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and Medievalism, which regarded them solely as a means of
conveying doctrinal instruction through symbolic or direct
representation, sculpture in Italy had dragged out a feeble
existence for many centuries before the year 1000 when the
end of the world was confidently expected, and had then almost
ceased to be. As the dreaded moment approached, men
thought only of how they could save their souls or drown their
anxieties, and not until it had passed did they breathe freely
enough to occupy themselves with life and its activities.
Among these, art at once claimed attention, as gratitude for
deliverance found natural expression in the building of new
churches or the restoring of those which through neglect were
fast falling to ruin, and as sculpture formed an integral part of
their fagades and portals, improvement in the use of the chisel
soon began to show itself, though no resal revival took place in
the decorative arts until the first quarter of the thirteenth




ii . Preface.

century, with which our history properly begins. Ifs seat was
Tuscany, and its leader was Niccola Pisano, of whom we shall
speak, after giving some account of sculpture in Italy before
his time and as he found it. We use the word sculpture,
which implies technical and ssthetic training, instead of stone
carving, which more properly expresses the nature of much of
the work which we are to consider, simply because it is & more
convenient form of speech, and not as implying artistic excel-
lence in Italian works of the eleventh and twelfth centuries.
Their makers, who modestly styled themselves ¢ Maestri di
Pietra,” i.e. stonecutters, and ‘‘ arte marmoris periti,”’ men
skilled in marble work, then first began to sign their works, and
to be lauded in fulsome inscriptions, which while they show
that art was held in esteem also prove the low standard of an
" age, when the clumsiest workmen were looked upon as prodigies
of genius.

In preparing this volume for the press from materials already
made use of in a larger work on the same subject, and from
those which have been added to the common stock of informa-
tion since its publication, I have thought it best to speak
of Pre-revival sculpture throughout Italy in an introductory
chapter, and to begin the work—proper with the Revival. After
that era, as the personality of the sculptor becomes more and
more pronounced, biographical materials increase, until in the
case of such representative men as Michelangelo little remains
to be discovered. Modern research is however constantly active
in the pursuit of fresh information, so that we can mnever con-
sider what we know at any given time as final, but the historian
ean do no more than avail himself of present acquisitions, and
this I have endeavoured to do.

¢ Als ik kan, niot als ik wil.”

BosTox, December, 1882
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INTRODUCTION.

——

SECTION I

SCULPTURE IN NORTHERN ITALY BEFORE
THE REVIVAL.

LoMBARDY.

TaE Goths who overran Italy at the end of the fourth century
were fortunately under the control of a leader who, though him-
self so illiterate that he could not write his own name, had
imbibed at the Court of the Emperor Zeno such a respect for
arts and letters that when he became master of the better part
of the Western Empire he used his power to protect ancient
monuments from injury, and for a time stopped the wanton
destruction of those vestiges of the past. With a shrewd fore-
sight, which recognized the conditions necessary for the main-
tenance of his authority, Theodoric (475-526) stimulated the
Italians to the cultivation of arts and letters, while he kept the
Goths out of the reach of such humanising influences, lest in
becoming civilized they should fall off from their high state of
military discipline. The palaces which he erected at Terra-
cina, Ravenna, Verona, and Pavis,® were built by Italian archi-
tects who were ignorant of any other style of architecture than
that which was based upon the round arch, and imitated the
old Roman buildings as far as their inferior skill would allow.,
The debased Roman was therefore the only style employed in
Italy during the period of Gothic rule, and it was not till seven
hundred years after its overthrow that the pointed style, to
which the name of Gothic has been most erroneously attached,
crossed the Alps and took an always uncertain foothold in the
peninsula.

While Italian architects and mosaic-workers built and

* Cantd, Storia degli Ttaliani, ii. 25. )
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decorated the edifices of Gothic kings, Italian marble-workers
adorned sarcophagi*with such rude bas-reliefs as we see in the
Lateran museum at Rome and about the streets of Ravenns,
but they made no statues,® and were so inferior to Byzantine
sculptors that St. Ecclesius, Bishop of Ravenna, on returning
from Byzanticin, where he had witnessed the immense enthu-
siasm of Justiniar and his people in the construction of Santa
Sophia, determined to employ only Greek workmen upon the
church of San Vitale.t The introduction of the Byzantine style
into Italy thus effected was productive of important results, for
a8 it was gradually blended with the classical Roman, with which
it was then first brought face to face, a third great style was
formed, known as the Romanesque, Romano-Byzantine, Lom-
bard or Comacine. The two first names sufficiently denote their
origin, but the two last demand some explanation. That of Lom-
bard as applied to any art is an absolute misnomer, if supposed
to be derived from the barbarous tribes who crossed the Alps
under Alboinus, king of the Lombards or Longobards, reduced
the greater part of Italy to subjection and ruled it for neatly
two centuries, since they like the Goths were ignorant and
unlettered. It was not because the new style of architecture,
which sprang up in Italy during their dominion, originated
with them, that the name of Lombard was applied to the manner
of building then prevalent, but because the greater part of
the southern as well as the northern Italian provinces were
comprehended under the name of Lombardy. The name of
Comacine was derived from a body of Italian architects who
built for the Lombards, and kept art traditions alive while their
rule lasted. For twenty years after Alboinus and his followers
overran the plains of Lombardy, the Isoletta Comacina (an
island in the Lake of Como), which held out against their
power under Francione, an imperial partisan, contained numbers
of fugitives from all parts of Italy, amongst whom were many

* The equestrian gronp which sarrom:ded the p>diment of 'Theodorio’s
palace at Ravenna was a portrait of the Emperor Zeno cast at Constanti-
nople. It bore a shield upon its left shoulder and a lance in its out~
stretched right band. Birds flew in and out of the distended nostrils of
the horse and built their nests in his belly (Agnelli, Liber Pontificalis,
pt. ii. ch. ii. p. 123; Mur. Sec. Rer. It. vol. ii.).

t Completed by St. Maximin A.p. 546-556.
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gkilled artisans known as the Maestri Comacini, a name
sfterwards changed into that of  Casari’ or * Casarii,”’—
builders of houses. After they had submitted to the invaders
(A.p. 590) their college or guild was favoured by the Lombard
kings; its members were affranchised, made citizens, and
allowed certain important privileges, but there is no evidence
that the L.ombard kings did anything to protect arts, com-
merce, or industry before the reign of King Rotari (a.n. 636
-652), whose code of laws contains special enactments for the
protection of the Maestri Comacini, and a recognition of their
free jurisdietion in the name given to them of Free-masons,
During the early period of Lombard rule, while the country was
suffering from war and pestilence, these artisans found little
employment, but their situation was ameliorated after the con-
version of the Lombards from Arianism to Catholicism,
through the influence of Queen Theodolinda, the Bavarian and
Catholic wife of their King Agilulph. To commemorate his
change of faith, the queen employed Comacine architects to
build the Cathedral at Monza, where they represented her with
other members of her family, and the precious gifts with which
she endowed the Church, in a bas-relief of the Baptism of our

Lord, which still exists over its chief portal.
A hundred years after her time other Comacine masters
worked at Cividale in the district of Friuli, with the same
methods of construction, and the same lack of skill in the use
of the chisel. Their architecture and sculpture are chiefly in-
teresting as examples of a transitional period, when Roman
and Byzantine elements hesitated in each other’s presence
before uniting in the Romanesque. The most important of
these Comacine works is the octagonal font in the Cathedral
which was erected by St. Calixtus, Bishop of Aquileja, about
787. The spaces between the slender columns with rude
Corinthian capitals which support its roof aro spanned by
round arches, whose spandrils are adorned with clumsily repre-
sented Christian emblems. The bases of the columns rest
upon a marble parapet decorated with figures symbolical of the
four Evangelists. These figures and an ornate Greek cross
with candelabra and palmettos, are executed in relief by
lowering the surface of the stone around the clumsy outlines,
within which the details are indicated by furrows dug out in

b2
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the stone. The sarcophagus of Pemone, Duke of Friuli,
under the high altar of the Church of San Martino is contem-
porary with them, and equally rude in style. Our Lord is there
represented as borne upwards by four angels in an aureole
formed of leaves within which are two other angels, marked as
cherubim by the eyes upon their wings. The hand of the
Father is sculptured above the head of the Son, and stars and
flowers are scattered about the background. In the bas-rulief
of the Adoration of the Magi® at one end of the sarcophagus,
and in that of the meeting of Mary and Elizabeth at the
other, the Madonna has a cross cut upon her forehead, instead
of having it traced upon a veil as in early Greek manuscripts.
The faces of the figures are without expression, and their pro-
portions are short and clumsy. Their outlines, features, and
, folds of drapery were originally

rendered more distinct by colour,

traces of which are still visible.

Numerous fragments of orna-

ments and animals in the same

Italo-Byzantine style are set

into the wall of the atrium of

the church of Santa Maria della

Valle,t where they may be easily

compared with the genuine By-

zantine figures and stucco orna-

ments inside its portal, which

were probably executed for Pel-

truda, wife of a duke of Friuli,

who founded the adjoining

monastery, by some of those

artists who took refuge in Italy

during the Iconoclastic war.

The archivolt of the portal is

completely covered with a vine, boldly modelled in open work.

® The three Kings are said to be portraits of Rachis Duke of Friuli,
and his brothers Aistulf and Ratcait.

t See Tavole Chronologiche della Storia della Chicsa universals, illue-
erate de Ignazio Mozzani, sec. 8, pp. 96, 97, for a mention of Sta. Maria
della Valle, also the wurk of M. de Dartein on Lombard architecture,
pt. ii pp. 30 ef seq.




Introduction. xiii

Above it are six life-size statues of SS. Anastasia, Agape,
Chionia, Irene, Chrysognus and Zoiles, whose long propor-
tions, rigidity of pose, and peculiar type of face give them the
appearance of the saints represented in Byzantine mosaics
and ivories. They wear crowns upon their heads, and are
clothed in closely fitting robes, whose borders are ornamented
with gems disposed in regular patterns. (See wood-cut, p. xii.)

It is important to remember that many of the early Italian
churches have been so completely changed by restoration as to
retain but few traces of their original aspect, while the date
of the sculptures about them, when history fails us, can only
be conjectured, as they often belong to a later period than the
buildings. The capitals of the columns of the church of San
Salvatore at Brescia, for instance, some of which are Byzantine
and others rude imitations of the Corinthian, certainly belong
to the same period as the edifice, which was built by the Lom-
bard king Desiderius and his wife Ansa in the eighth century
(769), while the capitals of the white and red marble colonnettes
formerly in the confession, and now in the museum, cannot
have been sculptured before the tenth century, as one of them
is adorned with representations of the martyrdom of Santa
Julia, whose worship did not obtain favour at Brescia until
after that time.* So also the stucco ornaments and reliefs at
San Pietro di Civate (in the territory of Brienza, on the moun-
tains near the Lake of Como), which was built by the same
king in fulfilment of & vow made to St. Peter when his son
Adelchi was struck blind while hunting, are of several different
periods, though none appear to be contemporary with the
building itself. The griffins, chimeras, fantastic animals and
fishes, with the interlaced ornaments resembling those upon
Scandinavian monuments, indicate that influence of northern
traditions, which shows itself in similar sculptures of the
eleventh century about Apulian churches, but the subjects in
relief from the life of our Lord belong to a later period, for
the Resurrection and the Passion were not directly represented
in this part of Italy before the twelfth century. So again,
while the rudely-shaped animals and monstrous figures about
the fagade of San Michele at Pavia, and the clumsy images
of San Michele and of a bishop above its pediment, are works

® Ricci, op. cit. i. 256, 258.
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of the eleventh or twelfth century, the church is a building of
the tenth, erected upon the site of an old edifice founded by
King Grimoaldus, which was burnt down when the Hungarian
mercenaries of the Emperor Adalbert set fire to the city.

MiraN.

While Theodoric made Pavia & royal residence, and the
Lombards embellished Monza, Milan was left in the low state
to which Uriah, the nephew of Vitiges King of the Goths, had
reduced her in the fifth century. Her double walls, her theatres,
temples, and peristyles adorned with statues, mentioned in the
verses of Ausonius, were then thrown down and destroyed,
and this city, which had been the first in Italy after Rome, did
not regain her former position for more than five hundred years.
The remains of early sculpture at Milan are consequently of
little importance, and only worthy of attention as connected
with the history of art. The earliest are a sarcophagus of
the fourth century in the church of 8. Celso, which differs in
no respect from works of the same class and period at Rome
and Ravenns, and a rudely executed bas-relief of the eighth
century on the outside of the church of Sta. Maria di Beltrade,
which is interesting on account of the connection of its subject
with the period in which it was sculptured. It represents a
bishop preceded by monks bearing an image of the Madonna
and Child upon their shoulders, and followed by torch-bearers.
The man with a long beard who closes the procession (called
¢ Della Idea ) is supposed to be the ‘‘ Primiciero ”* of the
““Scuola di Sant’ Ambrogio,” a society of twenty male and
female beggars, to whom alms were distributed at certain
seasons of the year, among whose benefactors was Archbishop
Anspertus, the regenerator of Milan.

With the exception of Anspertus and his predecessor
Angibertus, the Archbishops of Milan, who held the first rank
among Italian ecclesiastics and were the real rulers of the city
under the weak successors of Charlemagne, did little for any
of the arts. Angibertus erected the ciborium at Sant’ Ambrogio

* From his dress we might suppose this to be a priest, did we not

know that priests were not allowed to wear beards at that time (Gialini,
Mem. di Milano, i. 305).
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(a.p. 835) whose gables are adorned with long-proportioned
symmetrically - disposed figures in relief of a thoroughly
Byzantine type, and employed an artist named Wolvinus to
make a series of bas-reliefs in gold to decorate the high altar.

The wealth and power of the Milanese archbishops culminated
in the person of Heribert or Aribert, an ambitious and warlike
prelate, who assuming the right to dispose of the crown of Italy,
offered it at the Council of Constance, to the German emperor
Conrad, placed it on his head in the cathedral at Milan,
and entertained him and his suite with princely magnificence
for many weeks after the ceremony. His chief title to remem-
brance is the invention of the Caroccio, which was adopted by
the principal cities of Northern Italy, and proved a powerful
element of military success, as its loss in battle was a disgrace,
and its possession by the enemy the surest proof of victory. It
consisted of a huge car with a lofty mast, surmounted by a
crucifix standing on a gilded globe, from which floated two long
white banners. An altar for the celebration of mass, the
military chest, and all kinds of medicines and bandages for
wounded soldiers were carried upon it, and it was always
kept in the midst of the army while in the field, so as to show
where the commander stood, where the disabled could find
succour, and where fugitives could rally in safety. The
Milanese regarded their caroccio with so much affection, that
when Frederic Barbarossa ordered it to be broken up (a.p. 1162)
their emotion affected even his rough soldiers to tears,* but
they took their revenge upon him at Legnano five years
later, and then consecrated the rude Byzantine-looking crucifix
which towered above the Caroccio on that memorable day in
the church of San Calimaro,} where it still remains.

The victory of Legnano is also commemorated by the bas-
reliefs of the Porta Romana, which represent the trium-
phant citizens returning to their half-destroyed homes, headed
by & monk named Frate Jacopo, who bears the city banner
in his hand, and accompanied by their allies from Cremona,

#* Kington's Life of Frederio IL,i. 52.

4+ The figure of our Lord in low relief is both coloured and gilded.
Below it Archbishop Heribert is represented holding the model of* the
charch of St. Dionysius in his hand. The square nimbus around his
head proves that the crucifix was made during his lifetime.
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Brescia, and Bergamo. One of the inscriptions upon the gate
records the name of Anselmus as the sculptor, and haile him
a8 & second Dsdalus,® but in applying to him a name which
stood to his contemporaies as typical of the perfect seulptor
they showed their own ignorance, for art could hardly reach a
lower stage than in these short, clumsy, thickset figures, dang-
ling in the air like a row of dolls with pendant feet and shape-
less hands. The contempt of the Milanese for Barbarossa
expressed itself in two bas-reliefs of himself and his wife, the
Empress Beatrice, one of which is a hideous caricature, and
the other too grossly obscene for description.§ In the first the
Emperor is represented as a bareheaded and long haired monster,
holding & sceptre in one hand and resting the other upon his
thigh. His feet are crossed, and he holds between his knees
a nondescript creature with a human head, bat's ears, a dragon’s
scaly breast and wings, and fishes’ fins in lieu of arms.}

As Milan increased in power and wealth, the monuments in
her churches were 8o greatly multiplied, that at the end of the
fourteenth century they are said to have been no less than
2,000 in number. Many of those in the Cathedral were re-
moved by San Carlo Borromeo, and others, such as the twelve
marble statues given by Pope Urban IIL. in 1220, a pulpit
made by a certain Oprando da Busnate, and divers tombs of
the Sforzas and the Viscontis have disappeared, so that the red
marble sarcophagus supported upon columns in which Arch-
bishop Otho Visconti (d. 1256) was buried, is now the only exist-
ing monument to a member of either family in the Cathedral.
It may be the work of one of the Campionesi, so called from
Campione, their native district on the shores of the Lago

* “Hoc opus formavit Anselmus Dzdalus ale.” “Ale* has been sup-
posed to stand for “alter,” or to be an abbreviation of Alexandrinus,
¢ Deedalus ale ” has also been read as “ De Dalus arte ” (se¢ Millin, Voyage
dane le Milanais).

1 This bas-relief, which long disgraced the Porta Tosi, is now preserved
in the Palazzo Archinti. Itissculptured on the back of a Roman cippus,
whose inscription says that Publius Futilius had it made for himself and
his three sons.

1 Fiamma, the chronicler, says this fignre was made for the Greek
emperor; but this cannot be, as he was an ally of the leaguers. Millin
calls it * Christ Conqueror of Satan.” Giulini and Biondelli believe it to
be the portrait of Barbarossa. When removed from the gate it was
set up in the wall of a house overlooking the Naviglio. °
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Ceresio, to whom we may also safely attribute whatever of an im-
proved style is to be found at or near Milan of an earlier date
than the beginning of the fourteenth century, as, for instance,
the equestrian alto-relief on the outer walls of the Broletto of
the Podesta Orlando di Tresseno, who is noted for having -
first caused heretics to be burned at Milan (1238). He is
here represented with bared head, and hair cut close in the
neck, after the modern fashion, riding on a heavy limbed
horse. The group, though wanting in life, has a certain
homely truth to nature, and is interesting as being one of
the first works of its kind made in Italy since the days of
Justinian.

MoODENA, *

Five of the Campionesi, named Anselmo, Ottaccio, Enrico,
Alberto and Jacopo, were employed at Modena, about the
middle of the thirteenth century, to sculpture certain bas-reliefs
for the Chapel of the Holy Sacrament in the Cathedral. The
best among them is that of the Last Supper by Anselmo which,
though far from being a masterpiece, is not barbaric like the
reliefs of the victories of :King Arthur over the Visigoths,
sculptured by Wiligelmus, & Lombard or German sculptor of
the twelfth century upon the fagade of the Cathedral. Their
figures, like those in the bas-reliefs of the Porta Romana
at Milan, lately described, have round staring eyes, pendant
limbs, and furrowed draperies, and represent sculpture at its
lowest stage of degradation, while those in Anselmo’s relief of
the Last Supper, although stiff and inexpressive, show some
knowledge of form, and some comprehension of the requires
ments of Art.

ParMa,

Benedetto degli Antelami, who built the Baptistry at Parma,
and decorated it and the Cathedral with sculpture, was a much
more remarkable artist than his contemporary, Anselmo da
Campione. Like the Campionesi, and the Comacini, the
Magistri Antelami to whom Benedetto belonged, were a body
of architects and stone carvers, who derived their name from
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the place of their origin. Benedetto, who came from the Valley
of Antelamo, in the province of Como, between the lakes of Mag-
giore and Varese, is known to us only by his patronymic, and we
have no information as to his youth and education. In point of
technical skill he was not in advance of many of his contempo-
raries, but though be expressed himself in very broken language,
he had vastly more intelligence and feeling than any of them,
and is on this account to be classed as their superior. Eighteen
years before he built the Baptistry at Parma, and decorated
it with sculptures, which form his best title to remembrance,

4l

Drscnr yrox THB CRoss. (By Denedetto Antelami.)

he carved three bas-reliefs for a pulpit in the Cathedral (1178),
one of which, representing the Descent from the Cross, is now
preserved in the Boiardi Chapel (see woodcut). The figures
are stiff in pose, and scanty in proportion, but they form a
composition with a central group and side groups whose action
is concurrent. On the right of the cross, from which Nicodemus
detaches the body while Joseph of Arimathea supports it in
his arms, stand St. John and the Madonna, who assists the
flying angel above her head to hold up the drooping arm of
her Divine Son. The corresponding group on the left, repre-
sents a priest who is pushed forward to the foot of the Cross by
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s soldier and a flying angel. As he has the word Synagoga,
inscribed above his head, we may suppose that he is here
introduced as a type of the stiff-necked Jews. This striking
and so far as we know original idea, exemplifies those mystical
tendencies of Benedetto which found full expression in his
works at the Baptistry (1196). The bas-reliefs of its three
portals illustrate the first and second coming of Christ, and
“symbolize human life. Jacob and the twelve Patriarchs, with
Moses, who freed the children of Israel from slavery as Christ-
liberated mankind from the thraldom of sin, and the kings
of David’s line and the Madonna are represented upon the
gide parts of the mnorth portal as seated one above the
other upon the leaves of a vine, the tree of Jesse, whose
branches intertwine to enframe them. Around the archivolt sit
the prophets who foretold the coming of Christ, holding medal-
lions, upon which half figures of the apostles are carved in
relief. The frieze illustrates the history of our Lord and of St.
John the Baptist. Upon the side posts of the western portal
are the deeds of charity, which the Judge will enumerate
as the titles of the just ‘“to inherit the kingdom prepared
for them from the beginning of the world,” and the parable of
the Labourers of the Vineyard, divided into twelve parts to
represent the hours of the day. In the lunette sits Christ the
Judge, surrounded by angels bearing the instruments of
the Passion, and upon the architrave are other angels blowing
trumpets to call the dead to life. The principal decoration
of the southern portal is a bas-relief in its lunette, which repre-
seats a youth seated in the branches of a tree, gathering honey
from a honeycomb,® while two small animals are gnawing at its

#® Many learned explanations have been given of this relief. See for
example, the Revus Archéologique, Paris, t. x. p. 289; Letter written by
Sig. Lopez to M. Isabelle; Hammer, Antologia di Firenze, 1827, p. 84;
Valéry, Voyage en Italie, t. ii. p. 210; Sacchi, Antichistéa Romantiche -
d’ Italia, epoca i. p. 117 ; M. le Dr. Duchalais, Lettre &4 M. Lopez du §
juin 1854, imprimé dans le xxii® vol. p. 307, des Mémoires de la Société
Impériale des Antiquaires de France, 1855, in which he suggests that the
subject of the bas-relief was drawn from the legend of S. Barlaam;
Didron, Annales Archéologiques, vol. xv. p. 413, 1855. 8ig. Lopez, op. cit.
p- 180, guotes the explanation given by Sig. Ab. Luigi Barbieri and
printed in the Efemeride della Pubblica Istruzione (anno ii no. 28, April
1, 1861, p. 473), as the most satisfactory. Sig. Barbieri says that the
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roots, and a dragon, with flames issuing from his extended
jaws, sits watching to seize his prey when they shall have
done their work. Thus man, absorbed in worldly enjoyments,
forgets his inevitable doom. Reliefs in red Verona marble,
of such symbolic human figures, heads, busts, animals, and
fantastic monsters as are frequently seen about Lombard
churches, are disposed about the eight sides of the building;
and others of Faith, Justice and Peace, Hope, Prudence and
 Modesty, Charity and Piety, Chastity, Patience and Humility,
are placed near the doorways.

The lunettes of the three doors within the building are
filled with reliefs representing the flight into Egypt, the Pre-
sentation of Christ in the Temple, and the Regions of the
Blessed. In a fourth relief upon the high altar, Christ seated
within a mandorla blesses with his right hand, and rests his
left upon an open book. In considering these works,* we must
remember that they were sculptured at a time when anything
beyond the decoration of a font or an architrave with emblems
was seldom attempted, while in them on the contrary, the whole
scheme of human redemption is unfnlded in a series of allegorical
and sacro-historical compositions and symbolic figures, by a
master who lived more than a century before Giotto treated the
same subject on the walls of the Arena Chapel at Padua.
This once again brings us to see that in art, as in nature, the
processes of evolution are slow and progressive. An appa-
rently sudden advance is always preceded by efforts which have
made it possible, and it is the discovery of these efforts which
gives charm to the study of art in its early periods. Objects
in- themselves unattractive become interesting so soon as we
recognize their historical relations to each other and to those
of later and more educated times. Thus, at Parma, when we
compare the sculptures of the Baptistry with the work of
Lombard times, about the doorway of one of the old portals of
the Basilica of San-Quintino, and upon the so-called Porta di

bas-relief expresses human life in its beginning, its source and its end;
and that it is traly symbolical in that it has a triple significance, in rela-
tion to the physical, the moral, and the religious attributes of human
nature. :

* The fagade sculptures of the Cathedral at Borgo San Donino near
Parma, were perhaps executed by Benedetto or his scholars.
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8an Bertoldo in the choir of the church, which are respectively
of the ninth and eleventh centuries, we see that although no
great advance has been made in technic, the field of art repre-
sentation has been greatly widened. Nearly all the great and
many of the small North Italian cities give opporturity for such
comparative study and observation, as for instance Veronas,
Venice, Mantua, Modens, etc., of which we shall now proceed

to speak briefly.

VERONA,

The earliest sculptors mentioned at Verona, are Magister
Urso, or Orso, and his scholars Gioventius and Gioviano, whose
names were inscribed upon a ciborium in the charch of San
Giorgio di Val Pulicella. They are supposed to have been
refagees from the Roman Campagna, who when Alboinus de-
gcended with his Lombard followers into Italyinthe sixth century,
fled with many natives of the invaded provinces to the Isola
Comacina, and eventually became members of its famous body
of architects. Maestro Pacifico, who lived in the ninth century,
was perhaps a Veronese, as were Guglielmus, Nicolaus, Briolottus,
and Adaminus, who in the twelfth took part in the decoration
of the venerable church of S8an Zeno, which though founded
in the sixth century was not completed till after the middle of
the tenth (961). Guglielmus has been identified with the
sculptor of the bas-reliefs and portal ornaments about the
Cathedral at Modena, and Nieold with the Nicold del Ficarolo
who decorated the exterior of the cathedral at Ferrara. The
rude bas-reliefs on either side of the portal of San Zeno repre-
sent subjects from the Old and New Testament, fantastic
animals, knights on horseback,® &ec., &e. The figures in these
compositions are short and clumsy, with eyes marked by round
holes bored in the stone and painted black, and with furrowed
draperies which still bear traces of colour. San Zeno appears
in the lunette above the portal, standing on a dragon, sur-
rounded by a crowd of people and knights on horseback. The
doorway is closed by wooden- doors covered with metal plates,

® One of the knights on horseback going to the chase is supposed to

be meant for Theodoric, who aceording to a legend, was supplied vnth men
and horees by the infernal powers,
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beaten out into reliefs of the very rudest description, and of
unknown date, which represent scenes from the Bible, and
miracles worked by San Zeno.* Briolottus, who made the bap-
tismal font within the church and the beautiful round window
emblematic of Fortune’s wheel above the fagade-portal, probably
lived at the close of the eleventh century. The wheel is covered
with little figures, sitting, climbing, and falling, and is inscribed
with Latin verses to this effect, ¢ I elevate some mortals and depose
others; I give good or evil to all; I clothe the naked and strip the
clothed, in me if any one trust he will be turned to derision.”
Adaminus, who inscribed his name upon one of the capitals
of the double shaft which divides the entrance to the crypt of
San Zeno, sculptured the reliefs upon the architrave above
them. They represent a centaur hunting a stag, a dead fox
carried on a staff by two cocks, birds, snails, frogs, imaginary
animals and trees, which though barbarously drawn are treated
with spirit. When, as here, the Romanesque sculptor confined
himself to work of a decorative character, he was tolerably
successful, but we need only look at the colossal San Zeno in
the choir of this church, or at the figures of a large size and in
high relief about the portal of the Cathedral, which were pro-
bably executed early in the twelfth century, to see how signally
he failed in more ambitious attempts. The paladins of
Charlemagne, there represented in allusion to the popular tra-
dition that the church was founded by King Pepin, have short
thickset forms, staring eyes and vacant faces, and their draperies
and outlines are marked with furrows dug out in the stone.
The other sculptures about this portal, the symbols of the
Evangelists, the Prophets and Virtues, the signs of the Zodiae,
&e. &c., are equally barbaric in style and execution, and of about
the same date. It is evident that the artists who made them
worked under no outside influence, but this was certainly not
the case with the equally unknown sculptor of the font in
San Giovanni in Fonte (about 1200), as its reliefs of incidents
in the life of Christ from his birth to his beptism, betray the
influence of Byzantine pictures and of antique marbles upon
the artist’s mind. In execution they are very superior to other

® Guilhabaud (Hist. de UAdrchitecture du v™e au xvii™e gidcle), states

his belief that they belong to two epochs, the latest having been made
after a fire in McLX,
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works of the time, and notably so in the treatment of the
draperies, in the more natural action of the figures, and in their
combination into groups which, as in the Annunciation and in
the Murder of the Innocents, show no little comprehension of
the principles of composition, and in the latter a remarkable
dramatio feeling. The sculptor of this font founded no school at
Verona, and the character of his work is so different from that
of any other Italian trecentist, that we are half inclined to
accept the theory that he came from beyond the Alps.

VENICE.

The oldest sculptures to be seen at Venice were brought
thither by the inhabitants of Aquileja and Altina, when they
were driven to take shelter on the islands of the Lagoon by the
Huns in the fifth, and the Lombards in the seventh century.
Those who came to Torcello with Paulus Bishop of Altina in
the year 640, brought tools and materials with them, and were
thus enabled to build churches and other edifices, for whose
decoration they obtained an almost inexhaustible supply of
sculptured stone from Heraclea, Aquileja and Altina.*

Many such transplanted fragments, consisting of antique
capitals and columns, and of early Christian slabs sculptured
with peacocks, lions, crosses, and vines in flat-surfaced low
relief, may be seen at St. Mark's and about the cancellum, the
cattedra and the pulpit in the Cathedral at Torcello which was
founded by Bishop Paulus, together with the baptistry, whose
font was supplied with ever-running water from the mouths of
brazen animals. This font no longer exists, nor, with the ex-
ception of the marbles already mentioned, is there any sculp-
ture at Torcello earlier than that in the Cathedral which is
probably a work of the ninth century. The four capriciously-
imagined monsters on the outside of its marble basin, and the
human figures grouped around the short column upon which it
stands, are carved with the extreme rudeness characteristic of
the period to which it belongs. It was not until after the tenth

* Romanin, Storia di Venezia, 1. 48. The continuator of the Cronaca
Altinate says that the citizens of Oderza, “totam petram dehing
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century that some slight amelioration took place, when draperies
were better arranged, and hands and feet fashioned a little more
like nature.

The character of early Venetian sculpture, which in type and
treatment of subject resembles the early Christian in other
parts of Italy, is illustrated among other examples by the
cattedra in the treasury of St. Mark’s, a work of the tenth or
eleventh century, although it lays traditional claim to an origin
of far higher antiquity.* The mystic lamb standing upon the
mountain out of which flow four rivers, the olive branch of
peace, and the cross, are represented on the back of this vener-
able relic, and the symbols of the four Evangelists surrounded
by the six wings of the cherubim, upon its sides. Other contem-
porary marbles in and about the Basilica, carved in the same
rude style, prove that Venetian sculptors at the end of the
tenth and the beginning of the eleventh century, were men of
little skill, and this is corroborated by the fact that the doge
Pietro Orseolo was obliged to procure artists from Constanti-
nople to rebuild St. Mark’s, which had been burnt down
during the reign of his tyrannical predecessor Candiano IV.

- The remark “‘ that the history of the human race might be
written by the aid of tombs ™ is peculiarly applicable to that of
the Venetians, whose city is 8o rich in these memorials of the
dead. Through them we not only learn the names of her doges,
great captains, and eminent men, but in the early simplicity,
the increasing splendour, and the ultimate extravagance of
their monuments, discover the causes of the primitive strength
and the later weakness of the Republic.

The custom of burying illustrious persons in Roman or early
Christian sarcophagi prevailed at Venice until the fourteenth
century. Vitale Faliero (1086-1096), for instance, in whose
reign occurred the miraculous recovery of the body of St. Mark
and the visit of the Emperor Henry IV., lies in the atrium of

* Venetian chronicles state that St. Mark sat upon this cathedra; that:
it was brought from Alexandria to Constantinople by the Empress
Helena, and thence sent by the Emperor Heraclius as a present
Primigenius, Patriarch of Grado, who wished to keep up amicable rela-
tions with the Venetians, and at the same time to avoid engaging in a
war with the Lombards to recover the treasury of Grado, which had been
carried off by Fortunatus, Patriarch of Aquileja,
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8t. Mark’s, to the right of the great portal, in an antique sar-
cophagus decorated with shapeless octagonal columns. In a
similar sarcophagus on the other side of the great portal, lies the
wife of Vitale Michieli, who ruled the Republic (1096—1101) at
the time of the first crusade, in which Venice, fearing that it

. would interfere with her commerce with the East, co-operated but
coldly. Another doge, Marino Morosini (1249-1256), whose
reign was short and uneventfal, also lies in the atrium of St.
Mark’s in an old Christian sarcophagus, sculptured with rude
figures of Christ and the apostles, angels bearing censers, and
ornate crosses. His immediate predecessor, Jacopo Tiepolo,
(1229-1249), and his grandson the doge Lorenzo (1268-
1275), are buried in massive sarcophagi on the fagade of
San Giovanni e Paolo, simply decorated with angels bearing
censers, and with birds with crosses placed like crests upon
their heads.

The commercial relations.of the Venetians with the East,
which brought them under Byzantine influences, and the
presence of Greek workmen at Venice, shaped their taste in
art until the thirteenth century. The capitals of many of the
columns of St. Mark’s, the general character of the building,
the numerous Byzantine Madonnas upon its walls, and its cen-
tral bronze door, which though an Italian work is so absolutely
Greek that were it not for the Latin inscriptions and saints
upon its panels, we should suppose it to have been cast at
Constantinople, are indisputable evidences of the strength of
this foreign influence.* In the thirteenth century a rude bus
national style began to be formed, among whose first fruits were
the scripture bas-reliefs carved upon the marble columns of the
ciborium, a bas-relief in the baptistty representing the Baptism
of our Lord, and the little figures at the base of the columns
in the Piazzetta. The inclination to select subjects for artistic
representation from the life of the people, which afterwards
found its full expression in the capitals of the columns of the
Ducal Palace, shows itself in these.figures sculptured by a Lom-
bard artist named Nicold Barattieri, who was so called because
be was allowed to establish public games of chance between

# This door was made by order of the procurator of St. Mark’s,
Leone di Molino, in the year 1112. The door to the right is a real Byzan-
tine work brought from Constantinople in the.year 1204. .

c
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the columns as a reward for his skill in raising them from the
ground, where they had lain since the Doge Domenico Michieli
brought them from the Holy Land (1125). This Nicolo, a
Maestro Donato, and the Joannes de Venetia who carved the
attributes of the Evangelists over the portal of Sta. Maria in
Cosmedin at Rome, are the only Venetian marble-workers
known to us before the fourteenth century. Up to that time
the few native sculptors were employed in adapting old frag-
ments to new uses, and it was not until the supply of carved
stone failed that, being obliged to meet the demand with their
own work, they began to improve. The introduction of the
QGothic style of architecture, of which Greek workmen were
ignorant, made it necessary that the Italians should fit them-
selves to take the place which foreigners had hitherto so generally
occupied. Thus with the adoption of a new style of building,
of which sculpture formed an integral part, this art may be said
to have first taken root at Venice.

Papua,

The north Italian cities not yet mentioned, contain very
little pre-revival sculpture. The works of Fra Clarello, architect
and sculptor at Padua in the thirteenth century, have disappeared
from San Antonio, wjth many other early marbles which once
decorated its walls afd cloisters, and it contains no examples
of carved stone-work older than the fourteenth century, with the
exception of two sarcopbagi, in one of which, now hidden under
the altar of the Cappella dei Conti, the body of St. Anthony is
said to have been deposited by the Paduans, when afier a five
days’ fight they took it from the Convent of Arcesia where he
died (1281). The other, in the cloister of the Capitolo, con-
tains the bodies of Costanza d’Este and her husband Count
Guido da Lozzo, who was himself driven out, after he had
helped to overthrow Ezzelino, when he endeavoured to seat
himself in the tyrant's place.

MANTUA,

This city contains but two works whose date brings them
within this division of our subject, the one a statue, the other
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an alto-relief of the illustrious Latin poet whom she claims as
her son. When at the beginning of the thirteenth century the
Mantuans had repulsed the Cremonese, and raised the siege of
the Castle of Gonzaga, the magistrates decreed that the event
should be commemorated by placing & statue of Virgil ina
niche overlooking the Piazza, so that he might appear to share
in the successes of his compatriots. This poor work by an un-
known sculptor (1220), represents him dressed in a long robe,
with the cap of a rector of the people on his head, seated at a
reading desk with an open book before him. The alto-relief
of the great poet in the Museo Patrio, sculptured about twenty-
five years later than the statue, is superior to it. Both interest
us chiefly as examples of a branch of art rarely attempted at a
time when sculpture was almost altogether decorative.

Pracenza,

The fagade of the Cathedral, which was erected &;arly in the
twelfth century (1122), has clumsily executed bas-reliefs about

its northern and southern portals, and the sculptured signs of
the Zodiac.

FERRARA,

The Cathedral at Ferrara was rebuilt at the end of the tenth
century, and its fagade was decorated with sculptures at the end
of the twelfth by Nicold da Ficarolo, so called from the branch
of a fig tree over the right hand portal, or from Vico Ariolo
his supposed birthplace, a town in the Ferrarese distriet.

This sculptor, who is perhaps identical with the Nicold with
whom we made acquaintance at Verona, represented the agricul-
tural labours of the year upon the arch and architrave of one
of the side-portals, thence called the Porta de’ Mesi.

The equestrian statue of San Romano above the great portal
is attributed to one of the Byzantine artists whom the Doge
Pietro Orseolo brought to Venice in the eleventh century to
rebuild the church of St. Mark.

c2
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GENOA.

The Cathedral at Genoa was founded a century later than
that at Ferrara, but the oldest of its fagade sculptures are
apparently much earlier in date than either of these buildings.
The fantastic animals, sirens and monsters carved about the side-
posts of the small doorway to the left, belong both in character
of subject and mode of execution to Lombard times, so that
we are forced to conclude that they originally decorated the old
church of San Lorenzo, which was pulled down to make room
for the present edifice. The biblical reliefs on either side of
the chief portal, which represent the Stem of Jesse, and the
early history of our Lord, are works of the thirteenth centiry,
to which we may also assign the Martyrdom of -San Lorenzo in
the lunette, and the Byzantine looking Christ above it. The
reliefs, executed in a stiff bad style, are crowded with small
figures confusedly ranged oune above the other with little or no
attempt at composition. -
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SECTION II.

SCULPTURE IN SOUTHERN ITALY BEFORE THE
REVIVAL.

Apuria axp THE KinepoM oF NAPLES.

THE name of Apulia, which properly belongs to a province
of Eastern Italy, has been applied at different periods to a
larger or smaller portion of country. Under Norman rule it
was given to the part of the Peninsula south of Rome, includ-
ing the provinces afterwards consolidated into the so-called
Kingdom of Naples, while by a singular fiction, when the Italian
possessions of the Greeks had been reduced to the province of
Apulia proper, they clung to the shadow of their once wide-
spread domination, and called it Italy. At the end of the
tenth century the Eastern emperors bounded their possessions
by an idesal line drawn from Monte Gargano on the Adriatio
to the Bay of Salerno on the Mediterranean, and governed this
territory, which included Apulia, the Capitanata, Otranto,
Calabria and Beneventum, by a Greek officer, residing at Bari,
. who bore the title of Catapan or Capitan, while the German’
emperors, as successors of Charlemagne, claimed feudal homage
from the republics of Naples, Gaeta, Amalfi, and Sorrento, and
the Aglabite Saracens occupied Sicily and Malta, keeping the
Italian sea-coast cities in constant dread of their ever-renewed'
incursions. This state of affairs was completely changed
by the Normdns, who made their first appearance in Italy in
the year 1006, when a small troop of Norman knights, on their
homeward. voyage from Jerusalem, landed at Salerno, and
were hospitably received by Duke Guaimar ITI. Soon after, a
fleet approached the coast, bringing & host of Saracens, who-
on landing encamped under the walls of the city, and demanded-
8 large. sum of money for its ransom. The duke being too:
weak to fight, would have submitted as on- former occasions,
had not his fiery guests volunteered to defend him, and rushing
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upon the infidels, who had given themselves up to rest or
revelry, they massacred many, and put the remainder to flight.
Grateful for this succour, Guaimar vainly offered his deliverers
every inducement to settle in his dominions, and loaded them
with rich presents when they embarked for France. Ten years
later, a band of Norman pilgrims landed on the Adriatic coast
on their way to the shrine of the Archangel Michael at Monte
Gargano, where they met Melo, a nohle of Lombard extraction,
who had taken refuge at the shrine after heading a late
unsuccessful revolt against the Greek Catapan. Tempted by
their love of adventure and hope of plunder, they enlisted
under his banner, and helped him to win three pitched battles
before he was finally defeated at Cannae ; after wkich, Melo ap-
pealed for aid to Henry II., whose interests, like his own, were
imperilled by the successes of the Greeks, bwt died at Bamberg
while pressing his suit. On the reception of tidings of such
aggravated danger to his imperial rights in Italy as could only
be averted by prompt and immediate action, Henry crossed
the Alps at the head of a large army, marched through Lom-
bardy and the Marca d’ Ancona into Apulia, and taking the
Normans into his pay laid siege to Troju, which shortly after
surrendered. The further prosecution of his designs was
frustrated by the excessive heat of the climate, under which his
soldiers sickened and died like sheep, and he returned to
Germany, leaving the Normans to continue the war as best
they could.

Their first act was to seize upon Aversa, a fortress near
Naples, in which they established themselves under their
leader Rainulph, whom Conrad the Salic soon after created
Count of Aversa. Constantly strengthened by fresh arrivals
from Normandy, they became more and more formidable and
aggressive, and three years after they had been joined by
William, Drogan, and Humphrey, sons of Tancred de Haute-
ville, they ssized upon Melfi, and successively overran the
whole of Apulia (1040-438), leaving only Bari, Brindisi, Otranto,
and Tarentum in the hands of the Greeks. Their conquests
were then divided between twelve Norman counts assembled
at Melfi, which was set apart to be held in common as the
seat of government.

‘We need not here relate the subsequent history of Apulia, as
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it was during the period of which we have been speaking that
the churches were built, whose fagades and portals furnish us
with the most important examples of sculpture. They consist
of bas-reliefs in the lunettes, and upon the architraves and side-
posts of the doors, representing Scriptural personages or scenes
from holy writ in the conventional style of Byzantine ivories,
mossics, and paintings, and of rich and complicated ornaments
of a mixed Oriental and classical character, skilfully combined
with every variety of animal form, in relief and in the round.

In the presence of these different elements we recognize the
united inflaence of Greeks, Saracens, and Normans upon the
Italians, who while they made use of early Christian and
Medizval symbolism, clung with tenacity to those classical
ideas whose hold upon the national genius was never lost.
Let us see how and to what extent each of these nations and
systems worked upon Southern Italy. The Byzantine influence,
which is sufficiently accounted for by the political and com-
mercial relations between the governed and the governors,
and by the presence of a Greek ruler with his dependents, was
further developed by the artists and artisans who returned from
the East in the ranks of the Crusaders, bringing with them
new ideas about ornament and architecture, derived not only
from Byzantium but also from the cities of Syria, which as far
back as the fifth century possessed examples of a peculiar sys-
tem of ornament derived from old Greek art, modified by
Roman and Asiatic influences. Unlike the Byzantines, who
made use of animal forms and figures in their stuffs of rich
and varied patterns, though they discarded them in sculpture,
the Syrians restricted ornament to dentellated leaves of a con-
ventional form deeply marked and sharply cut out, combined
with geometrical patterns formed by the intersection of circles
or of straight and angular lines. The Saracens, who succeeded
the Greeks as masters of Sicily and thence acted upon the
mainland, decorated their buildings with ornaments made up
of plants, leaves, and flowers, as they were forbidden by the
Koran to represent the image of any living thing.

The Norman element in Apulian church-decoration is much
more difficult to define, as our knowledge of it is more vague.
It is even questionable whether the Normans possessed any
art of their own when they invaded France in the tenth cen-
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tury. The little sculpture found upon their oldest buildings
consists of clumsily interlaced lines (entrelacs), and of animals
biting each other, analogous in character to those common
to Celtic, Anglo-Saxon, Icelandic, and Scandinavian art.*®

The earliest adaptations of natural forms to architectural
ornament are found among the Egyptians, who decorated the
tympani, friezes, and column-capitals of their buildings with
the lotus, the palm, the papyrus, the acanthus, and different
species of water plants; and among the Persians, who laid the
animal, vegetable, and mineral kingdoms under contribution
for the same purpose ; but there is this capital difference be-
tween Oriental and Christian symbolism, that in the first
natural forms are represented for worship as symbolic of deities
or a8 typical of natural forces and phenomena, while in the
second they are signs of a hidden religious meaning, and as
such are often described by the Church Fathers, who, while
regarding all created things as witnesses to the power and
intelligence of the Supreme Being, considered them chiefly
worthy of attention in so far as they could, by an often strained
interpretation, be made to conduce to man'’s moral advance-
ment. Frequently incorrect in their ideas about the nature
and properties of animals, they did not seek to separate the
true from the false, since as St. Augustine remarks, ¢ The
all-important object for us is to consider the signification of a
fact, and not to discuss its authenticity.”” This habit of look-
ing for a symbol in every created thing led to a system of
mystical zoology contained in the ¢ Physiologus’’ or ¢ Bes-
tiary,”t a work which explains the now forgotten meaning of

* Les Normands furent d'habiles constracteurs, précision dans
Pappareil, exécution soignée, mais absence de sculpture.”—M. Viollet-le-
Duc, Entretiens sur U Architecture, vol. i. pp. 227-280. '

+ The Physiologus is a popular account of such facts in natural history
as were best adapted to the religious instruction of the early Christians,
Whether it is the title of a treatise composed by one of the Church
Fathers, or whether some great Greek naturalist, like Aristotle or
Theophrastus, is designated under the name of Physiologus, is uncertain
(ibid. pp. 18, 19). The subject-matter of the Latin and French Bestiaires
and Lapidaires is derived from Albertus Magnus, Vincent de Beauvais,
Barthélemy de Glanvil, and the Physiologus (tbid. p. 27). A French and
Latin version of the Physiologus is given in the second and third volumes
of the Mélanges d’Archéologie, par Ch. Cahier et Arthur Martin, At
p- 85 of the Introduction to this work, vol. ii, it is stated that the aldest
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many of the strange forms carved about the fagades of
Mediseval churches. The first sentence in the version of the
Bestiary made by Peter of Picardy, clearly sets forth the object
for which it was composed. ¢ Here commences the book
which is called ¢Bestiary,’ and it is so called because it speaks
of the nature of beasts; for God created all the creatures upon
earth for man, and that he may in them find an example of
faith and a source of belief.’”” So also William of Normandy
tells us, that ¢ all the examples collected in the book are in-
tended for the amelioration of sinful man and for the profit of
his soul.”

The Medimval sculptor who made use of it, was probably
not animated by so deliberate a purpose as the learned doctors
of the Charch, for he dealt only with the sign, and left its inter-
pretation to them. This was comparatively easy in the early
ages of the Church when symbolic forms were few and simple,
but as they increased in number and variety, it became more
and more difficult to discover in many objects represented about
sacred buildings that spiritual meaning which could alone
justify their presence, for their mystic significance had been
gradually lost sight of, and even before the seventh century,
when the permission to mepresent Christ and the Saints and
the mysteries of the Passion gave a final blow to art symbolism,
many of the old forms were used only because they were well
adapted for decorative purposes.

In the thirteenth century they were simply regarded as orna-
mental, and as such were denounced by St. Bernard, in an
eloquent passage against extravagance in the decoration of
churches, ¢ whose walls glow with colour, and whose stones are
covered with gold, while the poor are in want and go naked.”
¢ What,”” he says, ‘“is the use of those absurd monstrosities
displayed in the cloisters before the reading monks? See what
deformed beauty and what beautiful deformity. Why are

prose version is that of Philippe de Thaun, a Norman troubadour of the
twelfth century. About a hundred years later Guillaume le Normand
rhymed the Bestiary, and about the same time a clerk of Picardy put it
into prose in the Beauvoisin dialect. The origin of the Physiologus is
doubtful. It has been attributed to St. John Chrysostom and to St.
Ambrose. There are several MSS. of this work of the thirteenth
century in the Bibliothéque Impériale, and one at Brussels of the tenth

(bid. p- 99).
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unclean monkeys and savage lions, and monstrous centaurs and
semi-men, and spotted tigers, and fighting soldiers, and pipe-
playing hunters represented ? You may see there many bodies
with one head, and one body with many heads. Here a
quadruped with the tail of a serpent, there a fish with the head
of a quadruped. Here a beast half horse and half goat, there
another with horns and a horse’s body. The variety of form is
everywhere so great, that marbles are more pleasant reading
than manuscripts, and the whole day is spent in looking at
them instead of in meditating upon the law of God.” *

The ground plan of the noble Apulian churches, whose orna-
mental sculptures we have endeavoured to characterize and
explain, is generally that of the Roman basilica, and thcir style
is either Romanesque, i.e. debased Roman—often called Lom-
bard or Norman of the first period —or Gothic, modified
by classical influences, also called Norman of the second
period.t

Ages before these stately buildings were created, nature had
_ hollowed out a vast cave, near the rocky summit of Monte
Gargano, which was to become one of the most famous shrines
in the world. In ancient times, a Pagan temple stood above
it, whose priests doubtless used it for oracular purposes, but
its existence had long been lost sight of, when one day at the
end of the fifth century (says the legend) a shepherd having
shot a wild bull upon the mountain, saw his arrow fly back to
him, as if sent by an invisible hand. Amazed at this mys-
terious occurrence, he sought out the holy Laurentius, then
Bishop of Sipontum, who repaired to the spot, and after three
days spent there in fasting and prayer, the Archangel Michael
led him to the cave, which he declared henceforth sacred to
himself and the angels. Within it stood the oriental sign of
consecration—an altar covered with a red cloth—and upon this
the Bishop celebrated mass. Crowds of Pilgrims climb the steep

* Sancti Bernardi Opera, Parisiis, 1690, vol. i. p. 538, ch. xii. : Luxam
et abusum in templis et oratoriis extruendis, ornandis, pingendis, arguit.

+ The Norman circular style, which reached its height in the eleventh
century, was one of the modifications of the Romanesque, whose parent
stock was Roman architecture. The earliest churches built in Normandy
and England, as in Apulia, are. basilicas in form. Vide Antig. of Nor-

mandy, J. Britton, 1 vol. fol., London, 1828 ; and Viollq!:le—Dnc, Entretiena
our U Arohiitecture. \
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mountain path on the anniversary of that day to pray in the
grotto. Each man as he crosses its threshold, shakes one of
the rings pendant from its venerable bronze gates, which
were cast at Byzantium eight hundred years ago, and given to
the church by one of the noble family of the Pantaleone from
Amalfi.* A marble ¢ cattedra” of the twelfth century, supported
upon crouching lions of the Romanesque type, and adorned
with rich Arabic ornament and with a small bas-relief of
St. Michael and the Dragon, is the only object of artistic inte-
zest to be seen in the grotto.f

More than five hundred years after its consecration, a Greek
bishop named Bisantius } founded the Cathedral at Bari, which
his successor Bishop Nicolaus completed.§ It formerly contained
& ciborium made by Alfanus da Termoli, an artist of the eleventh
century, whose name was inscribed upon each capital, with descrip-
tive and highly laudatoryverses. In general design it resembled
the still existing ciborium in the neighbouring church of San
Niceold, which was erected by the abbot Eustachius early in the
twelfth century. The eagles, rams’ heads, leaf work, and angels
kneeling upon long drooping leaves, about the capitals of the

® ¢« Armilla janus,” rings of iron placed vpen church fagades, and
much venerated by the people (Montfaucon, Monarch. frang. p. 193;
Lopez, note 42, p. 204, Il Battistero di Parma).

1 According to tradition this cattedra was made in the days of the holy
8t. Laurence, and the Emperor Henry II. is said while sitting upon it to
have seen a vision of Christ and the holy angels. The outer church and
adjacent buildings, as well as the Gothic portal at the head of the long
flight of steps leading down to the Grotto, belong to Charles of Anjou's
time. The bas-relief over this portal, of the Madonna and Child, with
Saints Peter and Paul and a Lkneeling donor, has been too much white-
washed to allow of any judgment upon its original merits. It is inscribed
with the name of “M. Simon de Rao . . . (perhaps Ragusa).” The bas-
reliefs of Biblical scenes and personages upon the capitals of the columns
of the adjoining baptistry, are also of the thirteenth century, and exces-
sively rude.

1 Bisantius is evidently a patronymic. 'The bishop is said to have
decorated the dnomo with 500 large and 200 small columns brought from
Paros for the purpose (Ughelli, op. cit. vol. vii. p. 608).

§ The duomo was consecrated October 28th, 1035. Archbishop Elias
(A.D. 1091) discovered the bones of St. Sabinus under the old altar, where
they had been concealed for 240 years. According to a tradition men-
tioned by Ughelli, these relics were brought to Bari by Archbishop
Angelarius, Bishop of Canosa, A.n. 850.
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columns which support its pyramidal roof, are sculptured with
that fineness and decision of stroke peculiar to the Apulian
marble worker, who, though ignorant of anatomy, treated animal
forms as boldly as those of the vegetable kingdom, whose
structure he so well understood. Nicolas, Bishop of Myra (a.p
825), the titular saint of the church in which this ciborium®*
stands, was especially renowned as a destroyer of heathen
temples and idols. His bones, from which flowed a healing oil
of miraculous power, were brought by certain merchants from
Antioch to Bari in the latter part of the eleventh century,
and the splendid church which bears his name was founded in
the year 1087. Twenty-four columns with rich Byzantine
capitals, decorated with carved leaf-work, lions’ heads, and a
great variety of sharp, clear-cut ornaments, support the vaulted
roof of the vast crypt where his remains were buried. Hardly
had the building been roofed in (1079), when it became the
scene of a great Church-council, held by Pope Urban II. to
denounce the errors of the Greek Church, at which Anselmus,
Archbishop of Canterbury, and one hundred and eighty-five
bishops assisted. The marble ¢ cattedra ” in the choir was made
in commemoration of this event. Its szat rests upon two wild
grotesque-looking Arab prisoners, each kneeling on one knes,
& man with a staff in his hand, and a lion holding & man’s
head in his paws. Lions’ heads are introduced below the foot-
slab, which, like the other slabs and panels of the sides
and back of the chair, is adorned with ornaments of elegant
design.

Bas-reliefs of Samson and the lion, and other Bible subjects,
lions and sirens, vines and arabesques, a centaur, a man carry-
ing a hare, and beasts of different kinds encircled by winding
lines which spring from vases, are sculptured upon the
fagade and about the portals of the church, while & sphinx sits
above the gable, bulls standing upon consoles protrude below
the ocornice, and two flying angels of a strongly Byzantine
character fill up the spandrils of the portal-arch.

The animals are by no means so well sculptured or so nume-
rous as those on the exterior of the cathedral at Troja,

* King Roger IL., who was crowned King of Sicily in this church by
the antipope Anacletus in 1181, is represented on a niello plate set above
the arch of the ciborium.




Introduction. xxxVvil

which was commenced by Bishop Gerardus in 1093, and
completed by Bishop Guglielmus II. Peopled with all created
things, and glowing with yellow and green stones, after the
fashion of the Sicilian churches, its fagade unites the sharp-cut,
clear-line sculpture of the East with the Polychromatic de-
coration of the Saracens. A cornice richly carved with heads
of men, lions, and leaf-work divides it into two parts. The
great wheel window is encircled with a row of rudely sculptured
beasts, and surmounted by the figure of a man seated upon the
back of a nondesecript animal. Oxen, elephants, porcupines and
apes protrude from the wall on each side of this window, and
columns, with lions above their capitals and at their bases, sup-
port the plain round arch above it. The spaces on either side
of the great central arch over the portal are enriched with a
row of small arches, having dentellated archivolts and columns
with leaf-work capitals. Slabs of marble covered with Arabic
ornament, and rudely-chiselled figures in relief of a Byzantine
type, representing Christ enthroned between the Virgin and St.
John, SS. Secundinus and Eleutherius, together with the sym-
bols of the Evangelists in medallions, decorate the great door-
way, while the lunette of one of the lateral doors, whose side-
posts and architrave are sculptured with ornaments, is filled
by a bas-relief of Christ treading on the lion and the
dragon, and two rudely-carved angels of a Byzantine type.
Many columns with varied and elaborate capitals divide the
nave from the side aisles within the church, and furnish another
example of rudely chiselled heads surrounded by rich and
tasteful ornaments, whose patterns are intricate but never con-
fused in line. On the right-hand side of the nave stands an
oblong pulpit of the twelfth century (1167), decorated with
deep-cut, flat-surfaced ornaments, and supported upon columns
whose capitals are divided by volutes, upon one of which sits a
bearded figure with broad nose and long hair. The raised work
is gilded, and relieved against a green back-ground. An eagle
with spread wings, holding a beast in his talons and standing
upon a human head supported on a colonnette, occupies the
centre of the front of this pulpit under the reading-desk, and on
the end towards the high altar there is a very curious bas-relief
of a lion, with foliated body, curling hair, and staring eyes, who
while tearing a sheep to pieces, is himself seized by a sort of
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tiger-cat who has mounted on his back and fixed his teeth in
his flank.* '

The churches of the twelfth century bear as strong marks of
Byzantine influence, as those of the eleventh of which we have
been speaking. Inthe crypt of the Cathedral at Otranto (1160)
for instance, some of the capitals of the columns are carved
with patterns exactly like those of St. Sophia at Constantinople.
So also the three figures in alto-relief of our Lord, the Madonna,
and St. John, which fill the Moorish arch over the great portal
of San Giovanni in Venere (1200)1 near Lanciano, are Byzan-
tine in their forms and draperies, as is the nimbus about our
Lord’s head and the ornament upon the cattedra on which He
sits. Some of the leaves and ornaments carved upon the
capitals of the columns and pilasters which flank this portal
are antique in character, while the freer and less conventional
bas-reliefs beyond them seem to be Italian works, and of a
later date. The upper relief of the left-hand series represents
two peacocks drinking from a vase, and that in the correspond-
ing panel below, two griffins with a kneeling figure between
them. St. John the Baptist, attended by a youth, figures with
two other saints in one of the upper panels, while in the lower
Mary and Elizabeth meet before a little temple, which stands
below a series of pointed arches separated by towers, perhaps
meant to indicate those of Jerusalem. The upper panel of
the right hand series contains an arabesque ornament, and a
relief of two men firing arrows at a bird. Moses with the
Tablets of the Law, and Jonah, as typical of the Old Dispensa-
tion, and St. John the Baptist with the Madonna and Child as
typical of the New, are also represented, together with Daniel
praying between two lions, and Zacharias with & censer in his
hand listening to the angel who announces to him the birth of
St. John the Baptist.

Standing in the quiet country, oat of the reach of those

* This pulpit was removed to the duomo from the church of St. Basilia,
Its inscription is to this effect: “ Anno Do! Incarnationis MCLXVIIL regni
vero Dal BRL.W Dei gritia Sicilise et Italise regis magnifici olim regis W
Filii Anno mur.  Mense Mai 1. Factum est hoc opus.”

+ It derives its name from a temple dedicated to Venus Conciliatrix,
whose site it occupies. Although traditionally said to have been founded
under Justinian, it was commenced in the twelfth century by the abbot
Raynaldus, who built this portal, and died February 19, 1204,
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jarring sights and sounds which mar the effect of the noblest
building in the midst of a busy town, this church remsins as
it was centuries ago, save those scars and rents which time has
made in roof and parapet. Sturdy oaks like those which first
saw its towers rise heavenward still shelter it, and the sea
which stretches in blue immensity below the hill on which it
stands, is the same Adriatic whose waves broke upon the coast
when the first stone of its now crumbling walls was set in its
appointed place.

To the north of San Giovanni in Venere, near Chieti, at the
base of Monte Majella, stands San Clemente a Casauria, one of
the most ancient, and most interesting churches in this part of
Italy.* TUntil the middle of the ninth century (a.n. 854) its
site was occupied by a small church dedicated to St. Quirinus,
which the Emperor Louis II. destroyed to make room for a
church and monastery. These buildings were already far
advanced A.p. 872, when the emperor, who had obtained the body
of St. Clement from Pope Hadrian III., journeyed from Rome
with a crowd of priests and devotees to escort the holy relic
to its new resting-place, which he dedicated to the saint and to
the Holy Trinity. When the procession reached the bank of the
river Pescara it could not proceed, as the bridge had been swept
away by a late freshet. Seeing this the emperor ordered the
body of St. Clement to be placed on the back of a mule, and
striking the beast with his hand, cried with a loud voice, ‘¢ Let
Clement guide you,”” and lo! the tumultuous waves- became
like rocks under its feet, and the precious burthen was conveyed
safely to the opposite shore. It was then deposited in the
church, and the emperor having appointed Romanus to be its
first Abbot, presented him with his own sceptre, to be borne
in lieu of a crozier by him and his successors.

Three times plundered by the Saracens in the first two cen-
turies after its foundation, the churcht was restored early in the

® All the circumstances of its foundation are related in the Cher.
Casauriense (Muratori, Script. Rev. It. vol. ii. pp. 769-780). It is in the
commune of Castiglione, olim ‘“alla Pescara,” near a little town called
" Tor de’ Passeri, and can be reached either from Popoli or Chieti.

+ The Emperor Louis II., St. Clement, the Abbot Leonas, and his sue-
cessor the Abbot Joel, were represented in bronze upon the panels of the
now almost entirely dilapidated doors of the church. These doors, which
must have been cast at the end of the twelfth century, were made of
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twelfth century (1110), by the Abbot Grimoaldus, who cone
structed the crypt and adorned it with paintings. About sixty
years later it was almost completely rebuilt on a much more
magnificent scale by the Abbot Leonas, who added to it the
chapels of St. Michael, St. Thomas of Canterbury, and the
Holy Cross, erected the fagade, and built the narthex. The
abbot is represented in the lunette of the great portal, kneeling
before St. Clement to present a model of the restored church,
whose history is illustrated in & series of reliefs upon the archi-
trave. They represent the gift of Pope Hadrian to the Empe-
ror, and his reception at the door of the church, the mule with
the reliquary on its back, the installation of the Abbot Romanus,
and the purchase of the island on which the church is built,
in a stiff conventional Byzantine style which, however imper-
fect, harmonizes well with the Romanesque architecture of the
building. Rudely sculptured reliefs of the distingunished per-
sons connected with its history cover the flat spaces between
the central and the side portals, whose lunettes contain alto-
reliefs of the Madonna and the Archangel Michael. Among
the interesting objects inside the church are the sarcophagus
under the high altar which contains the bones of St. Clement;
the terra-cotta ciborium above it, adorned with the symbols of
the Evangelists, a relief of the Madonna, some fantastic birds,
and a repetition of the historical bas-reliefs upon the architrave
of the great portal; the paschal candlestick, a round shaft of
marble with an ornate Byzantine capital surmounted by a
number of colonnettes clustered about a central column; and
the pulpit, which rests upon columns with carved capitals, and
" is adorned with panels filled with a flat-surfaced leaf ornament
sculptured with surprising boldness. The inscription upon it
warns the officiating priest to beware lest his voice be but an
empty sound.*

A similar inscription upon the ‘ cattedra *’ in the Cathedral at
Canosa, admonishes the Bishop, if he would hereafter gain an
wood, upon which bronze plates were fastened with nails after the old
Greek fashion. They were divided into twelve rows by horizontul and
vertical bands, each containing twelve panels, adorned with the above-
mentioned portraits, and with lions’ heads, griffins, crosses, moons, stars,
&o. (Schulte, op. cit. ii. 23-82.)

& “ Hic qui magna canis, fac, ne tua vox sit inanis;
Multum se fallit mala qui fecit et bona psallit.”
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eternal throne, to be that which he would seem to be, to make
his actions tally with his words, so that while giving light to
others he may not himself sit in darkness.* The cattedra,
which was made in 1080 for Urso the Archbishop of Bari and
Canoss, by a sculptor named Romoaldus, rests upon the shoulders
of two richly caparisoned elephants of an heraldic type. It
has leaf ornaments, inscriptions, and geometrical patterns
about its pointed Gothic back and side posts ; sphinxes and
griffins upon its side panels ; eagles with red painted wings and
tails upon the slab below its seat; and bearded heads upon the
end of its front slab. The pulpit in the nave is of a later date
and less remarkable. The capitals of its four octagonal columns
are sculptured with simple leaf-work, and its reading desk rests
upon an eagle standing on a human head.t

The Cathedral was founded by the Norman hero Bohemund
on his first return to Italy from the East, and the adjoining
Grave chapel was erected to his memory by his mother Albe-
rada, whom Robert Guiscard repudiated under pretence of con-
sanguinity, in order to marry Sigelgaita, the daughter of
Guaimalchus, Duke of Salerno. The chapel is a small building,
crowned by a cupola, with an octagonal drum pierced by round-
headed windows, having pilasters upon its outer wall spanned by
round arches, whose capitals are decorated with heads and leaf-
work, and a single doorway filled with bronze gates cast by an
artist from Amalfi named Roger. The kneeling and standing
figures engraved on the lower panels, whose outlines were filled
with niello long since removed, are absolutely Byzantine in
style, while the discs above them are Saracenic. The lower
panel to the left contains a lion’s head with a ring pendent
from his jaws. Bohemund’s exploits and virtues are com-
memorated in Latin inscriptions upon both valves. The
multiple influences which worked upon the art of the time

# ¢ Premsul ut :terna posthac potiare cathedra,
Quod vox exterius, res ferat interius.
Quod geris in specie, da (?), gestes lamen ut in re (?),
Lumen cum prestas, lumine ne careas.”

+ Thestyle of the “cattedra” and the use of Leonine verses in the inscrip-
tion, make it probable that the Urso mentioned in the inscription was the
Bishop of the eleventh century, and not him of the seventh, who was
also Bishop of Canosa (M. de Bréholles, op. cit. p. 42).
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are far less forcibly represented at Canosa than at Trani,
where the magnificent church of St. Nicholas the Pilgrim,
of about thirty years’ later date than Bohemund’s chapel,
shows them more fully than any other Apulian building.*
Its plain, massive walls are Norman; one of the windows
in the bell towert and portions of the ornament are Arabic;
its ground-plan is that of the triple-naved Roman basilica ; its
bronze gates are Italo-Byzantine ; and its double-arched portal,
with slender columns and sculptured pilasters resting on human
figures, is a first-rate example of Romanesque architecture.
The flat spaces between the winding lines of ornament upon
the archivolt are filled with sphinxes, centaurs, dogs, and
fantastic animals, such as a creature with the head of a devil,
the body and legs of a horse, and the arms of a man, who is
striking with a hatchet at a species of tiger cat, who has seized
his fishlike tail in his teeth. These sculptures, kept within the
level of the mouldings, are flat-surfaced, full of life and action,
and well proportioned. An equal skill in combining figures
with ornament is shown in the reliefs of Jacob’s Dream, the
Sacrifice of Isaac, &c. &e., carved on either side of the door-posts
on the left hand, but the figures with broad faces and sharply
marked and deeply cut draperies, whose folds are well indicated
and arranged, are much less justly proportioned. Elephants
with small columns on their backs, a griffin holding & human
figure in his claws, bulls, &c. &c., protrude from the upper
part of the fagade, and are disposed about its richly-adorned
windows.

The sculptures of the same pariod at Trani, about the portal
of the Ognissanti church, are ruder in execution and more

# Date of foundaticn uncertain, dedicated in 1143, but not then finished,
as is proved by the will of a woman of Trani named Rosa, dated 1163,
which directed that in case of the death of her children a third of her
rroperty should be given to aid in its construction. The Saint Nicholas
10 whom it is dedicated was a Greek pilgrim, who died at Trani in con-
sequence of rough usage, A.n. 1094, Persuaded of his sanctity by the
wounds which appeared upon his corpse, Archbishop Byzantius of Trani
caused him to be made a saint by Pope Urban II. This archbishop
hegan the duomo which was consecrated under his successor, Byzan-
tius II. Like most Apulian churches, it is 8 pure basilica.

+ This campanile was built by Nicolaus, sacerdos and protomagister, a
name also inreribed npon the pulpit in the duomo at Bitonto.
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stiff in outline. They consist of leaves, volutes, angels with
floating hair and pointed wings, women with snakes hanging
upon their breasts, syrens, centaurs, a long-bearded violin-player,
and a Madonna with a kneeling suppliant and an angel.

A few other Apulian churches of the twelfth century may
here be mentioned, such as the Cathedral at Ortona (1127),
which has two rude bas-reliefs, representing Moses receiving the
Tablets of the Law, and St. Peter walking on the waters,
made by a Magister Riccardus in the thirteenth century, set
into the wall of its.campanile. The Cathedral at Ruvo has a
very ornate Gothic fagade, and a richly decorated portal with a
round arch, within which are bas-reliefs of the Paschal Lamb,
the symbols of the Evangelists, Christ and the Madonna, with
S8. John, Peter and Paul, and angels, carved in a hard, rude
style. The Cathedral of San Valentinian at Bitonto, one of the
earliest buildings of the so-called Norman Gothic style, has a
Romanesque portal flanked by small columns resting on lions,
The lunette is filled with a row of rudely sculptured figures, de-
creasing in size to the right and left of the central crucifix, and
the architecture is decorated with small reliefs of subjects taken
from the New Testament. The roof of the chir:h, towards the
piazza, is crowned with an arcade of rich design, whose supporting
columns have capitals in which Saracenic ornaments and Roman-
esque animals are combined in the old style of mixed decoration.

From Apulian churches, let us now turn our attention to
their pulpits, some of which also exhibit an extravagant use of
form and colour. The most remarkable among them is that in
Sta. Maria in Lago, at Moscufo, which was made by a sculptor
named Nicodemus in 1158. The body of the pulpit, raised
high in the air upon columns spanned by arches of a decidedly
Moorish type, is reached by a staircase decorated with reliefs
representing the history of Jonah. It has two reading-desks,
one of which rests upon the head and arms of an angel with
white and green wings, red hair and a scarlet robe, and the
other upon an eagle. Below these figures, respectively symbolio
of S8. Matthew and John the Evangelist, are the winged lion
of St. Mark and the Ox of St. Luke, coloured with bright flat
tints. The angles of the pulpit between the reading-desks are
decorated with twisted columns, having little nude figures climb-
ing up their shafts or seated at their bases, and the flat spaces

d2
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between them are enriched with reliefs of men fighting with
lions and bears, and with delicately sculptured geometric orna-
ment. The rich leaf-work about the cornice, the open arcade
below it, and the birds, syrens, griffins, harpies and intersecting
lines in the spandrils of the arches below the body of the pul-
pit are carved with the care and skill of an accomplished work-
man, but the figures are rude and clumsy. The round staring
eyes of the angel and the lion, the furrowed draperies, and
the gaudy colours freely used upon every part of the work
give it a barbaric aspect, and yet it is so well-proportioned
and so systematically planned that the general effect is not
unpleasing.

The contemporary pulpit made by a Magister Acutus at
Pianella, a mountain town near Moscufo, is far less elaborate than
that at Sta. Maria in Lago. Its side panels are adorned with
the symbols of the Evangelists in relief, and the reading desk
rests upon an eagle of bizarre aspect. The pulpit at San
Pellino, which was erected by Oderisius, Bishop of Valva, in
1168, has panels and column capitals adorned with flat ornament
composed of interlaced lines. Inthe Cathedral of St. Valentinian
at Bitonto there are two remarkable pulpits, one of which is
inscribed with the name of Nicholaus Sacerdos et Magister, pro-
bably the same person who built the campanile of the cathedral
at Trani. An eagle standing upon a croucking human figare
supports the reading desk, and the panels are filled with boldly
carved rosettes, while those upon the staircase contain conven-
tional looking trees, relieved against a red background, with
birds sitting upon their branches and nestling in their leaves,
The ornaments and the little angel on the front are well pro-
portioned and carefully worked, and when compared with the
rudely executed bas-reliefs of Solomon and the Queen of Sheba
at the back of the staircase, illustrate the superiority of early
Apulian marble-work to that of a later period. The smaller
pulpit in the church exemplifies the mixed style of deco-
raticn which we have so often noticed. The shafts and capitals
of its columns are adorned with fruits, flowers, birds and beasts
in relief, and its panels are filled with flat-surfaced deep cut
Arabic ornament relieved upon a mosaic background. Some
excellent marble-work in the old style is to be found in the church
of 8. Maria d’ Arbona, at Chieti, where the Paschal candlestick,
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a marble shaft wreathed with a vine, has a capital of charming
design, and the marble tabernacle near it is decorated with
well conceived and boldly sculptured ornament.

Having now noticed the Apulian sculptors of the eleventh and
twelfth centuries, we must say a few words about the bronze cas-
ters, who found models for their work in the gates cast at Constan-
tinople by Staurachios between 1066 and 1087, by order of two
citizens of Amalfi, Mauro and his son Pantaleone III., who
presented them to the churches of Amalfi, Atrani, Monte Casino
and Monte Gargano. These gates, which are panelled and deco-
rated with Scripture subjects and persons, delineated by incised
lines filled in with silver and with red, black or green metallic
pastes, were closely imitated by Roger of Amalfi in the already
described doors of the Grave-chapel of Bohemund at Canosa,
and by his contemporary Oderisius of Beneventum in the
bronze gates:of the great portal of the Cathedral at Troja,
and of a side door made up of plain bronze panels, upon
which the bishops of Troja are represented in niello, in a
thoroughly Byzantine style. The incised figures upon the
panels of the great gates of the chief portal represent Oderisius
the artist ; Berardus Count of Sangro, to whose domain Troja
belonged; Christ the Judge, enthroned after the old Byzantine
type upon a rainbow, and the donor Bishop William IT., stand-
ing between two plants of a conventional type. Eight of the
panels, which are set in squarés formed by boldly-projecting
ribs with a quatrefoil in each corner, contain lions’ heads with
rings pendent from their widely-extended jaws, and two are deco-
rated with fantastic dragons holding bell-shaped knockers between
their teeth. These boldly and vigorously handled accessories .
give an effect of great richness and variety.* While Oderisius
of Beheventum closely copied the Byzantines in style and mode

* The coats of arms in the third row, of Cardinal Scipio Rebiba, Bishop
of Troja from June 19 to September 4, 1560, and of his nephew, Prosper
Rebiba, in whose favour he resigned his see, were cast by Maestro Cola
Donato Maecella or da Mascella, now Strongli in Calubria, in 1573. The
inscription gives the artist’s name, and states that Prosper Rebiba caused
the doors, which were in a ruinous condition, to be repaired. The patron
saints of Troja—Secundinus, Paulianus, and Eleutherius—are also by
Cola Donato. The two cardinals are mentioned by Ughelli (i. 1347),
Another part of the doors was restored in 1690 by Antonio de Sangre,
who was Bishop of Troja from 1675 to 1694,
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of work, Barisanus of Trani (1160-1179) freed himself from such
trammels to a certain extent in the gates which he cast for the
cathedrals at Ravello, Monreale, and Trani.* Many of the
subjects treated are identical, but whilst the panels of the Ravello
gates are decorated with rosettes at each corner, and enframed
in arabesque borders, those at Trani are enriched with small
medallions containing miniature repetitions of the large sub-
jects, executed with great delicacy and skill. In all, the work is
clear and smooth, and there is a life in the figures unknown to
Greek art of the time. St. Eustace, for instance, draped like °
an Arab sheikh, sits upon a fiery though heavy-limbed steed,
and the two Saracens fighting with clubs and cross-barred shields
are vivacious and resolute. Even in a composition so Byzan-
tine as the Deposition, the artist shows feeling and attains
some freedom of line. Those who know the bronze doors at
Pisa, Monreale, Verona, and Beneventum will agree with us in
considering them inferior to the work of Barisanus, who was
in fact the best bronze caster in Italy before Andrea Pisano.

The period at which we have now arrived is that of the
Emperor Frederic II., who affected the style and attributes of
the Roman emperors in his portraits, statues, medallions and
effigies, and whose taste in art was formed upon classical
models.} The splendour of his resources, and the great ability
of the master architects of his time, are set before us in the
Gothic castle known as Castel del Monte, which he erected in
1244 upon the summit of & high mountain between Rave
and Andria, called by the Normans ¢ le Haut Mont " and the
¢ Mont Hardi.”

* The name of Barisanus is given only on the doors at Monreale,
though the Duc de Luynes (op. cit. p. 43) thinks that the mutilated
legend in one of the panels of those at Trani, * . . . vs . . . NsI1s,” may
mean Barisanus Tranensis, and that the person kneeling at the feet of a
saint above it may be the artist himself. The inscriptions in the Trani
door, which is the oldest, are in Greek; those at Ravello in Latin. There
are thirty-two pamels in the Trani door, and fifty-four in those at
Ravello. .

t Frederic and Manfred are both represented as Ceesars in medallions
upon the side pilasters of the portal of the church of the Porta Santa at
Andria. They are probably copies from originals of their time, as the
portal is Renaissance in style, and consequently of a mnuch later dute.
The church was commenced by Conrad in 1253, and finished by Manfred
in 1265.
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Tenanted only by robbers or wandering shepherds, it has
greatly suffered of late years, and its single portal, with a double
Gothic arch and cannellated pilasters, above whose Corinthian
capitals stand the Suabian lions, has been much marred and
defaced. Through it the traveller enters the castle, which from
its great size, its peculiar distribution, the mysterious solitudes
of its vaulted chambers and winding stairways, and its associa-
tion with one of the most romantic and interesting persons in
history, is eminently calculated to affect the imagination.
Involuntarily the feeling creeps over the mind that the
great Frederic is waiting here, like Barbarossa at Kyffhauser,
until he be permitted to issue forth in pomp to resume the
reins of empire.® .

The edifice is as beautiful as its general plan is ingenious and
its masonry perfect. The same high finish and admirable
taste is visible everywhere; in the windows, with their small
columns of rose-coloured marble and their deep embrasures;
in the tall Gothic fireplaces; and in the ribbed and vaulted
ceilings, with their rosettes and corbels, some of which are
adorned with seated figures sculptured in the rude style of the
thirteenth century. Besides the two heads of a later and better
period, carved upon the corbels above a staircase in one of the
towers, the only other piece of sculpture in the castle is an
almost totally effaced bas-relief of a woman kneeling before a
chief, with a retinue of armed men.

The church and monastery of St. Leonardo, between Foggia
and Sipontum are classed among the buildings raised by Frede-
ric to recompense the devotion of the Teutonic Knights, but
the sculptures about its mutilated portal are too much like
those of the eleventh century at Trani and Bari, to make this
credible. The monastery is now a farm-house, and the church
is desecrated and fast falling into ruin, but the portal-sculptures,
where they have not been broken away by violence, are in a
state of tolerable preservation. Three arches, the inner one
being round and the upper two pointed, rise above the portal.
Below the lamb sculptured within the pointed arch, is a rosette,

* January 29th, .. 1240, Frederic II. wrote a letter to the Justiciary
of the Capitanate concerning the building of the castle; “ Cum pro
castro, quod apud Sanctam Mariam de Monte fieri volumus per ter,” ete.
The emperor appears to have erected it in 1244 (Schultz, op: cit. i. 164).
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like that on the pulpit at San Clemente on one side of which
stands a saint, and on the other a monk with a chain and a
book. Griffins protyude from the wall above the capitals of
the round columns which support this arch, at whose bases
stand lions, one of whom is devouring an Arab prisoner. The
adoration of the Magi is carved upon one of the capitals, and
St. Joseph seated on an ass and guided by an angel on the
other. 'T'he archivolt of the round arch is enriched with a
winding ornament of great beauty, into which angels and
fantastic animals are introduced, while the pilasters on
either side of the doorway are sculptured with birds and
human figures. '

Of the Emperor Frederic’s palace at Lucera, which was deco-
rated with statues brought from Naples upon men’s shoulders,
no vestiges remain, and none exist of that at Koggia, except an
arch, below which are sculptured the imperial eagles and
several inscriptions relating to its construction.*

The Gothic Cathedral in the picturesque hill city of Atri,
which was built during Conrad’s reigh, has no sculptures of
his time. The figures of Christ, the Madonna, and saints over
its portal were made by Maestro Raymondo de’ Podio in the
latter part of the thirteenth century. There is also but little
sculptare about the Cathedral at Lucera, which King Charles II.
founded to commemorate the expulsion or forced conversion of
the Saracens who had been established there by Frederic II.
Its Gothic portal is surmounted by a small group of St. George
and the Dragon, and the lunette is filled with an alto-relief of
the Madonna and Child seated upon a throne supported by
lions. Inside, the church offers nothing of interest but the
mutilated statue of its founder.

The last great Apulian building which we have occasion to
mention, is a triple-naved basilica at Bitetto, dedicated to St.
Michael. The fourteenth-century bas-reliefs about its fagade,

® “Compalatii Neapolitani inveniant homines qui eas salubrite: super
collum suum usque Luceram portant.”—Regesta (cité par M. de Bréholles,
Mon. et Hist. p. 76). Kington, Life of Frederic II., vol. ii. p. 176, says
the statues were brought by sea to Naples, and probably came from Pisa.
The same writer, at p. 314, says that in 1242 Frederic “ravaged the
country round Rome, but withdrew to Melfi in August, carrying off from

Grotta Ferrata the brazen statues of a man and a cow which poured
forth water. These were meant to adorn Lucera.”
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representing scenes from the history of our Lord, show that
Apulian art, having reached its term where the Northern
schools began, had then fallen into a complete state of dee
cadence.

Single statues were rarely made in any part of Italy before
the fifteenth century, and in Apulis, if we except a pleasing
figure of St. John the Baptist of the sixteenth century in the
church of St. Andrea at Barletta, not at all. The colossal
bronze statue of the Emperor Heraclius, which stands before
the guard-house in the same Apulian town, is a Byzantine work
of the seventh century. The military dress and accoutrpments
are Roman, but the head is Byzantine, and the diadem which
encircles it is such as was worn by the early Greek emperors.*®
The noble and serene expression of the face (see tailpiece)
answers well to the idea which we form of this valorous
servant of Christ, this pioneer of the Crusaders, who invaded
Persia A.p. 622, to regain the Cross which Schaharbarz, the
cruel ally of Chosroes, had carried off to Ctesiphon, and re-
turning with it to Jerusalem, mounted the steep ascent of
Calvary bearing it like our Lord upon his shoulders.

There seems no doubt that the ship in which the statue was
brought from Constantinople was wrecked off the coast of
Barletta, leaving it stranded, like some huge leviathan, upon the
beach, where it remained until the fifteenth century, when it
was brought to the town in a mutilated state, and set up in the
Piazza, May 19, 1491, after the legs, the cross, and the ball
which lies in the hollow of the left hand, had been restored by
a Neapolitan bronze-caster, named Albanus Fabius. One
account states that Heraclins himself had the statue cast by a
Greek artist named Polyphobus, and sent it to Monte Gargano
as an offering to the shrine of the Archangel Michael ; another,
which wears a much greater air of probability, affirms that the
Venetians brought it away from Constantinople, where it had
been set up to commemorate the triumphal entrance of the

# According to the Ohronicon Pascale, Constantine the Great first
wore a diadem of pearls on May 11th, A.p. 330. Constans I is repre-
sented upon coins wearing a diadem made of two rows of pearls with
pendant bands. Julian, 360363, and Jovian, 363-364, wear exactly sach
a coronet as described in the text, on coins of the time (Schultz, Denk.
maler der Kunst, i. 148).




1 Historical Handbook of Italian Sculpture.

emperor on his return from Persia, mounted on & car drawn by
four white elephants, and preceded by the rescued Cross.*

Apulia is scarcely richer in tombs than in statues. Those
of the Norman heroes in the church of the Holy Trinity at
Venosa are among the few of historical interest.

Robert Guiscard was buried there near his brothers, Williara
of the Iron Arm, Count Drogo, Count Humphrey, and his
repudiated wife Alberada, who lies in a plain sarcophagus
standing under a Gothic gable supported upon columns. None
of the Hohenstauffens were buried in Apulia, although Frederic
and his three sons, Henry, Conrad, and Manfred, all died there,
Iolanthe, and Isabella,} the Emperor's wives, were buried in

the crypt of the duomo at Andria, where a few finely-worked

bits of marble, and some small columns belonging to their
monuments may still be seen. King Charles II. of Anjou
was buried at Lucera in a sarcophagus, whose sepulchral effigy
placed near the great portal represents the king dressed
in a suit of chain mail, half concealed under his surcoat. The
hair is cut across the forehead, and falls in long straight locks
upon the shoulders. The hands are crossed, and the feet rest
upon small dogs.

The monuments of the princes of the house of Anjou, with
this single exception, are to be found in the church of Sta.
Chiara at Naples. They are all Pisan, or of the Pisano-Neapoli-
tan Gothic school, and will be described in the division of our
sabject to which they belong. The kingdom of Naples, unlike
Apulia, contains few examples of an earlier period, and Naples
itself has no sculpture older than the middle of the thirteenth

® Amédée Thierry, Les F'ils et Successeurs & Attila. Giovanni Villani,
Ist. Fior., says this statue is a portrait of the T.ombard King Eraco or
Rachi (704-749), to whom he erroneously ascribes the defeat of Chosrocs
and the rescue of the Cross; evidently confounding the nume of Erachio
with that of Eraclio. Setting aside the costume, which is not at all liko
that of a Lombard king, such a statue would never have been erected in
the eighth century at Barletta in preference to such important towns as
Bari, Capua, or Sualerno, as it was then a mere tower for the accommoda-
tion of travellers journeying between Trani and Cannm (Giannone, i. 257,
ed. Ven. 1766).

+ Danghter of Walter de Brienne, King of Jerusalem, and mother of
Conrad.

1 Daughter of King John of England.
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century, excepting some Byzantine-looking pulpit bas-reliefs in
the chapel of San Giovanni in Fonte adjoining the chapel.
Their subjects, taken from the history of Samson and the lives
of 8S. Joseph, George and Januarius, are treated in the style
familiar to us in ivory reliquaries and diptychs. In the
neighbourhood of Naples there are various early works of art
of much greater interest than any to.be found in the city itself,
some of which we have already mentioned, as for instance the
Byzantine bronze gates at Amalfi, where there is a holy water
basin given by the Pantaleones, father and son, and those at
Ravello cast by Barisanus of Trani. Those of the Cathedral at
Salerno, cast at Constantinople 1085-1121, were given by the
noble Salernitan, Landolph Botromile and his wife Guinsala,
The chief ornaments of this church are its two pulpits of the
twelfth century (1158—1181), erected by the Archbishop Romo-
aldusII. The panels of the larger and finer pulpit are enriched
with flowers and birds in porphyry, serpentine and gilded glass
mosaics, its frieze is supported by little nude marble figures
standing above the capitals of the columns, and the angles of
the body of the pulpit are faced by statuettes of Isaiah and
Jeremiah, and the symbols of SS. John and Matthew.
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SECTION IIIL

SCULPTURE IN CENTRAL ITALY BEFORE THE
REVIVAL,

.Tnn RoMAx STATES AND TuscaNY.—RoME.

FroM the beginning of the ninth to the early part of the fif-
teenth century Rome suffered by internal feuds, by the attacks
of the Emperor Henry IV. (1082), and of Robert Guiscard
(1084), who did her even more harm than the Goths or Vandals
had done, and finally by the re-

moval of the popes to Avignon

(1805). Her great nobles, the

Frangipani, the Colonna, and the

Orsini, turned her ruins into

fortresses; robbers ravaged the

Campagna and plundered the

pilgrims  journeying to the

shrines of the Apostles; grass

:rew in her streets, and vines

overran her fallen temples; her

inhabitants were decimated by

the pestilence, and her towers

and basilicas were shattered by

the earthquake. The return of

Pope Urban V. (1867), brought

T no immediate remedy, and it was
not until the election of Pope

Martin V. (1420) by the Council of Constance put an end
to the schism which had long divided the Church, that a new
era of prosperity opened for Rome. - During all these long
centuries of decline the arts were neglected, and only from
time to time was a spasmodic activity brought about by
exceptional causes. Thus in the days of Charlemagne, fallen




Introduction. liii

edifices were raised, churches were adorned with mosaics,
and new buildings were erected by the Popes Hadrian I.
(771-795) and Leo III. (795-816). Many works which still
exist, or are known to have existed, show that the use of
the chisel was never completely abandoned. Among these are
several sarcophagi in the Lateran museum, and that of the
Prefect Junius Bassus (359) in the crypt of St. Peter’s, works
of the fourth century; the bronze statue of the titnlar saint
which was cast in the fifth century by order of Pope Leo I.* in
commemoration of the miraculous delivery of Rome from Attila
through the intercession of SS. Peter and Paul ; and the statue
of St. Hippolytus in the Lateran museum, known by the form
of the letters in his Paschal calendar upon the side of the
“cattedra "t to be a work of the sixth century.

In the seventh century the atrium of St. Peter’s contained
80 many Papal
tombs that it was
called the portico
of the Popes.}
Many of them
were destroyed
when the vener-
able basilica was
pulled down by
Julius II. and ,
his successors, o ,
but greatly as we deplore their loss we must not exaggerate its
artistic importance, for they were either simple slabs bearing in-
scriptions, or such sarcophagi as we see in the Lateran museum,
without sepulchral effigies, adorned with bas-reliefs repre-
senting scenes from Holy Writ.] A few inscriptions and sarco-
phagi in the crypt of St. Peter’s, are all that remain of these
monumental splendours. The earliest Papal inscription

* Torrigio, Sac. Grot. Vat. pp. 126-27, and Platner, Besch. Roms, ii.
177. Some critics believe this figure to be an antique with restored head
and hands.

+ Besch. Roms, ii. 329. The upper portion of this statue is a modern
restoration.

1 Before the year 408 the popes were buricd in the catacombs; then in
the portico of St. Peter. (Ibid. vol. 1)
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among them is that of Pope Boniface IV. (608-615); and the
earliest Papal tomb an old Christian sarcophagus with Serip-
tural bas-reliefs, which contains the bones of Pope Gregory V.*
(996-999). The next is an immense Roman sarcophaguas of
oriental granite, with masks carved upon its lid and festooned
bucranes upon its sides, in which lies the one English pope,
Adrian IV. (1154-1159), Nicholas Breakspear, who hung and
burned the Italian martyr Arnoldo da Brescia, and crowned
Frederic Barbarossa,

In the seventh century the bodies of the popes who were
especially venerated were transferred from the vestibule to the
interior of the basilica. Those first so honoured were Leo
the Great (432-440), to whom a magnificent monument was
erected in the vestibule of the sacristy; Gregory the Great
(688) ; and Adrian I., the friend of Charlemagne. Side by
side with these successors of St. Peter lay Honorius (423) and
his nieces, Maria and Thermantia, daughters of Stilicon ;
Otho II., surnamed the Great (983);+ Helpis (524), the first
wife of the ill-fated Bo&tius; Cmdwalla, king of the West-
Saxons, who became a Christian and when hardly thirty-years
old abdicated his throne to journey by sea and by land to
Rome to be baptised by Pope Sergius on the vigil of Easter,
and died, ‘candidus inter oves Christi,”’ before he had laid
aside his white catechumenal robes (688) ; and Pope Honorius
IV. (1285-1287), whose sepulchral effigy was removed to the
Savelli chapel at Ara Coeli when the old basilica was destroyed,
and placed upon the sarcophagus of his mother Vana Aldobran-
desca.

The statue of his successor, Nicholas IV. (1288-1292),
who was buried at the Lateran, may be seen in the retro-
choir. He kneels with clasped hands, looking upward, and
wears a tall pointed tiara upon his head, and shoes with soles
of extreme thickness upon his feet. This rude image is one of -
the few monumental relics which escaped destruction in the

® See Tav. xlvi. Sac. Vat. Bas. Crypt. Dionysius, vol. i., and a descrip-
tion of the sarcophagus at vol. i. p. 115; also, Torrigio, Sac. Grot. Vat.
p. 349.

t The sarcophagus is now in the court of the Quirinal palace. Itslid
is used as a baptismal font at St. Peter’'s. The emperor's bones were
walled up in the crypt by Pope Paul V. a.p. 1609.
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early part of the fourteenth century, when the Lateran was
twice well nigh consumed by fire,*

No Roman sculptors are mentioned in inseriptions from the
fifth to the ninth century, but one of the tenth, at Santa Pras-
sede, records the name of Magister Christianus as having made
the monument of a Cardinal Peter, who assisted at the Lateran
Council of the year 904. Many names of marble-workers who
lived after this date are mentioned in inscriptions upon arches,
friezes, monuments, pulpits and bishops’ thrones in Roman
churches, and in those of towns within a range of forty or fifty
miles of the city. Among these names we may mention those of
Giovanni and Guido, inscribed upon the architrave of the ciborium
of the church of Santa Maria di Castello, at Corneto (1060) ;
of a second Giovanni, with his father Paulus, and his brothers
Peter, Angelo, and Sasso, upon the architrave of the ciborium, at
San Lorenzo *‘ extra muros’’ at Rome ;} and of Nicholas, grand-
son of Paul and son of Angelo, upon the paschal candlestick
at St. Paul’s (1148) (see tail-piece), which consists of a round
column of marble about eighteen feet in height, resting upon
a quadrangular base, with sphinx-like animals at the corners.
The figures in relief upon the shaft are short, clumsy and

® The two rudely-senlptured figures of Saints Peter and Paul, in the
retro-choir, some architectaral fragments in the beautiful cloister, parts
of the tomb of a Milanese count, m. 1287, with portions of thoso of
Antonio de Claribus, m. 1274, and of Gerardus Blancus, m. 1302, in the
side aisles, belong to these monuments.

+ This church was founded A.p. 1121 when Calixtus II. was pope and
Henry IL emperor, and dedicated in 1208 by Innocent ITI. The
ciborium, which is dated 1060, ¢.e. sixty years before the church was
founded, must, says Promis, op. cif., have been brought from some other
building and set up there. Itsinscriptionis: “ Virginis . ara . pie . sic.e.
decorata. Marie . que genuit XRM. Tanto sub TPR scriptii, anno
milleno vI. et ageno;” to which Gaye, Kunstblatt, No. 61, o.p. 1839,
article on Promis, adds:

“Qcto super rursus fuit et prior optimus sursus.
Johs. et Guitto magistri hoc opus fecerunt.”

+ “ Johes. Petrus. Angl’s et Sasso. filii Pauli marmor. Hui. opis magistri
fner. ann. McxLviiL ego Hugo humilis Abs. Hoc opus fieri fucit.” The
two last names of the brothers have been read as Anglus English, and
Sassone Saxon, an interpretation which is regarded as doubtful by Didron.
(Sce Le Moyen Age, Ann. Arch.) Gaye in his article on Promis says
that the father Paulus is the same whose name was found by De Witt
upon a grave-slab in San Giovanni di Terentina,
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rudely sculptured, with staring and inexpressive eyes marked by
round holes drilled into the marble.* The name of its author
occurs again in an inscription belonging to the church of Saint
Bartolomeo, on the ‘insula Tiberina,”f and with that of his
father in the cathedral at Sutri (1170). Another supposed
grandson of Paolo is the Petrus Amabilis who has already been
mentioned as the sculptor of a pulpit at San Vittorino near
Aquila(1197).1 The attempt to follow these marble-workers from
- place to place and identify them is difficult, and often leads
to conflicting results. The multiplicity of Roman Peters is
especially puzzling, for besides the two already spoken of, a
third is mentioned in inscriptions at Rieti (1252-1288), a
fourth at Alba Fucense (1225), and a fifth is said to have gone
to England with Abbot Ware (1267) to make the shrine of
Edward the Confessor at Westminster Abbey.§ This Peter
le Orfever, as he is called in English records of the time, and
his companion Odericus| belonged to the Roman Cosmati who

® The artist’s name with that of his otherwise unknown companion is
thus inscribed upon it: “Ego Niconaus [sic] de Angilo [uc] cum Petro
Fassa de Tito hoc opus cdplevi.”

+ “Nicholaus de Angelo fecit hoc opus.”

1 Gaye, op. cit., identifies the Petrus of San Vittorino, 1197, with him
of Rieti, 1252-1283; while Promis considers the Peter of San Vittorino,
1197, to be identical with him of Alba Fucense, 1225. It seems more
natural to believe the Peter of San Lorenzo, 1140, to be one and same as
the Peter of San Vittorino, 1197, and to make a second Peter out of the
three mentioned at Alba, 1225, Rieti, 1252-83, and England, 1267. For
a mention of the latter sece Scott's Westminater Abbey, second ed. pp.
129, 133,

§ Abbot Ware went to Rome to be consecrated by Pope Urban IV.,
in 1258, and remained there for two years. That Abbot Ware brought
workmen and porphyry stones with him on his return to England is
mentioned by Weaver and cenfirmed by his epitaph: “ Abbas Riccardus
de Ware qui requiescit. Hic portat lapides quos hic portuvit ab Urbe.”
(Idid. p. 134) Rome was always called “ Urbs ” in the thirteenth century
“the city ” par excellence.

|| Odericus is not to be confounded with a Petrus Oderigius or Oderigi
of the preceding century, whose name is inscribed upon a sarcophagus in
which Roger Count of Calabria and Sicily, m. 1101, was buried in the
abbey of Santa Trinitd at Mileto in South Calabria. This sarcophagus
was removed to the piazza of the town after the earthquake of 1795, and
thence to the museum at Naples. It is adorned with rudely-sculptured
figures of & man and a woman and two crosses at each end and spiral
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originated the system of decorative architecture which bears
their name about the middle of the twelfth century. Succes-
sive generations of this family of artists worked at Rome and
in its neighbourhood during more than a hundred and fifty
years, enriching many churches with charming examples of
their skill and taste. The appellation of ‘¢ arte marmoris periti,”
which was applied generally to Roman Medi®val sculptors, is
peculiarly appropriate to them, since they decorated their
tabernacles, pulpits, &c. &ec., with mosaics and discs made of
porphyry, serpentine, giallo and rosso antico, and many coloured
marbles, to obtain which precious materials they despoiled
old buildings, cut up beautiful columns, and destroyed rich
pavements. Their early works which are remarkable for an
organic lightness of structure, an absence of caprice or extrava-
gance in ornament and a scrupulous subordination of decora-
tion to the architectural unit,® are examples of that ¢ perfect
bharmony between the end and the means,”” which has been
given as a definition of style. These qualities are conspicuous
in the fine fagade of the Cathedral at Civita Castellana ; in the
exquisite cloisters of St. Paul’s and the Lateran at Rome; in
the portico and pulpit of San Lorenzo ; and in the cloisters of
Santa Scolastica at Subiaco.

More Cosmatesque work of the first period is to be seen in
the church of San Pietro d’ Alba at Alba Fucense, near the site
of the old Marsian city of Alba, in the Abruzzi. The Andrea,
Gualterins Morronto and Petrus,¥ whose names are inscribed
upon its choir parapet (‘‘septum marmoreum’’), and the
Giovanni and Andrea upon its pulpit,} were all Roman
marble-workers of the early part of the thirteenth century,
as was the Nicolaus who made the pulpit in the Cathedral

columns. The following inscription, upon it records the name of the
deceased count and the artist who made the sarcophagus—
“ Hoo sepulchram fecit Petrus Oderisius, magister Romanug, in
memoriam Rogerii comitis Calabris et Sicilise.”

* Architeltura Cosmatesca, di Camillo Bonito, p. 16.

+ This Petrus is perhaps identical with the artist who made the pnlpit
ot 8. Vittorino, near Aquila, and the Giovanni with the marble-worker
at Corneto mentioned at p. lv.

1 “Abbas Oderisius fieri fecit. Magister Gualterius cam Moronto et
Petrus fecit hoe opus. Andreas magister Romanus fecit hoc opus.” (Ses
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st Fondi,* and worked with Nicolaus, son of Rainuccius,t and
Rainerius, son of Giovanni from Perugia,} upon the fagade of
Santa Maria di Castello at Corneto (1208). The pulpit in this
church, by Giovanni di Guido, who is probably identical with him
of Alba, is entered by a double staircase flanked by crouching
lions of a very rudimentary type. Its semicircular front is
formed of three slabs, separated from each other by columns
whose capitals are adorned with rudely-carved birds and leaf-
work, on the central slab an eagle with outspread wings
hovermg above a plant which springs from a vase with dolphin-
shaped handles, is sculptured in a much better style, and of a
later date than the pulpit.§ Donnaincasa, an artist of the Cos-
mati school, adorned the white marble pavement of this church
with discs and strips of serpentine, porphyry and giallo antico,
in imitation of the Roman Opus Alexandrinum.

Toscanella, not many miles distant from Corneto, has two
very interesting churches, San Pietro and Sta. Maria, whose
sculptured fagades, pulpits and tabernacles are in all probability
Roman work. San Pietro was founded as early as the ninth or
tenth century, but from the remarkable variety of its parts we
may conjecture that it was not completed till & much later
period. Itsfagade offers a unique example in this region of that
fantastic system of decoration which distinguishes Apulian church
fagades, employed here however much less systematically and

Febonius, Hist. Marsorum, lib. 3; Promis, op. cif. p. 12; Schults, op. cit,
p. 83.) TUpon the pulpit is inscribed—
“ Civis Romanus doctissimus arte Johs
Cui collega Bonus Andréas detulit onus.
Hoc opus excelsum struxerunt mente periti
Nobilis et prudens Oderisius abfuit Abbas.”
# “Tahula marmoreis vitreis dixtincta [sic}
Doctoris studio sic est erecta Johiiis
Romano genitos cognomine Nicolao.”
t “Nicolanus Rainucii magister Romanus fecit” is inscribed upon the
capital of the column which divides the window over the portal.
1 “ Rainerius. Thos. Perusinus ” is inscribed upon the archivolt.
§ Made for the Prior Angelus in 1208. The eame name is inscribed
on the architrave of the ciborinm—
“AD - MCCV [I MAG T DNI- INNCENT PP - IIL * Ego
* Angel ° * Hai * Eccle * hoc * op * nitid * auro * et * mar-
more * diverso * fieri * fecit * per * manus ° Johis * Guittonis *
civis* B - M * N.”
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with far less technical skill. The ox-like animals standing
upon consoles resting on Griffins, remind us of those which
protrude from the fagade-wall of the cathedral at Troja, which
however presents no such animated picture to the eye as this at
Toscanells, with its dragons pursuing hares, and its huge
monster with a hideous head like an Indian idol, and arms
entwined with snakes. The date of this strange work is not
precisely known, but in all probability it nearly coincides with
that of the ciborium inside the church, which bears the name
of Petrus, a priest who lived at the end of the eleventh century
(1098).

The sculptures of the fagade of the neighbouring church of
Sta. Maria appear to belong to about the same period, though
they are much less extravagant. The bas-reliefs of the
Madonna and Child, Abraham’s journey, and the Sacrifice of
Isaac in the lunette over the central door; the two figures in
alto-relief of SS. Peter and Paul, set against the door-posts;
the human figures, horses, and fantastic animals introduced
into the flat spaces; and the monsters and lions in the frieze
above the capitals, and at the bases of the large columns on
. either side of the door, differ little from other rude works of
their kind and period. The church contains a pulpit resting
upon columns, whose sides are covered with squares, oblongs,
and interlaced patterns, and whose projecting reading desk is sup-
ported on & rudely-carved figure in alto-relief. The capitals of
the columns which divide the nave from the side aisles, are
covered with carved leaf-work, animals and ornaments,
sculptured in the rude style of the ninth or tenth century.®

It was not until the end of the thirteenth century that sculpture
which in the Roman states, as elsewhere in Italy, had been eccle-
siastical and architectural, was employed in a single instance
in a secular and monumental form, to perpetuate the memory
of an historical personage, King Charles of Anjou. When
this ¢ Nero of the Middle Ages’ as he has been well called,}
came to Rome in the forty-sixth year of his age to be invested
with the senatorial dignity, the Roman senate decreed that
his life-size statue should be sculptured and set up upon

* Campanari, op. cit. i. 125, eays the church was founded in the eighth
century. Hoe thinks the sculptures not anterior to the tenth,
t Geschichie der Stadt Rom, p. 361.
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the Capitoline, This was done, and the result is of no common
interest, for the statue, which stands in the great hall of the Sena-
torial Palace, is not only the portrait of one of the most noted
men in history, but also the only Medisval portrait statue of
any importance in Italy. It represents the ‘¢ Gothic plun-
derer’’ in a long tunic and mantle, with a crown on his head, and
a sceptre in his hand, sitting upon a throne-chair flanked by
lions. The peculiar shape of the head, and the long nose
which Villani mentions * as a marked feature in the King's
face, leave no doubt that the sculptor, although deficient in the
higher qualities of his art, was at least true to nature to the
extent of his ability.

With the departure of the popes from Rome (1806), all activity
in art ceased, and so completely was this the case with sculpture,
that we meet with the name of but one Roman sculptor of the
fourteenth century, Marcus Romanus (1817), whose only known
work is a statue of St. Simeon the Prophet, behind the high
altar of his church at Venice. In the dark tomb-like recess
where it lies, the face wears a dignified air, and the figure is
expressive, though rudely sculptured and defective in its pro-
portions.

The reader will see by the foregoing pages that sculpture of
the time under consideration is but poorly represented at Rome
and in its immediate neighbourhood, and this is the case through.
out the states and cities ruled by the Popes before the uni-
fication of Italy. At Volterra there is a pulpit of the year 1194
in the Cathedral, and at Viterbo one papal tomb, that of
Hadrian V, (1276) in the church of San Francesco.

BoLoagNA.

This city contains but little early sculpture, and but scant
records of early sculptors. A curious old terra-cotta pulpit at
8. Stefano, adorned with rude symbols of the Evangelists, and
four stone crosses in the basilica at St. Petronius, are the only
marbles anterior to the fourteenth century which we find there.
The date of the pulpit is unknown, and that of the crosses une
certain. Two of them are probably of the eight or ninth
century, and the others posterior to it, though tradition says that

¢ Villani, Istorie Fiorentine, lib. vii. ch. i, p. 225,
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they were erected near the old gates of the city by St. Petronius,
Bishop of Bologna, in the fifth century. One of the four is par-
ticularly interesting on account of its sculptures, and because
one of its inscriptions records the names of the Petrus Albericus
and his father who made them. At the back Christ appears in a
mandorla, supported by the three Archangels, Michael, Gabriel,
and Raphael, holding the book of the new law open upon his knee,
and giving the benediction with hisright hand. Upon the front,
Christ crucified holds this simple and touching dialogue with his
mother : ¢ My son,” she says to him; and he,‘“ What, mother?”’
—Q. ““Are you God?”—A. “I am.”—Q. “Why do you
bhang (upon the Cross)?’’—A. ¢ That mankind may not
perish.” Besides the Petrus Albericus and his father who
carved this cross, we know the names of a few other early
Bolognese sculptors such as Daniele, surnamed Il Sarcofagaio,
(524),* Ringhieri or Ringhiero, who worked in the Holy Land,
(1110),% Ventura dei Lamberti, both architect aud sculptor,
who flourished between 1197 and 1280 ;} Alberto or Albertini
who also lived in the thirteenth century, and Manno, gold-
smith and painter,§ who made a very curious colossal statue of
Pope Boniface VIII., now in the university, out of beaten plates
of metal fastened together with nails. This statue was erected
to the pope during his lifetime (1801) by the Bolognese, out of
gratitude for the decision he had given against the Modenese in
a dispute between them concerning the castles of Bazzano ané
Sarignano. The eyes are staring and inexpressive, the head
wears & plain mitre, and the stiff figure is robed in a long vest-
ment. Resting one hand upon his breast, the Pope slightly
bends the fingers of the other in sign of benediction.

® The Daniele da Ravenna mentioned by Zaui, Ene. Met., i perhaps
the szme person.

+ Ghirardacci, Della Historia di Bologna (Bologna, 1596), vol. i lib. ii.
p- 63. 8ee also Zani, Enc. Met. xv. 331, and xvi. 72, 182.

1 “Henrico Vescovo di Bologna fece fare la porta della chiesa verso
quella medesima parte (al mezzogiorno) di prezioso marmo e la ornd
di varie e belle figure fatte da Ventura scultore in quel tempo, archi.
tetto e scultore famosissimo.”—Ghirardacci, op. cit. vol. i. lib. v. p. 132.

§ Baldi cited in the Felsina Pittrice, i. 25, says that a picture of the
Madonna and Child by Manno dated 1260 existed in the old Palazzo della
Binda, and that he himself had a capricious and diligently-drawn Maasacre
of the Innocents by Manno in his possession,



Ixii  Historical Handbook of Iltalian Sculpture.

RAVENNA,

Ravenna is especially interesting for the early Christian
mosaics with which its great churches are adorned, but it does
not abound in marbles of any period. Some sarcophagi are to
be seen, both in its streets and in its churches, asin the sacristy
of the Cathedral, where the cattedra of Bishop Maximin of
the sixth century is also preserved ; at 8. Apollinare in Classe,
where there is an altar of the ninth century and the fragments
of the cattedra of St. Damian of the eighth century; at S.
Francesco, where there is an early Christian altar ; at S. Vitale,
and at S. Maria in Porto, which contains a Byzantine bas-relief
of the Madonna. None of these objects call for special descrip-
tion as they differ in no respect from others of their time and
class elsewhere described.

ANCONA.

The Cathedral of St. Ciriacus consists of two superposed
churches, the upper of the eleventh century, whose fagade,
erected about 1200, is decorated with figures in relief of SS.
Lorenzo, Liberio Palagda, Stephano, and Ciriacus, and the
lower of the ninth century. This contains a richly sculptured
sarcophagus, and fragments of early marble work. The fagade
of S. Maria di Piazza, a church of the tenth century, is a work
of the early part of the thirteenth. The capriciously conceived
sculptures about it show the influence of the neighbouring
Apulian churches, which, as we have said, were erected for the
most part a hundred or a hundred and fifty years earlier,

Tuscany.

The course of our history now leads us to Tuscany, the
richest of all Ttalian districts in sculpture from the thirteenth
to the seventeenth centuries, and the poorest in ‘Pre-Revival
work, The oldest works at Pisa, Pistoja, Lucca and Florence,
belong to the twelfth century, when new forms of portal-
building gave opportunity for much stone carving. We know
the names of many Pisan artists of this time, but one of whom,
Bonanno, worked in the Byzantine style. He it was who built
the Leaning Tower in 1174,* and cast the bronze reliefs upon

¢ Ja this work he was assisted by a M°. Guglielmo, who, Milanesi
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the so-called Porta di San Ranieri of the Cathedral, as well as
those upon the doors of the Cathedral of Monreale near
Palermo. These doors are contemporary with those at Trani
and Ravello by Barisanus, who was his superior both as bronze-
caster and artist. Byzantinism seems to have died out in
Tuscany with Bonanno, for we find no trace of it in the stone
reliefs of his contemporaries, whose clumsily modelled, ill-dis-
posed reliefs of Bible stories are not slavish imitations, how-
ever rude and imperfect. The most notable among them are
an Adoration of the Magi on

the architrave of the portal '

of S. Andrea at Pistoja, a Last

Supper upon that of San
Giovanni, and the reliefs upon
the pulpit of S. Michele at
Groppoli by Gruamonte of
Pisa (1166), the Christ and
twelve Apostles, and two
clumsy angels over the door-
way of S. Bartolomeo at Pis-
toja by Rudolfinus (1167), the
font at San Casciano near Pisa
(1180), and a miracle of St.
Nicholas over one of the side
doors of 8. Salvator at Lucca
by Biduinus, the portal of S.
Andrea at Pistoja by Enricus, !
and the font in San Frediano jj
at Lucea by Bonamicus, who ¢

sculptured a bas-relief of Christ in Glory, with David and
the Evangelists, now in the Campo Santo at Pisa. Works
of the same period exist at and near many Tuscan towns,
such as the Old Testament reliefs upon the portal architraves
of Santa Mustiola de’ Torri near Siena, the Birth of Christ
and the Adoration of the Magi in the chapel of San Ansanc
in the Cathedral, the reliefs upon the lower portion of the

says, was perhaps a Pisan, and certainly an Italian. He identifies him
with a Guglielmo, who in 1165 was head master of the Cathedral at
Pioa, and sculptor of the pulpit in that church, prior to that made by
Giovanni Pisano. (Ses Vasari, ed. Milanesi, vol. i. p. 274, note.)
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fagade of San Martino at Lucca (1204), those about the portal of
the Pieve at Arezzo by Marchionne (1216), and others by anony-
mous sculptors about the architrave and side posts of the eastern
portal of the Baptistry at Pisa (after 1200), representing Christ’s
descent into Hell, &c. &e. The pulpits of San Bartolomeo
at Pistoja by Maestro Guido da Como (1250), of S. Michele
at Groppoli between Pistoja and Pescia, of the cathedral of
Volterra, at Barga near the Baths of Lucca, and that at San
Lionardo near Florence, are all decorated with reliefs which,
while they illustrate the extremely low level of sculpture in
Tuscany up to the first half of the thirteenth century, show in
many instances a striving after greater freedom in arrangement
and action. The period was transitional betwecen the decay of
Byzantinism, and that when a leader was to arise whose mind
ond hand were strong enough to direct the aims and shape
the destinies of sculpture. This leader was Niccola Pisano,
whose history belongs to that of the Pisan school which he
founded.

F.Suon 98,
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CHAPTER I,
NICCOLA PISANO,

As we walk through the quiet streets of Pisa, or traverse the
broad plain which divides her from the ses, we find it difficult
to realise that in the eleventh century she was a crowded sea-
port, the busy mart of Oriental traffic, and chief among the
Ghibelline cities of Italy, The antique sarcophagi in her
Campo Santo, which then decorated the exterior of her newly
built Cathedral and served for the next century and & half as
tombs for illustrious Pisans and foreigners of distinction
deceased at Pisa,* recal to us a still earlier period of her
history, when she was a Roman colony and famous for her
marble works. To us they are of peculiar interest, not only as
visible links between her ancient and medisval periods, but also
because Niccola Pisano made the bas-reliefs upon them special
objects of study, and learned from them those forgotten arts of
composition, treatment of form, and disposition of drapery,
which made his sculpture superior to any executed in Italy
since the decline and fall of the Roman Empire. This
was in the thirteenth century, when Italy was convulsed by
the great struggle unceasingly carried on between the Imperial

#* Such as some Pisan Archbishops; the Countess Beatrice, mother of

the Countess Matilda, in 1187; Pope Gregory VIIL, who died at Pisa
in the aame year, and the great Burgundian in 1193. Ses Appendix A.

D 2
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and Papal powers, which had so much influence upon the
development of the arts. At the outset of Niccola Pisano’s
career the war between the Hohenstauffens and the popes was
rerewed by Frederic II.,, who, king of Sicily through his
mother, of Jerusalem through his wife, and of the Romans
by election, had been crowned emperor by the pope, of whom
he professed himself the vassal, while secrectly preparing the
way for the subjugation of Italy, which he looked upon as his
rightful heritage.

The popes considered the independence of Italy as necessary
to their own freedom, while the emperor wished to put down
both popes and republics, in order to bring about its unification
under himself. In this plan, as well as in his resistance to
papal authority, and in his attacks upon the vices, wealth and
power of the clergy, Frederic was far in advance of his time,*
but the hour was not yet come for the unification of Italy, or
for religious reform, and though he pressed Rome hard, the
elasticity of her institutions, which yield to pressure only to
resume their original shape when it is removed, saved the
Church from the loss of temporal power. In warring against
Frederic, whose courage, cunning, and ambition gave the
popes ceaseless cause for alarm,t and in strengthening and ex-
tending their inflnence, which had been much shaken by heresies
in Italy and France, they received invaluable assistance from
the Minorites and the Preaching Friars, whose Orders had
been established by Pope Innocent III. in the early part of the
century, in consequence of a vision, in which he saw the totter-
ing walls of the Lateran Basilica supported by an Italian and a
Spaniard, in whom he afterwards recognized their respective
founders, Francis and Dominic, Saints who employed the most
opposite means in the work of conversion.

Their history, as well as that of the Popes whom they served,
and that of the Emperor whose power they helped them to

* Kington, Life of Frederic Il., says, Frederic’s circular addressed to
such prelates as mourned over the grasping and combative spirit of their
head (Gregory IX., who had just excommunicated him in 1237), reads
like a forerunner of the Reformation. See also M. Cherrier, Hist. de la
Lutte des Papes, vol. ii. p. 397.

+ G. Villani gives the Guelphic opinion of Frederic, lib. vi. ch. i. pp.
233 et seq.: Jamilla, Hist. Conradi et Manfredi, vol. viii. p. 495, the
Ghibelline. Vide Sismondi, Rep. ete. vol. ii. pp. 46, 48,
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curb, concerns us here only so far as it is connected with the
development of art. It is evident that while Frederic II. and
Eccelino of Padua needed fortresses, and palaces scarcely less
calculated for defence, Innocent IV. and Urban IV. wanted
convents, where the monks whom they enlisted to fight against
heresy could be lodged, as well as churches in which the growing
army of the faithful could assemble for prayer. An impulse
was thus given to civil and to ecclesiastical architecture, and
consequently to sculpture, which formed an integral part of it.
Exercise in the arts brought technical improvement in its train,
and as the field continually widened builders and carvers of stone
multiplied, until the length and breadth of the land was enriched
with those masterpieces of construction and decoration whose
beauty we still admire.

Among the men of genius by whom architecture and sculp-
ture in Italy were most advanced, none has won for himself a
mcre deserved renown than Niceola Pisano, of whom we now
propose to speak as fully as our imperfect knowledge will allow,

That he was born between 1204 and 1207 seems proved by
an inscription on the fountain at Perugia, which states that he
was seventy-four years old when it was completed, during the
Papacy of Nicholas ITI. 1277-80;* but where and how he was
educated are questions which have been much discussed. Apart
from the fact that Niccola is called a Pisan in all inscriptions
relating to him, thoset who hold that he was of Tuscan birth
and education rest their belief upon long established tradition,
upon the character of his works, and upon a document in the
archives of San Jacopo at Pistoja in which he is spoken of
(July 11, 1272) as ¢ Master Nicholas of Pisa, son of the late
Peter of . . . ,” and again (Nov. 18, 12738) as ‘“ Son of Peter
of the parish of 8. Biagio at Pisa.” Those! who regard him
as an Apulian born and bred, cite the contract between Fra

* Schultz, Geschichte, ete. vol. vii. p. 271, note 1, doubts the correct-
nesa of Vermigliogli’s reading of the inscription, and places Niccola’s birth
between 1210 and 1220.

+ Milanesi, Semper, Schnaase, and Dobbert.

.1 Rumobr, Crowe and Cavalcaselle, Forster, Grimm, Lubke, Springer
and Salazaro. The arguments on both sides are stated by Milanesi in
his Commentary upon the lives of Niccola and Giovanni Pisani, Vasari,
ed. Milanesi, 1878, vol. i. pp. 321-329, and carefully discussed in
Schnaase’s Geschichte, ete. vol. viil. pp. 292 et seg.
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Melano and himself for the pulpit at Siena (May 11, 1266) in
which he' is mentioned as Master Nicholas son of Peter of
Apulia.

The question as to whether the ancestors of Niccola were
natives of Tuscany or Apulia would be of comparatively little
importance, if its decision did not carry with it another of a
much more serious nature—namely, which of these parts of
Italy was the cradle of the revival of sculpture. For our own
part, we have no hesitation in leaving this long-accredited
honour to Tuscany, for only there are to be found those
works of the twelfth century which announce its approach,
together with those of the thirteenth in which it reveals itself;
while in Apulia, on the contrary, the clumsy fourteenth century
bas-reliefs which decorate the fagade of the churches at Bitetto,
Bitonto, &c., are of like character with Tuscan works of Niccola
Pisano’s predecessors in the twelfth century, although from 150
to 200 years later in date. As for the kingdom of Naples, we
need only say that its school of sculpture, which had its
beginning in the latter part of the thirteenth century, owed
its existence to the Tuscan pupils of Niccola Pisano as well as
to the master himself.®

# In the first volame of Crowe and Cavalcaselle’s Hist. of Painting in
Italy, at p. 128, these authors, in support of their theory that Niccola
was an Apulian, and formed his style npon Apulian marbles, state that
sculpture in South Italy was still at a high standard in the thirteenth
century. As an example of this they cite the very beautiful pulpit in
the Cathedral of S. Pantaleone, at Ravello, the work of a sculptor from
Foggia, named Niccold di Burtolomeo, about the year 1270. As at this
time Niccola Pisano was ‘more than sixty-four years old, and had
executed the greater part of those works which had made him famous all
over Italy, it would seem more natural to conclude that Nicholas of
Foggia was his pupil, rather than his master. Again, the pulpit at
Ravello is the only work known of the Foggian artist. The sculptures
about it, exclusive of the Lions, which, as in Niccola’s pulpits at Pisa
and Siena, support the columns upon which it rests, are the bust of a
woman placed above the arched door of entrance, and two profile heads
upon either side, relieved upon a mosaic background. It is upon these
scalptures that Crowe and Cavalcaselle found their statement (op. cit. p.
130) that Niccold di Bartolomeo’s works are so like those of his Pisan
namesake in style, that * they may be confounded.” In answer to this,
we may first say that the profilc heads are so inferior to the bust that
we do not believe them to be the work of the same sculptor; second,
that in neither can we trace any resemblance to the style of Niccola
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It is true that Apulian sculptors of the eleventh and twelfth
centuries were very superior to their Tuscan contemporaries,
but they worked wholly after Saracenic or Byzantine models,
and their school died out without leaving any marks of influence
upon their successors in Apulia, or upon the old Tuscan
masters, whose individual and clumsy efforts were equally
sterile of results.

For these reasons we regard the theory of Niccola Pisano’s
Apulian origin as untenable, if by Apulia we are to under-
stand the so-called south-eastern province of Italy; but we are
very willing to accept the probable explanation given by the
editor of the new edition of Vasari, that the birthplace of
Peter, the father of Niccola, spoken of in the Sienese contract
as Apulia, was not the province, but one of the two towns in
Tuscany called Apulia, Puglia, or Pulia, one of which is
situated in the neighbourhood of Siena, and the other in that
of Arezzo.*

For the first forty-three years of Niccola Pisano’s life, that is
up to 1260, when he contracted for the pulpit at Pisa, we must
rely upon Vasari, as amended by modern commentators, for
such information as we have to offer to our readers.

His earliest master was probably one of the head workmen
employed about the Cathedral and Baptistry,t through whose
instructions, aided by the daily study of those noble buildings,
he developed so rapidly that when scarcely fifteen years old

Pisano; and, third, that though the heads are in all probability by the
same artist as the pulpit, we doubt whether this be the case with the
buost, which, anlike them, forms no integral part of it. This bust is com-
monly eaid to be a portrait of Sigelgaita Rufolo, wife of the donor of the
pulpit, but there is some ground for the supposition that it represents
Queen Joanna II. of Naples, and is consequently more than a century
later in date.

* Vol i. p. 323, Ocmmentario alla Vita di Niccola e Giovanni Pisani.
“If,” says Milanesi, * the notary who wrote out the Sienese contract had
meant to indicate the province, he would not have said Petrus de Apulia,
but ‘de partibus Apnlie,’ according to the usual formula. By ‘de
Apulia,’ he not only meant to designate a town of this name, but also
that it was a Tascan town, since he added nothing after the name.”

+ This js stated by Vasari. Schultz, Geschichte, vol. viii, discredits
the fact, on the ground that they could have taught him little. This is
true of sculpture—but not of architecture; and it was as an architect
that he first gained reputation.
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he is said to have obtained the appointment of architect to
Frederic II., who passed through Pisa in 1220, on his way to
receive the Imperial crown at Rome. After his coronation, in
the month of November, the Emperor and his suite proceeded
to Naples, where Niccola remained for about ten years, during
which he completed Castel Capuano and Castel dell’ Ovo, both
of which had been commenced under the Norman King
William I., by Bono, a Florentine architect,® and then went
to Padua, to design a Basilica in honour of St. Anthony.

No one among the disciples of St. Francis was more con-
spicuous for holiness of lifo, and the gift of persuasive
eloquence, than this saintly man, who born in an age of fierce
and unbridled passions, preached peace and good-will to men,
and so moved the vast audiences assembled around him, in city
squares and open fields, that the bitterest enemies fell upon
each other’s neck and swore thenceforth to live lilte brothers.
Such astonishing results are generally attributable in an even
greater degree to the faith of the people in the sanctity and
sincerity of the Minorites and Preaching Friars than to their
discoursest which consisted of Scripture texts and quotations,
strung together in simple sequence ; but to this rule the sermons
of St. Anthony! form an exception, as he developed his texts
by images calculated to touch the heart, and illustrated them
by striking similes. It was, however, chiefly because his words
reflected his holy life that they had such power over the minds
of his hearers.

Soon after the death of the Saint, May 80, 1282, he was
canonized by Pope Gregory IX., and offerings were then received

* Vasari, vol. i. p. 261, note 4. Castel Capnano was long used as a
palace by the Angevine kings. According to Ricci, these castles were
tinished by a Neapolitan architect, named Puccio (St. delle Arch. in
Italia, vol. i. p. 593). TUnfortunately we can form no idea of their
appearance when finished by Niccola, since they were completely
remodelled by the viceroy, Don Pedro, in the sixteenth century.

+ If they were spoken in the Latin language, their effect is still more
wonderful, although we must remember that it differed much less from
the then unformed Italian tongue than from that which we know. Pope
Gregory V. (996-999), as we know from his epitaph, used French, Italian,
«r Latin, as best suited the comprehension of his hearers, and this may
have been the case with the Minorites and Preaching Friars.

1 Bancti Francisci Assisialis, nec non 8. Antonii Paduans, Opera
omnta: Parisiis, 1641, p. 160.
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towards building a Basilica in hishonour on which & sum of 4,000
lire was annually spent during the seventy years occupied in its
erection.® Niccola Pisano attempted in his design to amal-
gamate many styles into a harmonious whole. -He lived at a
time when architectural ideas were in an unsettled state in
Italy, and was extremely susceptible to fresh impressions,
whose results he grafted upon classical forms to which, like
other Italian architects, he clung with extraordinary tenacity.
The Gothic élements which he used were a homage to the
peculiar predilections of the followers of St. Francis ; the cluster-
ing Byzantine cupolas showed the effect produced upon him
by the church of St. Mark at Venice ; while the Romanesque
fagade told that he had not forgotten the well-beloved Cathedral
at Pisa, under the shadow of whose walls his early years
had been spent.t If on the one hand this combination of
styles, which was habitual to Niccola, corroborates the tradi-
tional belief that he was the architect of this church, it weighs
equally against the statement that he built the Frari at Venice,
whose simple Gothic features, and geometrical rather than
sculptural ornaments, belong to quite another school.} )

It seems probable that four years before the corner stone of
the Paduan Basilica was laid, Niccola Pisano went to Luecca to
sculpture an alto-relief of the Deposition, which still fills the
lunette over one of the side doors of the Cathedral of San
Martino.§ If it had been his only work, it would have sufficed

® Vita 8. Antonii, caput xxii.; Sancti Francisct Assisiastis, nec non
K. Antonii Paduani, Opera omnia.

t The most important work upon this church is that entitled La
Basilica di 8. Antonio, by the Padri Gonzati and Isnenghi (see vol. i,
pp. 120, 121).  Selvatico and Ricei attribute only a part of it to Niccola;
but Vasari, Gonzati (vol. i. pp. 120, 121), Burckhardt, Morrona (vol. ii. p.
61), and Cicognara (vol. ii. p. 170) assert that he bLuilt the whole of it, or
at least completely designed it (see Not. St. sull’ Arch. Pad. est. dal
Giornale di Belle Arti. Venezia, 1834),

1 Selvatico, Architettura e Scultura in Venezia, p. 98; Ricci, St. dell’
Architettura in Italia, vol. ii. p. 328.

§ The date 1233 on the wall of the portico of San Martino, has no
connection with Niccola’s work. See Milanesi's ed. of Vasari, vol. i. p.
300, note 1. Some writers regard this work as of the school of Niccola,
and not by the master; while others (see Crowe and Cavalcaselle’s Hist.
of Painting, vol. i. pp. 114, 115), consider that he sculptured it in the
latter part of his life.
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to give him the place of honour which he holds in the annuls of
Italian art, for it is the first example of a composition properly
so called, since the downfall of the Roman Empire. Instead of
being strung together with no concurrent action and without
connection, as in medimval bas-reliefs, the figures are grouped
around a central point of interest, and inspired with a common
sentiment.

‘While Nicodemus detaches the lifeless body from the Cross,
and Joseph of Arimatheea sustains it in his arms, the Virgin

and St. John bear up the drooping hands, forming a grand
group in the centre of the lunette, the corners of which are
filled with kneeling and standing figures, who show by their
action how deep an interest they take in the melancholy scene
which passes before their eyes.

If, as we suppose, this bas-relief was executed before Niccola
had gone through that course of study upon which he founded
his second and most characteristic style, it may be taken as an
example of what he could accomplish without such study, and
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therefore of his comparatively uncultivaled powers. The same -
may be said of the statuettes of the Madonna, St. Dominie,
and the Magdalen, in niches on the outside of the Miseri-
cordia Vecchia at Florence. In themselves they are of little
importunce, with the exception of the Madouna, which is
interesting as the prototype of all Madonnas of the Pisan
school. In accordance with th~ spirit of early Christian
art, the Virgin is amply draped, and, in token of her pecu-
liar office of showing Christ to the world, holds the child far
from her, as though her human affection were controlled by
reverence for his divine nature.

The year in which Niccola made these statuettes is unknown,
but we may suppose it to have been about 1248, when he was
certainly at Florence and employed by the Ghibellines, whose
vengeance wreaked itself on the homes as well as on the persons
of the Guelphs. Incited by the Emperor, and headed by his
son Frederic of Antioch with 1,500 horse, the Ghibellines had
driven their enemies out of the city, and had thrown down thirty-
six lofty towers, and many palaces lately occupied by the Guelphs,
of which the most remarkable was the Toringhi, whose tower rose
to the height of 250 feet above its superposed ranges of marble
columns,* Desiring also to annihilate the venerable Baptistry,
which had been a favourite place of worship with the Guelphs,
but not daring to use direct means, they employed Niccola Pisano
to throw down upon it a neighbouring tower, called Guardamorto,
because corpses intended for burial in the Baptistry were pre-
viously exposed for eighteen hours in its chambers. To do this,
Niccola, who probably desired to save the Baptistry, removed
the stone foundations of the tower on one side, and replaced
them with beams to which he set fire, and when these were
burned away, ¢ it fell,” says Villani, * by the grace of God and
through a special miracle of St. John, straight across the
Piazza.”t The unrecorded years which passed between Niccola’s
visit to Liucea and that to Florence, and the twelve which imme-
liately followed the overthrow of the Guardamorto Tower, may
1ave been spent in building certain churches and palaces, the
3xact date of whose construction is unknown, but of which he is
wniversally allowed to have been the architect. Among these are

* Cantu, S¢. degl’ Italiani; Malespina, Hist. Fior. pp. 94, 95
+ Giovanni Villani, ch. xxxiii. p. 177.
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- Santa Trinitd at Florence,* San Domenico at Arezzo, the
Cathedral at Volterra, the Pieve and Santa Margherita at Cor-
tona, all of which were subsequently remodelled. The church
of San Michele in Borgo, which hs began and his scholar Fra
Guglielmo Agnelli finished, and the ingeniously constructed
campanile of the church of San Niccolo® which he built, are
still extant; but many other buildings erected by him or his
scholars at Pisa were destroyed by the great fire which deso-
lated that ecity in the year 1610.t

With the exception of the relief of the Deposition at
Lucca and the statuettes at Florence, just referred to,
Niecola, so far as we know, worked only as an architect until
he began the pulpit for the Baptistry at Pisa. In the interval
he must have carefully examined such remains of antique
sculpture as came within the range of his observation, and
recognizing their great superiority to the work of his contem-
poraries, have determined to take them as his guides in carrying
out a work in which sculpture was to play the most important
part. In order to obtsin as much space as possible for its
display, he made his pulpit hexagonal instead of quadran-
gular in shape according to the common fashion of the time.
Acquainted with all architectural styles and troubled, as we
have already said, by no scruples about mingling them in one
and the same construction, he used Roman, Medieval, and
Gothic elements to enrich it ; crowned his columns with classie
capitals ; rested them on the backs of Lions, as in the church
porches of the Middle Ages;} filled his round arches with

* Ricei, op. cit. vol. ii. p. 60. According to Villani, this church was
built in the year 801. It was rebuilt after Niccola’s design in 1230, and
restored in 1593 by B. Buontalanti.

+ Among these were the church of San Matteo, whose external southern
walls and cloister ulone escaped, and the palace of the magistrates (adjoin-
ing the Torre della Fame, where Ugolino and his children miserably per-
ished), upon whose foundations Vasari subsequently built the convent of
the Cavalieri di San Stefano. Vasari, vol. i. p. 262; Ricci, op. cit. vol. ii.
p. 59. That Niccola had any hand in building the fagade of the Duomo
at Siena, as stated Ly Vasari, is now known to be false (Milanesi, St. di
Biena, ete. p. 185; Ricei, op. cit. vol. ii. p. 71).

1 The Lion is a symbol of sacerdotal vigilance, and of wisdom, and a
companion of Solomon the wise. The true Solomon is Christ, who is
represented with the twelve lions. typical of the twelve apostles. In the
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pointed details ; and set up statuettes symbolic of the Christian
virtues wherever he thought they would produce a harmonious
effect. The wonder grows as we study his pulpit, that with
sach discrepancy of parts it should produce so agreeable and
even beautiful an effect. The five bas-reliefs which adorn its
sides are its most interesting feature—for they are the first-
fruits of a revived art. They represent the Nativity, the Adora-
tion of the Magi, the Circumcision, the Crucifixion, and the
Last Judgment. In them, asin his architecture, Niccola is an
eclectic who, like the bee, lights upon every flower and by a
mysterious process turns its juices into honey. Any one who
knows the Byzantine mode of representing the Nativity will
recognize it as the basis of Niccola’s treatment of the subject,
but beyond the traditional arrangement of the figures it is all
his own. These short sturdy forms and flowing robes in no wise
resemble those of the long, meagre saints, clad in stiff convena
tional draperies, who stare at us from the pages of a Greek
missal, while the majestic Virgin reclining upon a couch, looks
more like an Ariadne than a Byzantine Madonna. In the Adora-
tion we have a still closer imitation of the antique. Here the seated
Madonna is as identical with the Phedra in a bas-relief upon an
old sarcophagus in the Campo Santo, as the sculptor with his
imperfect education could make her.* Sitting on the lap of this
Greco-Pisan Virgin, who with little of the style has much of
the diguity of her prototype, the infant Christ receives gifts
from his royal tributaries, two of whom kneel while one stands
beside him. St. Joseph, an angel, and the three horses of tho
kings, complete the composition, whose simple directness of
language is worthy of high praise. In the Circumecision
Niccola borrowed not only one but two figures from the antique,
namely, the bearded and amply draped personage leaning upon
a youth in the foreground, so evidently inspired by the group of
Dionysos and Ampelos upon & well-known Greek vase in the
Campo Santo. In the Crucifixion and the Last Judgment Niccola
seems to us less successful than he was in treating the same

Revelation he is called the Lion of the Tribe of Judah. Kreuser, op. cit.
vol. i. p. 189.

* Beatrice, wife of Boniface, Marquis of Tuscany, who died A.p. 1076,
was buried in it. Its reliets represent the story of Phesedra and
Hippolytus
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subjects upon the pulpit which he afterwards made for the
Cathedral at Siena. There as here, however, he overcrowded
his compositions, and resorted to the rude expedient of fill-
ing up small spaces with little figures on quite a different scale
of proportion from the rest.

How long a time Niccola spent upon this remarkable work
is unfortunately an unanswerable, though by no means an unim-
portant question, for knowing as we do the year when he com-
pleted the subject by the inscription upon it,* we could,
did we know when he began it, fix with some approach to
accuracy the time when he turned his attention to sculpture.
Reason tells us that a long period of preparation for work
80 new to him was necessary, and furthermore that after
it was over, he must have employed several years in carrying
it out, especially as he can have had but little aid from others.
.The same question arises in regard to the Arca or sarcophagus
at Bologna, made to receive the bones of St. Dominic by
Niceola and Fra Guglielmo Agnelli, his pupil, a monk of the
Convent of St. Catherine at Pisa. The annals of the Convent
prove that on the 12th of June, 1267, Fra Guglielmo wit-
nessed the ceremony of transferring the Saint’s remains from
the plain stone sarcophagus in which they had rested for more
than thirty years, to the richly sculptured receptacle which he
had assisted in preparing for them.t We do not know how
many years he and his master worked upon its bas-reliefs,
but they represent Niccola's labours as a sculptor from 1260,
when he completed the pulpit at Pisa, to 1267. Its bas-reliefs,
as we have seen, attest the influence of the ancient marbles at
Pisa upon him. Of this we see no other trace in those upon
the ¢ Arca” of St. Dominie, as’ compared with contem-
porary Tuscan sculpture, save the great superiority in composi-
tion, technic, and treatment of drapery which Niccola’s study
of models of & high order had enabled bim to attain. Evi-
dently there never was a man so susceptible to present influ-
ences as he. At Pisa where he saw the antiquo, he not only

#* ¢ Anno milleno bis centum bisque triceno
Hoc opus insigne sculpsit Niccola Pisano,
Laudetur digne tam bene docta manus.”

4 See Annals of the Convent of St. Catherine. Arch. St. Ital. vol. vi.
pp- 467-474, pub. by Prof. Bonaini; also, Padre Marchesi, Mem. eic
vol. L. p. 72, 73).
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educated himself upon it, but actually copied it, while at
Bologna where no old marbles met his eye, he worked with the
greater knowledge which he owed to them, though with no
dependance upon them.

Two miracles worked by St. Dominic, and certain events
connected with the establishment of his order, are represented
in the bas-reliefs upon the front and ends of his sarcophagus.
The most important one of the series illustrates the following
story. ¢ On Ash Wednesday, A.n. 1215, the Abbess and some
of her nuns went to take possession of the new monastery of
St. Sixtus at Rome; and being in the chapter-house with St.
Dominic and Cardinal Stefano di Torre Nuova, suddenly there
came in one tearing his hair, and making great outcries, for the
young Lord Napoleon, nephew of the Cardinal, had been
thrown from his horse and killed on the spot. The Cardinal
fell speechless into the arms of St. Dominic, and the women
and others who were present were filled with grief and horror.
They brought the body of the youth into the chapter-house,
and laid it before the altar, and Dominic, having prayed, turned
to the body of the young man, saying, ¢ O adolescens Napoleo,
in nomine Domini nostris, tibi dico surge,’ and thereupon he
arose sound and whole, to the unspeakable wonder of all
present.” ¥

With a just sense of the capabilities of his subject, Niccola
represented the resuscitation of the youth, not in the chapter-
house, but on the spot where the accident occurred. This
enabled him to introduce the fallen horse, as well as the pray-
ing saint and the crowding spectators, and thus show at once
the cause and effect of the untoward accident. The story
could hardly have been more clearly told, or the central group
more happily disposed. It attracts and fixes the eye because
of the contrast which its action presents to the passive wit-
nesses of the miracle who fill the background, and by reason of
their quietness give it full prominence. (See wood-cut, p. 16.)

A statuette of the Madonna separates this relief from another
in which St. Dominic appears disputing with heretics in
Languedoc, and submitting his own and the Manichean books
to the ordeal by fire. He is again represented in a relief upon
one end of the sarcophagus, in the act of receiving the Gospels

* Mrs. Jameson, op. cit. p. 369,
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from SS. Peter and Paul, and in that of transmitting these
instruments for the conversion of heretics to his monks, in
obedience to the Apostolic command. In the corresponding
relief, the brethren are fed in time of famine by angels
disguised as acolytes. The statuettes of the four Doctors of
the Church, on the corners of the sarcophagus, appear to be
the work of Niccola, but the bas-reliefs at the back and the
statuette of the Redeemer between them, are so technically
inferior to the rest, that though he may have designed them,
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we have no doubt that they were sculptured by Fra Guglielmo
during his absence.

This sculptor monk, who was born at Pisa in 1288, con-
tinued to work, both as architect and sculptor, after he entered
the convent of St. Catherine at Pisa at the age of nineteen.
The exercise of these professions was perfectly compatible with
his new calling at a time when art was almost exclusively
devoted to religious subjects, and we may suppose that he
began to study them under Niccola Pisano at a very early age.
The bas-reliefs which he sculptured, after his master’s designs,
upon the back of the ‘“ Arca” of St. Dominie, represent events
in the life of the Saint’s disciple, Reginald of Orleans, the
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vision of Pope Honorius III., and his establishment of the
Dominican order. They give proofs of such moderate ability
that we find it difficult to accept Fra Guglielmo as the sculptor
- of those which have been accredited to him upon the pulpit
of San Giovanni outside the walls of Pistoja, especially on
account of the dramatic feeling displayed in them. This
points to the influence of Giovanni Pisano, rather than to that
of Niccola—an influence which could hardly have led to so great
a transformation of style in the three years which intervened
between the finishing of the Arca (1267), and the making of
the pulpit, whose date is given as 1270. The bas-reliefs at
Bologna and a rude statue of the Madonna and Child in a
Gothic tabernacle over the portal of San Michele in Borgo at
Piga, are the only certain works of Fra Guglielmo known,
for although he was employed (1298) at Orvieto with other
artists upon the bas-reliefs of the Cathedral fagade, it is not
possible to identify his work there. He rebuilt the convent of
St. Catherine at Pisa, where he died in 1812, after confessing
that while working upon the ‘“ Arca” of St. Dominie, he had
stolen one of the Saint’s ribs and hidden it under the altar of
the Magdalen.*

‘We must now return to the shrine of St. Dominie, which is
interesting as an epitome of styles of sculpture from the thir-
teenth to the seventeenth century. More than two centuries
after the sarcophagus was sculptured by Niccola Pisano, another
Niccola, variously called da Bari, I1 Dalmata, Il Bolognese
and dall’ Arca,} made it the centre of a marble structure,
which he adorned with leaves symmeotrically arranged and
divided by eight zones terminating in volutes, which support
statunettes of SS. Francis, Dominic, Florian, Proculus, John
the Baptist and Petronius.} On the summit he placed a statuette
of God the Father upon a vase-shaped pedestal, from whose
handles hang festoons of f