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PREFACE.

This book has another object in view than the bring-
ing together of mere information regarding Lotto. It
is an attempt to reconstruct Lotto's character, botk as
a man and as an artist. Consequently only suck data
as served this purpose have been considered. No docu-
ment that can throw lLight on the painter’s career, no
authenticated work, at all accessible, has been neglected.
Such documents, however, as would bring more in-
crease to the pages of a book than to the intimacy with
an artist have been left to the delectation of lovers of
old paper, in and for itself. As to pictures known
only by hearsay, they cannot and must not be considered
in forming an estimate or in defining the quality of
an artist, vicarious experience of the work of art be-
ing less than wuseless in criticism. Nor has it been
thought needful to encumber the following pages with
refutations of all the catalogue-makers whom it has
pleased to attack Lotto’s name to pictures. Suck refu-
tation might be made amusing, if not edifying reading,
but could not add to our knowledge of the master.

Happily criticism s so muck of one accord regarding
v



vi Preface.

the bulk of paintings attributed to Lotto, that the
study of him can afford to become something more
than “ Bilderbestimmung "—the discussion of what was
and what was not painted by a given artist. The
author s confident that the student who has devoted as
much time as himself to the study of Lotto, and has
as many of the painter's works fresk in his mind, will
agree with him in the exclusions he has made,—even
when ke has against him Messrs. Crowe and Cavalca-
selle,as when they attribute the Pitti *“ Three Ages™ *
to Lotto, or Morelli when ascribing to him ** The Con-
cert” at Hampton Court,or the “ Lot and His Daugh-
ters” of the Milanese Museo Civico.

Considering at what length Alvise and his school
have been treated in the present work, it has been a
sore templation to make the study of them more ex-
haustive, but the writer has constantly had to remind
himself that kis book deals with Lotto,and that Alvise
and hkis following may come in only when they can
throw light on the subject in hand.

The author's debts are many, and although each
particular one has been indicated in its place, more
general acknowledgments must be made here. To Dr.
Gustavo Frizzoni, and to Mrs. Mary Whital Costelloe
Jor constant aid and counsel. To Dr. F. P. Richter

* For the happy suggestion that this and the following, both ob-
viously from the same hand, are by Morto da Feltre, sece Mary Logan,
* Guide to Hampton Court,” the Kyrle Society, London.
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Jor many a hint. To Signor Pietro Gianuiszi
and to Signor Luigi Prospers for assistance at Loreto
and Recanati. To the Countess Suardi Ponti, and to
Prince Borss Galitzine for many kindnesses. To the
owners of pictures, and to Dr. Hugo von Tschudi for
photographs. To MM. Braun, Clément & Cie. of
Paris, R. Lotze of Verona, Alinari Bros. of Florence,
and D. Anderson of Rome, for permission to reproduce
their photographs. To Signor Anderson in particular
Jor taking a number of pictures more likely to profit
the student than the photographer. Finally, to Miss
Violet Paget, and to Mr. Hermann Obrist for sugges-
tions made while reading the manuscript, and to Miss
Ethel Puffer for assistance in reading the proofs.
Uniformity in the spelling of Iltalian names is un-
known in Italy, and it is hoped that the reader will be
patient with the lack of 1t in this volume.
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INTRODUCTION.

BEFORE approaching the first chapter with its dry
analysis of data, a bare word of explanation is
necessary.

Given a few documentary notices, and a number
of pictures, to reconstruct the history of an artist’s
education, and of the early years of his career—such,
at the beginning of our task, is the problem before us.
How shall we solve it? In one way only, and that is
by discovering what habits have become so rooted in
the artist as to be unconscious, and under what influ-
ences he formed them, the training of the painter
being altogether a training in habits of attention,
visualisation, and execution.

Of all perceptible phenomena the painter is taught
to observe only a few—a certain type of face, let us
say, a certain type of figure, a certain type of move-
ment are singled out for observation from among the
multiple types existing. Of all possible ways of pict-
uring this type in his memory he is taught but one
way, and of all possible ways of transferring his visual
image to wall, panel, or canvas he again is taught but
one way. He may get more ways later, and even get

P



xiv Introduction.

over his first way, but while fresh from school the
young painter’s way is sure to be his master’s way.

Conclusions, therefore, regarding a painter’s origin,
drawn from the existence of general resemblances
between his works and the works of other masters
do not surprise us. We are, however, likely to be
troubled by the constant reference to certain details
singled out from the many, details apt to be neglected
in our general impression of a picture, but pounced
upon by recent connoisseurship as likely to yield, the
best clue to a master’s antecedents.

These details are the ears, the hands, the ringlets
of hair, certain constantly recurring bits of landscape,
certain awkwardnesses of attitude, and other such
unimportant and even trivial things.

It is his most inrooted habits, we bear in mind, that
the painter acquires from his teacher. What, then, is
more likely to reveal habit, the general look of a pict-
ure depending so much as it does on the subject, or
on the sitter’'s whim, or the details just enumerated,
which the subject scarcely affects, and the sitter never
notices? Let us see in which, habits are most likely
to take root. .

Habits tend to become fixed in measure as they
meet with the least resistance. The child * is taught
mver I say here about the education and the habits of the
artist I mean to apply to the Italian artist of the fifteenth and sixteenth

centuries only. For all I know it may not be true of the artist of
to-day.
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to draw in a stereotyped way, but the habits of exe-
cution that he thus tends to form encounter the
resistance of the teaching in observation that he is
having at the same time. The resistance, however, is
not the same all along the line, because attention
itself tends to crystallize into habits of regarding cer-
tain features and details, and disregarding others.
Habits of execution will, therefore, tend to become
strongest where habits of attention are weakest.

Now, where are the habits of attention weakest ?
Surely not in that which is of greatest general human
interest, the expression of the human face. Its
pleasantness or unpleasantness makes or mars a pict-
ure. A habit of execution which resulted in eyes
invariably wild, in a mouth invariably sour, in a nose
invariably mean, would be fatal to any painter’s ca-
reer; while the artist who has the wisdom to please
in these points, may give the less expressive features
any shape, not grotesque, that he chooses. It is in
the less expressive features, then, that habits of atten-
tion are weakest, and habits of execution, conse-
quently, strongest.

It remains to be seen which features are the less
expressive, and therefore the less noticed. They
must be those which are less capable of a sudden
change of look.

Of all the exposed parts of the human figure, the
ears are least capable of sudden change of character.
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After the ears come the hands. The ears therefore
get the least attention, so little that not one person
probably in a thousand knows the shapes either of
his own, or of his dearest friend’s. Nowadays the
hands are noticed, but in the fifteenth century they
were scarcely ever observed, and it is only in the six-
teenth, that their shape began to glimmer with a
suggestion of individuality. The painter’s public
never noticing them, and consequently never criticis-
ing them, there was no reason for doing them other-
wise than in the way first learned, and consequently
the ears and the hands, more than any other exposed
parts, permitted of the formation of habits in their
execution. And all that holds true of the ears and
hands holds true of even less expressive and less no-
ticed details, as, for instance, hair and dress, regarded
not as a whole where they are entirely at the mercy
of fashion, but in such details as a particular ringlet,
or a particular fold. As long as a painter gives our
hair and clothing a certain cut, we do not demand
the exact reproduction of every hair and fold. Even
if the artist had the patience to reproduce them, we
should lack the patience to audit his account. The
hair and clothing, then, also permit of the formation
of habits in their execution. And we might thus
examine every detail of every conceivable picture
with figures, to see what chance it gave for the for-
mation of habits of execution; and at the end of our
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task we should come back to the ears, the hands, the
hair, the folds, certain idiosyncrasies of pose, and
certain settings and backgrounds, as pronest to being
executed in a stereotyped fashion.

In other words, the details just mentioned are least
liable to change from the way they were done, when
first learned. Now, as a master can not but teach his
own ways, those habits of the pupil which, once
formed, have undergone the least change can scarcely
help being, as much as the pupil’s personality wil]
permit, like the master’s habits. It follows, therefore,
that the ears, the hands, the hair, the drapery, and
whatever other details most permit of the formation
of habits of execution are the best clue to a painter’s
origin, and to the history of his novitiate.

I can not here pursue this subject further. Its full
development would take a volume.* I must add
however that, although habits of execution are the
most obvious, they are not necessarily the most tyran-
nical. Habits of attention, and of visualisation ;
habits of feeling and of thinking do, no less than
habits of execution, intervene between the artist and
the object, and all of them the spectator must be able
to deduct before he is approximately sure of having
before him the idea of the master, and not a projec-
tion of his own fancy or fantasy.

* The author is at present engaged on a work on this subject.
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With this, and with the further word of warning
that the artist is not a botanical but a psychological
problem, the reader is invited to examine the data
upon which rests my theory of Lotto’s origin and
development.*

__‘—'I_‘o—fo—l]ow me in my arguments, the reader should have before him
the photographs of the various pictures discussed. Photographs of

Lotto’s works are indicated in the text ; of others in an index following
after the last chapter.



LORENZO LOTTO.

CHAPTER 1.
LOTTO’S EARLY YEARS.
FROM 1480-1512.

LORENZO DI TOMMASO LOTTO must have been
born in 1480; for, in a will made by him on the 24th
of March, 1546, he speaks of himself as
being “ about 66 years old "’ (Gust. Bampo,
Il Testamento di Lorenso Lotto, Archivio Veneto, vol.
xxxiv.). Other documents published by Dr. Bampo
(Arckivio Veneto, vol. xxxii., p. 169) prove conclu-
sively that Lotto was born in Venice.

1480,

LONDON, COLLECTION OF PROF. CONWAY. DANAE.

Danaé, completely clothed, reclines in a wooded
landscape. To the L. a female satyr peers from be-
hind a tree, and a faun lies in the fore-
ground to R., while Cupid pours a shower
of gold from the clouds.

1498 (?).
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On wood, under a foot square.

This is clearly the least mature of Lotto’s exist-
ing works. It resembles Alvise Vivarini in type,
draperies, landscape, greyish tone, and cool effects
of light. The face of the Danaé&, with its full oval
and round chin, recalls one of Alvise’s later pictures,
the Madonna of the Redentore at Venice. Her loose
construction and awkward pose suggest Jacopo di
Barbari's engravings. The Cupid, with his turned-up
nose, fat cheeks, and chubby limbs, is identical in
general build with the puz#i in Alvise’s Redentore
picture. The hand of the female satyr, with its
long, clumsy fingers, recalls the hands in Alvise’s
Berlin altar-piece (No. 38), while the clinging drapery
of the Danaé, composed of soft stuff that tends to
arrange itself in close lineal folds converging at a
point (vividly recalling the draperies of the puz#s in
the Redentore Madonna, and of Alvise's S¢. Giustina
de’ Borromed in the Casa Bagati at Milan, and certain
details in his last picture, the altar-piece of 1503 in
the Frari at Venice), is even more strikingly like the
drapery of Jacopo di Barbari., The landscape, con-
taining full-foliaged trees of small leaves, painted
with great minuteness, recalls the landscapes of
Alvise in the Madonna of San Giovanni in Bragora
at Venice, and in the one formerly in the Manfrin
Collection, now belonging to Mr. Charles Loeser of
Florence, as well as in the Madonna from his work-
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shop, in Piove del Sacco, near Padua. The greyish
tone and cool lights recall such of Alvise’s pictures
as the Berlin altar-piece and the altar-piece of 1480
in the Venice Academy (Sala IX, No. 11). In spirit,
the picture is closely akin to the Endymion and the
Apollo and Marsyas in the Parma Gallery, which
were painted by Cima da Conegliano, and no less
akin to the mythological and allegorical engravings
of Jacopo di Barbari.

LOUVRE, NO. 1350. . ST. JEROME.

The saint crouches against a rock in the fore-
ground of a mountainous landscape, while his lion
and an old monk appear around the edge
of a boulder to the L. In the middle
distance a horseman is seen riding through a forest
clearing.

Inscribed: LoTvs. 1500. On wood, §8 cm. h,,
40 cm. w.

Photographed by Braun.

The style is much more mature than in the first
work. The trees are similar, but the tone is warmer,
coming nearer to Alvise’s Resurrection in San Gio-
vanni in Bragora at Venice. The movement of the
figure is far more articulated and expressive than
the Danaé. The drapery is not so pronouncedly
Alvisesque as before, for its large papery folds recall
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Giovanni Bellini. The rocks in the foreground
suggest the same master. But the movement of the
figure is neither Alvisesque nor Bellinesque. It
already betrays an artist who is able to use the
human form as an instrument of expression in a
way and to a degree the older Venetian masters
rarely attained.

Lotto was living at Treviso, as appears by a
document of this date, published by Dr.

S:g:.;, Bampo in the Arckivio Veneto (vol. xxxii.,
Spigolature dall’Archivio Notarile di
Treviso).

NAPLES, SCUOLA VENETA, NO. §6. MADONNA
AND SAINTS.

The Madonna, seated against a curtain to R
with St. Peter Martyr standing to L., places her
hand on the infant St. John at her knee.
Behind the saints is seen a landscape deep-
ening to a watered valley, with low hills beyond on
the sky-line. '

Signed: L. LoTvs. About 85 cm. h., I m. w.
Figures three quarters. Much repainted, the knife
in the hand of St. Peter Martyr looking like a
much later addition, and the little St. John com-
pletely painted out of shape. Indeed, Messrs.
Crowe and Cavalcaselle go so far as to say that he

1503-1505.
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was painted in much later, replacing the head of
a donor.!

Photographed by Sommer, Naples.

In this picture we again find traces of the influence
both of Bellini and of Alvise Vivarini. The Virgin
is not only draped as in Bellini’s early Madonnas in
the Contarini Collection of the Venice Academy
(Nos. 17 and 24), the one in the Lochis Collection
at Bergamo (No. 210), the one with the Greek in-
scription in the Brera (No. 261), and the one in
Turin (No. 779), but resembles the last two even
in type. Her L. hand, however, is Alvisesque, close
to such a hand as that of St. Anthony of Padua in
Alvise’s altar-piece of 1480 already mentioned. The
structure of the Child is identical with Alvise’s in
the Berlin altar-piece, although its movement has a
greater resemblance to that of the Child in a picture
belonging to Miss Hertz, of London, painted by
Bartolommeo Montagna, or to the Child by the
same master in the Vicenza Gallery, representing
the Madonna between SS. John and Onofrio. In
type the St. Peter Martyr, severe and ascetic, recalls

1 This composition occurs, with slight changes, a number of times
in the Venetian Painting of about 1500, e. g., Berlin Gallery, No.
287, attributed to Previtali; the Madonna and Saints signed
¢ Marcus Venetus,” and supposed to be by Pensabene, in the Lochis
Collection in Bergamo ; a Madonna by Basaiti in the Stuttgart Gal-
lery; and a Madonna, probably by Catena, formerly in the Pourtales
Collection (woodcut in Lafenestre, Peinture ltalkienne, p. 317).
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Cima. His ear is Alvisesque, much narrower than
in Giovanni Bellini, and having a marked indenta-
tion where it meets the cheek, a peculiarity scarcely
ever wanting in Alvise and never in Lotto, except
possibly in one or two portraits. The thumb of
St. Peter’s L. hand, with the second phalanx broader
than the first, we shall find frequently in Lotto, and
as frequently in the works of Jacopo di Barbari,
Bonsignori, and Savoldo.

LONDON, BRIDGEWATER HOUSE. MADONNA AND
SAINTS.

The Madonna is seated, with, to R., SS. Clare and
Francis, whose wound she is touching, and, to L., SS.
Jerome and Joseph, Jerome offering a scroll to
the Child who turns eagerly toward him. Two
woodmen are seen in a hilly forest in the back-
ground.

Inscribed: L. LoTvs F. On wood, about 85 cm.
h,, 1 m. w. Figures three quarters.

The Madonna and all the saints, except the
Francis, are practically the busts of the figures in
the altar-piece at Santa Cristina near Treviso, al-
though the drier and more timid treatment, and the
ash-coloured flesh-tints make it certain that this
picture was painted first. The St. Francis resem-
bles the St. Peter Martyr in the picture at Naples.
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One copy of this is exhibited in the Dresden
Gallery (No. 195). Another is said to be in the
Grosvenor Gallery in London.

Next in date comes a small allegorical picture,
which belonged to the late painter Gritti, of
Bergamo. Just before his death, he
sent it to London, and it has not been
heard of since. Several authorities quote the fol-

July, 1505.

lowing inscription on the back:

BERNARDVS. RVBEVS,!

BERCETI. COMES. PONTIF. TARVIS,
AETAT. ANN. XXXVI. MENSE. X. D. V.
LAVRENTIVS. LOTTVS. P.

CAL. JUL. MDV.

The picture represented a tree with trophies,
a shield with the arms of the Rossi di San Se-
condo, a putto playing with instruments on the
ground, a satyr among urns and vases, and a genius
making a path up a high mountain.

NEAR TREVISO, SANTA CRISTINA. HIGH ALTAR.

The Madonna is enthroned in an apse, with SS.
Liberale and Jerome standing below her to R., and
SS. Christina and Peter to L. Above, in
a lunette, the Dead Christ upheld by
Angels.

1505-1500.

! Bernardo Rubeo, Legate of Bologna, is well known to students
of Italian art through his medal struck by Francesco Francia.
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Signed: LAVRENTIVS LOoTvs. On wood, 2.46 m.
h. 1.42} m.w.

Considerably damaged by recent attempts at
restoration and by bad varnishing.

Photographed by Alinari, Florence.

The pose of the Madonna’s head, bending to the
L. with a kerchief rising in a peak over the crown,
is commonly found in Alvise’s works (e. g., the
Venice altar-piece of 1480, and Mr. Loeser's Ma-
donna), but almost never in Bellini’'s. The finger-
tips resting on an object (a book in this instance) are
also found in Alvise (e. ., the Berlin altar-piece) and
his school alone among the elder painters. The posi-
tion of the Child, standing with both his feet on
his mother’s L. knee, with her L. hand only around
his body, is never found in Bellini, but is pre-
cisely parallelled in Alvise’s altar-piece of 1480,
where, indeed, the proportions and action of the
Child closely resemble Lotto’s. The Virgin's L.
hand is almost identical with the hand of St. Anthony
of Padua in the altar-piece of 1480, and her drapery,
distinctly outlining the knees with folds in the shape
of half diamonds, resembles Alvise's draperies in
the Berlin altar-piece. The long-drawn, parallel folds
over the arm and shoulder of the angel to R. in the
Pieta recall the figure stretched out at full length in
Basaiti’s Agony in the Garden of the Venice Academy
(Sala VII., No. 24), a picture in which, as Messrs,
Crowe and Cavalcaselle have already noted, Basaiti
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is still purely Alvisesque. The hand of the St.
Jerome, with its bony fingers wide apart, and with
knotty joints, recalls the hands of Alvise, as for ex.
ample, the hand of the St. Jerome in the Frari altar-
piece. St. Peter’s hand, with its scattered fingers, is
even more Vivarinesque. The St. Christina is of the
same type as Lotto’s early Danaé. The only ear vis-
ible, that of St. Peter, much rounder than Alvise’s,
but retaining the characteristic indentation into the
cheek, remains in this form practically throughout
Lotto’s entire career. It is, by the way, strikingly
like Montagna’s ear in such a typical instance as the
St. Margaret in the Sacristy of San Nazzaro e Celso
at Verona, or like Bonsignori’s ear in the portrait in
the Sciarra-Colonna collection at Rome. St. Liber-
ale, with his feet almost parallel although not along-
side of each other, and St. Peter, with his feet at right
angles, stand in a way characteristic of Alvise, as, for
instance, the saints in the Venice Academy altar-
piece. The capitals of the architecture are close to
those in Alvise’s Berlin altar-piece. Alvise’s influ-
ence is traceable not alone in all these details, but in
the more general characteristics of an exaggerated con-
trast of light and shadow and a zinc-washed grey tone.

But there are traces of Bellini’s influence as well—
not only of his general influence (as in the composi-
tion of the Pieza, which recalls such a composition
of Bellini’s as the Pieza in the Correr Museum at
Venice (Sala IX., No. 54), but, I think, of one partic-
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ular work, his altar-piece of 1505 in San Zaccaria at
Venice. Thearrangement of Lotto’s work, although
more crowded, recalls Bellini’'s—the Jerome and
Peter closing in both compositions at the sides—
and his Jerome is distinctly like the Jerome of
Bellini. Furthermore, the decorative Mosaic pat-
tern in the apse appears to have been suggested to
Lotto by a similar feature in the San Zaccaria pic-
ture, although Lotto’s design already betrays that
marked originality in decoration which becomes
later so distinct a characteristic of his work. The
fig-tree, a feature seldom found elsewhere in Lotto’s
pictures, may be a further indication of his having
studied Bellini’s work. If this hypothesis be correct,
we can assume that the altar-piece could not have
been begun before the end of 1505, that being the
date, it will be remembered, of Bellini’s picture. The
maturity and ambitious character of the painting,
moreover, help to confirm this later date rather
than the somewhat earlier one which has sometimes
been assigned to it.

ASOLO. ALTAR-PIECE. ASSUMPTION OF THE
VIRGIN.

The Virgin rises, surrounded by a glory of cherubs,
while SS. Anthony Abbot and Basil stand below to
R. and L., looking up at her. Landscape

1506.
predella.



15061 Asolo “ Assumption.” 11

Inscribed: LAVRENT LoTvs IunNior MD. VI
According to Messrs. Crowe and Cavalcaselle, the
present inscription is not the original one, which,
they say, was LAVRENT LOTVS IUNII 1506.

On wood, 1.69 m. h,, 1.54 m. w. (Two years ago
this picture was plastered over with strips of linen, so
that for the present it is practically invisible).

The Madonna is of the same type as the Christina
of Treviso and the Catherine of Munich, but even
more Alvisesque than either. The landscape recalls
the Naples picture, but is larger in treatment and
much more elaborate, with fine effects of light on the
horizon. The flesh colour is blonder than in most of
Lotto’s early works, and is almost of the tone found in
Alvise’s latest pictures. For a Venetian work of this
date, this Assumption is singularly expressive. The
feeling is distinctly devotional, and Lotto’s power of
psychological analysis appears here for the first time
in the attitude of sentimental ecstacy he has given
the young St. Basil, as contrasted with the calm
reverie of the old St. Anthony. The predella, one of
the earliest instances of a landscape without figures,
recalls the background of Alvise’s Madonna in San
Giovanni in Bragora.

Lotto quits Treviso, leaving his furniture and
most of his clothing behind him to pay
for the rent of his house. (G. Bampo,
Spigolature, etc.). The same collection of documents

Oct., 1506.
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proves Lotto’s presence at Treviso on February 24
and November 23, 1504, and on April 7, 1505. On
the last occasion he is mentioned as “ pictor celeberre-
mus.” We can assume, therefore, that from Septem-
ber, 1503, to June, 1506, Lotto was constantly in or
near Treviso, becoming more and more well known
as an artist.

In June, 1506, Lotto was instructed by the com-
mune of Recanati to paint, for the price of six hun-
dred florins and the keep of himself and
of his assistant, an altar-piece which should
be “much better even than the works of his adoles-
cence and first manhood with which they were
already acquainted.”*® This proves that Lotto must
either have visited Recanati himself, or have sent
his pictures there years before. The altar-piece men-
tioned in the last entry is the one finished for San
Domenico in 1508. It may therefore be safely
assumed that from November, 1506, to some time in
1508 Lotto made his headquarters at Recanati, and
that he there painted the following works:

Nov., 1506.

MUNICH, NO. 1083. MARRIAGE OF ST. CATHERINE,

The Madonna, seated against a green curtain,
bends over St. Catherine, who kneels to the L.,

! Nuova Rivista Misena. March-April, 1894. P. Giannuizzi,
Lorenso Lotto nelle Marche.



18061 Munich Marriage of St. Catherine. 13

placing the tips of her fingers on her neck.
She holds on her R. knee the Child, who,
with a lively gesture leans forward to place the ring
upon the saint’s finger. These three figures form a
pyramidal group. To the R. an old saint, possibly
St. Joseph, looks over the Virgin’s shoulder, holding
a green book under his arm. To the L. is seen a
forest landscape, with a mule-train in the fore-
ground.

Signed: LAVREN. LoTvs.F. Onwood,70cm. h.,
gocm. w. Figures three quarters.

Photographed by Hanfstingl, Munich.

Again distinctly like Alvise, except the old saint,
who is a trifle Bellinesque. The hair of the Child
and of the old saint is painted with great minute-

1507 (?)

ness, as in Jacopo di Barbari. The treatment of
light and shadow is subtler and more harmonised
than in the Santa Cristina altar-piece. The land-
scape resembles that of the Louvre Sz. Ferome.
Over the Madonna's knee is a very Alvisesque
fold, two long, almost straight and almost paral-
lel lines (¢f. fold on Madonna’s knee, over her
arm, or on curtain, in Alvise’s Redentore picture).
The hand of the kneeling saint is very close to the
L. hand of Jacopo di Barbari’s Galatea at Dresden.
Lotto’s fondness for the decorative use of bows of
ribbon appears here for the first time, in the shoulder
knot of the St. Catherine.
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ROME, VILLA BORGHESE. MADONNA AND SAINTS.

The Madonna is seated, turning toward St.
Onofrio (R.) while the Child in her arms tries to
grasp the Sacred Heart held out to him
by a Bishop (L.).

Inscribed: LAVRENT. LoTvs. M.D. VIII. On
wood, 53 cm. h,, 67 cm. w. Figures three quarters.

Photographed by Anderson, Rome, and Alinari,
Florence.

The composition as a whole, with the Child turn-
ing toward the figures on one side and the Madonna
toward those on the other, is, to my knowledge,
never found in the Bellini, but occurs in such cases
as Cima’s altar-pieces in Munich (No. 1033), in
Vienna (No. 156), and in Parma (No. 360), and in
Jacopo di Barbari's engraving of a Santa Conver-
sastone (Bartsch, vol. vii., p. 5§18, No. 5). In pose of
head, type, and expression, the Madonna stands
close to Jacopo di Barbari’s Sz. Catkerine of Dresden
(No. 58). Her hood has the Alvisesque peak, and
the sealing-wax red of her dress recalls Mr. Loeser’s
Madonna by Alvise. The damask of the Bishop’s
mitre resembles the curtain in Barbari’s Portrast of
a Youtk at Vienna (No. 203). The almost parallel,
close fold on his R. arm, and on his skirt recall Bar-

_bari again, as well as Basaiti and Alvise. The accent-
uated and mobile nostrils, which are peculiarly

1508,
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noticeable in the Bishop, are more or less character-
istic of Alvise and his whole school, appearing most
pronouncedly in Jacopo di Barbari and Lotto.
The heavy projecting eyelids of the Madonna are
also characteristic of Alvise and his following.
A likeness between the St. Onofrio and the old
man on the R. in Direr’'s Christ Among the Doc-
tors, in the Barberini Gallery, has been noted
by Thausing (Direr, p. 265), but instead of the
Onofrio being, as he says, an ‘“out and out tran-
script from Diirer,” the resemblance is scarcely
more than the likeness between any two white-
haired old men. If anything, the St. Onofrio
is of the type of such of Cima's old men as
the one in the Vienna altar-piece. The sweep-
ing tufts of his hair recall the treatment of hair
in Alvise and, more particularly, in Jacopo di
Barbari.

RECANATI, MUNICIPIO.

ALTAR-PIECE in six parts from San Domenico.

Central Panel : Madonna enthroned between SS.
Urban and Gregory who stand on the pedestal to R.
and L., giving a robe to an angel who
presents it to the kneeling St. Dominic.
On the steps of the throne, two pu#ti, one playing a
mandolin, the other tapping him on the shoulder

508,
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with the bow of hislute, to call his attention to what
is going on.

Inscribed: LAVRENT. Lotvs. MDV IIJ. The
entire work is on wood. Central Panel, 2.25 m. h,,
1.04 m. w.

Side Wings: R., St. Vito and St. Peter Martyr;
L., St. Flavian and St. Thomas Aquinas. Each
1.68 m. h., 69 cm. w.

Above these, smaller square panels : R., SS. Cather-
ine of Siena and Sigismund ; L., St. Vincent and the
Magdalen. Each 65 cm. square, half length figures.

Top Panel: The Dead Christ, with Joseph of
Arimathea, the Magdalen, and an angel. 76 cm. h,,
1.09 m. w.

Mentioned by Vasari, but carelessly described.
He speaks of three predelle, “una cosa rara” *“ con
_le piic grasiose figurine del mondo,” which have dis-
appeared.

The composition of the central panel, with the
saints on different levels and the architectural setting
—a coffered vaulting—is on Alvise’s scheme (¢f. the
Berlin and Frari altar-pieces), but is knit together
more closely than any of Alvise’s altar-pieces or
Lotto’s” own earlier ones. It is as yet, however,
entirely free from exaggeration of movement. The
Madonna, of the same type as in the Santa Cristina
and Borghese Madonnas, but with less expression
than either, is draped in the Alvisesque hood, in this
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point, and in bend of head, recalling Mr. Loeser’s
Madonna; but her mantle falls down over the steps
of the throne in ample folds, as in Bellini. A fold
on her R. arm is as nearly as may be like a fold on
the R. arm of Alvise’s Santa Giustina in the Bagati
collection at Milan. The Child, in structure and
movement, comes close to the Child in the Naples
picture. The smaller of the two puz¢z bears a strik-
ing resemblance in type, build, and movement to the
puttoon the R.in Alvise’s Redentore Madonna, while
the long oval of the angel’s face recalls Alvise’s Santa
Giustina. The hand of the Madonna around the Child
is almost identical with the R. hand of the Madonna
in Montagna’s Nativity in the Vicenza Gallery (Sala
V., No. 3); the R. hand of the angel, with its enor-
mously thick fingers, is distinctively Alvisesque (¢f.
Berlin and Frari altar-pieces.)

Dramatically, this is perhaps better rendered than
any previous Venetian altar-piece. The interest is
concentrated upon the relation between the Child
and the kneeling St. Dominic, the other figures look-
ing on reverently and attentively. It marksa happy
moment in the artist’s career; he was sufficiently mas-
ter of his craft to construct and interpret as he wished,
but his hand was not as yet so obedient as to tempt
him to push movement to an extreme, or to sacrifice
the figures to the mere interpretation of feeling.

The St. Vito in the R. panel has not only Alvise’s

2 :
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characteristic heavy chin, but a mouth cut nearly as
in Alvise’s signed Portrait in the Bonomi-Cereda
collection in- Milan, and in the Louvre Portrait as-
cribed to Savoldo (No. 1519), but also by Alvise,—
a mouth, by the way, almost always found in Alvise,
particularly in his later works, and frequently
in Lotto's earlier works. But close as this figure
stands to Alvise, it stands even closer to Jacopo di
Barbari. There is scarcely a characteristic of that
master which is not to be found in the St. Vito. In
mere general resemblance the head recalls that of
the warrior on the L. in Barbari’s frescoes around
the tomb of Onigo in S. Niccold at Treviso, and the
fullface bust of a youth in the Lochis Gallery at
Bergamo (No. 147), having with the latter even
stronger affinities in such characteristics as the toss
of the head, the proportions of the features, the
long nose with accentuated nostrils, and the curly
hair in close corkscrew ringlets, with high lights on
separate hairs. The awkward position of the legsis
Alvisesque, and particularly close to the figure of St.
Liberale in the Berlin altar-piece. Vito is clad in
the romantic costume of the time, with long, rich
sleeves, ribbons, and jewels over his armour.

The thick fingers in some of the figures have a
tendency to spread, as in Alvise and his followers.
The R. hand of St. Thomas, with two fingers drawn
in and two stretched out on the edge of a book, is
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identical with the hand of St. Nicholas of Bari in
Bartolommeo Vivarini's altar-piece of 1465 at Naples,
and with the hand of St. Augustine in the ancona at
Bologna dating from 1450, and painted by Antonio
and Bartolommeo Vivarini, the masters and prede-
cessors of Alvise. The capitals and mosaic decora-
tion are almost identical with those in the Santa
Cristina altar-piece. The Magdalen in the L. upper
panel closely resembles the St. Catherine in the
Munich picture, and the St. Catherine in the R.
upper panel comes very near to the early Madonnas
of Basaiti. The composition of the Pieza is almost
the same as in the polyptych in San Giovanni e
Paolo at Venice, attributed to Alvise and Barto-
lommeo Vivarini, but really by Francesco Buon.
signori, their follower.

The whole altar-piece has something of that dry-
ness of expression and sobriety of colouring which is
characteristic of Alvise, and also the low tones
and the tendency toward bituminous flesh-tints which
is found in Alvise and his school.

HaMPTON COURT. NoO. 114. BUST OF A YOUNG
MAN.

Full-face, with head tossed back somewhat as in
the Recanati St. Vito, but more energetically ; hair
parted in the middle, flowing down to

shoulders, and beard carefully combed 1508-2509.
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out to the sides. Black silk doublet over white
shirt ; grey background.

On canvas, §3 cm. h., 39 cm. w.

Engraved by Van Dalen for the series made from
the Van Reynst pictures before they were sent by
the Dutch States to Charles II.

In all morphological characteristics and technical
qualities, this picture agrees with Lotto’s works of
1508 already discussed, but, being a portrait, and
not a sacred picture, it is a trifle freer in pose and
more personal in interpretation.



CHAPTER 1II.

LOTTO’S ANTECEDENTS : THE SCHOOL OF ALVISE
VIVARINI.

I.—LOTTO, GIOVANNI BELLINI, AND GIORGIONE.

WITH the Recanati altar-piece and the Hampton
Court portrait, closes the first part of Lotto’s career,
there being a sharper division between the works
considered so far and those next in date, than exists
between any two consecutive works by Giorgione,
Titian, or Palma, Lotto’s contemporaries. We can
thus speak with a literalness rarely possible in such
cases, of all of Lotto’s paintings up to 1509 as works
of his first manner.

If we could see arranged in a row all these early
pictures, and in rows above them the pictures
Giorgione, Titian, and Palma painted at the same
time, the first glance would reveal a striking
likeness in general tone, types, and artistic aspira-
tion between the three artists last mentioned (none
of them younger than Lotto, it will be remembered),

and a striking difference between them and Lotto.
21
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Beside them, Lotto is timid in colouring and anti-
quated in types, and, while it would seem that to
them the Quattrocento had become a mere remi-
niscence, he appears to be still almost completely
embogged in it. Their colouring is rich, deep, and
mellow, while his swings from dark bituminous to
highly transparent, cool, but hard tints. Their
medium has a more even flow than his; their
lights and shadows are so well distributed that our
attention is scarcely drawn to them, while his are
still as sharply contrasted as in the Quattrocentists,
who first systematically devoted themselves to the
study of ckiaroscuro. Giorgione, Titian, and Palma
either glaze thickly or else paint entirely in oils,
while Lotto’s glazes are so thin that his pictureslook
more like tempera than oil paintings. The people
in their pictures are well formed, comfortable, happy
as mere animals, while his are ascetic, severe, even
melancholy, as if still overburdened with the ennus
of the cloister, or the acidia Petrarch complained of.
In the building up of his compositions, Lotto is even
more of a Quattrocentist than in other features.
The Virgin is still enshrined like an idol in the apse
of a sanctuary, flanked to right and left by brooding
saints, in the altar-pieces that he painted at a time
when Giorgione was already enthroning her over a
radiant landscape as queen of the earth and of the
dazzling sky, with saints standing below her as a guard
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of honour. We have no such thing as an ancona—the
old form of altar-piece in many parts, with the
Virgin or chief saint in the principal panel—by
Giorgione, Titian, or Palma,’ but Lotto has left
us one (at Recanati) as elaborate as any of the
fifteenth century; and it is an interesting fact, in
this connection, that we have no indication that
Giorgione, Titian, or Palma ever painted a predella
—the last remnant of the ancona to disappear—while
we know of a number painted by Lotto. In short,
Lotto, as he reveals himself to the cursory spectator
of his early works, seems not so much the con-
temporary of Giorgione, Titian, and Palma, as of an
artistically older generation, of Bissolo, Basaiti, and
Catena. As he is, however, somewhat younger than
Giorgione and Titian, and no older than Palma, we
might infer that Lotto was either one of those un-
happy painters destined never to outstep the circle
of their first master’s influence, or that he was an
artist of exceedingly slow development.

But we shall see before long that, whatever Lotto’s
limitations may have been, his capacity for growth
was not limited, for in certain points, as will appear,
he actually went beyond any of his closer contem-
poraries ; and we have already seen that in certain
features indicative of early maturity, such as giving

! Palma’s Sta, Maria Formosa S¢. Baréara is not quite an excep-
tion.
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the figures expressive movement, analysing situa-
tions and characters, Lotto was for his age rather
advanced than backward. Incapacity for growth
and sluggishness of temperament can consequently
have no place in explaining the belated character of
his first manner. We are therefore obliged to seek
for another explanation, and we shall be the better
prepared to find it when we have noted and dis-
cussed another consideration peculiarly interesting
in this connection. It is this: As we examined
Lotto’s early works, we observed his affinities with
other painters, but among these artists the name of
Giorgione does not once occur. Asan artist Lotto,
as we shall see later, was very susceptible, and indeed
Messrs. Crowe and Cavalcaselle find in him little
more than “a mush of concession ” to outside influ-
ences. How then shall we explain the fact that this
easily swayed, easily influenced young painter gives
in his early works no indication of having known the
fascinating, irresistible Giorgione? The explanation
is all the more difficult because we must bear in
mind that there is no such thing as a pre-Giorgio-
nesque Titian, and scarcely such a thing as a pre-
Giorgionesque Palma. If Lotto, as is generally
supposed, had been the fellow-pupil of these three
artists, working in the same studio with them,
how did he contrive to escape the spell of Giorgione,
when the sturdy Titian, destined to outmatch them
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all, was for the time absorbed by him, and when
even the slow-trotting Palma followed after as best
he could? So great confessedly was the charm of
this boy-magician, Giorgione, that even his own
master, the more than seventy-year-old Giovanni
Bellini, is said to have fallen under his influence to
the extent of trying to remodel his own style on that
of his pupil. It need scarcely be added that the in-
fluence which the master presumably could not resist,
the influence which such pupils as Titian and Palma
fell under almost to the extinction for a time of their
own personalities, could not have been resisted by so
sensitive a person as Lotto, if he had been constantly
at work with them. We are driven, therefore, to the
inference that Lotto could not have been in the
same studio with Giorgione, Titian, and Palma, that
he could not have been their fellow-pupil under
Giovanni Bellini.

Now, if we could clear our minds of the old tra-
dition that Lotto was Bellini’s pupil, we should at
once be put on the track of an explanation of the
archaic character of his early works. But Vasari
and Ridolfi state that Lotto’s master was Giovanni
Bellini ; Messrs. Crowe and Cavalcaselle repeat the
statement, and Morelli accepts it as a matter of
course. When we look into it, however, we find
that we have here nothing but a case of successive
copying. Vasari's personal acquaintance with the
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Venetian school was exceedingly small, as becomes
evident when it is noted, for instance, that he divides
Lazzaro Sebastiani into two persons, sees Basaiti
double, and names a host of tenth-rate artists in one
paragraph pell-mell, dashing an epithet of apprecia-
tion at one or the other for purposes of mere rhetoric.
The truth is that Vasari’s contemporaries were living
fast, felt as if they were already ages away from
the fifteenth century, and consequently took little
pleasure in artists of two or three generations ago,
scarcely caring to burden memory with their names.
Hence the habit, so easily explained psychologically,
but so fatal to criticism of making one great name
stand for a whole art-epoch or style. When Vasari
was preparing the second edition of his Lzves (pub-
lished in 1565), Giovanni Bellini had already become
ageneric term for * superior fifteenth century Vene-
tian Master,” and what could be more natural
than to speak of Lotto as his pupil? It must also
be remembered that Vasari and his contemporaries
felt none of that keen interest, which we, inspired
by our general evolutionary philosophy, take in
artistic genealogies. The question was not of such
absorbing interest to Vasari that he would have
taken trouble to ascertain the precise facts, and even
if he had wished to do so, it would not have been so
easy as might be thought. Lotto was dead. He
had lived a wandering life, and Vasari might have
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had the greatest difficulty in finding a single person
who had known him intimately. Titian himself
might have forgotten whether Lotto had been or
had not been his fellow-pupil. Even in our own day
it is by no means easy to ascertain who were the
masters of still living painters. In fine, we need
give no weight to Vasari’s statement, except in so
far as it is borne out by facts.

Ridolfi, who after Vasari is considered the best
source of information on Venetian painting, is not
worth refuting. He merely repeats Vasari in Marin-
istic Italian, adding at times to Vasari’s lists but
scarcely ever to Vasari’s statements. Coming down
to modern critics we know that Messrs. Crowe and
Cavalcaselle are noted for their skill in reconciling
the observation of their own eyes with an almost
blind acceptance of the printed word, by means of a
theory of influence which wholly ignores psycholo-
gical probability, and scarcely takes cognizance of
time and space. They observed, for instance, an affin-
ity between Lotto and Cima da Conegliano, and
between Lotto and Basaiti, but it did not occur to
them to inquire into its cause, the vague word “in-
fluence ” seeming to them a sufficient explanation.
Morelli, in this particular instance, saw even less
clearly than his rivals. He never speaks of Lotto
without calling him the pupil of Giovanni Bellini.

I am aware, however, that certain facts had not
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escaped the notice of this acutest of all critics of
Italian art. He had an hypothesis, in his own mind
probably too vague to permit his venturing to print it,
that both Cima and Alvise Vivarini were foremen of
Giovanni Bellini’s atelier. Such a theory would ex-
plain why so many of the supposed pupils of Bellini
seem to have been far more under the influence of
Cima or of Alvise than of their nominal master him-
self. But on looking into it closely, we find that this
hypothesis is unfounded. Alvise could not possibly
have been the foreman of Bellini’s workshop. The
struggle between the Muranese and the Bellineschi,
of which we have a plain statement in Alvise’s letter
of 1488 to the Signoria of Venice, must have been
far keener than has yet been supposed, although the
mere traces of it still remaining should lead us
to suspect one of those rivalries which it would
be poor psychology to think of as continuing on a
high level of generous emulation and not sinking to
bitter hatred. Alvise, moreover, was at work in the
Doge’s palace on his own account from 1489 on, and
seems to have had so much other work on hand that
at the end of fourteen years he had not quite fin-
ished the second of the subjects entrusted to him.
We can, therefore, dismiss the idea that Bellini had
for foreman of his shop a rival who was absorbingly
busy on his own account, and probably an enemy to
boot. Cima’s foremanship in Bellini's studio has
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more mere probability in its favour, Cima being at
least thirty years younger than Giovanni Bellini and
presumably a stranger without a footing in Venice.
A curious fact seems to confirm this hypothesis. It
is this. Sebastiano del Piombo’s earliest known
work, a Pyeta, belonging to Lady Layard in Ven-
ice, is so distinctly Cimaesque in drawing, types, and
composition, as to leave no doubt that the painter
was a close imitator of Cima; yet, odd as it sounds,
Sebastiano on this particular work proudly inscribes
himself the pupil of Giovanni Bellini. Messrs.
Crowe and Cavalcaselle, staggered by this flagrant
contradiction, deny the genuineness of the inscrip-
tion, but without the least reason. The fact remains.
To Morelli it seems to have proved that Cima was
the foreman of Bellini's workshop, Sebastiano natu-
rally preferring to be known as the pupil of the
already famous master rather than of the assistant to
whom he actually owed his training. But if this were
the case, why is it so solitary? Why do we not find
traces of it in other painters, in Previtali, for in-
stance, who in 1502, in his first known work, also
recommends himself to future patronage by declar-
ing himself the pupil of Giovanni Bellini. In his
Madonna and Donor, now in the gallery at Padua,
Previtali shows no trace of Cima’s influence, al-
though he probably painted it in the very year
in which Sebastiano, born scarcely earlier than
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1485, painted his Piera. An even greater objection
to Cima’s having held such a position in Bellini’s
shop arises from our personal knowledge of Cima’s
career. Don Vicenzo Botteon’s monograph on
that artist (to which I must refer my readers) en-
ables us to trace his career with much greater pre-
cision than was possible in Morelli’s lifetime. Cima
like Alvise, seems to have been a busy artist on his
own account, as the mere number of his remaining
works, and the comparative brevity of his life in-
dicate. That he had an atelter of his own can be
assumed from the distinctness and unswerving ten-
sion of his own style, and from the way he and /4is
assistants are spoken of in the documents concern-
ing his own pictures in S. Giovanni in Bragora at
Venice. Morelli’s hypothesis concerning Cima'’s
foremanship is therefore as untenable as the one
about Alvise. As to Sebastiano’s Preta, the ex-
planation is probably this. Sebastiano must have
begun his studies under Cima, in Cima’s atelzer, and
then, for a reason we are not deeply concerned with,
changed over to Bellini. Just about 1500 the tri-
umph of the Bellini over all rivals was so definite,
their fame had got so noised abroad, that the
younger pupils, as we have seen in the case of
Previtali (and other instances are not rare), found it
expedient to let their pictures declare not merely
their own names but their artistic origin. Sebastiano
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followed the fashion and adopted it the more gladly,
perhaps, as he may have had some personal reason
for letting his picture announce his break with Cima
and adherence to Giovanni Bellini.

Morelli’s hypothesis concerning the relation of
Alvise and Cima to Bellini being thus proved unten-
able, no explanation remains of the archaic style of
Lotto’s early works, if their author were actually
the pupil of Giovanni Bellini. We are therefore
obliged to seek elsewhere his artistic origin, and, as
we have seen, the weight of extraneous evidence
concerning Lotto’s connection with Bellini is not
great enough to make us hesitate in declaring the
tradition unfounded.

We have already observed that in the sixteenth
century, from which time we still draw most of our
information about the century preceding, * Giovanni
Bellini ” had become a generic name for superior
Venetian Quattrocentist, and it followed as a matter
of course that all superior painters a generation or
two younger were his pupils. But we have just had
occasion to note that Alvise Vivarini and Cima da
Conegliano had each his own atelier, and nobody
disputes the fact that Gentile had also his own dotzega,
and Carpaccio as well. All these artists must have
had their own assistants, their own apprentices, and
their own pupils, and before we can have a clear idea
of the Venetian school as a whole we must divide it
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up into its various branches during the fifteenth cen-
tury, and see what each contributed toward the art
of the Cinquecento. Only by this kind of articula-
tion can the term “ School ” get more than a mysti-
cal meaning, and art-history become a proper sub-
ject for the student of humanity’s autobiography.
But such is not our task. We are concerned with
Lorenzo Lotto, and with the fifteenth century Vene-
tians only in so far as they help us to understand
him. We have seen that Giovanni Bellini could not
have been his master. We are now ready to dis-
card all tradition, and, benefitting by the analysis we
have made of Lotto’s first pictures, we are free to de-
cide that the artist with whom the young Lotto had
the closest affinities must have been his first teacher.
Alvise Vivarini, Jacopo di Barbari, Cima, Mon.
tagna, Giovanni Bellini, Basaiti, Bonsignori, Bar-
tolommeo, and even Antonio Vivarini are, in order
of frequency, the painters we have been reminded
of in those of Lotto’s pictures that we have thus far
examined. Giovanni Bellini we have already ex-
cluded, so that we can leave him out of considera-
tion. Alvise’s influence we have found always
predominant not only in Lotto’s types, forms,
draperies, setting, and grouping, but also in his colour,
tone, and technique. It is with the few works by
Alvise still remaining that Lotto’s early pictures have
in common by far the greatest number of character-
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istics, and we are therefore strongly inclined to
assume that Alvise and no other was Lotto’s master;
but before yielding to this inclination, we must ac-
count for the apparent jumble of other painters with
whom Lotto has affinities. I say “apparent jumble ”
because the name we encounter with greatest fre-
quency after Alvise’s is that of Jacopo di Barbari, a
painter supposed to have been a pupil of Giovanni
Bellini, and rarely in Venice; because Montagna,
inhabiting Vicenza, with slight interruptions, from
1480 onwards, has thus far scarcely been connected
at all with the Venetian school, except by Morelli,
who makes him the follower of Carpaccio; because
Bonsignori also has never, except in a cursory note
by Morelli, been connected with Venice, having
been, according to Messrs. Crowe and Cavalcaselle,
the pure product of the Veronese school, before he
fell under the influence of Mantegna; because,
finally, Antonio Vivarini died some time before
Lotto was born, and if Bartolommeo Vivarini lived
on till Lotto’s adolescence, the point of striking like-
ness we found between them (the hand of St.
Thomas in the Recanati picture of 1508) is not in
the works of the old Bartolommeo, which Lotto
might well have known, but in a picture now at
Naples, painted for Bari in 1465, which it may safely
be assumed Lotto had not seen up to this point of

his career.
3
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II.—JACOPO DI BARBARI.

In the first place, let us try to account for the
affinities between Lotto and Jacopo di Barbari.
Fortunately, Morelli has reconstructed this master
so admirably (Die Galerien su Miinchen und Dresden,
PP. 255-266) that comparatively little remains to be
done to perfect our idea of his artistic personality.
Morelli was, however, not so happy in reconstruct-
ing Barbari's artistic genealogy, which he traces back
to Giovanni Bellini. For this I see no grounds
whatever. Although born between 1440 and 1450,
the earliest works of Barbari of ascertainable date
that have come down to us are the decorative fres-
coes around the Onigo monument in San Niccold
at Treviso, executed in the last five years of the
fifteenth century. Barbari was more than forty at
this time, and had, as Morelli has observed, already
passed under the influence of Antonello da Messina
and the Lombardi. We should therefore expect to
find but faint traces of his first schooling, yet we
find them in fact strong enough to clearly betray his
origin. The face of the herald on the R. is too far
gone to repay examination, but the one on the L.,
better preserved, has the projecting eyelids, the
prominent nostrils, the full-flexed lips, the oval of
face, and the heavy, almost double chin of Alvise.
The emphatic, even vehement, pose of the two fig-
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ures is a characteristic never found in Giovanni Bel-
lini, but is not rare in Alvise,’ and is even less rare
in Bartolommeo Vivarini. Each of the heralds has
an arm akimbo with the back of the hand against
the hip,—a peculiarity never found in Bellini, but in
Alvise (in his Frari altar-piece), in Bonsignori (whom
we shall presently discover to have been a pupil of
Alvise), and in an altar-piece in Vienna (No. 150)
ascribed to Catena, but obviously by Lazzaro Sebas-
tiani, a painter who was in his earlier years an indis-
putable follower of the Vivarini. Finally, the
unbalanced position of the herald on the R. with
his legs almost parallel and slanting from R. to L.,
is one of those gross awkwardnesses frequently found
in the Vivarini, and perfectly matched by the St,
Sebastian in Bartolommeo’s polyptych at Vienna
(No. 594).

The two portraits in the Bergamo Gallery (Lochis,
Nos. 147, 148), earlier probably than the foregoing,
share the same character. The oval of the full face,
the heavy chin, the long nose with inflated nostrils,
the hair almost silken and in ringlets® in the one,
betray its many affinities with Alvise; while the
marked indentation in the upper lip of the other,
with the black shadows outlining the inflation of the

1 Cf. St. Anthony Abbot, St. Matthew, and similar figures in the
Venice Academy, and the St. Liberale in the Berlin altar-piece.
3 Cf. Alvise’s St. John in the Venice Academy (Sala I, No, 25).
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nostril, again bear witness to the painter’s connection
with Alvise, although here the wide-open eyes, with
the pupil perfectly distinct from the iris, as well as
something in the whole conception betray Anto-
nello’s influence also.

At this point I must allow myself a parenthesis to
meet an objection likely to arise in the minds of my
readers. They may say that certain points I have
noted as distinctly Vivarinesque are found in Anto-
nello also, and that Antonello might therefore ac-
count for all that I have explained by the Vivarini
in the case of Barbari, as well as in the cases of
Bansignori and Montagna which I am going to take
up in due course. I take this first opportunity,
therefore, of declaring my adherence to Morelli’s
apinion regarding Antonello, to wit, that as an artist
he owes nearly everything to the Venetians, al-
though in the mere technique of oil-painting he, in
turn, exerted upon them an overwhelming influence.
I venture to disagree with Morelli, however, in so far
as he sees in Antonello’s Antwerp Crucifizion of
1475 the influence of Carpaccio, and in other pic-
tures, as, for instance, the Portrait of a Youtk, at
Berlin (No. 18), and the St. Sebdastian, at Dresden,
the strong influence of Giovanni Bellini. In the
Antwerp picture I can find no trace of Carpaccio.
(What, by the way, do we know of Carpaccio’s
activity as early as 1475, his earliest known work,
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the Madonna with the Kneeling Doge, in the National
Gallery, being at least as late as 14797) The influ-
ence of Bartolommeo Vivarini, on the contrary, is
faintly discernable in the Madonna’s oval, and more
clearly in the small angular folds of her mantle
spreading on the ground. In the Yout% at Berlin
it is the general Venetian character that strikes me,
rather than distinct signs of Giovanni Bellini’s influ-
ence. Asto the St. Sebastian of Dresden, his oval is
Alvisesque, the close parellel folds of his loin-cloth
are characteristic of the Vivarini, and even the pose,
with the legs slanting and almost parellel, comes
close to Alvise. That Antonello came under the
influence of the Bellini I would not deny; my point
is that their influence, far from being the only, does
not seem to have been even the dominant one, that
having been exerted upon him by the Vivarini.
Nor would I deny the possibility that Antonello
himself had an influence upon the youngest of the
Vivarini, on Alvise; but so far as my observation
goes, it is very hard to ascertaip, all the peculiarities
that Alvise has in common with Antonello, the ex-
aggerated perspective of the eye,' the prominent
nostrils, the full-flexed lips, all being characteristic
TI‘;s-—peculiarity is found already in the St. Peter in Alvise’s
earliest remaining work, the polyptych at Montefiorentino, dated
1475,—that is to say, possibly only one year after Antonello’s arrival

at Venice. In Antonello himself it occurs for the first time in the
Condottiere of the Louvre, also dated 1475.
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of the Vivarini before Antonello came to Venice at
all, so that he must have taken it from them, and not
they, Alvise in particular, from him. Moreover, ex-
cepting possibly the exaggerated perspective of the
eye, the above-mentioned peculiarities are not at all
so marked in Antonello as in Alvise.

Returning now to Barbari,—we have already
noted that besides sharing with the Vivarini charac-
teristics which they, in turn, share with Antonello,
he has others which are not found in Antonello at
all, but in the Vivarini frequently, so that, in any case,
he owes very much more to them than to Antonello.
Let us now continue the examination of Barbari's
works. Turning next to the Berlin Madonna witk
SS. Barbara, Fohn, and a Female Donor, which dates
from the earliest years of the sixteenth century, we
are struck by the roundness of the Child’s head, by
the Madonna’s R. hand with its longish palm nar-
rowing down to fingers pressed close together, both
features characteristic of Alvise, by the close parallel
folds on the Virgin's waist, and the close crumpled
folds on her sleeve, and the large angular folds of
her skirt spread out on the ground, drapery found fre-
quently in Bartolommeo or Alvise Vivarini, less
frequently (with these precise characteristics) in
Gentile Bellini, and never in Giovanni. In the land-
scape, in the middle distance to L., and in the knoll
to R., we have striking reminders not of Giovanni Bel-
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lini, but of Cima da Conegliano,’ whom we shall also
find to have been a pupil of Alvise. In the Dresden
triptych, the Saviour in type and movement is but
a variation on Alvise’s of 1493 in San Giovanni in
Bragora at Venice, The slightly open mouths inall
these figures, and elsewhere in Barbari, are prob-
ably a mannerism derived by exaggeration from the
Vivarini, although in them, frequently as the open
mouth occurs, it is always to be accounted for.'
Morelli would derive this mannerism, and the close
parallel folds as well, from the Lombardi with whom
Barbari doubtless had business connections. But
Barbari was forty years old at least when—so far as
we know—he first worked in company with Lombardi,
and at that age a man’s mannerisms change only
through their own momentum, not through com-
municated impulse. It seems patent moreover that
the Lombardi were themselves very much influenced
by the Venetian painters. Surely their works, par-
ticularly such as the Giustiniani chapel at San
Francesco della Vigna, and the Coronation at San
Giovanni Crisostomo at Venice, would not have
borne such striking resemblance to the paintings of

1 Cf. Berlin, No, 7, Madonna and Donor, and Venice Academy
Madonna with Six Saints (Sala IX, No, 21). For reproductions of
Alvise’s principal works, see section VII., of this chapter.

* Antonello, however, gives his Dresden St. Sebastian an open
mouth without making him look as if he were crying out or speaking ;
80 does Cima in the head of the Female Saint in the Museo Poldi at
Milan,
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Bissolo, Girolamo Santa Croce, and other minor Ve-
netian painters if Tullio and Antonio Lombardi had
been as uninfluenced by Venetian masters as their
father Pietro on his arrival at Venice. Most inter-
esting in this connection is the sculptured altar,
probably an early work by Tullio, in the Duomo of
Cesena. Here the Resurrected Christ is so Vivarin-
esque that he reminds us at once of the Christ in the
Resurrection in the Verona Gallery by Jacopo da
Valenza, Alvise’s slavish imitator. The St. John
and St. Catherine are equally Vivarinesque. The
mannerisms which Barbari and the Lombardi have
in common are thus probably due to a common
source, the Vivarini.

Returning to the Dresden triptych, we note that
the silken ringlets and twisted locks, here and else-
where so characteristic of Barbari's work, are also to
be found in Alvise, and with comparative frequency
in his pupil Cima. As to the top of the thumb in
these figures, particularly that of the Saviour, which
Morelli notes as being one of the most peculiar of
Barbari's mannerisms, that also is derived from
Alvise,' in whom (and in whose school as well) the
second phalanx of the thumb is, as a rule, much
larger than the first.

1 For a striking likeness between Barbari’s thumb, as in this
Saviour, and Alvise’s, ¢/. the R. hand of St. Lawrence, in the
Venice Academy (Sala I, No. 26).
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In the Dresden Galatea (No. 59A), we have still
further indications of Barbari’s connection with Al.
vise. The feet are at right angles to each other, as
we find them frequently in Alvise. The big toe is
shorter than the others, a peculiarity not uncommon
in Alvise, very frequent in Bartolommeo, and uni.
versal in the latter’s probable fellow-pupil, Carlo
Crivelli. That thisis no mere accident in Barbari
will be seen in his engravings and in another picture,
hitherto unnoticed, which I venture to ascribe to
Barbari, the Sz, Sebastian in the Pitti (No. 384), at-
tributed to Pollajuolo.’

We have finally to consider the two splendid
heads in the Habich collection at Cassel, both of
them drawings, the one in charcoal, representing a
youth who wears a small cap over his bushy saszara,
and the other in red crayon, also representing a
youth. Not only do these drawings proclaim even
more loudly than the paintings their affinity in
morphological details with Alvise, but the mere
technique tells its own story. Unfortunately, draw-
ings by Alvise are so very rare that the terms of
comparison between his and Barbari’s are almost

1 Cf. ear in this with ear of Female Donor in Barbari’s Berlin pic.
ture ; hair and eyes with Bergamo portraits, and drawings in the
Habich collection. Note the prominent nostrils, the mouth slightly
open, the feet identical with those in the Dresden Galafea, curving
out at the joint of the little toe. The outlines are sharp and almost
engraved, as is the portrait at Bergamo (Lochis, No. 148). Probable
date, 1480~-1490.
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lacking, although both the heads known to me, the
one in Christ’s Church, Oxford, and the other, which
I know only from Braun’s reproduction (Beaux
Arts, 198), have innumerable points of likeness in
technique. But much more striking is the resem-
blance between these heads of Barbari and the heads
by Bonsignori in the Albertina, and in the Uffizi.
That this resemblance should have escaped Morelli
is, by the way, a singular instance of the truth that
no individual can do more than so much to advance
a science, science being pre-eminently the result of
intellectual co-operation. Now Morelli had already
observed that “judging from his drawings, Bonsig-
nori owed all that was best in him to Alvise ” (Dze
Galerie zu Berlin, p. 75). We shall see later how
correct Morelli was in this hypothesis, which, un-
fortunately, he did not even attempt to prove.
Meanwhile, we can take it for granted that the like-
ness between Barbari and Bonsignori is due to their
common origin, the Vivarini, and thus my thesis,
that Barbari was an offshoot of the Vivarini, is con-
firmed from this quarter also. A drawing in the
Uffizi, hitherto unnoticed, will be the last to be ex-
amined in this connection.! It is in red crayon, the
_’GE attributed to Garofalo, whose name is printed on the top.
Cf. mouth with mouth in Bergamo portrait (Lochis, No. 148). The
hair is more as in No. 147 in the same collection, and also recalls

many of his engravings, particularly the Resurrected Christ (Bartsch,
vii., 519, 7). The lids are as in nearly all of Barbari’s works, and
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head of a smooth-faced youth, slightly turned to
the L., with straggling hair, pensive, wide-open
eyes, and firm mouth. The characteristics of tech-
nique and form are unmistakably Barbari’s, but the
conception, the feeling, are so Alvisesque that I
never look at it afresh without being reminded of
Alvise. In such a drawing as this, we have one of
those precious links that connect master and master
all the better for the difficulty of deciding precisely
to which it belongs.

Now that we have made Barbari's works yield up
all the information they can give us regarding his
origin, we are free to turn to evidence from with-
out. In 1511 Barbari was pensioned off by the
Grand Duchess Margaret, Regent of the Nether-
lands, because of his ‘ great age and debility.” This
means that he could scarcely have been under
seventy in 1511, and consequently that he was born
about 1440, and would thus have begun his appren-
ticeship as a painter no later than 1455. Now we
have no reason whatever for assuming that Jacopo
Bellini returned to Venice before 1460." There is
no distinct trace of Gentile or Giovanni Bellini in
Venice before 1464, and as late as April, 1470, the
the nostrils also. Most characteristic of all is the small pupil, per-
fectly marked off from the iris, The technique is identical with the
Habich red crayon drawing.

1 Crowe and Cavalcaselle, History of Painting in North Italy,
chapter on Jacopo Bellini, end.
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Bellini had made so little headway in that city that
Giovanni is glad to receive a commission from the
Scuola di San Marco on the same terms accorded a
few months earlier to Lazzaro Sebastiani,' a parasiti-
cal painter, who in his first fifty years was a follower
of the Vivarini, and toward 1500 fell under the in-
fluence of Gentile—a painter than whom no one
ever habitually kept a lower level of attainment.
The Bellini can therefore be safely excluded on
mere historical grounds from the honour of having
been Barbari’s teachers. The Vivarini, on the other
hand, were firmly established in Venice, receiving
commissions from near and from far, and, unless we
have positive documentary or morphological proof
to the contrary—such as we have not found at all in
the case of Barbari—we are justified in assuming
that a Venetian born about 1440, as Barbari was,
would naturally have frequented their afe/ier and
been their pupil. We have seen already how this
historical view is borne out by the examination of
Barbari's works.

We have still another source of evidence bearing
upon Barbari’s origin. Diirer writes on February 7,
1506, from Venice, that “ Giovanni Bellini is still the
best painter; and ke sort of thing that pleased me so
much eleven years ago pleases me now not at all, and
if I did not see it with my own eyes, I could not

1 P, Molmenti, Carpaccio, som Temps, et son Buvre, p. 33.
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”1

believe it. We have here the distinct confession
that on his first visit to Venice, Diirer was capti-
vated not by the Bellini, but by others so different
that on his second visit, when Giovanni Bellini was
revealed to him, he could scarcely believe that the
others had so taken his fancy. Now the contrast
between Giovanni and Gentile Bellini, on the one
hand, and between Gentile and Carpaccio, on the
other, is not at all of the kind to make it possible
that ““the others’ were either Gentile or Carpaccio.
These others could have been none but the Vivarini
and their followers. Two explanations suggest them-
selves for Diirer’s frequenting the Vivarini on his
first visit to Venice, both of which are interesting to
us. Although by 1494 the great superiority of the
Bellini over the Vivarini must have been as clear to
the cultivated Venetian as the superiority of the
“impressionist ”’ over the old landscape painters, of
MM. Degas, Puvis de Chavannes, Carriere, and
Besnard over Bouguereau, Laurent, and Constant is
to us, yet to the mass of the Venetians the Vivarini
were still z4e painters, and outsiders, always provin-
cial in such matters, might scarcely have heard of
the Bellini, any more than the American or Scandi-
navian youth of ten years ago, who was leaving
home for Paris, had heard of MM. Pissaro or
Degas. It requires no stretch of the imagination to
mng, Ddyer, p. 79.
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realise how lost the provincial, and how much more
lost the foreign new-comer must have felt in the
Venice of 1500, and how much he must have been
the victim of the traditional view of this cify,
brought from home, and of the guidance of his
townsmen established in Venice. As to the com-
petence in matters of taste on the part of Diirer’s
intimates during his visits to Venice, we have his
own statement that Anthony Kolb, a leading mem-
ber of the Fondaco dei Tedeschi, thought Jacopo di
Barbari the greatest painter in the world. We are
free to infer, then, that the Vivarini in 1494 were
still the most popularly known painters, and that
Diirer frequented them as a countryman frequents
the inn with the old and well-known sign.

But Diirer may at the same time have had special
recommendations to the Vivarini, granting my
hypothesis about the relations between them and
Jacopo di Barbari. Morelli has established satis-
factorily that Barbari must have visited Niirnberg
as early as 1490, and that at this time he must have
had an overwhelming influence upon Ddrer. It was
not until many years later that Diirer discovered his
own great superiority to Barbari, so that on his first
visit to Venice he was still Barbari’s warm admirer.
Now, Barbari might himself have been there during
Diirer’s first visit, or if not, he might have intro-
duced him to the Vivarini. If these reciprocally
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supplementing hypotheses are correct, we have
brought still further evidence in favour of the close
connection between Jacopo di Barbari and the
Vivarini.

Having, I trust, established the relation of Barbari
to the Vivarini, his relations .to the young Lotto
become at once easy of explanation. A great deal
that they have in common is due to common origin,
Barbari having probably been the younger fellow-
pupil under Bartolommeo, of Alvise, and very much
influenced by the latter. But there are, besides,
certain affinities between Barbari and Lotto which
are explicable only on the supposition of a personal
acquaintance between them. Iam aware, of course,
that all the resemblances we have found between
Lotto’s early pictures and Barbari’s frescoes at Tre-
viso, executed toward 1500, might be explained by
the fact that Lotto was living at Treviso from 1503
to 1506. But there are likenesses with others of
Barbari’s works, and, considering how very improb-
able it is that Lotto had actually seen these, we
must conclude that he was personally acquainted
with the man, familiar with his gamut of manner-
isms, and influenced by his character. No objection
can be made to this hypothesis. That Barbari was
in or near Venice from about 1493 to 1502 we know
from his works at Treviso, in the Frari, and from his
map of Venice, executed in 1500. He may have
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had no atelier of his own, but worked in that of
Alvise, whose personal friend he must have been.
There the boy Lotto might have made his acquaint-
ance, watched him at work, and perhaps had his
direct instruction. Between the aging man and the
mere boy there may have been a sympathy arising
from kindred temperaments. In both there was a
streak of extravagance; in both, a great sensitive-
ness; in both, unevenness of attainment; in both,
a restless roving disposition. When one reflects on
the determining and indelible impression made upon
a sensitive personality by the influences it falls
under when it first wakes to the consciousness of
self and of distinct interests, who shall make sure
that Barbari, besides influencing Lotto the artist,
may not have given a bias to Lotto’s entire per-
sonality ?*

Personal contact with Barbari would explain fur-
thermore a certain likeness existing between Lotto’s
early works and Diirer’s pictures. Often, although
a general impression of such a likeness is correct, it
is yet too vague to permit of analysis, or even of
precise localisation. This was doubtless the case

1 A further confirmation, from the outside, of Lotto’s intimacy
with Barbari may possibly be found in the fact of Lotto’s residence
at Treviso. I am aware that this confirmation is neither necessary,
nor in its nature convincing, but it is possible that Lotto got his first
commission at Treviso upon Barbari’s recommendation, and possibly
even as Barbari's own successor.
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with Thausing’s impression regarding Lotto’s affini-
ties with Diirer. He felt it strongly, but when he
came to define it, he discovered no other ground
than what we have decided to be a fanciful resem-
blance between an old man in Diirer's Christ among
the Doctors and Lotto’s St. Onofrio in the Bor-
ghese Madonna. His analysis is better where he
notes the Child’s hair in the same picture as being
fine and silken, like Diirer’s. But this kind of hair is
found in Lotto’s Munich picture also, and in most
of his early works, being a peculiarity derived from
Alvise and Barbari. Now Barbari, it will be re-
membered, had a distinct influence on Diirer as
well : hence the trait the latter shares with Lotto.
From the same common source, Barbari, the fol-
lower of the Vivarini, we may derive all the other
likeness between Lotto and Diirer, viz. :—the move-
ment of the children in the Munich and Borghese
Lottos and in Diirer's Adoration of 1504 in the
Uffizi; the small dense foliage, painted almost
as in miniature in most of Lotto’s early pictures,
particularly in the very earliest, Prof. Conway’s
Danaé and the Louvre St. Ferome,; and certain
peculiarities of movement and drapery of a Viva-
rinesque nature found in both.! What adds all

1 How much of a Vivarinesque residuum Diirer carried along with
him even into his maturity may be seen by any one who carefully ex-
amines his Rosenkrans Madonna, his Trinity, or the copy of the

Hellersche Altar.
4
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the more to the impression of likeness between
Diirer and Lotto is that their common source, Bar-
bari, acquired a slightly Northern tinge in his first
visit to Nirnberg which leaves its trace, through
him, in Lotto, as in the miniature painting of the
trees.

I trust my dwelling so long on Barbari has been
justified, not only by the need of explaining how it
is that he and Lotto come to have so much in com-
mon, but by the conclusion we have been enabled to
reach that Lotto, the pupil of Alvise, was in all
probability also strongly influenced and even deter-
mined by his master’s friend and companion, Jacopo
di Barbari. We have by this means not only greatly
strengthened our hypothesis that Lotto was Alvise’s
pupil, but we have also distinguished another ele-
ment in his composition, an element the due consid-
eration of which we shall find most helpful when we
come to define and reconstruct Lotto’s quality and
personality. We must now turn to Bonsignori and
account for the fact that in certain points Lotto
reminds us of him also.

III.—FRANCESCO BONSIGNORI.

While examining Barbari’s drawings, we noted the
great likeness between them and the drawings of
Bonsignori, and noted, in turn, how the likeness
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between the drawings of the latter and those of
Alvise had led Morelli to infer that Bonsignori was
the follower of Alvise. Establishing this hypothesis,
therefore, would lead to the inference that the points
of resemblance between Lotto and Bonsignori were
derived from a common source, Alvise, and would
thus confirm still further the evidence already assem-
bled to prove that Lotto was the pupil of Alvise.
Let us therefore devote our attention, for a while, to
the early works of Bonsignori.

Although a Veronese by birth, Bonsignori is not
a member of the school of Verona. His earliest
painting noted by Messrs. Crowe and Cavalcaselle is
in San Paolo at Verona. It represents the Madonna
enthroned on a low platfdrm of rock, with a giant
Magdalen to R. and Anthony Abbot to L. In the
middle distance are quiet mysterious pools, and be-
yond them low, jagged rocks, with a suggestion of
an unfathomable sky stretching above them. Naif
and awkward as this picture is in many respects, it
is yet overwhelmingly impressive, the figures tower-
ing majestically over the sky-line, and thus produ-
cing one of the most cosmic effects in art. Turn-
ing to morphological considerations, we note that
the Madonna’s oval and features are distinctly
Alvisesque,' while the build and movement of the

1 Cf. Alvise’s St. Sebastian and St. Lawrence in the Venice Acad-
emy (Sala I, Nos. 23, 26).
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Child, with his R. arm stretched out, recall the
Child in Bartolommeo Vivarini’s Frari triptych of
1487. The Magdalen's rather vehement look, loose
flowing hair,’ and arm akimbo with the back of the
hand against the hip, all remind us of Alvise and
Barbari. Her enormous length from the waist down
is also Alvisesque. The Anthony Abbot at once
suggests Alvise’s in the Venice Academy (Sala I,
No. 24), a figure which Bonsignori may actually have
had in mind while painting this picture. His thumb
has the larger second phalanx of Alvise and Barbari,
and his feet are at right angles, as in the Vivarini.
The colouring is quiet, with a tendency to very pale
greenish greys and unobtrusive bituminous tints such
as we have in Alvise’s earlier pictures. The land-
scape has the low sky-line found later in Alvise, and
probably is precisely of the kind that Alvise had in
his middle years.

In Bonsignori's first dated work, Tke Madonna
with the Sleeping Child, of 1483 (Verona Gallery,
No. 148), the Vivarinesque character is no less out-
spoken. Here, to note a feature not already dwelt
upon, the Madonna’s mantle forms almost a rect-
angle about her head, asin Bartolommeo and Alvise *
—a feature which never occurs in the Bellini. In
the altar-piece of 1484, also in the Verona Gallery
(No. 271), the Vivarinesque character is so marked,

1 Cf. the Magdalen in Alvise’s Berlin altar-piece.
? A startling instance is Mr. Loeser’s Madonna.
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and, it must be added, so exaggerated, that, barring
the colour, it tempts one to place it beside the per-
formances of Andrea da Murano.! The complicated,
facet-like folds over the St. Christopher are an ex-
aggeration of Alvise’s in the St. Paul in the Monte-
fiorentino polyptych, and in the skirt of the Madonna
of 1480, in the Venice Academy, and is very close to
the drapery of the St. Lawrence in the same collec-
tion (Sala I, No. 26). St. Christopher’s feet are
posed as in"Alvise; the drapery over St. Jerome’s
chest is in close parallel folds; the almost naked
St. Onofrio is thick-set, and in build and action
vividly recalls the St. Sebastian in Alvise’s Berlin
altar-piece. Finally, the curtain behind the throne,
across the entire breadth of the picture is a striking
feature, paralleled only in Alvise’s Venice Academy
picture of 1480. .

In Bonsignori's Madonna of 1488, in San Ber-
nardino at Verona, the Alvisesque character is even
more predominant. The Madonna is enthroned be-
tween two windows as in Alvise’s Academy and San
Giovanni in Bragora pictures. The two music-
making pu#ti on the arms of the throne are of the
build of Alvise’s in his Berlin altar-piece, and draped
almost identically." Both the Jerome and the George

! C/. in particular Andrea’s Crucifixion at Vienna (No. 13).

? In each the putto to the R. is tied around the diaphragm twice
with a string, and the pu#to to the L, is tied under the navel with a
narrow sash hanging in a long pendant knot.
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stand with their feet at right angles to each other,
as in Alvise, and George has his arm akimbo with
the back of the hand against the hip, as in Alvise,
Barbari, and Lazzaro Sebastiani. Furthermore, in
all of Bonsignori’s pictures that we have examined
thus far, the fingers are thick and clumsy, as in
Alvise.

Soon after 1488, Bonsignori settled at Mantua,
and there gradually modified his style under the in-
fluence of Mantegna, but with that part ‘of his career
we are not concerned except in so far as we must
establish his authorship of a portrait recently in
the Sciarra collection, attributed to Mantegna, which
I have had occasion to mention because of the
striking likeness between the ear it shows and
Lotto’s typical ear. This bust of an oldish, smooth-
faced warrior in flat-topped cap and armour, bears
the inscription ‘‘ AN. MANTINIA PINX. ANNO M.
ccccLv.”  That this inscription is a mere forgery is
amply proved by the slovenly lettering which Man-
tegna, the passionate classicist who played so
prominent a part in the restoration and formation
of the printed characters that we now use, would
never have allowed himself, and least of all in 1455,
when he was engaged on those eager restorations of
Roman antiquity with which he filled his frescoes in
the Eremitani. But, if this argument be not suffi-
ciently convincing, the date alone is quite enough
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to prove the inscription a forgery. In 1455 Man-
tegna had just painted the St. Luke Polyptyck, now
in the Brera, so timid and rigid as compared with
this Sciarra bust. In 1455 he had not yet painted
the Scarampo of Berlin, which in every probability
was executed in 1459, and is nevertheless so much
severer, so much more searching, so much more
sculptural in conception and characterisation. In
style this Sciarra warrior is more advanced, in con-
ception more pictorial than even the portraits in the
Camera degli Sposi at Mantua, which are dated
1474. The date on the Sciarra portrait being thus
untenable, the entire inscription goes with it, and
we are left free to assign the picture to the artist
whose works it most closely resembles. For Man-
tegna the outlines are too vague, the drawing too
feeble, the conception too pictorial. Mantegna's
ear is rounder, with a wider cavity, and a lobe that
curls back from the cheek. But the ear in the
Sciarra bust corresponds perfectly with Bonsignori's.*
The pose also is distinctly his, as in the National
Gallery portrait, while the mouth and the look as
well resemble the same picture. The accentuation
of the double chin with the deep furrow under the
lower lip is most characteristic of Bonsignori, and

! The style of the workmanship leaves no ground for doubting that
Scarampo sat for this portrait while on a visit to Padua in the sum-
mer of 1459. (For this visit, see G. Voigt, Enea Silvio, iii., p. 46.)

* Cf. portrait signed and dated 1487, in National Gallery (No. 736).
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the prominent nostrils with the inflation outlined in
shadow that we have here, we also find in his
National Gallery portrait. The armour is painted
in broad surfaces, as St. George’s in Bonsignori's
Madonna in San Bernardino at Verona. In short,
one need only place this Sciarra warrior beside the
National Gallery portrait head, or beside the bust
of a Gonzaga at Bergamo (Lochis, No. 154), to feel
convinced that they are all by the same author.

As I have said before, it is not my intention to
pursue Bonsignori’s career to theend. My purpose
has been to prove his connection with Alvise, and to
establish his claim to certain works not hitherto
ascribed to him on which I have based one or two
statements. I trust that the reader who follows me
patiently will find no difficulty in agreeing to the
attribution to him of the Sciarra portrait. It re-
mains for me to justify my ascribing to him the
polyptych in San Giovanni e Paolo at Venice—an
altar-piece containing a Pietd of which Lotto’s at
Recanati strikingly reminded us. Connoisseurship
since Sansovino has boxed the compass of Quattro-
cento Venetian painting with this altar-piece, the
majority agreeing, however, in connecting it, directly
or indirectly, with the Vivarini. Boschini ascribed
it to Bartolommeo ; Messrs. Crowe and Cavalcaselle
opined that it was painted by Carpaccio and Lazzaro
Sebastiani in Bartolommeo’s aze/ier; Dr. Bode in the
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sixth edition of the Cicerone claims the whole for
Alvise ; in Baedeker it is put down as a joint work
of Alvise and Bartolommeo. The general Viva-
rinesque character of the altar-piece is, in fact,
beyond question, so that its author, whoever he
was, must have been, if not either one of the
Vivarini themselves, at any rate of their school. If
we can establish that the author is no other than
Bonsignori, it will clench the argument we have al-
ready made in favour of his connection with Barto-
lommeo and Alvise Vivarini.

This polyptych consists of nine parts. The prin-
cipal panels contain St. Vincent in the middle, with
St. Sebastian to R. and St. Christopherto L. Above,
on shorter panels, is the Annunciation, with a Pieta
between. Below are three predelle with episodes
from the life of St. Vincent. We note throughout
the very sharp, strong outlines (as, for instance, in
Botticelli's Venus and Mars in the National Gallery)
with which we are familiar in Bonsignori’s National
Gallery portrait. We note also the shade of pale
purple, so very rare in the Old Masters, except in
Bonsignori, who seems to have taken special pleas-
ure in it.! The hair of all the figures in the Preza,
and even more markedly the hair of the Gabriel, is
curled like shavings, as we find it frequently in Bon-

1 Cf. particularly Brera, No. 170, SS. Bermardino and Louis
Holding the Initials of Christ,
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signori.' The folds of the drapery have throughout
the complicated catches of Bonsignori; the fingers
are thick and clumsy, and the back of Christopher’s
hand is furrowed as St. Anthony’s in the San Paolo
Madonna at Verona. The hands of the St. Vincent,
with fingers like sharp pointed nails, are matched
by the Magdalen’s R. hand in the same picture. The
thumbs are beautifully drawn, and have, as always
in Bonsignori, the larger second phalanx. The
Child’s head is almost the same as the Child’s on the
St. Christopher in the Verona Madonna of 1484, and
" in arm, leg, and general movement, the two are
identical. St. Sebastian’s head, with aquiline nose,
mobile, prominent nostrils, and self-possessed, proud
look, is precisely in the character of all of Bon-
signori’s portraits, but especially of the Gongaga at
Bergamo. Sebastian’s L. foot, with the toes awk-
wardly jointed, is identical with Christopher’s in the
Verona altar-piece of 1484. The landscapes have
the subduing cosmic effect produced by gigantic
figures towering over the sky-line, such as we found
in Bonsignori’s first work, the Madonna in San
Paolo at Verona. Finally, the St. Vincent, although
unmistakably by the same author, seems to betray
a maturer hand, the colouring being more har-
monised and soft, the draperies simpler and more

1 Cf. especially the Christ om the Way to Golgotha in the Accade-
mia Virgiliana at Mantua,
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functional—in fact, matching in nearly every point
Bonsignori’s Vision of St. Osanna in the Accademia
Virgiliana at Mantua.'

The final test of authorship comes only however,
when we can do more than merely say that a picture
is by such and such a painter,—when we can place it

. chronologically among the other works of the artist
to whom we ascribe it. I think we shall find no
difficulty in ascertaining to what part of Bonsignori's
career this polyptych belongs. Although it is on
the whole more strikingly Vivarinesque than any
other of Bonsignori's pictures up to 1485, this altar-
piece is distinctly more mature. Here the artist is
freer from crudities, less awkward, more sure of his
line, far more capable of conveying his idea to a
successful issue. The Pieza has rarely been treated
with greater pathos and solemnity. St. Sebastian’s
head, taken by itself, is, as we have seen, a portrait
in the character of the one in the National Gallery,
or of the Gonzaga at Bergamo. The National
Gallery head, it will be remembered, is of a Vene-
tian Senator, and was painted in 1487, as we learn
from the inscription. Now I can see no reason
for assuming that this portrait was not executed on
the spot, which would mean, of course, that Bon-

! The Christ in the Piesd, and the folds of the curtain behind the
Madonna are strikingly Montagnesque, and betray the close connec-
tion that there was between this master and Bonsignori.
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signori was at Venice in 1487. On this occasion he
might have come in close contact once more with
the Vivarini, and perhaps worked in the azelier of
one of them. Such an hypothesis would account
for the San Bernardino Madonna of 1488 at Verona
being, as we found, even more Vivarinesque than
the earlier works, and would of course all the more
account for the great rapprockement of Bonsignori
to the Vivarini in the San Giovanni e Paolo polyp-
tych. Soon after 1488, it can be assumed, Bon-
signori settled down in the employ of the Gonzagas
at Mantua. But between 1484, the date of an
altar-piece in the Gallery at Verona, and 1488, the
date of the Madonna in San Bernardino in the same
town, Bonsignori’s career is a blank, except for the
head of a Venetian Senator that I have mentioned.
I infer, therefore, that Bonsignori spent part, at
least, of this interval in Venice, and that the San
Giovanni e Paolo polyptych was executed at this
time—all of it except the St. Vincent. This figure,
evidently of later date, he may have sent down
from Mantua, having in all probability been called
away from Venice before he could finish it.
Interesting as it is to settle—I trust once for all—
the authorship of an important and well-known
work; interesting as it is also to help reconstruct
the career of an artist like Bonsignori, in every way
so fascinating, I should not have ventured upon this
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large parenthesis concerning him and his work, if it
were not necessary to explain why Lotto should
have reminded us of him. Now as any hypothesis
of a personal connection between Lotto and Bon-
signori, at any rate in Lotto’s most impressionable
years, is untenable on account of Bonsignori’s resi-
dence in Mantua from 1488 on, whatever they have
in common must be due to a common source ; and
as we have established that in the case of Bonsignori
this source was the Vivarini, it follows that Lotto
must have drawn from the same spring, and we thus
have further proof of Lotto’s derivation not from
the Bellini, but from the Vivarini.

IV.—BARTOLOMMEO MONTAGNA.

We found in examining Lotto’s early works more
than one point which recalled Montagna, and it is
now time to inquire into the cause of this resem-
blance. In 1480 Bartolommeo Montagna was
already established at Vicenza, and, although he
may have visited Venice not infrequently after this
date, it is not possible toassume that these visits could
have been of long duration. Especially in those years
from 1496 to 1502, when Lotto was at the age to be
most subject to the influence of artists other than
his own immediate master, we know that Montagna
was very busy at Vicenza. Here also, then, we are
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probably dealing not with a question of direct con,_
tact, but with one of common origin. But, as we
have noted, Messrs. Crowe and Cavalcaselle make
Montagna the offspring of the local school of Vi-
cenza, which, in turn, they derive from—Signorelli!
Morelli saw in Montagna the follower and pupil of
Carpaccio. Let usnow turn to his earliest works and
see what in fact they reveal of their painter’s origin.

Montagna’s earliest important work® is the grand
altar-piece originally in San Bartolommeo at Vi-
cenza, and now in the gallery of that town. It
shows us the Madonna enthroned on a high pedes-
tal, under a portico open to the sky on every side.
On a step against the pedestal three putti are
making music. To the R. stand SS. Sebastian
and Fabian, to the L. SS. John the Baptist and
Bartholomew. Solemn, hieratic, mysterious, few
pictures can rival it in quiet grandeur, and fewer
still can compare with it in depth of twilight sky.
It is more than usually difficult to tear one’s self
loose from its spell and turn to a scientific analysis.
But its very quality already contains a strong re-
minder of Bonsignori's earliest works. Here also
the grandeur of the effect is largely produced by
making the Madonna's throne tower gigantically
over the low sky-line. Here, too, we have in the

'T am aware that Messrs. Crowe and Cavalcaselle are of a differ-
ent opinion regarding the date as well as the importance of this work.
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landscape a quiet, mysterious pool. Coming now to
more mechanical considerations, the open portico
suggests another pupil of Alvise Vivarini, Cima da
Conegliano, in whose paintings this feature is fre-
quently to be found. The Madonna’s oval is Al-
visesque, and her drapery, in long-drawn, angular
folds, is most characteristic of Alvise.' St. John’s
R. hand, with the long-pointed forefinger, is iden-
tical with the one in Alvise’s Sz, Fokn in the Venice
Academy (Sala I, No. 25). The colouring is pale-
and the lights and shadows strongly contrasted, as
in Alvise. The predella containing episodes from
the life of St. Bartholomew has great affinities with
Bonsignori’s predelle in his San Giovanni e Paolo
polyptych. In fine, this earliest important work by
Montagna betrays at every point its author’s de-
pendence upon Alvise, and the connection with his
school—although it reveals at the same time a
genius superior to his master’s. As to Carpaccio, I
confess to finding absolutely no trace of his influence
in this altar-piece, the nearest approach to it, the
draperies of St. John, being, on close analysis, Al-
visesque,’ and the colouring, far from being as in Car-

INote in particular the knees wide apart, and the long, close,
almost parallel folds connected at one end by a straight line, as in
Alvise’s Venice Academy and Berlin altar-pieces, or in Jacopo da
Valenza, Alvise's slavish imitator.

1 say ““ close analysis,” for such as are not acquainted with Al
vise’s polyptych at Montefiorentino (dated 1475), in which the
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paccio, even at his earliest, rich, deep, and warm, is
pale and cool.! But Morelli based his theory of
Montagna’s derivation from Carpaccio chiefly on a
picture at Bergamo (Lochis, No. 128), and on the
Montagna drawings. As to the Madonna with SS.
Paul and Sebastian at Bergamo, I fail to see its
affinities with Carpaccio. The oval of the Madonna
does not in the least remind me of Carpaccio’s Na-
tional Gallery or Berlin Madonnas, Carpaccio’s ear-
liest works, but decidedly of Alvise. The draperies,
and the landscape even more, suggest Bonsignori’s
San Paolo picture at Verona.! With regard to the
drawings, it is true that several of them resemble
Carpaccio’s in superficial technique, but I must pro-
test against the sufficiency of such proof. In the
drawings in the Uffizi alone Carpaccio uses three
distinctly different techniques: the pen alone, with
short, straight lines; india ink, highly finished; and
tinted paper with india ink and high finish of white,
It is only this last technique that he has in common

drapery of the Baptist falls down in long-drawn folds directly from
the shoulder, as in Montagna’s St. oA in this altar-piece. But ¢/,
also Alvise’s Baptist, a later work, in the Venice Academy (Sala I,
No. 22).

1 As in Alvise's earliest known work, the polyptych at Montefio-
rentino, and in the same master’'s Madonna in the Venice Academy,

* T am not perfectly persuaded of the reliability of the date—1487
—on the back of this picture. It must be approximately correct,
however, and in that case, the St, Bartholomew altar-piece can be
safely assigned to 1485,
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with Montagna, and it is by no means his most fre-
quent. On the other hand, Montagna'’s superb char-
coal head in the Habich collection at Cassel has
in common with the drawings of Barbari and Bon-
signori, not only the superficial technique but the
most striking morphological traits.’

To return again to Montagna’s early works, and
in the first place to Miss Hertz's Madonna, we note
an affinity in draperies and landscape with Bonsig-
nori, in colouring with Alvise. After this, Montagna’s
colouring undergoes a change, becoming rich, deep,
and warm—at times far too warm; but his forms
for some time remain Alvisesque, and indeed never
cease to betray his derivation from that master, In
the Nazivity in the Vicenza Gallery, the Madonna’s
oval is Alvisesque ; the Magdalen holds her ointment
box almost as she holds it in Alvise’s Berlin altar-
piece; the St. Clare, with her large eyes, reminds us
distinctly of Alvise’s in the Venice Academy (Sala
I, No. 27); while the landscape, the draperies, and
the Magdalen’s purplish-pink mantle suggest Bon-
signori. In the Madonna with SS. Fokn and
Onofrio, also in the Vicenza Gallery, we encounter
a recrudescence of Alvisesque traits. The Madonna'’s
oval, her long nose, her hood, the parallel close
folds over her R. arm, the infrequent, angular folds

1 Cf. proportions of face, prominent nostrils, with strong marking
of inflation, and channel of upper lip.
H
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of the drapery between her knees, the thumbs, the
pointed index of St. John’s R. hand, the build of
St. Onofrio, and his feet posed at right angles are all
decidedly Alvisesque. The Alvisesque character-
istics by no means disappear when Montagna came,
as seems apparent in his maturer works, under the in-
fluence of Gentile Bellini and of the sculptor Bellano.
In the Brera altar-piece of 1499, for instance, the
elaborate architectural setting, the St. Clare, and the
feet at right angles, are all distinctly Alvisesque. In
the Monte Berico Preta, dated 1500, the Madonna’s
R. hand has the angular joints and pointed fingers
that we find in the Bishop in Alvise’s Frari altar-
piece, while the curled hair of John and the flowing
loose hair of the Magdalen remind us of Bonsignori.
Even in such a comparatively late work as the
Magdalen with Saints in Santa Corona at Vicenza,
the St. Jerome is markedly like Cima’s, and the
St. Augustine is almost a transcript of the Bishop
in Alvise’s Frari altar-piece. Indeed, in general,
throughout Montagna's works we note such Alvis-
esque or Vivarinesque features as these,—his Ma-
donnas, as a rule, wear a pointed hood, and preferably
(in the proportion of four to one) hold the Child,
when he is represented standing, on the L. knee;
when possible, the figures stand with their feet at
right angles; the thumbs have the larger second
phalanx, and the fingers are often thick and clumsy ;
the draperies have complicated catches, or are long-
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drawn, and angular, and have, in early works, a ten-
dency to parallel lines. Considering all this evidence
drawn from a detailed study of his pictures, we need
not a moment hesitate to declare Montagna the
pupil of Alvise Vivarini ; and seeing the number of
resemblances we have found between Montagna
and Bonsignori, we can believe him to have been
the fellow-pupil, probably a trifle younger, of Bon-
signori, who doubtless had an elder companion’s in-
fluence upon him.' But, be this as it may, my object
has been gained if I have established Montagna’s

! I wish in final confirmation of my theory to call attention to the
Madonna in the Berlin Gallery (No. 40), which Morelli correctly
identified as an early Basaiti. The last Berlin catalogue hesitates
to give full assent to this attribution, and is satisfied with labelling
the picture ‘‘ School of Alvise Vivarini ”—which for my purpose is
even better. Now it is the non-Bellinesque character of such a pic-
ture which, at a time when ‘ Bellinesque "’ and “‘ Venetian” were
still synonymous terms, determined its former attribution to the
Veronese painter Carotto. In reality, it has considerable superficial
resemblance to the works of Montagna and his school—in particular
to such a Madonna by Fogolino as is owned by Mr. Robert Benson
of London. The angels have the curls of Bonsignori and Montagna,
and the landscape also suggests them. The point, however, in
Basaiti’s Berlin picture to which I wish to call particular attention is
the Madonna'’s L. hand, in which the two middle fingers are closely
pressed together, separated on one side from the index and on the
other from the little finger. Precisely this peculiarity—derived,
doubtless, from a common source—is found in the following of Mon-
tagna’s works: In Miss Hertz's Madonna ; the Madonna at Ber-
gamo ; the Madonna's hand in the Presentation in the Temple of the
Vicenza Gallery; the Madonna’s hand in the Brera altar-piece ; the
Madonna's hand in the Certosa altar-piece; the hands of the
Madonna and of the alms-giving saint in the Berlin altar-piece (No.
44) ; and the hand of the Madonna in the Venice Academy (Sale
Palladiane, No. 13).
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derivation from Alvise, for this explains why Lotto,
whom we already have many reasons to consider the
pupil of the same master, should have points in
common with an elder fellow-pupil, and at the same
time, the existence of these points in common be-
tween Lotto and another pupil of Alvise, confirms
our hypothesis of Lotto’s origin.

V.—CIMA DA CONEGLIANO.

We have now disposed of all those likenesses
which have been most difficult to account for' be-
tween Lotto’s early works and the works of other
painters, and we have found every reason to believe
that these resemblances are due to the fact that
all the artists concerned are branches of the same
tree—pupils of the Vivarini, and particularly of
Alvise. But the artists we have discussed thus far
have not, neither by the closeness of their likeness
to Lotto nor by the anterior probability arising from
their constant residence in Venice, tempted us to
believe that any one of them was, rather than Alvise
himself, Lotto’s first teacher. Jacopo di Barbari’s
great influence on Lotto we have explained as com-
ing necessarily when Lotto was already more than
half formed. We now have to discuss Lotto’s con
nection with an artist of whom, after Alvise and

1 Antonio and Bartolommeo Vivarini will be discussed later,
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Barbari, he has thus far most frequently reminded
us, with an artist in every way so superior to the
meagre and mangled Alvise who has come down to
us, that we are tempted to ask why he—Cima da
Conegliano—rather than Alvise, was not the master
who first taught Lotto.

In the first place, we must bear in mind that it is
not the artist who now seems to us the greatest, who
in his lifetime was considered the best teacher.
Cosimo Roselli, for instance, is a painter for whom
we nowadays have a great contempt, yet it was out
of his school, and not Botticelli’'s, nor even Ghir-
landajo’s, that Pier di Cosimo, Fra Bartolommeo,
Mariotto, and Andrea del Sarto—in short, the bulk
of Florentine painting in the first quarter of the
sixteenth century—sprang. Cima, moreover, did
not settle in Venice before 1490, and it does not
seem at all probable that a Venetian boy would
have been sent to school to a new-comer from the
provinces, when there was no lack of masters, such
as the Vivarini and the Bellini, at home. We have
noted, furthermore, that Lotto’s early works did not
remind us at all so often of Cima as of Alvise, and
scarcely even so often as of Barbari, and we shall
see later that reminiscences of Alvise and habits
acquired under him may be traced even in Lotto’s

! Don V. Botteon e Dr. A. Aliprandi, Ricerche intorno alla Vita ¢
alle Opere di Giambattista Cima, Conegliano, 1893, p. 32.
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latest pictures, while reminders of Cima scarcely
ever occur after Lotto has attained maturity. We
are therefore led to suspect that between Cima and
Lotto some such relation existed as between the
latter and Jacopo di Barbari. This relation, as we
have seen, was of the kind that might exist between
a grown-up brother and a much younger one, or at
least between a visiting uncle and his boy nephew.
Let us now see whether the common points between
Lotto and Cima may not also be accounted for in
the first place by common origin, and secondly by
personal acquaintance, in other words, whether Cima
also was not a pupil of Alvise Vivarini whom Lotto
might have known through the relation continuing
between the “ graduated " pupil, Cima, and his own
master, Alvise.

Although born in 1460, Cima’s earliest dated work
is from 1489. It is the Madonna with SS. Ferome
and Fames, which he executed for San Bartolommeo
at Vincenza, and which now hangs in the Gallery
of that town (Sala IV, No. 18). The Madonna is
enthroned under the frame of a coffered arch serv-
ing as a grape trellis, with St. Jerome to R. and St.
James to L.—a picture of severe, subdued feeling,
great beauty of colour, and simplicity of line. But
we note at once that sharp contrast of light and
shade familiar in Alvise, the Alvisesque oval and
pointed hood of the Madonna, the hands (particu-
larly the R. hand of St. James) with thick fingers
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separating from the joints of the palm, the nose with
marked inflation of nostrils, and the feet of St. James
at right angles—features which we have already met
with frequently in Alvise and his school. Nearly all
of these Alvisesque characteristics reappear in an-
other obviously early work, the Pieza in the Venice
Academy (Sale Palladiane, No. 39), and others as
well, such as the thumb with the distinctly larger
second phalanx, the angular joints of the fingers (as
in Alvise, Bonsignori, and Montagna), and the sharp
elbows of the Christ, almost exactly as in Alvise’s
St. Sebastian in the Venice Academy (Sala I, No. 23).}

In the great altar-piece of about the same date
in Santa Maria dell’ Orto at Venice, wherein we see
the Baptist standing under the ruin of a noble
portico, with SS. Paul and Jerome to R. and Peter
and Augustine to L., we note that the figures stand
either with their feet almost parallel or at right
angles to each other, as in Alvise, that the big toes
are shorter than the others, that the perspective of
the eyes is somewhat exaggerated, and—most Alvis-
esque of all—that the legs of the St. John are thin
and badly modelled, curving in from hip to knee,
with the knee-pan awkwardly placed, and curving
out again from knee to foot.'

1 All the figures in this Piesd, except Christ’s, have their mouths
open, as in Barbari, but here they are wailing.

3 Cf. Alvise’s St. Fokn and St. Sebastian in the Venice Academy
(Sala I, Nos, 25 and 23).
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In Cima’s early Madonna' at Bologna, the oval
and hood are Alvisesque, the lights and shadows and
colouring of the flesh are as in porcelain, the fingers
are bent at sharp angles, the Child has a short, stubby
nose, as in Alvise’s pu#¢i in the Redentore Madonna,
and curls, as in Bonsignori. Cima’s somewhat less
severe but still very early Madonna with Donor at
Berlin (No. 7) has a Child almost identical with the
last, except that his movement is precisely as in Miss
Hertz’s Montagna, or in that master’'s Madonna witk
SS. Fohn and Onofrio in the Vicenza Gallery. The
Child’s ear in this Berlin picture is almost identical
with the ear of the puszo on the R. in Alvise’s Re-
dentore Madonna, and, as almost always in Cima,
has that slight dent into the cheek which we find
in Alvise without exception, and with great fre-
quency in Bonsignori and Montagna. The Ma-
donna’s prominent nostrils (not to mention her oval),
her stiff neck, the hand of the Donor,' and his
mouth,’ are all distinctly Alvisesque. Even the land-
scape here is not yet Cima’s stereotyped one, but a
variation of the river valley with hills on the horizon
that we have in Alvise’s San Giovanni in Bragora
Madonna.

It would be tedious to follow Cima’s paintings to

! Mouths open without cause, as in Barbari.

% Cf. St. Sebastian's in Alvise’s Berlin altar-piece.

* Cf. Alvise's portrait of 1497 in the Bonomi-Cereda collection at
Milan.
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the end, pointing out the Alvisesque traits in each
one. I must content myself with only a few more
examples, and then stop, hoping that my reader will
by that time be sufficiently convinced of the connec-
tion between Cima and Alvise. In the Munich
Madonna (No. 1033), then, another early work, the
Magdalen’s R. hand is almost exactly that of the
Magdalen in Alvise’'s Berlin altar-piece; in the
Madonna with SS. Paul and Fohn the Baptist in the
Venice Academy (Sala II, No. 48), the Baptist is
pointing, as we have found him in Alvise and Mon-
tagna, his mouth is open and his hair wild, as in
Barbari ; inthe Tobdias and Angel, also in the Venice
Academy (Sala XIV, No. 35), the almost impossible
position of the St. James, with his R. foot in front
of and at right angles to his L., we have found often
in Alvise and Montagna'; in the Madonna with SS.
George, Sebastian, and other Saints, of the Venice
Academy (Sala IX, No. 21), the landscape, with the
small, thick foliage of the trees, and thelittle cottage
under them, reminds us of Mr. Loeser’s Alvise; in
the Parma Madonna with Six Saints (Gallery, No.
360), the Virgin’s hood, the play of the hands, and
the position of the feet are all Alvisesque; in the
Head of a Female Saint in the Poldi Museum at

1 Cf. the Baptist in Alvise’s Frari altar-piece, and the St. Sebastian
in Montagna's Madonna in the Venice Academy (Sale Palladiane,
No. 13).
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Milan, the snaky hair, the pupil distinct from the
iris, the prominent nostrils,' and open mouth are all
reminiscent of Barbari or Alvise; finally, in Cima’s
last picture, the St. Peter Enthroned, of the Brera
(No. 300), Peter’s pose, with the white drapery over
the knees, is singularly like the pose and drapery of
the St. Ambrose in Alvise’s Frari altar-piece.

Now, to sum up: Cima’s oval is usually Alvis-
esque ; his nostrils are apt to be prominent, with
the inflation clearly outlined; his mouths have a
tendency to be open; his ears are narrow, with a
dent in the line where they join the cheek ; his hands
tend to spread, and have clumsy fingers which sepa-
rate off directly from the joints of the palm ; his feet
are awkwardly placed, at right angles or parallel ; his
limbs are thin and ascetic; the proportions of his
figures, particularly in his earlier works, are too long,
with the knees very low down, as in Alvise; his
draperies tend to fall in long parallel or angular
folds; his colouring is cool and porcelain-like®; his
lights and shadows are strongly contrasted. All
these characteristics are, I claim, distinctly Alvis-

! Cf. with nose and nostrils here, Barbari’s portrait at Bergamo
(Lochis, No. 148), and his charcoal head in the Habich Collection at
Cassel.

! Executed in 1516, ¢f. Don V. Botteon o, cit., p. 101,

% Cf. Alvise’s Madonna and Saints of 1480 in the Venice Academy,
or S. Antonio in the Correr Museum. Note, by the way, that
Cima’s thrones have elaborate sculptured tops, and are in general of
the style in Alvise’s pictures.
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esque and decidedly not Bellinesque. Nor am I by
any means the first to notice this great divergence
between Cima and Giovanni Bellini. I need only
refer to the recent commentators on Vasari, to Sel-
vatico, and to Messrs. Crowe and Cavalcaselle, who
all have more or less strongly protested against the
presumptive derivation of Cima from Giambellino,
Messrs. Crowe and Cavalcaselle go so far as to say
that “ his sharp contrasts of light and shadow dis-
tinguish him from the Venetians, and would lead us
to suppose that he had been influenced by the Lom-
bards, if we had not good reason for ascribing this
effect to Antonello.”' But here, as often, Signor
Cavalcaselle’s acute observation is spoiled by his less
valuable generalisation. He had not correctly re-
constructed Antonello’s personality, not sufficiently
distinguished him from Alvise, not quite emanci-
pated himself from the tradition which made Anto-
nello the deus ex machina in the evolution of
Venetian painting, to observe that in no genuine
Antonello (except in such Alvisesque works as the
Dresden Sz. Sebastian or the Berlin Portrait of 1478)
do we find the sharp contrasts of light and shade
combined with the hard porcelain tone of Cima,
while we have this combination in an exaggerated
form in Alvise’s Venice Academy Madonna of
1480.

1 Painting inn North Italy. Chapter on Cima,
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In 1480, Cima was already twenty years old, and
was probably finishing his education under Alvise,
for it is of the Alvise of this date, severely ascetic in
feeling, transparent in colouring, sharply contrasted
in ckiaroscuro, that he is always reminding us, Cima
having clearly had one of those temperaments which
are forever determined by the first powerful influ-
ence exerted upon them. That heat thesame time
saw Giovanni Bellini’s works and was impressed by
them, I would not for a moment deny, but if they
had an influence upon him, this influence touched
the artist rather than the painter—if I may be
allowed to distinguish between the two. When
Cima finally settled in Venice, about 1490, his rela-
tions with Alvise seem to have remained intimate.
We have, it is true, not a word to this precise effect
in any contemporary record, but it seems stated
with unmistakable clearness in the archives of San
Giovanni in Bragora at Venice,' and in the pictures
still remaining in that church. San Giovanni in
Bragora, so far as I know, not only never employed
the Bellini, but seems to have been a special patron
of the Vivarini. To this day it contains a triptych
by Bartolommeo, and not less than three separate
works by Alvise. Of these, the bust of the Saviour
was executed in 1493, the Madonna a trifle earlier,
the Resurrectionin 1498. Alvise seems therefore not
m. Botteon, op. cit., p. 210 el seq.
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to have lost favour with this church in the last decade
of the fifteenth century, and if in 1492 the picture
for the high altar was not commissioned to him, the
probable reason is that he was too busy to under-
take such a task. This Baptism was given, as we
know, to Cima, and I see no explanation for it, Cima
being still a comparative stranger in Venice and
there being no dearth of Venetian painters, unless
it be on the supposition that he was highly recom-
mended and guaranteed by Alvise, as his pupil and
friend. More convincing proof of the cordial rela-
tions between Cima and Alvise, and of Alvise’s
authority at San Giovanni in Bragora may be
gathered from the following: On the 1gth of January,
1496, Alvise was commissioned to paint the Resurrec-
tion, to be placed before the Ciborium, now at the
entrance to the choir. Although the picture is com-
paratively small, it was not ready before April 4,
1498, from which we may infer how very busy Alvise
was at this time. Now, there can be no doubt that
the symmetry-loving Renaissance Venetians, when
they had two such precious possessions in their
church as the Body of Christ and a fragment of the
True Cross, would have desired to enhance the value
of both by making them pendants to each other, and
that the better to produce this effect, they would
have got the same artist, if possible, to paint the
pictures for both. For the Ciborium, Alvise, as we
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have seen, painted the Resurrection, for which, be it
noted, he was paid forty ducats. But on February
17, 1501, Cima was commissioned to paint the SS.
Helen and Constantine, for which he was to be paid
only twenty-eight ducats. The difference of price
indicates how much more highly Alvise’s work was
still valued than Cima's. This, and the fact that
Cima made his picture, now to the R. of the entrance
to the choir, in size and predelle a pendant to Alvise’s,
allow of the inference that Alvise was intended to
execute both panels, but that finally, tired of waiting,
the church gave it, perhaps at Alvise's own recom-
mendation, to Cima.

I am aware, of course, that hypotheses of the kind
I have now been making, have a different value ac-
cording as one frames them one's self or merely has
them presented to one. An infinite number of
minute impressions, few of which are capable of
blunt statement, a living one’s self sympathetically
into the situation, an unavowed but irresistible
anthropomorphisation of certain perhaps purely
artistic qualitiesin a given artist, all colour the mind,
determine the attitude, and strengthen the convic-
tion of the one, while the other has only the halting
statement of this conviction, which he cannot well
help regarding for its value asa mere syllogism. But
unfortunately the perfect syllogism cannot be our
standard in art reconstruction, for it would never
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take us far. Our reasoning to the mere logician, or
to opponents, may seem circular, and we must in all
candour acknowledge that to make rapid progress we
are often obliged to harvest out crops before they
are ripe.

In this instance, however, I have no fear that the
competent examiner of my hypothesis will find it
unwarranted. We can safely assume not only that
Cima was the pupil of Alvise, but that the relation
between them remained cordial to the last. We
thus explain not only how Cima and Lotto happen
to have so many points in common, but also those
more peculiarly Cimaesque traits that we have found
in Lotto; the one because of the common origin of
the two painters; the other because of the friendly
relations between Cima and Alvise which make it to
the highest degree probable that Cima, on his visits
to Alvise’s atelier, frequently saw Lotto, and that
Lotto in turn, while on errands to Cima, if on no
other occasions, had ample opportunity to see Cima
at work. The relation, therefore, of Lotto to the
painter of Conegliano was very much of the kind
that existed between Lotto and Jacopo di Barbari,
and not at all that of master to pupil; on the con-
trary, Cima himself contributes his share, as Barbari,
Bonsignori, and Montagna have already done, to
the proof that Alvise, and no other, was Lotto’s
master.
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VI—TESTIMONY OF LOTTO'S ENTIRE CAREER TO
HIS DESCENT FROM ALVISE.

We have now cleared out of the way everything
that would tend to establish a contrary hypothesis;
we have seen that the artists of whom Lotto has up
to this point reminded us, far from being a mere
jumble of names, were all of the following of the
Vivarini, and particularly of Alvise. There remains
but one other painter who has been suggested by
Lotto, and that is Marco Basaiti. He need not de-
tain us long, for his discipleship under Alvise is
undisputed, and every point of striking likeness be-
tween him and Lotto, as for instance, between the
Magdalen in Lotto’s Recanti polyptych and Basaiti’s
early Madonnas we may take without further discus-
sion as proof of Lotto’s kinship with Basaiti and
descent from Alvise. Lotto, therefore, at the end
of this long discussion, appears to us clearly as the
pupil not of Giovanni Bellini but of Alvise Vivarini,
influenced, to some extent, by his elder fellow-pupils
Cima and Barbari, especially by the latter.
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