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  The object and plan of this book is somewhat different from that of any other guides at present before the public. It does not compete or clash with such existing works; it is rather intended to supplement than to supplant them. My purpose is not to direct the stranger through the streets and squares of an unknown town toward the buildings or sights which he may desire to visit; still less is it my design to give him practical information about hotels, cab fares, omnibuses, tramways, and other everyday material conveniences. For such details, the traveller must still have recourse to the trusty pages of his Baedeker, his Joanne, or his Murray. I desire rather to supply the tourist who wishes to use his travel as a means of culture with such historical and antiquarian information as will enable him to understand, and therefore to enjoy, the architecture, sculpture, painting, and minor arts of the towns he visits. In one word, it is my object to give the reader in a very compendious form the result of all those inquiries which have naturally suggested themselves to my own mind during thirty-five years of foreign travel, the solution of which has cost myself a good deal of research, thought, and labour, beyond the facts which I could find in the ordinary handbooks.




  For several years past I have devoted myself to collecting and arranging material for a book to embody the idea I had thus entertained. I earnestly hope it may meet a want on the part of tourists, especially Americans, who, so far as my experience goes, usually come to Europe with an honest and reverent desire to learn from the Old World whatever of value it has to teach them, and who are prepared to take an amount of pains in turning their trip to good account which is both rare and praiseworthy. For such readers I shall call attention at times to other sources of information.




  The general plan pursued will be somewhat as follows. First will come the inquiry why a town ever gathered together at all at this particular spot—what induced the aggregation of human beings rather there than elsewhere. Next, we shall consider why this town grew to social or political importance and what were the stages by which it assumed its present shape. Thirdly, we shall ask why it gave rise to that higher form of handicraft which we know as Art, and toward what particular arts it especially gravitated. After that, we shall take in detail the various strata of its growth or development, examining the buildings and works of art which they contain in historical order, and, as far as possible, tracing the causes which led to their evolution. In particular, we shall lay stress upon the origin and meaning of each structure as an organic whole, and upon the allusions or symbols which its fabric embodies.




  A single instance will show the method upon which I intend to proceed better than any amount of general description. A church, as a rule, is built over the body or relics of a particular saint, in whose special honour it was originally erected. That saint was usually one of great local importance at the moment of its erection, or was peculiarly implored against plague, foreign enemies, or some other pressing and dreaded misfortune. In dealing with such a church, then, I endeavour to show what were the circumstances which led to its erection, and what memorials of these circumstances it still retains. In other cases it may derive its origin from some special monastic body—Benedictine, Dominican, Franciscan—and may therefore be full of the peculiar symbolism and historical allusion of the order who founded it. Wherever I have to deal with such a church, I try as far as possible to exhibit the effect which its origin had upon its architecture and decoration; to trace the image of the patron saint in sculpture or stained glass throughout the fabric; and to set forth the connection of the whole design with time and place, with order and purpose. In short, instead of looking upon monuments of the sort mainly as the product of this or that architect, I look upon them rather as material embodiments of the spirit of the age—crystallisations, as it were, in stone and bronze, in form and colour, of great popular enthusiasms.




  By thus concentrating attention on what is essential and important in the town, I hope to give in a comparatively short space, though with inevitable conciseness, a fuller account than is usually given of the chief architectural and monumental works of the principal art-cities. Whatever I save from description of the Cascine and even of the beautiful Viale dei Colli (where explanation is needless and word-painting superfluous), I shall give up to the Bargello, the Uffizi, and the Pitti Palace. The passing life of the moment does not enter into my plan; I regard the town I endeavour to illustrate mainly as a museum of its own history.




  For this reason, too, I shall devote most attention to what is locally illustrative, and less to what is merely adventitious and foreign. I shall deal rather with the Etruscan remains, with Giotto and Fra Angelico, with the Duomo and the Campanile, than with the admirable Memlincks and Rubenses of the Uffizi and the Pitti, or with the beautiful Van der Goes of the Hospital of Santa Maria. I shall assign a due amount of space, indeed, to the foreign collections, but I shall call attention chiefly to those monuments or objects which are of entirely local and typical value.




  As regards the character of the information given, it will be mainly historical, antiquarian, and, above all, explanatory. I am not a connoisseur—an adept in the difficult modern science of distinguishing the handicraft of various masters, in painting or sculpture, by minute signs and delicate inferential processes. In such matters, I shall be well content to follow the lead of the most authoritative experts. Nor am I an art-critic—a student versed in the technique of the studios and the dialect of the modelling-room. In such matters, again, I shall attempt little more than to accept the general opinion of the most discriminative judges. What I aim at rather is to expound the history and meaning of each work—to put the intelligent reader in such a position that he may judge for himself of the æsthetic beauty and success of the object before him. To recognise the fact that this is a Perseus and Andromeda, that a St. Barbara enthroned, the other an obscure episode in the legend of St. Philip, is not art-criticism, but it is often an almost indispensable prelude to the formation of a right and sound judgment. We must know what the artist was trying to represent before we can feel sure what measure of success he has attained in his representation.




  For the general study of Christian art, alike in architecture, sculpture, and painting, no treatises are more useful for the tourist to carry with him for constant reference than Mrs. Jameson’s “Sacred and Legendary Art,” and “Legends of the Madonna.” For works of Italian art, both in Italy and elsewhere, Kugler’s “Italian Schools of Painting” is an invaluable vade-mecum. These books should be carried about by everybody everywhere. Other works of special and local importance will occasionally be noticed under each particular city, church, or museum.




  Wherever in the text paintings or other objects are numbered, the numbers used are always those of the latest official catalogue. Individual works of merit are distinguished by an asterisk; those of exceptional interest and merit have two asterisks.
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  Origins of Florence.
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  Only two considerable rivers flow from the Apennines westward into the Mediterranean. The Tiber makes Rome; the Arno makes Florence.




  In prehistoric and early historic times, the mountainous region which forms the basin of these two rivers was occupied by a gifted military race, the Etruscans, who possessed a singular assimilative power for Oriental and Hellenic culture. Intellectually and artistically, they were the pick of Italy. Their blood still runs in the veins of the people of Tuscany. Almost every great thing done in the Peninsula, in ancient or modern times, has been done by Etruscan hands or brains. The poets and painters, in particular, with few exceptions, have been, in the wide ethnical sense, Tuscans.




  The towns of ancient Etruria were hill-top strongholds. Florence was not one of these; even its neighbour, Fiesole (Faesulae), did not rank among the twelve great cities of the Etruscan league. But with the Roman conquest and the Roman peace, the towns began to descend from their mountain peaks into the river valleys; roads grew important, through internal trade; and bridges over rivers assumed a fresh commercial value. Florence (Florentia), probably founded under Sulla as a Roman municipium, upon a Roman road, guarded the bridge across the Arno, and gradually absorbed the population of Fiesole. Under the later empire, it was the official residence of the “Corrector” of Tuscany and Umbria. During the Middle Ages, it became for all practical purposes the intellectual and artistic capital of Tuscany, inheriting in full the remarkable mental and æsthetic excellences of the Etruscan race.




  The valley of the Arno is rich and fertile, bordered by cultivable hills, which produce the famous Chianti wine. It was thus predestined by nature as the seat of the second city on the west slope of Italy. Florence, however, was not always that city. The seaport of Pisa (now silted up and superseded by Leghorn) first rose into importance; possessed a powerful fleet; made foreign conquests; and erected the magnificent group of buildings just outside the town which still form its chief claim upon the attention of tourists. But Florence with its bridge commanded the inland trade, and the road to Rome from Germany. After the destruction of Fiesole in 1125, it grew rapidly in importance; and, Pisa having sustained severe defeats from Genoa, the inland town soon rose to supremacy in the Arno basin. Nominally subject to the Emperor, it became practically an independent republic, much agitated by internal quarrels, but capable of holding its own against neighbouring cities. Its chief buildings are thus an age or two later than those of Pisa; it did not begin to produce splendid churches and palaces, in emulation of those of Pisa and Siena, till about the close of the thirteenth century. To the same period belongs the rise of its literature, under Dante, and its painting under Giotto. This epoch of rapid commercial, military, and artistic development forms the main glory of early Florence.




  The fourteenth century is chiefly interesting at Florence as the period of Giottesque art, finding its final crown in Fra Angelico. With the beginning of the fifteenth, we get the dawn of the Renaissance—the age when art set out once more to recover the lost perfection of antique workmanship. In literature, this movement took the form of humanism; in architecture and sculpture, it exhibited itself in the persons of Alberti, Ghiberti, Della Robbia, and Donatello; in painting, it showed itself in Lippi, Botticelli, Ghirlandajo, and Verrocchio. I shall not attempt to set forth here the gradual stages by which these arts advanced to the height at length attained by Leonardo, Michael Angelo, and Raphael; I shall take it for granted that my readers will read up such questions for themselves in Kugler and Layard or other high-class authorities. Nor shall I endeavour to trace the rise of the dynasty of the Medici, whose influence was so great upon the artistic expression of their country; the limits of space which I have imposed upon myself here render such treatment impossible. I will rather proceed at once to my detailed examination of the chief existing monuments of Florence in roughly chronological order, leaving these other facts to exhibit themselves piecemeal in their proper place, in connection with the buildings or pictures of the city. For in Florence more than elsewhere I must beg the reader to excuse the needful brevity which the enormous mass of noble works to be explained in this richest of art-cities inevitably entails upon me.




  We start, then, with the fact that up to nearly the close of the thirteenth century (1278) Florence was a comparatively small and uninteresting town, without any buildings of importance, save the relatively insignificant Baptistery; without any great cathedral, like Pisa and Siena; without any splendid artistic achievement of any kind. It consisted at that period of a labyrinth of narrow streets, enclosing huddled houses and tall towers of the nobles, like the two to be seen to this day at Bologna. In general aspect, it could not greatly have differed from Albenga or San Gimignano in our own time. But commerce was active; wealth was increasing; and the population was seething with the intellectual and artistic spirit of its Etruscan ancestry. During the lifetime of Dante, the town began to transform itself and to prepare for becoming the glorious Florence of the Renaissance artists. It then set about building two immense and beautiful churches—Santa Croce and Santa Maria Novella—while, shortly after, it grew to be ashamed of its tiny San Giovanni (the existing Baptistery), and girded itself up to raise a superb Cathedral, which should cast into the shade both the one long since finished at maritime Pisa, and the one then still rising to completion on the height of Siena.
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    GENERAL VIEW OF FLORENCE.


  




  Florence at that time extended no further than the area known as Old Florence, extending from the Ponte Vecchio to the Cathedral in one direction, and from the Ponte alla Carraja to the Grazie in the other. Outside the wall lay a belt of fields and gardens, in which one or two monasteries had already sprung up. But Italy at that moment was filled with religious enthusiasm by the advent of the Friars, both great orders of whom, the Franciscans and the Dominicans, had already established themselves in the rising commercial city of Florence. Both orders had acquired sites for monastic buildings in the space outside the walls, and soon began to erect enormous churches. The Dominicans came first, with Santa Maria Novella, the commencement of which dates from 1278; the Franciscans were a little later in the field, with Santa Croce, the first stone not being placed till 1294. Nevertheless, though the Dominican church is thus a few years the earlier of the two, I propose to begin my survey of the town with its Franciscan rival, because the paintings and works of art of Santa Croce are older on the whole than those of Santa Maria, and because the tourist is thus better introduced to the origins and evolution of Florentine art.




  Remember, in conclusion, that Florence in Dante’s day was a small town, with little beauty, and no good building save the (since much embellished) Baptistery; but that during Dante’s lifetime the foundations were laid of Santa Maria, Santa Croce, and the great Cathedral. We shall have to trace the subsequent development of the town from these small beginnings.




  




  The Roman name Florentia passed into Fiorenza in mediæval times, and is now Firenze.




  From a very early date, St. John the Baptist (to whom the original Cathedral was dedicated) has been the patron saint of Florence. Whenever you meet him in Florentine art, he stands for the city, as St. Mark does for Venice, or the figure of Britannia for our own island.




  St. Cosimo and St. Damian, the holy doctors, and therefore patron saints of the Medici family, and especially of Cosimo de’ Medici, also meet us at every turn. They represent the ruling family, and may be recognised by their red robes and caps, and their surgical instruments. Saint Lawrence is also a great Medici saint: in early works, he represents Lorenzo de’ Medici the elder, the brother of Cosimo (1395-1440); in later ones, he stands for Lorenzo the Magnificent (1449-1492). Observe for yourself which of the two the dates in each case show to be intended.




  Santa Reparata, the old patroness of the city, and San Zanobi, its sainted bishop, are also frequent objects in early painting and sculpture in Florence.




  If you visit the various objects in the order here enumerated, you will get a better idea of the development of Florence and of Florentine art than you could possibly do by haphazard sightseeing. Also, you will find the earlier steps explain the later. But there can be no harm in examining the picture-galleries side by side with the churches, especially if dark or wet days confine you; provided always you begin with the Belle Arti, which contains the A B C of Tuscan and Umbrian panel-painting. From it you can go on to the Uffizi and the Pitti.




  Chapter II.


  Santa Croce and the Franciscan Quarter.
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  St. Francis of Assisi, the Apostle of the Poor, died in 1226, and was promptly canonised in 1228. His followers spread at once over every part of Italy, choosing in each town the poorest quarters, and ministering to the spiritual and temporal needs of the lowest classes. They were representatives of Works, as the Dominicans of Faith. In 1294,—some sixteen years later than the Dominicans at Santa Maria Novella,—they began to erect a church at Florence, outside the walls, on the poorer side of the city, close by their monastery. It was dedicated under the name of Santa Croce, and shortly adorned by Giotto and his pupils with beautiful frescoes, the finest works of art yet seen in Italy. Two things must thus be specially borne in mind about this church: it is a church of the Holy Cross, whose image and history meet one in it at every turn; and it is a Franciscan church, and therefore it is largely occupied with the glorification of St. Francis and of the order he founded. Their coarse brown robes appear in many of the pictures. Look out for their great saints, Bernardino of Siena, Louis of Toulouse, Antony of Padua, etc.




  The Franciscans were a body of popular preachers. Hence, in their church, the immense nave, which includes the pulpit, was especially important. It was designed to accommodate large numbers of hearers. But its width and empty spaces also gave free room for many burials; whence Santa Croce became one of the principal churches in Florence for interments. In time, it grew to be the recognised Pantheon or “Westminster Abbey” of the town, where men of literary, scientific, or political importance were laid to rest: and its numerous monuments have thus a sentimental interest for those who care for such memorials. But it would be a great mistake to regard Santa Croce entirely or even mainly from the point of view of a national Walhalla, as is too often done by tourists. Its real interest lies rather in the two points noted above, and in the admirable works of art with which it is so abundantly supplied, especially in the chapels of the various great families who favoured the order.




  The general design is by Arnolfo di Cambio, who at the same time was employed in designing the Cathedral. Begun, 1294; finished, 1442. It is the best museum for the Florentine art of the fourteenth century.




  See it by morning light. Choose a bright morning; go past the Cathedral and the Signoria, and then dive down the narrow Borgo de’ Greci, through the tangled streets of the Old Town,—which note as characteristic,—till you arrive at the Piazza Santa Croce. In the centre of the square stands a modern statue of Dante, turning his back on the church which he never really saw. Its walls were only rising a few feet high when the poet was banished from Florence.
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    CHURCH OF SANTA CROCE AND STATUE OF DANTE.


  




  Proceed first to the north side of the church, to view the exterior of the mediæval building, now much obscured by the later Renaissance loggia. Little of the primitive design is at present visible. Notice the bare brick architecture, intended to be later incased in marble. Observe also the smallness, infrequency, and height from the ground of the windows, and the extreme difference in this respect from the vast stained-glass-containing arches of northern Gothic. Here, the walls themselves support most of the weight, instead of leaving it to buttresses as in France and England. This wealth of wall, however, with the smallness of the windows, permits of the large development of fresco-painting within, which is characteristic of Italian buildings: it also allows room for the numerous monuments. Note at the same time the short transept and small rose window.




  Now, go around again to the front. The façade, long left unfinished, was encrusted with marble in 1857, by the munificence of Mr. Sloane, an Englishman, after a Renaissance design, said to be by Cronaca, modified by the modern architect, N. Matas. The nave and aisles have separate gables. Notice, throughout, the frequent occurrence of the Holy Cross, sustained over the main gable by two angels; flanked, on the two lesser gables, by the Alpha and Omega; and reappearing many times elsewhere in the general decoration. The modern reliefs over the doors represent, on the left, the Discovery of the True Cross (Sarrocchi); in the centre, the Adoration of the Cross (Dupré); on the right, the Cross appearing in Heaven to Constantine, and so imposing itself as the symbol of the official religion of the Roman Empire, (Zucchi). Observe the fine Renaissance work of the doorways, with the Alpha and Omega again displayed. High up on the front, over the rose window, is the monogram IHS, introduced by the great Franciscan saint, San Bernardino di Siena. His original example is preserved within. The right side of the church is enclosed by the former buildings of the monastery.




  Now, enter the church. The interior is at first sight bare and simple to the degree of positive disappointment. The Franciscans, vowed to poverty, were not a wealthy body. Begin by walking up the centre of the nave, to observe the simple aisles (with no side chapels), the short transepts, the impressive but by no means large Gothic choir (of Arnolfo’s period), and the ten chapels, built out from the transept, as in continuation or doubling of the choir, all of which are characteristic features of this age of Italian Gothic. Each of these chapels was the property of some great mediæval family, such as the Bardi or the Peruzzi. Observe also the plain barn-like wooden roof, so different from the beautiful stone vaulting of northern cathedrals. Architecturally, this very simple interior is severe but interesting.




  Now, go down again to the door by which you entered, and proceed along the right aisle, to observe the various objects it contains in detail.




  I will dwell upon the monuments very briefly, as mere excrescences upon the original building.




  Michael Angelo Buonarotti is buried below on the right; died at Rome, 1564. The general design of the monument is by Vasari; bust by Battista Lorenzi; figure of Architecture by Giovanni dell’Opera; Painting by Lorenzi; Sculpture by Cioli. Pretentious and feeble.




  By the pillar on the left, a *Madonna and Child (Madonna del Latte), part of the monument of Francesco Nori, by Antonio Rossellino, fifteenth century, is extremely beautiful.




  On the right is Dante’s cenotaph. The poet is buried at Ravenna.




  To the left, on a column, stands the famous *pulpit, by Benedetto da Majano, said to be the most beautiful in Italy, though far inferior in effect to that of Niccolò Pisano at Pisa. Its supports are of delicate Renaissance work. The subjects of the reliefs (Franciscan, of course) are, the Confirmation of the Franciscan order, the burning of immoral books, St. Francis receiving the Stigmata, Death of St. Francis, and Martyrdom of Franciscan Saints. Notice the hand holding out the Holy Cross from the pulpit, here more appropriate than elsewhere. The statuettes beneath represent Faith, Hope, Charity, Courage, and Justice.




  On the right, opposite it, is the monument of Alfieri, erected for his mistress, the Countess of Albany, by Canova.




  Here also are memorials of Macchiavelli, died 1527: monument erected in 1787; and Lanzi, the historian of art.




  A fresco, by Andrea del Castagno, with St. John the Baptist, as patron saint of Florence, and St. Francis, as representing the present church and order, alone now remains of all the frescoes of the nave, cleared away by the Goths of the seventeenth century.




  

    [image: ]



    




    INTERIOR OF SANTA CROCE.


  




  Near it is an exquisite **Annunciation by Donatello, of pietra serena, gilt, in a charming Renaissance frame; perhaps the most beautiful object in the whole church. Notice the speaking positions of the angel and Our Lady, the usual book and prie-dieu, and the exquisite shrinking timidity of the Madonna’s attitude. This is worth all the tombs put together.




  Over the door is the Meeting of St. Francis and St. Dominic. Compare with the Della Robbia at the Hospital of San Paolo, near Santa Maria Novella.




  A beautiful Renaissance tomb of Leonardo Bruni, by Bernardo Rossellino, presents a model afterward much imitated, especially at Venice.




  Turn the corner into the right transept. The first chapel on your right, that of the Holy Sacrament, is covered with much-defaced frescoes by Agnolo Gaddi. Recollect that this church is the great place for studying the early Giottesque fresco-painters: first, Giotto; then his pupil, Taddeo Gaddi; next, Taddeo’s pupils, Agnolo Gaddi and Giovanni da Milano. (See Kugler.) On the right wall are represented the lives of St. Nicholas (first bay) and St. John the Baptist (second bay). The most distinct of these frescoes are, first, St. Nicholas appearing in a storm at sea (or, restoring the nobleman his drowned son); and, second, the Baptism of Christ; but some of the others can be faintly recognised, as at the top, the figure of St. Nicholas throwing the three purses of gold as dowries into the window of the poor nobleman with three starving daughters. (See Mrs. Jameson.) The walls here show well the way in which these frescoes were defaced by later additions. On the left wall are frescoed the lives of St. John the Evangelist and St. Anthony, also by Agnolo Gaddi. The scene of the Temptation of St. Anthony is the best preserved of these. Against the pilasters stand life-sized terra-cotta statues of our Franciscan lights, St. Francis and St. Bernardino, by the Della Robbia. On the left wall is the monument of the Countess of Albany.
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    TADDEO GADDI.—PRESENTATION OF THE VIRGIN.


  




  At the end wall of the right transept is a good Gothic monument of the fourteenth century with reliefs of Christ, the Madonna and St. John, and a Madonna and Child in fresco above, and exquisite little *sculptured angels of the school of Pisa. The chapel of the right transept, known as the Cappella Baroncelli, contains admirable **frescoes from the life of the Virgin, by Taddeo Gaddi. These should all be carefully studied. On the left wall, beginning from above (as always here), in the first tier, Joachim is expelled by the High Priest from the temple, his offering being rejected because he is childless; watching his flocks, he perceives the angel who foretells the birth of the Virgin. Notice the conventional symbolical open temple. (Read the legend later in Mrs. Jameson.) In the second tier, on the left, is the meeting of Joachim and Anna at the Golden Gate; the servant behind carries, as usual, the rejected offering. On the right is the Birth of the Virgin, the child, as always, being washed in the foreground. Observe closely the conventional arrangement, which will reappear in later pictures. In the third tier, on the left, is the Presentation of the Virgin in the Temple by St. Joachim and St. Anna; the young Madonna stands on a single flight of steps (wrongly restored above). Carefully study all the details of this fresco, with its Romanesque or early Gothic architecture and round arches, for comparison with the Giovanni da Milano of the same subject, which we will see later. (At three years old, the Virgin was consecrated to the service of God by Joachim and Anna.) On the right is the Marriage of the Virgin; the High Priest joining her hand to Joseph’s, whose staff has budded, in accordance with the legend. (All were placed in the Holy of Holies, as in the case of Aaron; and he whose staff budded was to wed the Virgin.) Observe the disappointed suitors breaking their staffs, etc. All the incidents are stereotyped. This picture should be carefully noted for comparison both with the Giovanni da Milano here, and with other representations of the Sposalizio elsewhere (e. g. the Raphael at Milan). I strongly advise very long and close study of these frescoes (some of which are imitated directly from Giotto’s in the Madonna dell’Arena at Padua), for comparison both with those originals and with the later imitations by Giovanni da Milano. They cast a flood of light upon the history and evolution of art. Each figure and detail will help you to understand other pictures you will see hereafter. It is a good plan to get photographs of the series, published by Alinari in the Via Tornabuoni, and look at the one series (Gaddi’s), with the photographs of the other (Giovanni’s) in your hands. You cannot over-estimate the importance of such comparison. In the two Presentations, for example, almost every group is reproduced exactly.




  On the window wall, above, is an Annunciation on the left; on the right is a Visitation; notice the loggia in the background. These are also most illustrative compositions. In the second tier, on the left, the angel appears to the shepherds; on the right is the Nativity. In the third tier, on the left, the Star appears to the Wise Men; on the right is the Adoration of the Magi. Notice the ages of the Three Kings, representing, as always, the three ages of man, and also the three old continents—Europe, Asia, Africa. Observe the very Giottesque Madonna and Child. This fresco should be compared with the Giotto at Padua.




  On the right wall is a fresco by Mainardi: the Madonna ascending in a mandorla, escorted by angels from her tomb, which is filled with roses, drops the Sacred Girdle (Sacra Cintola), now preserved at Prato, to St. Thomas below. (Go to Prato to see it, in order to understand the numerous Sacra Cintola pictures in Florence; and read in Mrs. Jameson, under head, St. Thomas.)




  To the left of this chapel is the door leading to the Sacristy. At the end of the corridor is the Cappella Medici, erected by Michelozzo for Cosimo de’ Medici. It contains many beautiful objects. On the right wall is a *marble ciborium, by Mino da Fiesole, with charming angels and an inscription: “This is the living bread which came down from heaven;” also a Giottesque Coronation of the Virgin with four saints—conspicuous among them, Peter and Lawrence. Over the tomb of Lombardi are a beautiful *Madonna and angels of the school of Donatello. On the end wall is our patron, St. Francis with the Stigmata. Over the altar is an exquisite **terra-cotta of the school of Della Robbia, attributed to Luca, a Madonna being crowned by angels, and attended on the left by St. John the Baptist as representing Florence, and on the right by St. Lawrence (for Lorenzo de’ Medici), St. Francis (for this Franciscan church), and St. Louis of Toulouse, the great Franciscan bishop. On the left wall is a famous Coronation of the Virgin, by Giotto, tender in execution, but in his stiffest panel style. It is regarded as a touchstone for his critics. Very graceful faces; crowded composition. Beyond it, notice the Madonna and Child by the Della Robbia, and, over the doorway, a Pietà, by the same, in a frame of fruit. Notice these lovely late fifteenth century majolica objects, frequent in Florence. All the works in this very Franciscan chapel of the Medici, indeed, deserve close inspection. Notice their coat of arms (the pills) over the arch of the altar and elsewhere. It will meet you often in Florence.




  Chapter III.


  The Sacristy and the Chapels.
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  Returning along the corridor, to the right, you come to the Sacristy, containing many curious early works, all of which should be noted, such as the Crucifix bowing to San Giovanni Gualberto as he pardons the murderer of his brother, in the predella of an altar-piece by Orcagna, to the left as you enter. The right wall has frescoes of the Passion, by Niccolò di Pietro Gerini, of which the Resurrection, with its sleeping soldiers, mandorla (or almond-shaped glory), and red cross on white banner, is highly typical. Study all these for their conventional features. Notice also the fine roof, and the intarsia-work of the seats and boxes.




  A beautiful iron railing of 1371 separates the Sacristy from the Cappella Rinuccini, containing on the left wall, *frescoes of the life of the Madonna by Giovanni da Milano, the close similarity of which to those by his master, Taddeo Gaddi, already observed, should be carefully noticed. The subjects are the same; the treatment is very slightly varied, but pointed arches replace the round ones. At the summit is Joachim expelled from the Temple. In the second tier, on the left, the angel appears to Joachim, and Joachim and Anna meet at the Golden Gate; on the right is the Birth of the Virgin; study the attitudes and note the servant bringing in the roast chicken, St. Anne washing her hands, etc., of all which motives (older by centuries) imitations occur in such later representations of the same scene as Ghirlandajo’s at Santa Maria Novella. In the third tier on the left, is the Presentation in the Temple, with Gothic instead of Romanesque arcade and the steps indicating how those in the Taddeo Gaddi originally ran. (Do not omit to compare these two by means of photographs.) On the right is the Marriage of the Virgin. These two last are specially favourable examples for observing the close way in which Giottesque painters reproduced one another’s motives. I advise you to spend some hours at least in studying and comparing the frescoes of this chapel and the Baroncelli.




  On the right wall are scenes from the life of Mary Magdalen, to whom this chapel is dedicated. At the summit she washes the feet of Christ; notice the seven devils escaping from the roof. In the second tier, on the left, is Christ in the house of Mary and Martha; observe Martha’s quaintly speaking attitude; on the right is the Resurrection of Lazarus. In the third tier, on the left, are Christ and the Magdalen in the garden, with the women and angels at the tomb; on the right is a miracle of the Magdalen in Provence (see Mrs. Jameson): she restores to life the wife of a nobleman of Marseilles—a very long story. This fresco is to my mind obviously by another hand: it lacks the simplicity and force of Giovanni. Observe also the fine altar-piece, with the Madonna and Child, flanked by St. John the Baptist and St. Francis, as representing Florence and the Franciscan order; then, St. John the Evangelist, and Mary Magdalen, patroness of the chapel; and, in the predella, scenes from their lives.




  Emerge from the Sacristy. Now take the chapels in line with the choir. The first chapel contains faded frescoes, said to be of the age of Cimabue (more likely by a pupil of Giotto), representing the combat of St. Michael and the Devils, which seem to have suggested the admirable Spinello Aretino of the same subject in the National Gallery in London.




  The second chapel is uninteresting; the third chapel, of the Bonaparte family, tawdry.




  The fourth chapel, the Cappella Peruzzi (called, like the others, after the family of the owners), contains the famous frescoes by Giotto, from the lives of the two St. Johns. On the left wall is the life of St. John the Baptist, the patron of Florence. In the upper tier, the angel appears to Zacharias. In the second tier, on the right, is the Birth of the Baptist; on the left he is presented to Zacharias, who writes down “His name is John.” In the third tier, Herodias’s daughter receives his head, and presents it to her mother. The attitude of the player, and the arrangement of the king’s table reappear in many later compositions. Look out for them hereafter. On the right wall is the life of St. John the Evangelist. At the summit he has the vision of the Apocalypse in a quaintly symbolical isle of Patmos. In the second tier he raises Drusiana, an admirable opportunity for the study of Giotto’s style of drapery. The St. John in this fresco already contains premonitions of Masaccio and even of Raphael. In the third tier, he is taken up into heaven by Christ in clouds, accompanied by the Patriarchs: a magnificent dramatic composition. These frescoes, which represent the maturest work of Giotto’s manhood, should be closely studied in every detail. Spend many hours over them. Though far less attractive than his naïve earlier work in the Madonna dell’Arena at Padua, they yet display greater mastery of drawing and freedom of movement. Do not let one visit suffice for them. Compare them again and again with photographs from the Arena, and look out for imitations by later painters. Do not overlook the altar-piece, by Andrea del Sarto. It represents the two great plague-saints—San Rocco and St. Sebastian. The Franciscans were great nursers of the plague-stricken, and this altar was one where vows were offered for recovery.
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    GIOTTO.—RAISING OF DRUSIANA.


  




  The fifth chapel, the Cappella Bardi, contains other frescoes, also by Giotto (unfortunately over-restored), of the life of St. Francis. These were once the chief ornament of this Franciscan church. On the left wall, at the summit, he divests himself of his clothing and worldly goods, and leaves his father’s house, to be the spouse of Poverty. In the second tier he appears suddenly at Arles, to Sant’Antonio of Padua, while preaching. (Read up all these subjects in Mrs. Jameson’s Monastic Orders.) In the third is the Death of St. Francis; his soul is seen conveyed by angels to heaven. This picture, which formed the model for many subsequently saintly obsequies, should be compared at once with the Ghirlandajo of the same theme in the Santa Trinità in Florence. On the right, at the summit, St. Francis receives the confirmation of the rules of his order from Pope Innocent III. In the second tier is his trial of faith before the Sultan. In the third tier are his miracles (appearance to Guido d’Assisi: a dying brother sees his soul leaping toward heaven). Consult parts I. and III. of Ruskin’s “Mornings in Florence,” on the subject of these frescoes, but do not be led away by his too positive manner. On the ceiling are St. Francis in Glory, and his three great virtues, Poverty, Chastity, Obedience. Note also the figures of the chief Franciscan luminaries, St. Louis of Toulouse, St. Louis of France, St. Elizabeth of Hungary, and St. Clara (foundress of the Franciscan female order of Poor Clares), round the windows. The whole is thus an epic of Franciscanism. Study it fully. The curious ancient altar-piece of this chapel deserves attention.




  On the archway, above this chapel, outside, is St. Francis receiving the Stigmata, by Giotto—resembling the altar-piece of the same subject in the Louvre, painted by Giotto for San Francesco at Pisa. I recommend long observation of all these Giottos. Go later to Assisi, the town of St. Francis, and compare them with the Giottos in the parent monastery. The choir, which is, of course, the central point of the whole church, usually bears reference to the name and dedication: here, it is naturally adorned by the History of the Holy Cross, depicted in fresco on its walls by Agnolo Gaddi. These frescoes, however, are so ill seen, owing to the railing, and the obstacles placed in the way of entering, that I will merely give a brief outline of their wild legend as here represented.
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