master to be inserted amidst the work of the scholars and wice
versd. 'Thus, close to these four fine heads there is some very
poor scholars” work in the detail, and a little way off the girl
carrying the lamb has very weak painting in it, the hands
especially being very inferior, though it is fair to say they have
been retouched.

The frescoes were completed in May 1490, at the end of the
stipulated four years, and then followed the episode of the pay-
ment. In the following year Alessandro Fiorentino completed
the stained windows from the designs of Ghirlandaio, and not, as
sometimes stated, from those of Filippino Lippi. But the altar-
piece, which stood where the present unsightly high altar is placed,
remained unfinished, Vasari tells us, at Ghirlandaio’s death, which
happened on January 11, 1494. This is a very significant fact.
To it must be added the further fact that the ¢ Visitation’ panel,
now in the Louvre (No. 1321), painted in 1491, was also carried
out, not by Domenico himself, but by David and probably Main-
ardi, and that no more completed work came from Ghirlandaio’s
hand after 1490. We are led to suppose that Domenico broke
down in health after the completion of the Novella frescoes. And
this is borne out by a document recording the payment of 100
ducats to Domenico by Tornabuoni, because of the affection and
good faith he had always shown to Tornabuoni, and because of
his illness. It seems certain that after his recent achievement,
and with commissions coming in more thickly than ever, this
indefatigable worker would have not spent the remaining years of
his life in idleness if he had been granted his health. And here
I suggest a possible explanation of the occurrence of one or two
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centi. It is, perhaps, the last thing to which the master
put his hand. But the folds of the drapery of the St. John
are hard and sharp, and the angels of the upper portion are
wholly by another hand. So, too, the face of the Madonna never
came from Domenico himself. The two wings of this portion
of the altar-piece are by Mainardi, and are fine examples of the
master.

The ¢ Resurrection ’ at Berlin, which formed the reverse of the
altar, is attributed by Vasari to Benedetto, and probably rightly.
It is far inferior to the Munich panel, and we recognise in the
sleeping guards the same wooden and theatrical figures which we
find in the ‘ Road to Calvary,’ No. 1323 of the Louvre. The wings
of this reverse are, as I have said, also in the Berlin Gallery, and
belong to Granacci, being probably added somewhat later. They
are in oil, whereas both main panels and the Munich wings are in
tempera.

The ¢ Meeting of St. Elizabeth and St. Mary,” No. 1321, in the
Louvre (Plate xri1.), was painted in 1491 on the commission of
Lorenzo Tornabuoni for his chapel in Sta. Maria Maddalena dei
Pazzi, and is the work of David and Mainardi on the design of
Domenico. The Virgin stands to the left in a blue robe fastened
with the familiar brooch of one large carbuncle set with great
pearls. St. Elizabeth kneels on the right in a yellow robe with
disagreeable shot lights and colours. On the left is a Sta. Maria
Jacobi, and on the right Sta. Maria Salome, the names being written
above. Through the open arch in the centre we see a seaport
town, and the ornamental frieze of the architecture is formed of
shell-shaped ornament, set about with pearls—a return to that
doubtful form of decoration which Domenico seemed to have left
behind long ago in his early Uffizi ‘Madonna in Glory.” The design
of the Louvre picture is far finer than its colour, which is disagree-
able and unharmonious, but the treatment of the subject, if once
we can forget its colour as we look at it, enables us to read into it
our memories of the tender human touch of the Novella ‘ Saluta-
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CHAPTER XII
DAVID—BENEDETTO—RIDOLFO

OMENICO died, as we have seen, on January 11, 1494.
His widow, Antonia of San Gimignano, did not long
survive him. He had left six surviving children of the
two marriages. Of these Ridolfo, born in 1483, is the painter.
Bartolommeo, an astronomer, became a monk, and was prior of
the Angeli in 1522. Antonio also became a monk in the same
cloister under the name of Don Michelangelo. Gne daughter,
Costanza, married Giuliano di Guido, and their son became
physician to Francis 1., while Antonia married Francesco di
Baldini the jeweller. All these children appear to have been
committed to the guardianship of David, though Gaye says that
in 1498 Benedetto was already in loco patris. 'This must surely
be a misprint for 1493, since Benedetto died at the age of thirty-
nine in 1497. In 1498 Domenico was still alive, but perhaps
unable to give due care to his children, and since we know that
in that year David was engaged on the mosaics of Siena, it is
possible that in his absence Benedetto undertook the charge.
David, who was deeply devoted to his brother, became presently
the guide and helper of Ridolfo in his career as an artist.

David himself was an artist of no great capacity. We have
seen reason to suggest in an early chapter that he was, like his
elder brother, a pupil of Baldovinetti, then counted the chief
master of mosaic in Florence. David indeed reckoned himself

rather a mosaicist than a painter. He executed a mosaic for the
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mosaic.! But Vasari says he was a little better—we might ask
leave to say he was very much better—than Benedetto. The
latter, whose true métier was that of a miniaturist, was perhaps
injured by being taken too early from the severe training of the
Baldovinetti workshop to help on the great undertakings of the
Ghirlandaio firm. He suffered, too, from bad sight, due per-
haps to the strain of miniature work. But at best his capacity
was of a poor order. It is hardly possible to imagine a more
lamentable production from the hand of an artist of any repute
than the angular, wooden, theatrical, ugly figures in the panel
of the Louvre, ‘The Way to Calvary,” which in some parts is
hardly above the higher level of a village fair. He went, we
know not when, to France, probably to practise miniature-paint-
ing for books and returned, Vasari says, wealthy enough, to
Florence. ,

Ridolfo, Domenico’s son, was a child of ten years old when his
father died, and if we are right in thinking that Domenico’s death
was preceded by several years of small activity, we can understand
why it is that the son, capable artist hereafter, shows no sign in
the early stages of his art of having received his inspirations from
the work of his father. David, his uncle, who lived in the Via
del Comero, and had a shop on the Piazza San Michele Berteldi,
after the break up of the Ghirlandaio botfega, which probably
befel soon after Benedetto’s death in 1497, took the boy in hand.
He had been very delicate as a child—had been sent to nurse at
Prato, and had been on the point of passing to the land of better
pictures when Domenico and Antonia vowed a candle of three
pounds weight to the Madonna delle Carceri. The little Ridolfo
lived, and now at the age of ten found not only a home with
kindly David, but friends for the sake of his father’'s memory.
Granacci, Domenico’s old pupil, and the friend of Michelangelo,

1 It should have been mentioned before that Domenico himself was author of the
mosaic of the ¢ Annunciation’ over the portal of the Duomo of Florence towards the Via dei
Servi, dated 1490, though whether he or David actually fixed the cubes is 2nother question.
Milanesi attributes the mosaic of the church of Orbetello, 1485, to Domenico.
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he is nearest to himself. To these must be added a few others
which are of special interest in the career of the painter.

In the Church of San Jacopo a Ripoli, Ridolfo painted a
¢ Marriage of St. Catherine,” which is now removed to the Con-
vento alla Quiete, some six miles on the way to Prato, near the
station of Castello. This picture has been called, with some-
what exaggerated praise, by ILafenestre, the chef deeuvre of
Ridolfo. The picture is rather of interest, because it shows the
painter possessed already of no small technical skill and power
of drawing, still wavering between the various forms of hero-
worship, which as yet have led him along no single path. We
have in it memories of Lionardo, and of Fra Bartolommeo, and
the face of the Virgin speaks to us of Raphael. A few miles
further on at Prato, we find him again later in a large picture of
the ‘ Madonna alla Cintola’ (1514), now over the loft above the
entrance-door of the Duomo, once in another part of the church.
The Madonna has risen from the tomb below, which is now full
of its flowers, according to the sweet old legend. TFive saints
below gaze upwards, together with St. John. Angels support
the Madonna in her glory. On the front of the tomb is a gilded
medallion of the Nativity. In the background is a landscape of
grey hills with a somewhat ghost-like town seen below. The
tone of the picture is rich and clear, and not so darkened in the
shadows as the Uffizi pictures of the ¢Translation of the relics’
presently to be spoken of. The dresses of the saints are rich and
strong, of the quality of Fra Bartolommeo, the finest figure being
that of the saint on the right in green and gold. The Saint
Catherine on the right seen in purple, carries us at once to
Raphael.! The painting of the hands is here very unequal.
Those of the Madonna are careful and good, those of the angels
are weak.

We find here a well-trained competent craftsman of no great

! The lower drapery of Raphael’s ¢ Belle Jardiniére Madonna’ in the Louvre is due to
Ridolfo.
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that of the bishop holding up his robe on the far left being weak.
The companion subject, the ¢ Miracle of San Zanobius,’ is inferior
to the other, presenting the same faults in a higher degree. The
drawing is weaker, the colour is heavier and less transparent,
while the blackness of the shadows, apparent also in the other
picture, has extended itself in this case even to the colour seen
in light, to its great injury. The drawing of the hands is again
weak. But what makes these pictures valuable in the work of
Ridolfo, is the evidence which they give us that the true strength
of his art lay in portrait and in portrait groups. This gift which
he inherited from his father, if it had been more developed by
him, and employed more as the staple of his art, would have
given him a far higher place in art than his facile but uncon-
vineing religious pictures entitle him to. In these two Uffizi
pictures one can point to several heads of high merit and much
character. What one cannot point to is any strong devotional
sense, or sympathetic rendering of the scene itself. One feels
that Ridolfo did not a bit believe in what he was painting.
That may easily have been, nay must have been, oftentimes the
fate of many another painter. But he lacks that sympathy,
which somehow, in spite of this difficulty which must often have
been felt, succeeded in the case of many painters in throwing
into their work the earnestness and simple-mindedness of those
to whom the subject represented a great truth. These excel-
lent bishops are doing their work with the grave decorum of
the best conducted undertakers—nothing more. No one seems
moved, surprised, or deeply impressed. The pictures may
interest us as students of art, especially of Ridolfo’s art, but
the spirit that should be in them is lacking, and we look on
them unmoved.

And the defect of these pictures is the defect of most which
Ridolfo has left us. He gives us academically correct, well
painted, dull pictures which make us feel that there must have

been in this man something which never came out of him. It is,
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DAVID—BENEDETTO—RIDOLFO

(Plate x11v.) in a red bodice with black sleeves slashed with white,
a white camicia with a gold chain under, her auburn hair bound
with a black ribbon and a gold band. The date is Mpvirr. This
is a portrait of that quiet, sober, restrained quality which gives
distinction so often to works of the Italian Renaissance painters,
even when they cannot be placed absolutely in the very first
rank. One is convinced, first of all, that here is a true por-
trait of one who once lived, and that she has been seen with
the eyes of a true artist. It is harmonious, straightforward,
simple, though a little unrefined. The painter thinks of his sitter
only. There is no display of himself. His personality lies in
the sinking of his own personality. You discover it only by
unconscious traits. There are plenty of portraits which show
more intuitive grasp of character than this, and more fascinating
power of expressing it. But it is a portrait that at once gives
its author a high place, though not so high as that other in the
same gallery (No. 207), < The Portrait of a Jeweller,” (Plate xLv.)
which having passed for over a full generation under the name
of Lionardo and, for shorter periods under other names, has at
length been assigned to its author Ridolfo. The young man,
perhaps that Francesco Baldini who married Ridolfo’s half-sister
Antonia, wears a black berretta from under which the long light-
brown hair streams to his shoulders. He holds in his right hand
a jewel, a silver pelican upon a pendant with large pearls, to
which his eyes are bent. Badly injured in the past, and painfully
varnished in the present, it is a work which fascinates by its
beauty, and holds one by the interest which it creates in the
personality. It fulfils herein the highest office of portrait painting
and though there are points in which it falls technically short
of some of the very highest achievements of the Art, yet it
is distinctly one of the portraits which continues to fill the
imagination and haunt the memory when one is far away from
it. That is the highest form of praise which can be bestowed

on a portrait, and the fact that the drawing of the hand is less
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CHAPTER XIII
THE ORIGINAL DRAWINGS OF DOMENICO GHIRLANDAIO

FEW words are needed on the drawings by Domenico
which have come down to us. These are fairly numerous
and are scattered among the various museums of Europe.

They consist of studies for drapery, of portions of drapery, portrait
heads, and schemes for his pictures or his frescoes, and nearly all
which remain to us seem to have been with direct reference to
their subsequent use and seldom as spontaneous exercises, or bits
of sudden inspiration. They are in fact either memoranda for
use in a special place, or set plans for such work, done without
any thought that such drawings would ever be preserved after
they had served their immediate purpose. The time indeed when
men should set great value on the drawings of the masters, and
collect them as independent works of art, had not yet come.
Vasari, with his sound artist’s instinct, was himself apparently the
first to collect and treasure such unconsidered trifles. Up to his
day they had survived by happy accident, or because some
brother artist, perhaps, had put a few by to learn from or enjoy,
or because some portrait-head or the like had a special association
for some one who stored it away in a portfolio. Ghirlandaio was
one of those who regarded his drawing not as an end in itself but
as a means to an end, that end being the fresco or the picture.
There were others who even in his day made their drawings as
desirable and as loveable as any picture itself can well be. One
may quote the exquisitely subtle line and curve which Botticelli
gives us in his silver points as an example. One cannot think
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ORIGINAL DRAWINGS OF DOMENICO

Gimignano fresco of the funeral of Santa Fina. Perhaps these
were friends of Bastiano Mainardi, himself a San Gimignano boy,
who may have preserved them for old acquaintance sake. There
is a head of very great beauty, probably a young Florentine,
in the British Museum (Plate xr1x.), which seems to be of his
best period and is entirely worthy of him; and in the same
collection the head of a clean-shaved shrewd-faced man of middle
age, full of character. But on the whole it may be said that
there is a scarcity among his preserved drawings of the striking
examples of portraiture, which, seeing where Domenico’s strength
lay, we might have expected to find. We must remember, how-
ever, that in the case of others near to this date, Cosimo Rosselli,
Botticelli, Filippino Llppl, all of whom made large use of portrait
in their groups, a similar dearth of portrait-drawings exists. The
fact already stated that the time for collecting such trifles, as the
painters themselves then would have deemed them, had not come,
must largely account for this, but in the case of Ghirlandaio I
am also myself satisfied—it is impossible to adduce proof which
shall satisfy other people—that in many cases the portrait heads
which appear in his fresco groups were actually painted straight
on-to the intonaco from the living face of the ‘sitter,” who gave
his ¢sitting’ probably as willingly by the side of the fresco as in
the bottega. This seems to me to be probable not only from the
rapid, simple, summary style of many of the heads themselves, in
which none of the original force and character of the life portrait
seems to have evaporated during the intermediate and dulling pro-
cess of transfer, but also because of the numerous occasions on
which the incised outline of the features has been ignored in the
colouring. That seems to me to be consistent with my sugges-
tion. The first process would be an exceedingly rapid outline on
the soft wet intonaco directly it was laid, by means of a pointed
stylus of bone or stick or metal, followed by the immediate
application of the colour, the incised outline serving merely as a

general guide to be altered and overrun at will. If a cartoon had
143






PLATE XLIX

Brit. Mus.

STUDY IN SILVER POINT













CONCLUSION

morals that went with it—still maintained a hold upon those who
had been named at the font of San Giovanni.

And this external life of the city of his day has been set
before us by Ghirlandaio with a convincing completeness to
which no artist can pretend, who has helped us in any way to
gather from his pictures the life which met the eye of the
dwellers in this city or in that, in Milan or Venice, Perugia or
Siena, in any given century. For Venice, indeed, and its
sumptuous life we have a rich mine of scattered witness in the
pictures of the Bellini and Carpaccio and many another; but
from one single hand no record that can compare with that ot
the Florentine painter. And I very much doubt whether any
of us quite recognises the greatness of the debt which we owe
to him in this respect. Take away his work: let its record be
clean removed : its memory obliterated—and how should we then
set to work to reconstruct the mental picture, which all who
know Florence well must have formed, of the life which once
peopled its streets. That race of strong men and of stately
women who become known to us through his pictures—familiarly
known so that we think of them through him—should we be able
equally to conjure up the vision without him? Should we ever
be able to realise the men as their fellow-men looked upon them
by any process of personifying from their deeds or from their
writings? I wonder how many ever read a line of Poliziano or
Lorenzo, of Marsilio Ficino or Landini, or would enjoy it if they
did ?

But be it noted, we can claim for him that he is the illustra-
tor of the external appearances only of the life of the Renais-
sance in Florence—illustrator more faithful and more valuable
for the very reason that he reads into it none of the visions of
which we become aware through its literature, and to some
extent by the more mystic, more allegorical, and no doubt more
poetical work of such men among its painters as Sandro
Botticelli and Piero di Cosimo. Of that there may be, there
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inapplicable to his attitude of mind. If it is intended to mean
that he suffered from the nostalgia—the home-sickness—which
made poor Piero di Cosimo for ever look backwards to a shore
that had long receded, nothing could be more unlike the truth.
If it is meant that Ghirlandaio, without viewing life from either
of those points of view, yet gave colour to the charge by always
or even constantly employing the same set of external forms,
draperies, dresses which the artists and poets of Pagan days
employed—the charge is less true against him than against any
painter of the Renaissance. If the reader—who very likely has
in his day accepted these charges which have been made by good
authorities, and have passed thence into the hand-books—will take
the trouble to examine all the pictures which remain to us as the
undoubted work of the painter, or put forth under his responsi-
bility, he will be astonished to find that classical subject is almost
unrepresented ;' that Pagan motive, or secondary vision, such as
can be found in the work of other painters of his day, is not in a
single instance clearly to be traced; that his use even of classical
drapery is much restricted, being confined to those conventional
accepted draperies of saints and religious personages which came
down from the earliest traditions of Christian art. Of symbol
derived from Pagan sources there is almost nothing, and what
there is has been forced upon him by tradition, by the necessity of
his subject, or even by the direct terms of his contract. Here are
the chief examples which occur to me. In the fresco of the Sala
dell’ Orologio in the Palazzo Vecchio he personifies the virtues
of a Republic under the guise of ancient < Roman heroes,” not
probably a symbol of his own ordaining, and expressed with a
curious lack of enthusiasm. In the Sistine Library we have the
¢ Ancient Greek Philosophers,” suitable occupants of such a
library, who share the walls with the ¢Fathers of the Church,’
once more one may feel sure at the dictation of another mind,

1 The ruined fresco of ¢ Vulcan at his Forge’ for Lorenzo dei Medici at Volterra is the
only downright classical subject I can remember from Ghirlandaio’s hand.
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animating so many painters—because I think that the absence
of these characters in the art of Domenico has hardly been
realised. * It is one of those cases where an opinion seems to
have taken such deep root and spread so widely, that nothing but
an appeal to mere statistics is likely to uproot it. Even so
learned and so well furnished a critic as the late Mr. J. A.
Symonds writes this sentence in his very adverse summing up
of Ghirlandaio’s art. ¢ He handled sacred and profane, ancient
and modern subjects in the same style, introducing contemporary
custom and portraits.’” Yet, as a matter of fact, on the two
occasions 1n all his career when Ghirlandaio painted a profane
subject—namely, in the ¢ Vulcan’s Smithy’ of Volterra and the
¢Sibyl appearing to Augustus’ of the Trinita—he painted the
figures in the costume or lack of costume of their period,
nudes in the Vulcan, in Roman armour and draperies in the
Sibyl. He never treated a modern, that is a fifteenth-century,
subject, other than in connection with a religious subject,
nor any ancient (except the two above mentioned) outside of
a similar religious connection. 1 have selected the above
example from the works of a critic of received reputation,
but it would be possible to add not a few quotations from
other sources, where this curious misconception as to the real
facts of Ghirlandaio’s practice has been repeated without
examination.

But it will be seen that up to this point we have been dealing
almost wholly with the charge of Paganism as concerned with the
subjects, secondary meaning, external forms employed by the
painter. It may quite justly be said that in this case the defence
employed may be sound, and yet there may remain behind an
element in Ghirlandaio’s art which still lays him open to the
accusation in this sense, that the religion of his art is wholly
swallowed up by its worldliness, and that therefore it is Pagan in
the broadest sense, that it is irreligious, or at any rate wanting in
religious impression. And although of all the pictures which

151






e

‘.
~

CONCLUSION

things which he did see in no sense dimly or with difficulty. I
deliberately call him healthy-minded, for it is impossible to point
to one instance in all the range of his art where there is the least
approach to the decadent, sickly-sensuous, or effeminate treat-
ment of any theme which he handled. His art is always virile
and always worthy. He paints men and women for us of a type
that it is no treason to our highest sense of manhood and woman-
hood to admire. Clad nobly, sumptuously, too sumptuously if
you will, they have no fault to be pardoned for except that they
attended a religious scene in the clothes in which they ordinarily
were seen at church. The age, as Savonarola was to tell them
before the paint was well hard on the frescoes of the Novella, was
perhaps all wrong to wear such clothes, still more to go to church
in them ; but wearing them as they did at church in Domenico’s
day, and desiring to be painted as witnesses at the Visitation, the
Nativity of the Virgin, the Presentation in the Temple, how else
were they to be painted ¢ It is nothing to the point that he
enjoyed the painting of them so. Of course he did. What artist
would not? But he was artist, not moralist—and he had not,
moreover, lived till the true day of the piagnoni ; he did not see the
first bonfire in the Piazza San Marco, when perhaps some of the
very jewels which had come from the Ghirlandaio workshop, and
were worn by his ladies of the Novella, got flung upon the flames.
He might perhdps have repented of his well-clad Florentines as
Fra Bartolommeo of his nudes, or he might, though it is less likely,
have turned inwards upon Dante like Botticelli, if he had lived to
come under the influence of the Frate. But living when he did,
and dying when he did, he need plead guilty to no further crime
than that he painted his religious pictures honestly as he saw them
with his limited spiritual insight, and his Florentines present
thereat honestly too, as he saw them with his very full practical
vision. And those who have stood long before the ¢ Adoration of
the Kings’ in the Innocenti, and the ¢ Adoration of the Shepherds’

in the Accademia, will not be slow to thank him for these first,
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fair comparison is possible are not numerous, because the char-
acteristics of his art place him in a great majority of cases, as,
for examiple, the Novella series, hors concours. The comparison
with other painters is in many cases futile, since common
features do not belong to the pictures compared. But, taking
the ¢Calling of the First Apostles’ in the Sistine, the ‘Death
of Saint Francis’ in the Trinita, and the ¢Adoration of the
Kings’ in the Innocenti as three of his most unquestioned
masterpieces, we shall find in them qualities which will stand
very high tests from the mere standpoint of technique. Beauty
of line in its highest form is not one of the qualities which we
should claim for him—he yields in that respect to many other
painters—not that his line is obtrusively lacking in beauty, but
it does not attain to the engaging quality which Botticelli, Filippo
Lippi, and Perugino (to some extent) present, and we have seen
that search for characteristic lines of portrait-strength dominated
his drawings, just as the search for beauty of line dominated
those of Sandro.

In colour, again, he will not of course challenge comparison
with the great Venetian masters—but what Florentine could ?
His colour looks back to the earlier school (and it was not the
Florentines who were destined to move painting into a different
groove), in which the picture was thought of as a drawing first and
foremost, to which colour was to be applied, in more or less
vivid patches, as pleasantly as the painter could. Nor, as a fact,
did Florentine and Umbrian art ever get far beyond that even in
their latest development, the most colourful panel of Raphael
remaining as a coloured drawing compared with the work of the
later Venetians. But amongst those who lay under the older
traditions, Ghirlandaio may claim a better place as a colourist than
has been sometimes given to him. A distinction must be made
between his colour as a fresco-painter in large, and a tempera-
painter in little—a distinction which is analogous to the difference

of handling, which we also find in his work in these two branches.
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be of interest, save here and there to some Masaccio or Piero
della Francesca, was able to paint pictures in which, rather by
the truth of his observation than by any scientific grappling with
the problems—for his temperament was not of the scientific,
experimental type of Piero’s—difficulties are entertained and
overcome which are still difficulties to many men who now have
the achievements and failures of four more centuries to help
them. The breadth and atmosphere of the Sistine landscape,
the truthful lighting of the chamber in the Novella fresco of
the ‘Birth of the Virgin,” would be worthy achievements in any
age, but are pioneer work of the highest value in the age in
which they were painted.

Breadth, largeness of handling, of conception, of composition,
of presentation—these are characteristics which are never wanting
in the frescoes which have come to us unspoilt from Domenico’s
hand. ‘To paint the walls of Florence in fresco’ is the ambition
of the man. Then, remembering these words, and with full
understanding of the spirit which they express, and express quite
truthfully without bombast or vain boasting, climb up on the
scaffolds of Sta. Maria Novella and take close view of his
work. You will find it broad, large, summary, satisfying—but
with ‘no carelessness nor hastiness nor slurring— an unerring
certainty of means producing an unfailing breadth of result. But
what will give most surprise—I speak entirely here of the lower
frescoes, and in them of those parts only which come entirely
from Domenico himself—will be the discovery that these frescoes
do not lose by close examination, but while they produce their
right effect when seen at their proper distance, yet even here, when
seen close by, they are in the highest degree enjoyable. They
are careful always, but with the care of a man who has from his
earliest days so practised care that’it is less trouble to him now to
do careful work than to do careless. His work is often done at
speed and with summary expression, but never in haste nor under
excitement. He is always self-possessed, sure of himself. This
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WORKS MENTIONED BY VASARI

PRESENT FATE.

PLACE,

ORIGINAL DESTINATION AND DESCRIPTION.

Losr.

Ex1sT IN PART in
situ.

Losr.

Exist in situ.

Losr.
Exists in situ. -

Exasts in situ.

Exists in situ.

Exists (No. 66)
Accademia
delle Belle
Arti, Florence.

UNkNOWN.

DISAPPEARED.

DestroyED  with
the Church in
1785.

UxnkNOWN,

Florence.

Rome.

Rome,

Florence.

Florence.

IFlorence.

Lucca.

San Gimignano.

Florence.

Florence.

Florence.

Florence.

Florence.

Ognissanti Church.  Fresco of *St.
George and the Dragon.’

Vatican. Sistine Chapel. Fresco of
‘The Calling of the First Disciples’
(on right wall). Fresco of ¢ Resurrec-
tion,” entrance wall (painted over
entirely).

Church of Sta. Maria Sopra Minerva.
Tornabuoni Chapel. Frescoes of ¢ The
Life of the Virgin Mary and St. John
Baptist.

Palazzo della Signoria (Palazzo Vecchio).
Sala dell’ Orologio. Fresco decora-
tions with the ¢Apotheosis of San
Zanobi,’ 1481-4.

Sta. Maria del Fiore. Four painted and
gilded Candlesticks, 1484.

Monastery of San Marco. Small Refec-
tory. ¢Cenacolo’ fresco.

Church of San Martino.  Sacristy.
¢‘Madonna with St. Clement, St.
Sebastian, St. Peter, St. Paul’
Tempera.

Collegiata. Chapel of the Annuncia-
tion. Fresco of ¢ The Annunciation’
(work carried out by Sebastian
Mainardi, 1492).

Church of San Giusto, for the Frati
Ingesuati. ¢ Madonna, St. Thomas
Aquinas, St. Dionysius, St. Clement,
St. Dominic.” Tempera.

Church of San Marco. Transept,a pic-
ture undescribed.

Sta. Croce. Fresco of the ¢ Life of San
Paolino’ on right hand of entrance.
Church of Sta. Maria Ughi. Arch over

the portal. Fresco.

Tabernacle.
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WORKS MENTIONED BY VASARI

PRESENT FATE. PLACE. ORIGINAL DESTINATION AND DESCRIPTION.,

Exist in situ. Florence. Church of Sta. Trinita. Frescoes of the

Sassetti Chapel. ¢ Life of St. Francis,’
for Francesco Sassetti. Completed
December 15, 1485.

Exists in situ (re- | Florence. Above the arch of the Sassetti Chapel
covered from ‘The Meeting of Augustus and the
under  white- Sibyl.’
wash, and much
restored).

Exists (in Acca- | Florence. For the same Chapel. The altar-piece
demia, No. 195). of ¢ The Adoration of the Shepherds.’

Tempera on panel. 1485.
Perisuep with the | Florence. Villa Lemmi at Chiasso Maceregli, for
Chapel. Giovanni Tornabuoni, frescoes in the
chapel on the bank of the stream
Terzolle, still existing in Vasari’s
time, now disappeared.
UNCERTAIN. Orbetello. 'Two tondi in tempera. Milanesi believes
one of these to be the tondo No. 1295
Uffizi, ¢ The Adoration of the Kings.’
Tempera on panel, 1487.

Exisrs in situ. Florence. Church of the Innocenti (foundling)
Hospital. ¢The Adoration of the
Kings.” Tempera on panel, 1488.

Exist in situ. Florence. Choir of Sta. Maria Novella. Frescoes
(left) ¢ Life of the Virgin Mary,’ (right)
¢ Life of St. John the Baptist.” 1485-
1490 (commission given in Oct.
1485).

Exist in  Berlin | Florence. Altar-piece of the same chapel. Com-
(74, 75, 76). pleted by Mainardi, Granacci, David
Munich (1011, and Benedetto Ghirlandaio (perhaps
1012, 1013). after Domenico’s death). The altar

was dismantled in 1804, the front
portion is at Munich (‘ The Madonna
in Glory with Saints®); the back por-
tion (‘ The Resurrection’) is at Berlin.
Exusrs in situ. Florence. Duomo. Mosaic of ¢ The Annunciation’

over the door looking towards the
Via Servi. 1490.
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LIST OF WORKS BY DOMENICO GHIRLANDAIO
NOT MENTIONED BY VASARIL

Those whose authenticity rests on the evidence of documents are marked with a star.

“Prace’ in this list refers to the town where the work is to be seen to-day.

PRESENT FATE.

PLACE.

ORIGINAL DESTINATION AND DESCRIPTION.

REPAINTED. ¥

ExisTs in sttu.

Exists (Pitti Gal-
lery, No. 358).
Exists (Berlin Gal-
lery, No. 21).

Exists (Nat. Gall.
No. 1299).

Exists (Nat. Gall.
No. 1230).

San Gimignano.

Brozzi, near Flo-
rence.

Florence.

Berlin.

London.

London.

Collegiata. Decorations in the vault
of the nave, executed in company
with Pietro da Firenze before 1474.

Church of S. Andrea. Chapel on the left.
¢Fresco of the Madonna between S.
Sebastian and S. Michael ’ (no record).

Not universally accepted.

Tondo of ¢ The Adoration of the Kings.’
Tempera on panel.

¢ Judith and Holofernes.” Small panel,
tempera. Passed till recently under
the name of Mantegna.

Not universally accepted.

Portrait of a youth. Bust, life size,
nearly full face, clad in a bluish-
grey doublet with narrow black collar.
A dark green mantle over his left
shoulder, wears a purple berretta.
Panel.

Bust-Portrait of a girl under life size,
three-quarters face to left. The dress
a scarlet body laced in front, overlaid
with a transparent gauze chemisette,
green sleeves : dark background. On

wood in tempera.

Neither of the above two portraits can be
unreservedly accepted as the work of
the master. They are, however, the
only works belonging to our National
Gallery which bear his name.
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FAMILY OF DOMENICO DI TOMMASO DI CURRADO
BIGORDI, CALLED IL GHIRLANDAIO.
From G. Milanesi's Appendix to Vasari's life of the Painter. Ed. 1906.

Tomxaso, called Ir. Guirnanparo (goldsmith)

Davin, painter Doxenico, painter  Beneperro, ALESSANDRA, G10VANNI
and mosaicist. b. 1449 d. 1494. niiniaturist, b. 1475. Barrista.
b. 1451, d. 1525. m. (1) Costanzadi m. Diamante.  m. (1) Seb. Mai-
m. (1) Caterina di Bartolommeo Nucci. nardi, painter.
Matteo del Gaburra m. (2) Antonia di m. (2) Antonio di
m.(2) Tommasa di  Ser Paolo Paoli. Salvi, goldsmith.

Luigi dei Morsi.

| l S I

Barrorommro, Ripovro, AntoNio,  Francesca, Cosranza, ANTONIA,
astronomer, painter. became amonk &, 1485. b. 1487, b. 1484,
became amonk 5.1483,d.1561.  of the Angeli m. Giuliano m. Francesco
of the Angeli m.(1)Contessina under name of di Guido dei di Simone di
Monastery and di Gio Batt del  Don Michel- Guidi. Guasparre
was Prior in Bianco Deti. angelo. Baldini,
1522. m, (2) Niccolosa jeweller.

di Ser Barto.
d’Antonio Mei,
and was the
father of 15
children.

\%

COPY OF THE REGISTER or THE ‘ FRaTELLI MORTI DELLA
CoMPAGNIA DI SAN PaAoLO,” CONCERNING THE BURIAL OF
DoMENICO GHIRLANDAIO IN SaNTA MARIA NOVELLA.

‘Domenico di Tommaso di Churrado Bighordi Dipintore detto del Gril-
landaio mori sabato mattina a di xi di gennaio 1493 (st. ¢ 1494) di febre
pestilenziale secondo si disse perch¢ mori in 4 di: e quello che erano sopra la
Peste non vollono vi s’andasse al morto e non vollo (no) si sotterrasse il di.
Sotterrossi sabato sera in Santa Maria Novella tra le 25 e 'una ora: e Dio gli
perdoni. Funne grandissimo danno perché¢ era huomo di Chonto per ogni
parte di suo’ qualiti e dolse molto Generalmente. (Archivio di stato in
Firenze : Compagnia di San Paolo libro P dal no 42 al no 47 Morti della
Compagnia.)
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COPY OF AGREEMENT

in parte dextera pingere settem (sic) hystorias Virginis Marie quarum prima
sit et esse debeat incipiendo in parte inferiori, ascendendo ad superiorem
partem, Nativitatis ipsius Virginis Marie ; secunda Sponsalitii, et Nuptiarum
Virginis Marie; tertia Annuntiationis ejusdem; quarta Nativitatis Domini
nostri Jhesu Christi cum Magis venientibus ad oblationem ; quinta, Purificationis
Virginis Marie ; sexta Jhesu Christi pueri disputantis in medio doctorum in
templo ; settima (sic) Mortis Marie una cum duodecim Apostolis Christi.

In parte vero seu facie dicte cappelle in parte sinistra pingerc settem alias
hystorias quarum prima sit et esse debeat incipiendo ut supra in parte inferiori
tendendo ad superiorem, Zacherie in templo ; secunda Visitationis Sante (sic)
Helysabette facte per Virginem Mariam ; tertia Nativitatis Santi (sic) Johannis
Batiste ; quarta Santi Joannis euntis in desertum ; quinta Predicationis ejusdem
Sancti Joannis in deserto; sexta Baptismi Christi; settima Convivi Herodis et
ejusdem Santi Joannis decollatio. Et Easdem hystorias pingere unam super
et desuper alteram cum ornamentis et qualitatibus infrascriptis.

In parte vero & contra sen . . . altare ipsum hoc est in facie parietis in qua
sunt et existunt fenestre vitree pingere in parte dextera incipiendo a parte
inferiori, eundo et tendendo ad superiora fighuram beati Antonini quondam
Archiepiscopi florentini et desuper ipsum figuram Santi Thomme de Aquino et
desuper ipsum Sanctum Thommam figuram Santi Dominici.

In parte vero sinistra ejus faciei dicti parietis pingere incipiendo in parte
inferiori eundo ad superiora figuram Sante Chaterine de Senis et desuper ipsam
figuram Santi Vincentii et desuper ipsam figuram Santi Petri Martiris, et desuper
dictas fenestras vitreas et ibidem et indicto loco pingere Coronationem Virginis
Marie cum gloria et seu representatione glorie Paradisi. Ft promiserunt dicti
locatores—omnes dictas hystorias figuras et pitturas pingere facere et exornare
cum omnibus coloribus ut vulgariter dicitur posti in frescho et cum azzurro
ultramarino ubi opus esset in dictis pignus colore azzurrino et in aliis ornamentis
et campis ubi opus esset colore azzurrino pingere et ornare cum azurro magno
fini et omnes ricintos facere apparere marmoris et colonis marmorei cum orna-
mentis auri finis et cum aliis coloribus prout convenit et oportunum erit et
necessarium juxta operis pulcritudinem et qualitatem: ac etiam ut vulgariter
dicitur e pilastri dicte cappelle pingere cum fogliaminibus apparentibus coloris
marmorei cum campo auri finis et capitellis ornatis auro fini et aliis coloribus
condecentibus et requisitis in tali opere; et archum existentem super dictis
pillastris pingere cum requadratis apparentibus coloris marmorei cum campo
coloris azurini cum rosonibus ornatis auro fini. Et insuper colunnas (sic) dicte
cappelle in parte exteriori pingere colore petrino ut vulgariter dicitur bigio et
in omnibus dictis suprascriptis historiis et circa dictas historias et figuras et
pitturas de quibus supra fit mentio et totam et universam dictam capellam (sic)
et parietis et testudinem et archus et collunnas dicte cappelle intus et extra
pingere et figuras hedifitia castra, civitates, montes, colles, planities, lapides,
vestes, animalia, aves, bestias quascunque et omnes cujuscumque generis apponere
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Nore.—Names which are only mentioned casually do not, as a rule,

appear in the Index.

Ttalian names are given under the last capital, e.g.
Andrea del Sarto under S; except in special instances.

To save space

the Ghirlandaio family are referred to under their Christian names only,

as Domenico (or D.G.), David, Benedetto, Ridolfo.

are indexed under Florence.

Accapemia. See Florence.

Acciaiuolo, Agnolo, 76, 77-8.

¢ Adoration of Kings, or Magi,” in Innocenti
Church, 66, 88, 91, 92, 98, 103, 114,
153, 155-6 ; in Novella, 113; in Pitti,
90; in Uffizi, 64, 89, 156.

¢ Adoration of Shepherds’ in Accademia, 66,
88, 153 ; in Sta. Trinita (copy), 88.

Alberti, Leon Battista, 13.

Albertina Collection, Vienna, 142.

Albizzi, Giovanna degli, 54, 77 note, 109, 117,
119, 126.

—— Maso degli (d. 1417), probable error of
Vasari concerning, 76-7. )

father of Giovanna, in Trinita
fresco, 77.

Alessandro Fiorentino. See Bidello.

¢Alunno di Domenico,” Bartolommeo di
Giovanni, 92, 114 note.

Ambrose, St., in Sistine Library (by David),
24.

Amerigo Vespucci. See V.

Anacletus, Pope, in Vatican (D. G.), 57, 58.

Angeli, Monastery. See Florence.

Angelico, Fra Giovanni, 9, 50.

¢ Annunciation’ in Collegiata, San Gimi-
gnano, 69, 112 ; in Novella frescoes. 90.

Antella, Lamberto d’, informer against
Lorenzo Tornabuoni, 109.

Antinori, Palazzo. See Florence.

Antisthenes in Sistine Library (by David), 24.

Aquinas, S. Thomas, in Sistine Library (by
David), 24; in Accademia panel by
D. G., 66.

Argyropulos (humanist), in Sistine fresco,
53

Places in Florence

Aristotle (by David), in Sistine Library, 24.

¢ Assumption of the Virgin Mary,” Novella
frescoes, 114, 115.

Augustine, S., fresco (by Botticelli) in
Trinita, 33.

—— in Sistine Library (by David), 24.

Augustus and the Sibyl, fresco in Trinita
(D. G.), 82.

Bapia p1 FiesoLe. See Florence.
—— di Settimo, frescoes at.
Works.

Baldiuelli, Baldino, pupil of D. G., 96, 104.

Baldini, Francesco di, marries Antonia,
daughter of D. G., 95, 139.

Baldovinetti, Alesso, 3-7, 13, 15, 86 note, 115.

Baptism in Accademia (by Verrocchio), 14-15,
124 ; in Accademia (by Baldovinetti), 15
note ; in Novella frescoes, 15, 107, 124.

Bartolommeo, Fra (Baccio della Porta), 116,
134, 153.

Beldia, nurse of Sta. Fina, 29.

¢ Belle Jardiniere,” Raphael’s, worked on by
Ridolfo, 135 note.

Bellini, Jacopo, 147.

Benci, Ginevra dei, supposed portrait of, in
Novella frescoes, 64 note, 117.

Berenson, on ¢ Alunno di Domenico,’ 92.

Berlin: Judith, 93; ‘Resurrection,’ 46, 129 ;
S. Vincentius, 128 ; St. Antoninus, 128.

Bernardone, Pietro, father of St. Francis, in
Trinita frescoes, 71.

Bertoldo di Giovanni, his school in the
Medici Gardens, 2 note, 98.

Bidello, Alessandro Fiorentino, his glass in
Novella, 107, 108, 115, 127.
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riczy, C., on medals of the Tornabuoni,
117 note.
a, Porta di, Baldovinetti’s bottega near.
See Florence.-
elix, Pope, in Sistine Chapel series, 57-8.
rroni, Palace, once Spini. See Florence.
Ficino, Marsilio (humanist), 21, 62, 121.
Fiesole—
Badia (abbey). See Florence.
Fra Angelico da, 9, 50.
Mino da, 42 note, 54.
Filipepi, Alessandro (Botticelli), 2, 9, 15,
41,111, 122, 147-8, 153.
Fina, Sta., frescoes at San Gimignano (D. G.),
25-32.
Finiguerra, Maso di, 86.
Fiorentino, Alessandro. See Bidello.
——Niccolo, medalsof GiovannadegliAlbizzi,
54, 117 ; Lorenzo Tornabuoni, 54, 117;
Giovanni Tornabuoni, 53 ; Poliziano, 73.
Firenze, Piero da, 27.
See Florence.
Flemish painting : its influence in Florence,
34.
Florence :—
Accademia, Baldovinetti’s ¢ Baptism,” 15
note ; Verrocchio’s ¢ Baptism,” 14, 15,
124 ; ¢ Adoration of Shepherds,’ (D. G.)
51, 52, 66, 88.
Angeli Monastery, 95, 131, 138.
Annunziata, Sta., Baldovinetti’s fresco,
6-7.
Antinori, Palazzo, 134.
Apollonia, Sta., Castagno’s ¢Cenacolo,’
10, 35, 37.
Badia di Settimo (near Florence). See List
of Works.
Baptistry, San Giovanni, 63.
Brozzi (near Florence), 6, 18-20, 150.
Calza Church, La, 64.
Campanile, 63.
Carmine, Sta. Maria del, 10, 13 note, 45,
134.
Castello (near Florence), 135.
Corsi, Palazzo, 53.
Croce, Sta., Giotto’s frescoes in, 35, 50 ;
Benedetto da Maiano’s pulpit, 83-7.
Duomo. See Sta. Maria del Fiore, 63.
Faenza, Porta, Baldovinetti’s bottega near,
4.
Ferroni, Palazzo, once Spini, 71-5.

INDEX

Florence (continued) :—

Fiesole Badia (near Florence), 138.

Gallo, San, Ch., 134.

Giusto, San, Ch., 64.

Inno;::zti Hospital, 66, 88, 91, 92, 98, 103,

Jacopo, San, a Ripoli, Ch., 135.

Loggia dei Lanzi, 73.

Marco, San, Refectory ¢ Cenacolo,” 46,

Maria Sta. del Fiore (Duomo), 63; Porta
della Mandorla. See List of Works.

Maria Maddalena, Sta. dei Pazzi, 129.

Miniato, San, 6.

Novella, Sta. Maria, 13, 14, 15, 46, 98,
103-129 ; Domenico’s burial in, 130.

Ognissanti Church, Vespucci group in, 20-
33 “Descentfrom the Cross,’ 21 ; ¢ St.
Jerome,” 33, 38 ; ¢ St. George,” 33.

Refectory, ¢ Cenacolo,” 20 note, 46.

Palazzo Vecchio, Sala dell’Orologio, 14, 60,
61-4, 73, 149.

Pandolfini, P’alazzo, 90, 118.

Pitti, Palazzo, 90, 138-140.

Quiete, Convento della. See Castello.

Ringhiera, 73.

Salvi, S., 138.

Spini, Palazzo. See Ferroni.

Spirito, Santo, 13, 134.

Tornabuoni, Palazzo. See Corsi.

Trinita, Sta., Baldovinetti in, 4; Sassetti
Chapel frescoes (D. G.), 5, 70-82, 103,
155.

Uffizi, 5, 65-8, 136-8.

Forli, Melozzo da, in Sistine Library, 41,
47.

Francesca, Piero della (or Dei Franceschi),
15, 22, 47, 50, 62, 117, 157.

Francia, Francesco, 2.

Francis, St., frescoes of Life of, Trinita
(D. G.), 70-82 ; in Sta. Croce pulpit, by
Benedetto da Maiano, 71, 83-7.

Fresco process, as used by Ghirlandaio, 5,
102, 125-7, 143, 144.

Frescobaldi, ’alace at Florence, 76.

Garro, S., in pictures, 91.

San, Ch. See Florence.

Garlands (Ghirlande) worn by Florentine
ladies, 1.

Gatta, Bartolommeo della, 41.

Gaye, 131.
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Lucca, San Martino (Duomo), panel in
Sacristy (D. G.), 20, 67, 68.

MapoNna, in the Art of the Ghirlandai :—
Florence—Accademia, 51, 52; Inno-
centi, 66, 88, 91, 92, 103, 114, 153, 155,
156 ; Novella, 103-29; Pitti, 138-40;
Uffizi, 64, 65, 68.
~—— Lucca, 20, 67, 68.
—— Munich, 128, 129.
Narni, 46, 47.
Paris, 14, 67, 127, 129.
—— Prato, 135.
—— type, usually ideal with D. G., 51, 89.
Magi, Adoration of. See A.
Maiano, Benedetto da, at San Gimignano,
26, 27, 84; in Sala dell’ Orologio, 63;
at Santa Croce (pulpit), 71, 83-7.
Giuliano da, at S. Gimignano, 26, 84.
Mainardi, Bastiano di Bartolo, 2, 6, 28, 32,
62 note, 96,104, 112, 113, 125, 129, 130.
Mandorla, Porta della, Florence, Mosaic of
Annunciation (D. G.). See List of
Works.
Mantegna, Andrea, 62.
¢ Marriage of the Virgin,” Novella frescoes,
106, 112.
Marzocco in Domenico’s fresco in Trinita,
73.
Masaccio, 9, 12, 45, 157.
“Massacre of Innocents,” in Innocenti, 92,
114 ; in Novella, 106, 113, 114.
Medici, Family in connection with the Art
of the Ghirlandai :—
Antonio, 56.
Bianca, sister of Lorenzo il Magnifico,
123.
Cosimo, 53.
Costanza, 93, 94.
Giovanni (Leo x.), 7; in Trinita, 73; in
Novella frescoes, 122.
Giuliano, brother of Lorenzo, 122.
Giuliano, son of Lorenzo (Duke of Ne-
mours), 73.
Lorenzo il Magnifico, 53; portrait in
Trinita, 73 ; in Novella, 122.
Lorenzo di Piero (Duke of Urbino), 53.
Lucrezia Tornabuoni (wife of Piero il
Gottoso), 53.
Nannina, sister of Lorenzo il Magnifico,
123.

G.—12

Medici, Family in connection with the Art
of the Ghirlandai (continued):—

Piero il Gottoso, father of Lorenzo il
Magnifico, 53.
Piero di Lorenzo, 73.

‘Meeting of Mary and Elizabeth.” See ‘Salu-
tation.’

Melchior, 89, 91.

Mellini, Pietro, 84.

Michael, Saint, at Brozzi, 18,20 ; at Munich,
128, 129,

Michelangelo Buonarroti.

Michelozzo, 53.

Milanesi, G. (editor of Vasari’s Lives), 64, 90,
108, 132.

Minerva, Church of Sta. Maria Sopra. See
Rome.

Minijato, San. See Florence.

¢ Misericordia, Madonna della,” in Ognissanti
(D. G.), 21-23.

Monte, in competition with David, 132.

Morgan, J. Pierpont (portrait of Giovanna
degli Albizzi), 118.

Mosaics of Cluny Museum, 132; Porta
Mandorla Florence, see List of Works ;
Orbetello, see List of Works; Orvieto,
132 ; Siena, 132,

Munich, Pinakothek. Portions of Novella
Altar-piece at, 128-9.

See B.

¢ Namine or St. Joun,” Novella Fresco, 122 ;
Font at Cerreto-Guidi, 122.

Narni ¢~ ~f the Virgin’ (D. G.),
4v,

National Gallery, London, 93, 134, 140.

¢ Nativity’ of the Virgin. Novella frescoes
D. G.), 110.

¢ Nativity” of St. John. Novella frescoes,
123; in font at Cerreto-Guidi (Della
Robbia), 122.

¢ Nativity’ of Christ. Sta. Annunziata Cortile
(Baldovinetti), 6.

Nicolini, Luigi, husband of Ginevra dei Benei,
117.

Novella, Sta. Maria. See Florence.

Nucci, Costanza, second wife of Domenico.
See Ghirlandaio family.

Nude in Domenico’s painting, 82, 150, 152.

Novella fresco
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¢ OFFERING OF ZACIARI1AS.

(D. G.). See Z.
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¢ Salutation of Elizabeth’ or ¢ Visitation’ in
Louvre, 67, 127 (carried out by David
and Mainardi), 129 ; in Novella, 107, 116.

San Gemignano or Gimignano, Domenico’s
work at, 25-32, 79, 84-87.

~—— Mainardi at, 28, 112.

Sangallo, Giuliano, tombs of the Sassetti, 70.

Sarto, Andrea del, 2, 9.

Sassetti Francesco, 70, 73, 78, 82.

Chapel. See Trinita.

Savonarola, Fra Girolamo, 109, 153.

Schongauer Martin, Michelangelo’s copy
from, 99, 100.

Sebastian, Saint, in Brozzi fresco, 18-20 ; in
Lucca picture, 67, 68, 150.

Severo, San, Perugia, Raphael’s fresco in,
116.

¢ Shepherds, Adoration of,” in Accademia.
See A.

Sibylla Tiburtina, fresco in Trinita (D. G.),
82.

Sibyls in Trinita, 81, 82, 151.

Siena, David’s Mosaic at, 132.

Signoria, commission frescoes in Palazzo
Vecchio, 61.

Signorelli, Luca, 13, 14.

Simone, Francesco di. See Baldini.

Sistine Chapel, frescoes by D. G., 41, 58.

Sistine Library, frescoes by D. G. and David,
24, 25.

Sixtus 1v. (Francesco della Rovere), 24, 41-
60.

Soderini, Pietro, in Sistine fresco, 53.

Spagna, Giovanni, picture at Todi, 68.

Spini, Miracle of Spini child, Trinita fresco,
71, 75.

Spini Palace. See Florence.

Steinmann, Ernst, 25.

Stigmata, St. Francis receiving, Trinita
series, 75.

Strozzi, Filippo, in Trinita fresco, 78; tomb

of, in Novella, 78.

Palla, probable error of Vasari con-

cerning, 76-78.

Symonds, J. A., on Domenico’s alleged
Paganism, 151, 157.

Soldan, St. Francis before the, Trinita series,
74, 75.

TrpEsco, Jacoro pEL, pupil of D. G., 96, 104,
128.

Tedesco, Martin, so-called by Vasari. See

Schongauer.

Tempera preferred to oil by Domenico, 5,

34, 101, 128.

Tornabueni Family—

Francesco (Cecco) tomb in Minerva, 54,
58 ; portrait(?) in Sistine, 54, 58.

Francesca di Luca Pitti (wife of
Giovanni), tomb in Minerva, 53, 59-
60 ; portrait in Novella, 115.

Giovanna degli Albizzi (wife of Lorenzo
Tornabuoni), portrait in Novella
frescoes, 54, 109, 117, 119, 123, 126 ;
portrait in Botticelli’s Villa Lemmi
fresco, 118; J. Pierpont Morgan’s
portrait, 118 (frontispiece) ; medal by
Niccolo Fiorentino, 53.

Giovanni, in Sistine fresco, 53; Com-
missions Minerva frescoes, 59, 60, 70 ;
Commissions Novella frescoes, 70,103;
contract quoted, 103, 127, Appendix ;
portrait in Novella, 115.

Lodovica (daughter of Giovanni), 110,
126.

Lorenzo (son of Giovanni) in Sistine
fresco, 4G, 54; in Novella, 109; in
Villa Lemmi fresco, 118; in medal
by Niccolo Fiorentino, 54; ete., 129,

Lucrezia (sister of Giovanni, wife of
Piero il Gottoso dei Medici), 53.

Tornaquinei Family, in Novella frescoes,

120, 121.

Training of artists in Italy, 2, 3, 86.
*Tribute Money,” fresco by Masaccio in

Carmine, 12, 45.

Trinita, series of frescoes in Sassetti Chapel.

See Florence.

Uccerni, Paoro Doni, possible master of

Baldovinetti, 7 note, 13.

Uffizi Gallery—

Baldovinetti’s ¢ Madonna Enthroned,’ 5.

Botticelli’s ¢ Adoration of Magi,” 122
note.

Domenico’s ¢ Adoration of Magi’ (tondo),
81, 89, 103; ‘Madonna Enthroned,
65-8, 129.

Mainardi’s Saints, 62 nofe.

Ridolfo’s Miracle of San Zenobius,
136-8 ; translation of relics of San
Zenobius, 136-8 ; drawings, 90.
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