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PREFACE TO THE SECOND EDITION

No one could be more surprised than myself at the early
call for a second edition of the Catkedral Builders, for 1
had feared that a discovery in the history of art, hitherto
unnoticed, would have found fewer readers ready to accept
it. I knew that though I could show many evidences of
the after development of the Masonic Guild, yet absolute
proofs of its earlier history were few, it being an age of
which no documentary records survive, and even its inscrip-
tions are in these days far from legible. However, since
the book went to press, several facts, and some documentary
evidences have come to hand, which tend greatly to confirm
the hypothesis, especially as regards the connection of Italy
with the early English Masonic Lodges, as they are revealed
in the Masonic Records and Fabric Rolls of the Cathedrals.
I hope the result will lead to a similar search into the
medizval origin of Architecture and Art, in both France
and Germany.

One of my critics who does not appear to have studied
the history of Art, has thought to ridicule the theory of a
guild by saying, “ We would humbly suggest on the same
line of argument that in England, Australia, Canada and
the United States just now people are speaking one and
the same language, therefore there must be some mysterious
guild—and why not the Comacine Guild or the Freemasons,
regulating unbeknown to everybody the grammar and
literary style of every English-speaking country? The sup-
position seems to us quite as reasonable as that of the
Cathedral Builders.” Thanks are due to the author of this,
for so strongly and ingeniously clenching my argument.
If people in different countries, and varied climes, speak a
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common language, it is positive evidence that they have a

-common origin, and that their ancestors learned (broadly

speaking) in the same school; and used the same system
of grammar. This is all I claim for that great medizval
school of art, the Masonic Guild. What the Etruscans
brought from the East, and taught the Romans, was passed
on to the Middle Ages and hence to all Europe: and just
as the English speech of America and Australia differs
from that of England in some minor points, so the art of
one national school now differs from another in certain
things, while the roots of art and its general traditions are
common to all.

Again it has been suggested that I have mistaken a
mere city company for an universal masonic guild, but I
think the distinction between ordinary trade guilds and this
earlier one, as well as the descent of the latter from the
Romans, may be easily proved. Everywhere in Italy one
finds the Roman “ collegium fabrorum et tignorum” has
been at work before its natural successors the Lombard
“ Ars Magistrorum lapidum et lignorum” and the later
art schools. Twice does Villani speak of the Florentines
sending to Rome for architects to rebuild or enlarge their
city. This assertion is proved by the inscription * subjoined,

1 IMP CAESARI
DIVI ANTONINI PII FI.
DIVI HADRIANI NEPOTI
DIVI TRAIANI PARTHICI P.
DIVI NERVAE ABNEPOTI

L AVRELIO VERO
AVG ARMENIACO PARTHICO

MAXIMO MEDICO TRIB. POT. VI

IMP. V. COS. II. DESIGNAT. III. PROCOS
COLLEG. FABR. TIGN. OSTIS

QVOD PROVIDENTIA T LI .

The inscription is broken off here, as it runs lengthwise on the panel,
proving that the eighth-century builders used the old Roman stones.— Ricka
Delle Chiese, vol. v. p. 10.
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which was found on the back of a stone now forming part
of the parapet of the first gallery of the Baptistery at
Florence. This inscription certainly proves that the archi-
tects of the Roman temple, now the Baptistery, came from
the Roman Collegium of which the Emperor Aurelius
Verus was proconsul. In the same way we find the
Lombard Kings, or Charlemagne or Otho, or one of the
Popes, named each in his time as ‘‘Praesul” in mediaval
masonic inscriptions. Again we find at Pisa in the time of
Nzvius a branch of this ‘“Collegium fabrorum et tignorum,”!
and once more the same title modified in the Latin of Bus-
chetto’s time to ““ Ars Magistrorum lapidum et lignaminum.”
Mariotti, the historian of Perugia, also alludes to a * Col-
legium Magistrorum Lapidum,” which, he says, included in
ancient times both architects and sculptors. He asserts
that the civic art guilds of Perugia were founded in 1366,
but were, even then, only a kind of restoration of this older
-company, whose Statutes were but slightly modified.? It
does not, however, need this modern testimony to prove
that an older masonic guild existed before the civic “ Arti
dei Maestri di pietra” were founded in any of the cities
and republics of Italy. There are numberless contemporary
documents in the archives that show it.

For instance, in the Reformagione di Firenze we find,
under the date July 24, 1290, an entry registering payments
to Feo Constantini, head of the company of master builders
and carpenters, for himself and thirteen masters, besides
twenty-eight workmen employed in the building of the
Florentine prison, 7. e. the Bargello.®

The Capo Magistri Fulchoni Bonvertieri and Simone

1 Morrona Pisa Illustrata, ii. 325.

3 Mariotti, Lettere Pittoricke. Lettera 1.

8 Feo Constantini rectori magistrorum lapidum et lignaminum, pro se
ipso, et tredecim magistris.—Gaye, Carteggio inedito, Vol. 1. Appendix II.
P- 420.
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Viviani are also recorded as superintending the building of
Ponte S* Trinitd in the same year. In 1321, January 2,
we find the following entry : “ Domini priores, etc. possint
satisfacere omnibus et singulis magistris lapidum et ligna-
minum, qui fuerunt et steterunt et ibunt et stabunt in
exercitu in partibus vallis arni comitatus Lucani pro tem-
-pore, quo ipsi magistri a die XIIII decbr. steterunt et in
futurum stabunt—in dicto exercitu.” '

Item—possint providere—pro constructione et laborerio
—palatii populi flor (4 ¢.).!

This is very interesting in many ways. It proves that
the architects who had been for some years in the service
of the city and province of Florence, had been formerly
established at Lucca, but from December 14, 1321, they
were to be considered as permanently in the employ of the
Florentines, and as such were permitted to provide a
laborerium, etc.

These documents dating respectively forty and seventy
years, before the civic ‘““ Arte dei Maestri di Pietra, etc.,”
was founded, offer sufficient proof that the Lombard guild
was the source of all the earliest Tuscan Lodges, and
existed long before any of the ordinary trade guilds. An
argument for its unity is also found in the fact that »o
gveat work in archilecture arose in either Lucca, Pistoja,
or Pisa after the removal of this Lodge to Florence,
while all the great Floventine butldings date after this
time.

Since the first edition of this book was in the press I
have been -able'to obtain from the archives'a copy of the
first page of the register of matriculations in the Florentine
civic guild founded in 1358, which I subjoin :

Avrchivio dell ‘ Arte de’ Maestri di Pietra e legname,
vol. i. p. 1.

1 Gaye, Carteggio inedito, Vol. 1. p. 460.
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MAESTRI CITTADINI,

In Dei nomine et matris eius Virginis Marie nec
non beatorum sanctorum quattuor martirum coronatorum,
videlicet sancti Chastorii, sancti Simfuriani, sancti Nicho-
strati et sancti Simplicii protectorum et defensorum artis et
artifichum magistrorum lapidum et lignaminum civitatis
comitatus et districtus Florentie, amen.

Hic est liber qui nominatur et appellatur matricula artis
magistrorum lapidum et lignaminum, factus compositus et
ordinatus tempore proborum et discretorum virorum Ber-
nardi Pieri Doni, Bartuli Michelis, Tomasii Jacobi Passere,
et Aldobrandi Jacobi, consulum dicte artis, continens in se
magistros lapidum et lignaminum et facientes de arte pre-
dicta iuratos et matriculatos, ac etiam qui de novo iurabunt
et matricule predicte intrabunt, et scriptus per me Baldum
Brandaglie de Leccio notarium et scribam dicte artis et
dictorum consulum, sub annis Domini ab eius incarnatione .
millesimo trecentesimo quinquagesimo ottavo, indictione
duodecima, diebus et mensibus infrascriptis.

Here follow the names of the consuls, one of whom
is of the family of Feo, another Alberti, and a third
Ambroxius Lenzi, who was afterwards “head of the
works.”

The derivation of this guild from the older one is
evident, not only from its title, but from the patron saints,
which are the same with one exception. In regard to
these saints I have, I believe, made a curious discovery,
7. e. that though the city or branch guilds were allowed the
“Quatuor Coronati” as their guardian saints, they teok
them with a difference. They were allowed three of the
four Roman martyr magistrs, who were patrons of the
Lombard guild, but the fourth was chosen from the other
set of martyrs commemorated on the same anniversary, and
whose bodies are in the church of the “four” at Rome.
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Thus the Florentine Lodge took Simplicius, the convert
apprentice of St. Symphorian ; the Venetian one adopted
St. Carpophorus, one of the four military martyrs of Rome,
as the fourth patron saint.

The first Sienese Lodge, also of Lombard origin, had
an evident fraternity with the Florentine Lodge, its masters
working now in one city and now in the other ; the Sienese
being called as experts on Florentine disputed questions,
and vice versd.

A further proof of the magistri being a guild, and not
a mere clustering of independent artists, is from the
Riformagione of Orvieto for June 19, 1350, which we here
translate.!

“Gelachinus Vanni of the family Monaldeschi of
Aquila and Ser Nescius, son of Magister Lippi, the
directors (superstites) of the Opera of S. Maria (Orvieto
Cathedral) inducted and placed Magister Vitale, son of
Magister Lorenzo (Maitani), as ¢ head of the works’ (caput
magistrum) in the lodge (logiam) of the said Opera, there
being present all the masters and workmen there employed ;
which masters in the presence of the Lord priors and the
directors of the said Opera, took the oath of fealty and
obedience to the said Magister Vitale, who had been
elected as the ‘head of the works’ (caput magistrum).”

So much for the customs and working of the Italian
master masons. Let us now turn to England, for some
interesting facts for which I have to thank the researches
of G. W. Speth, Esq., P.A.G.D.C. ; and which indubitably
point to the connection of a foreign masonic guild with
English architecture. First there is an article in the A7s
Quatuor Coronatorum, vol. xii. pt. ii., on Miss Bateman’s
Records of the Borough of Leicester, a series of valuable
extracts from the archives of that town. Here we find in
the entries connected with masonry, the very same cir-

Y Cronaca Inedita degli Avvenimenti & Orvieto, etc. Vol. IL. i. 173.
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cumstances as in the Italian cities. Wherever architectural
work has to be done, the designing architect is “called”
from another place where building work has been going on,
and presumably a lodge existed. Thus Master Peter of
Barnack, Robert of Clapthorn, and others worked at the
West Bridge at Leicester, in 1325, and Master Peter of
Bagworth was their master mason. In the accounts he is
written as ‘ magister coementarium,” the form is familiar in
both Roman and Lombard documents. Now Barnack is
just one of the churches referred to on page 149 of this
book, as showing a distinct imitation of Comacine work.
So the Lodge there was an old-established one.

Master John of Banbury had repaired this same West
Bridge in 1314, and was master mason in the repairs to the
cross in the same year. In reference to this work we get
two more significant entries: ‘“In stipendio Willelmi de
Marstone et garcione sua (s#).” And “In stipendio unius
carpentarii . . . item pro uno garcione deserviente ei . . .”
Now garcione is certainly not Latin, but is clearly the Italian
garzone, apprentice; deserviente is, of course, studying

- under, or serving, and even that has more the medizval
Italian than classic Latin form. Now if Italy had no
connection with English builders at that or any earlier
time, how did this very Italian Latin get into the entries of
English books ?

Again, the term soczus is invariably used for masons
working with others; this, too, suggests a fraternity or
society, as does a sentence in an ancient MS. which states
that “Robert of Elyngham Masoun and other serteyn
masouns of Norwiche fynden in Christes chirche at
Norwiche tweye torches brennyngge atte heye autor as
it is by-for sayd.” A»s Quatuor. This strongly recalls
the breve of the Ars Magistrorum that every master shall
bring torches to the altar on the fé¢e of the guild. We also
gather from these archives, that the foreign mason who was
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called from elsewhere as ‘“master,” had higher pay than
the others, and that the native mason who worked under
him was usually enrolled in some civic company (not always
a masonic one), and must pay taxes, whereas the foreign
master, who is frequently called a Free Mason, appears
not to have been bound by city laws. This agrees with
the facts proved by documents that when Giovanni Pisano
became caput magistrum at Siena and was given the free-
dom of the city, he was absolved from all civic taxes; the
same immunity was granted to Arnolfo at Florence, and
Lorenzo Maitani at Orvieto. I have no doubt many other
instances might be found by searching archives. It appears
that these extraneous masons, who always figure as masters
or chief architects, were not called “ Free Masons” in
England till 1375, when the term first appears in the records
of the city of London. This was about the time when the
civic guilds were founded, whose members were subject to
taxes, and the term may have been adopted to distinguish
the older and universal guild from the city companies of
resident artisans. A similar thing is observable at Siena.
When the “ Arte dei Maestri di Siena” was founded, they
soon had to complain of the inconvenience of the fact, that
the older Lombard Guild sent all its money out of the
city, and did not pay dues, as the members of civic ““ Arti”
had to do. )

I .do not know how far Aubrey’s MS. may be trusted,
but in M. 2.folio 73, he seems, in the following remarkable
paragraph, quoted in the A»s Quatuor, to offer a solution
of the presence of Italian Architects in England :

“Sr William Dugdale told me many yeares since,
that about Henry the third’s time, the Pope gave a

Patents a Freemasons
Bull, or Diploma to an company of Italian Architects
to travell up and downe over all Europe, to build
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Churches. From those are derived the Fraternity

of Fmausns. They are known to one another
by certain Signes & Markes and Watch-words : it
continues to this day : They have severall Lodges
in several Countres for their reception: and when
any of them fall into decay, the brotherhood is to
relieve him, &c. The manner of their adoption is
formall, and with an Oath of Secrecy.”

I have lately been to Rome to try and find this docu-
ment, but as eight popes reigned during the time of Henry
IIL. it is difficult to seek. 1 think it possible that Aubrey
and Dugdale both spoke from tradition, and referred to the
earlier emigrations of the guild in the time of Gregory II.,
when masons and building monks accompanied the first
missions to England, as well as Germany and France.

The more 1 follow out this subject the more I am con-
vinced that regular systematic work on the Fabric rolls of
the earliest English churches and cathedrals, and those of
Germany and France would reveal much of the genesis of
architecture. The difficulty is to get back far enough, to
find the sources from which builders were “called,” before
the civic guilds were founded ; for after that time the older
Roman or Lombard forms were modified by the art bias
of the different nations, which determined the styles of the
distinct schools of art.

The very interesting studies on the early masonic com-
panies in England which Mr. Speth has embodied in his
masterly paper on the “Two Degrees Theory” (Ars
Quatuor Coronatorum, vol. xi. part i.) show clearly and
distinctly how closely the rules and workings of the
Masonic Lodges in what he distinguishes as the * purely
Operative Period ” (tenth to thirteenth centuries) resemble
those of the Italian “Opere” at the same time. All these
clauses of the rules are identical : 1st, The masters took an
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oath of discretion and fidelity. 2nd, Masters coming from
other Lodges were to be received and employed if they de-
manded. 3rd, The apprentice had no right to be paid like
the workmen. 4th, The term of apprenticeship was fixed.
5th, New oaths were administered on matriculation, which
was only accorded after the approval of the masters of some
work finished by him. 6th, That all questions of a masonic
nature such as matriculations of apprentices, estimates and
valuation of works, discussions on difficult points, etc., were
settled in councils held in the Lodge of the Opera; some
of which seem to have been general councils including the
civic branch of the administration, and others meetings of
masters alone. Mr. Speth proves from ancient documents
that the masonic assembly rooms had two divisions,
Chamber and Lodge, one for general meetings (I presume
such would include the civic administration, and fellows or
collegantes, which might have been lay members), while
the other was kept for the secret meetings of the guild
itself.

Now in the Florentine Opera del Duomo, which is the
only building of the kind I have seen preserved almost
intact, these two assembly rooms are distinctly marked.
The hall is entered from the staircase, and is a noble,
lofty room ; the Chamber has no opening except a small
door within the Hall, and even then its secrecy is further
protected by a small lobby. The Laboreria or workshops
extended for some distance down the piazza; over one of
these Donatello presided. In the large inner courts stones,
marbles, etc., were stored. It has been suggested by a
critic that ‘“the Opera was a branch of the municipal
government of a city, an office of works which super-
intended all civic building operations, and regulated
expenditure.”!

I will repeat here for a wider circle of readers the

1 Zhe Builder, July 8, 1899.
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substance of my answer to this hypothesis. The above
sentence very fairly describes the functions of the Opera,
but I hold that it was not an integral branch of civic
government. Search any of the old chroniclers who describe
the government of the republic, and its councils and offices,
and you will find no mention of the Opera. Besides this
we may note :

1. That only a few cities have any remains of an
“Opera,” and those are always the cities where there was
a large congregation of those sculpture-architects who are
distinguished in contemporary documents as magrsirs, and
that it was their place of assembly.

2. That when this congregation of masters, which I, for
want of a better word, have called a masonic lodge, broke
up or removed its head-quarters from that city, the “ Opera”
was closed, and fell into disuse. In Florence, for instance,
Donatello was a master in the school of sculpture under
the roof of the *“ Opera,” and he had succeeded other
masters. Yet, when Michael Angelo was a youth, we are
told by his biographers that there was in Florence no
place in which students of sculpture could be taught, till
the Medici lent their garden, and Bertoldo, Donatello’s
pupil, was placed as master. Now, the “ Opera” building
was still standing, and, if it were exclusively a municipal
office, it would have been still open to its former uses. I
account for the statement by the fact that the “ Opera”
(or masonic meeting-place and schools) had been closed
when the Lodge broke up, and its members dispersed,
chiefly to Rome and Venice, after the Brunellesco episode.

3. That in all cities which preserve the archives of the
“Opera,” we find it managed precisely in the same way,
its council of administration fairly composed partly of the
architects themselves, and partly of the ruling powers of
the city; its workshops and schools always under the
same roof as its assembly-rooms. And this undt;r many



xvi PREFACE TO THE SECOND EDITION

differing rules, such as Papal supremacy at Rome ; Repub-
lican freedom in Florence; the Lombard municipalities ;
the rule of the Doges in Venice, etc.

Florence happily is conservative, and preserves its old
monuments and treasures. The “Opera del Duomo” is
now the Museum of the Duomo ; in it may be seen stones,
sculptures, and inscriptions which remain from the older
building, and from the first facade, which might have been
designed by Arnolfo, or Giotto. There are the beautiful
sculptured organ galleries of La Robbia and Donatello, and
the silver altar, etc.,, not to mention the archives of the
Duomo, or Fabric rolls, in which that intense student Cav.
Cesare Guasti, the archivist, has found so much document-
ary evidence to throw light on the history not only of the
building, but on the organization of one of the most
powerful branches of art and masonic science.
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IN most histories of Italian art we are conscious of a
vast hiatus of several centuries, between the ancient classic
art of Rome—which was in its decadence when the Western
Empire ceased in the fifth century after Christ—and that
early rise of art in the twelfth century which led to the
Renaissance.

This hiatus is generally supposed to be a time when
Art was utterly dead and buried, its corpse in Byzantine
dress lying embalmed in its tomb at Ravenna. But all
death is nothing but the germ of new life. Art was not a
corpse, it was only a seed, laid in Italian soil to germinate,
and it bore several plants before the great reflowering
period of the Renaissance.

The seed sown by the Classic schools formed the link
between them and the Renaissance, just as the Romance
Languages of Provence and Languedoc form the link
between the dying out of the classic Latin and the rise of
modern languages.

Now where are we to look for this link ?

In language we find it just between the Roman and
Gallic Empires.

In Art it seems also to be on that borderland—
Lombardy—where the Magistri Comacini, a medizval
Guild of Libers Muratori (Freemasons), kept alive in their
traditions the seed of classic art, slowly training it through
Romanesque forms up to the Gothic, and hence to the full
Renaissance. It is a significant coincidence that this
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obscure link in Art, like the link-languages, is styled by
many writers Provengal or Romance style, for the Gothic
influence spread in France even before it expanded so
gloriously in Germany.

I think if we study these obscure Comacine Masters we
shall find that they form a firm, perfect, and consistent link
between the old and the new, filling completely that ugly
gap in the History of Art. So fully that all the different
Italian styles, whose names are legion—being Lombard-
Byzantine at Ravenna and Venice, Romanesque at Pisa and
Lucca, Lombard-Gothic at Milan, Norman-Saracen in
Sicily and the south,—are nothing more than the different
developments in differing climates and ages, of the art of
one powerful guild of sculptor-builders, who nursed the
seed of Roman art on the border-land of the falling Roman
Empire, and spread the growth in far-off countries.

We shall see that all that was architecturally good in
Italy during the dark centuries between 500 and 1200 A.D.
was due to the Comacine Masters, or to their influence. To
them can be traced the building of those fine Lombard
Basilicas of S. Ambrogio at Milan, Theodolinda’s church at
Monza, S. Fedele at Como, San Michele at Pavia, and San
Vitale at Ravenna ; as well as the florid cathedrals of Pisa,
Lucca, Milan, Arezzo, Brescia, etc. Their hand was in the
grand Basilicas of S. Agnese, S. Lorenzo, S. Clemente, and
others in Rome, and in the wondrous cloisters and aisles of
Monreale and Palermo.

Through them architecture and sculpture were carried
into foreign lands, France, Spain, Germany, and England,
and there developed into new and varied styles according to
the exigencies of the climate, and the tone of the people.
The flat roofs, horizontal architraves, and low arches of the
Romanesque, which suited a warm climate, gradually
changed as they went northward into the pointed arches
and sharp gables of the Gothic; the steep sloping lines
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being a necessity in a land where snow and rain were
frequent.

But however the architecture developed in after times,
it was the Comacine Masters who carried the classic germs
and planted them in foreign soils; it was the brethren of
the ZLzberi Murators who, from their head-quarters at
Como, were sent by Gregory the Great to England with
Saint Augustine, to build churches for his converts; by
Gregory I1. to Germany with Boniface on a similar mission;
and were by Charlemagne taken to France to build his
church at Aix-la-Chapelle, the prototype of French Gothic.

How and why such a powerful and influential guild
seemed to spring from a little island in Lake Como, and
how their world-wide reputation grew, the following scraps
of history, borrowed from many an ancient source, will, I
hope, explain.

It is strange that Art historians hitherto have made
so little of the Comacine Masters. I do not think that
Cattaneo mentions them at all. Hope, although divining
a universal Masonit Guild, enlarges on all their work as
Lombard; Fergusson disposes of them in a single un-
important sentence; and Symonds is not much more dif-
fuse ; while Marchese Ricci gives them the credit of the
early Lombard work and no more. I was led at length to
a closer study of them by the two ponderous tomes on the
Maestri Comacing® by Professor Merzario, who has got
together a huge amount of material from old writers, old
deeds, and old stones. But valuable as the material is,
Merzario is confusing in his arrangement, and not suffici-
ently clear in his deductions, his chief aim being to show
how many famous artists came from Lombardy.

1 Professor Giuseppe Merzario.—/ Maestyi Comacins. Stowia Artistica
di Mille duecento anni, 600—1800. Published in 1893 by Giacomo
Agnelli, of 2, Via S. Margherita, Milan. Two vols., large octavo. (Price
12 frcs.)
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I wrote to ask Signor Merzario if I might associate his
name with mine in preparing a work for the English public,
in which his research would furnish me with so much that is
valuable to the history of art, but to my regret I found he
had died since the book was written, so I never received his
permission; though his publisher was very kind in permitting
me to use the book as a chief work of reference. With
Merzario I have collated many other recognized authorities
on architecture and archzology, besides archivial docu-
ments, and old chronicles. I have tried to make some
slight chronological arrangement, and some intelligible lists
of the names of the Masters at different eras. The re-
searches of the great archivist Milanesi in his Document:
per la Storia dell’ Arte Semese, and Cesare Guasti in his
lately published collection of documents relating to the
building of the Duomo of Florence, have been of immense
service in throwing a light on the organization of the
Lodges and their government. All that Signor Merzario
dimly guessed from the more fragmentary earlier records of
Parma, Modena, and Verona, shines out clear and well-
defined under the fuller light of these later records, and
helps us to read many a dark saying of the older times.

My thanks for much kind assistance in supplying me
with facts or authorities, are due to the Rev. Canonico
Pietro Tonarelli of Parma cathedral ; the Rev. Vincenzo
Rossi, Priore of Settignano ; Commendatore John Temple
Leader of Florence ; and to my brother, the Rev. William
Miles Barnes, Rector of Monkton, who has written the
“ English link” for me. Acknowledgments are also due
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BOOK 1

ROMANO-LOMBARD ARCHITECTS






THE CATHEDRAL BUILDERS

CHAPTER 1
THE GUILD OF THE COMACINE MASTERS

IN looking back to the great church-building era, 7 e. to
the centuries between 1100 and 1500, do not the questions
arise in one’s mind, “ How did all these great and noble
buildings spring up simultaneously in all countries and all
climates ? ” and “ How comes it that in all cases they were
similar to each other at similar times?”

In the twelfth century, when the Italian buildings, such
as the churches at Verona, Bergamo, Como, etc., were built
with round arches, the German Domkirchen at Bonn,
Mayence, Treves, Lubeck, Freiburg, etc.; the French
churches at Aix, Tournus, Caen, Dijon, etc.; and the
English cathedrals at Canterbury, Bristol, Chichester, St.
Bartholomew’s in London—in fact, all those built at the
same time—were not only round-arched, but had an almost
identical style, and that style was Lombard.

In the thirteenth century, when pointed arches mingled
with the round in Italy, the same mixture is found con-
temporaneously in all the other countries.

When Cologne, Strasburg, and Magdeburg cathedrals
were built in pure Gothic; then those of Westminster,
York, Salisbury, etc., arose in England; the Domes of
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Milan, Assisi, and Florence in Italy; and the churches
of Narbonne, Tours, and Rouen in France. These all
came, almost simultaneously, like sister buildings with
one zmpronto on them all.

Is it likely that many single architects in different
countries would have had the same ideas at the same time?
Could any single architect, indeed, have designed every
detail of even one of those marvellous complex buildings ?
or have executed or modelled one-tenth of the wealth of
sculpture lavished on one of those glorious cathedrals?
I think not.

The existence of one of these churches argues a plurality
of workers under one governing influence ; the existence of
them all argues a huge universal brotherhood of architects
and sculptors with different branches in each country, and
the same aims, technique, knowledge and principles per-
meating through all, while each conforms in detail to local
influences and national taste.

If we once realize that such a Guild must have existed,
and that under the united hands of the grand brotherhood,
the great age of church-building was endowed with monu-
ments which have been the glory of all ages, then much
that has been obscure in Art History becomes clear ; and
what was before a marvel is now shown to be a natural
result.

There is another point also to be considered. The
great age of church-building flourished at a time when
other arts and commerce were but just beginning. Whence,
out of the dark ages, sprang the skill and knowledge to
build such fine and scuplturesque edifices, when other
trades were in their infancy, and civic and communal life
scarcely organized ?

It is indeed a subject of wonder how the artists of the
early period of the rise of Art were trained. Here we
find men almost in the dark ages, who were the most splen-
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did architects, and at the same time sculptors, painters, and
even poets. How, for instance, did Giotto, a boy taken
from the sheep-folds, learn to be a painter, sculptor, and
architect of such rank that the city of Florence chose him
to be the builder of the Campanile? Did he learn it
all from old Cimabue’s frescoes, and half Byzantine
tavole ? and how did he prove to the city that he was a
qualified architect ? We find him written in the archives
as Magister Giotto, consequently he must have passed
through some school or laborerium where every branch
of the arts was taught, and have graduated in it as a
master. _

All these things will become more and more clear as
we follow up the traces of the Comacine Guild from the
chrysalis state, in which Roman art hybernated during the
dark winter of the Middle Ages, through the grub state
of the Lombard period, to the glorious winged flights of
the full Gothic of the Renaissance.

And first as to the chrysalis, at little Como. The origin
of the name Comacine Masters has caused a great deal of
argument amongst Italian writers new and old. Some
think it merely a place-name referring to the island of
Comacina, in Lake Lario or Como ; others take a wider
significance, and say it means not only the city of Como,
but all the province, which was once a Roman colony of
great extension. Others again, among whom is Grotius,
suggest that it is not a place-name at all, but comes from
the Teutonic word Gemackin or house-builders. As the
Longobards afterwards called them in Italian Maestrs
Casarii, which means the same thing, there is perhaps
something to be said for this hypothesis.

The first to draw attention to the name Magisire
Comacini, was the erudite Muratori, that searcher out of
ancient MSS., who unearthed from the archives an edict,
dated November 22, 643, signed by King Rotharis, in which
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are included two clauses treating of the Magistri Coma-
cing and their colleagues. The two clauses, Nos. 143 and
144, out of the 388 inscribed in crabbed Latin, are, whea
anglicized, to the following intent—

“Art. 143. Of the Magister Comacinus. If the
Comacine Master with his col/igant: (colleagues) shall have
contracted to restore or build the house of any person
whatsoever, the contract for payment being made, and it
chances that some one shall die by the fall of the said house,
or any material or stones from it, the owner of the said
house shall not be cited by the Magéster Comacinus or his
brethren to compensate them for homicide or injury ; be-
cause having for their own gain contracted for the payment
of the building, they must sustain the risks and injuries
thereof.”?

“Art. 144. Of the engaging or hiring of Magistrs.
If any person has engaged or hired one or more of the
Comacine Masters to design a work (conduxeriz ad operam
dictandam), or to daily assist his workmen in building a
palace or a house, and it should happen that by reason of
the house some Comacine should be killed, the owner of
the house is not considered responsible ; but if a pole or a
stone shall kill or injure any extraneous person, the Master
builder shall not bear the blame, but the person who hired
him shall make compensation.” ?

1 ¢ i Magister Comacinus, cum collegis suis, domum ad restaurandum,
vel fabricandum super se placito finito de mercede susceperit, et contigerit
aliquem per ipsam domum aut materiam, aut lapide lapso moti, aut quod-
libet damnum fieri, non requiratur domino, cuius domus fuerit, nisi
Magister Comacinus cum consortibus suis ipsum homicidium aut damnum
componat, qui postquam fabulam firmatam de mercede pro suo lucro
susciperit, non immerito sustinet damnum.”

% «§i quis Magister Comacinum unum aut plures rogaverit, aut con-
duxerit ad operam dictandum, aut solatium diumum praestandum inter
suos servos ad domum aut casam faciendam et contigerit per ipsam
casam, aliquem ex ipsis Comacinis mori non requiratur ab ipso, cuius casa
est. Nam si cadens arbor, aut lapis ex ipsa fabrica, et occiderit aliquem
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These laws prove that in the seventh century the
Magistri Comacini were a compact and powerful guild,
capable of asserting their rights, and that the guild
was properly organized, having degrees of different ranks ;
that the higher orders were entitled Magvstry, and could
‘““design ” or *‘ undertake ” a work ;—r. . act as architects;
and that the colligantes worked under, or with, them. In
fact, a powerful organization altogether ;—so powerful and
so solid, that it speaks of a very ancient foundation.

But when and how did it originate ?

Was it a surviving branch of the Roman Collegywm ? a
decadent-group of Byzantine artists stranded in Italy ? or
was it of older Eastern origin? A clever logician could
prove it to be all three.

For the Roman theory, he could base his arguments on
the Latin nomenclature of officials, and the Latin form of
the churches.

For the Byzantine theory, he would have the style of
certain ornamentations, and the assertions of German
writers, such as Miiller, and Stieglitz.

For the ancient Eastern theory, he might plead their
Hebrew and Oriental symbolism.

We will take the Byzantine theory first. Muiiller (ArvAaco-
logve der Kunst, p. 224) says that : “ From Constantinople
as the centre of mechanical skill, a knowledge of art radiated
to distant countries, corporations of builders of Grecian birth
were permitted to exercise a judicial government among
themselves according to the laws of the country to which
they owed allegiance;” and Stieglitz, in his History of
Aprchitecture, records a tradition that at the time the
Lombards were in possession of Northern Italy, # e. from
the sixth to the eighth century, the Byzantine builders

extraneum, aut quodlibet damnum fecerit, non reputetur culpa magistro,
sed ille qui conduxit, ipsum damnum sustineat.”—From the Edi#t of
Rotharis—edited by Troyes.
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formed themselves into guilds and associations, and that on
account of having received from the Popes the privilege of
living according to their own laws and ordinances, they were
called Freemasons.! Italian and Latin writers, however,
place the advent of these Greek artists at a later period;
they are supposed to have been sculptors, who, rebelling
against the strict Iconoclasm of Leo, the Isaurian—
718 A.D. to 741—came over to Italy where art was more
free, and joined the Collegia there.

But at this time most of the chief Longobardic churches
were already built by the Comacine Masters, and were
Roman in form, medizval in ornamentation, and full of
ancient symbolism. Herr Stieglitz must have pre-dated his
tradition. Besides this I can find no sign in Italian build- |
ings, or writers about them, of any lasting Byzantine .
influence. Indeed pure Byzantine architecture in Italy
seems sporadic and isolated, not only in regard to site, but
in regard to time. The Ravenna mosaics, a few in Rome,
a little work in Venice, is all one can call absolutely Byzan-
tine; and the influence never spread far. The Comacine
ornamentation indeed has qualities utterly distinct in spirit,
though in some of its forms allied to Byzantine. It is
possible that some of these Eastern exiles joined the Coma-
cine Guild, but there is quite enough in the communications
of Como with the Greeks, to account for their having im-
bibed as much as they did of Byzantine style. Some of
the Bishops who were rulers of Como before and after
Lombard times were Greeks; notably Amantius the fourth,
who was translated there from Thessalonica, and his suc-
cessor, S. Abbondio. Also through the Patriarch of
Aquileja, under whose jurisdiction they were brought later,
the guild was put into contact with the Greek sculptors
then at Venice, Grado, and Ravenna.

1 Stieglitz, Geschickte der Baukunst, 1827, pp. 423, 4324. See also
Hope's Historical Essay on Archstecture, 1835, pp. 229—237.
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We will leave the Oriental theory aside as too vague and
traditional for proof, depending as it does on a few Oriental
symbols, and certain forms of decoration, and will look nearer
home—even to Rome, with which a connection may certainly
be found, and that in a form visible to our modern eyes.

Rome is almost as full of remains of what is now styled
Comacine architecture, as it is of classic and pagan ruins,
and they are nearly as deeply buried. Go where you will,
and in the vestibules or crypts of churches, now of gaudy
Renaissance style, you will find the sign and seal of the
ancient guild. Investigate any church which has a Lom-
bard tower—and they are many—and you will discover
that the hands which built that many-windowed tower
have left their mark on the church. In that wonderful old
basilica, which was discovered beneath the thirteenth-
century one of S. Clemente ; in the almost subterranean
basilica of S. Agnese fuori le mura ; in the vestibule of the
florid modern SS. Apostoli; in Santa Maria in Cosmedin ;
and various other buildings, are wonderful old slabs of marble
with complicated Comacine knots on them. Our illustration
is from a slab in San Clemente, which was evidently from
the buried church, though used as a panel in the parapet of
the existing choir. A marvellous piece of basket-work in
marble, which, if studied, will be found composed of a single
cord, twined and intertwined. An almost identical panel is
preserved in the wall of the staircase to S. Agnese, another
has just been found reversed, and the back of it used for
the thirteenth-century mosaic decoration of the pulpit in
S. Maria in Cosmedin.

Then in the later Lombard churches of S. Lorenzo in
Lucina, SS. Giovanni e Paolo, S. John Lateran, etc., one
may see the crouching Comacine lions, now mostly minus
their pillars, and shoved under square door-lintels, or built
into walls, where they remain to tell of the ancient builders
whose sign and seal they were.
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And here and there we get a name.

In the vestibule of the SS. Apostoli is a red marble
lion, on the base of which in Gothic letters is the name
BASSALECTI. Beneath it is an old inscription, ¢ Opus
magister Bassalecti Marmorari Romano sec, XIIL.” This
same Magister's hame, spelt Passalecti, has lately been
discovered inscribed on the capitals of some columns in
the nave of S. John Lateran.

In the under church of S. Clemente, an ancient fresco of
the eighth century takes us further back than this. Here we
see a veritable Roman Magister directing his men. He stands
in magisterial toga (and surely one may descry a masonic
apron beneath it!), directing his men in the moving of a
marble column, and with the naive simplicity of the primi-
tive artist each man’s name is written beside him. Albertel
and Cosmaris are dragging up the column with a rope, the
sons of Pute, who are possibly novices, are helping them,
while Carvoncelle is lifting it from behind with a lever.
These men are all in short jerkins, but the master, Sisinius,
is standing in his toga, directing them with outstretched
hand.

Here is the Magister of a Roman Collegium embalmed
and preserved for us, that we may see him and his men at
work as they were in the early centuries after Christ. We
know that Masonic Collegza were still existing in Rome in
the time of Constantine and Theodosius; we know that
Constantine built the basilica of S. Agnese, afterwards
restored by Pope Symmachus ; also those of S. Lorenzo—
at least the round-arched part of it—enlarged by Galla
Placidia in the fifth century; S. Paolo fuors le Mura, and
other ancient churches. We see from remains recently
brought to light, that these were originally of the exact plan
of the churches built “in the Roman manner” at Hexham
and York in England, and of the Ravenna churches, and
S. Pietro in Grado at Pisa, also nearly contemporary. We
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further realize that all of these were identical in style with
the finer specimens of Lombard building some centuries
later. There is only the natural decline of art which would
have taken place in the century or two of barbarian invasion,
between the two epochs, but the traditionary forms,
methods, etc., are all reproduced in the Lombard-Comacine
churches. Compare the fourth-century door of the church
of S. Marcello at Capua with the eighth-century one of S.
Michele at Pavia, and you will find precisely the same style
of art. Compare the Roman capitals of the church of Santa
Costanza, built by Constantine, with the capitals in any
Comacine church up to 1200, and you will see the same
mixture of Ionic and a species of Corinthian with upstand-
ing volutes. Some of the Comacine buildings have these
upright volutes plain instead of foliaged. The effect is rude,
but I think these plainer capitals were not a sign of
incapacity in the architects of the guild, for one sees
richly ornate ones on the same building. It was only the
stock design of the inferior masters, when funds did not
allow of payment for richer work.

Therefore it may be inferred: (1) That architects of the
same guild worked in Rome and in Ravenna in the early
centuries after Christ; (2) that though the architects were
Roman, the decorators up to the fourth century were
chiefly Byzantine, or had imbibed that style, as their paint-
ings show ; (3) that in the time when Rome lay a heap of
ruins under the barbarians, tke Collegium, or a Collegium, 1
know not which, fled to independent Como ; and there in
after centuries they were employed by the Longobards, and
ended in again becoming a powerful guild.

Hope, the author of an historical Essay on Architecture,
had a keen prevision of this guild, although he had no
documents or archives, but only the testimony of old
stones and buildings to prove it. After sketching the
formation of the Roman Collegia, and the employment of
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their members as Christian architects under the early Popes,
he says ‘‘that a number of these, finding their work in Rome
gone in the times of invasion, banded together to do such
work in other parts of the world.” He seems to think that
the nucleus of this union was Lombardy, where the superi-
ority of the architecture, under the Lombard kings, was such
that the term Magistri Comacini became almost a generic
name for architects. He says that builders and sculptors
formed a single grand fraternity, whose scope was to find
work outside Italy. Indeed distance and obstacles were
nothing to them ; they travelled to England under Augus-
tine, to Germany with St. Boniface, to France with Charle-
magne, and again to Germany with their brother magister,
Albertus Magnus ; they went to the east under the Eastern
Emperors, to the south under the Lombard Dukes, and in
fact are found everywhere through many centuries. The
Popes, one after another, gave them privileges. Indeed the
builders may be considered an army of artisans working in
the interest of the Popes, in all places where the mission-
aries who preceded them had prepared the ground for them.

Diplomas and papal bulls confirmed to the guild the
privileges they had obtained under their national sovereigns,
and besides guaranteed their safety in every Catholic country
which they visited for the scope of their association. They
assumed the right to depend wholly and solely on the Pope,
which absolved them from the observance of all local laws
and statutes, royal edicts, and municipal regulations, and
released them from servitude, as well as all other obligations
imposed on the people of the country. They had not only
the power of fixing their own Aonorarium, but the exclusive
right of regulating in their own lodges everything that
appertained to their own internal government. Those
diplomas and bulls prohibited any other artist, extraneous to
the guild, from establishing any kind of competition with
them. . . . Encouraged by such a special protection, the
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Romans in great numbers entered the Masonic Guild,
particularly when they were destined to accompany the
missionaries sent by the Pope to countries hitherto unvisited
by them. The Greeks also did not delay to take part.
The Exarchate of Ravenna, first detached from the Greek
Empire by the power of the Lombard princes, had by King
Pepin been given to the Popes. . .. The commercial
relations and communications of all kinds maintained with
Constantinople by the many cities of Northern Italy, daily
attracted many Greeks to this city ; finally, the political
turbulence of Constantinople, and chiefly the fanaticism of
the Iconoclasts, continued to associate Greek artists with
Italy, and many of these were received in the lodges, -
whose number constantly increased.

As civilization became more diffused, the inhabitants of
northern countries, French, Germans, Belgians, and English,
were admitted to form part of these guilds. Without this
concession they would probably have had to fear a perilous
competition, encouraged by the sovereigns of other countries.
. . . These corporations were always in league with the
Church, which in those times of war and constant struggle,
of military service and feudal slavery, was the only asylum
for those who wished to cultivate the artsof peace. There-
fore we see ecclesiastics of high rank, abbots, prelates,
bishops, exalting the respect in which the Freemasons were
held, by joining the guild as members. They gave designs
for their own churches, overlooked the building, and
employed their own monks in the manual labour.

Such is broadly the substance of Hope's account of
the great Lombard Guild. It shows remarkable insight,
for when he wrote, the documentary evidences which have
lately been collected were wanting.! It also explains pre-
cisely the close connection with monks and the Church,

1 See Hope'’s Historical Essay on Arckitecture, 31d edition, 1840, chap.
xxi. pp. 203—216.
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which appears in all the story of the guild, and it accounts
for the Greek influence in the ornamentation.

In all the course of the history of building we see that
each country or province had to obtain its architects from
this Collegium, as Villani says all the cities of Italy did,
and were obliged to apply to the Grand Master of the
whole guild. Thus the early Popes had to beg architects
for Rome from the Lombard kings; Pope Adrian had to
apply to Charlemagne for builders; and so on up to the
time when all the church-building Communes had to seek
architects from some existing lodge.

Giovanni Villani shows us the intimate connection of
the Roman Collegium with Florence. He says that after
Casar had destroyed Fiesole he wished to build another
city to be called Cesaria, but the Senate would not permit
this. The Senate, however, gave his Generals Macrinus,
Albinus, Cneus Pompey, and Martius equal power to
build, and between them they founded Florence, bringing
the water from Monte Morello by an aqueduct. Villani
says the Magistri came from Rome for all these works.
That was in the days when the great masonic company had
their Grand Lodge in Rome, before the martyrdom of the
Santi Quattro, afterwards their patron saints.

In Chapter XLII. Villani relates how when the citizens
of Florence wished to build a temple to Mars, they sent to
the Senate of Rome to beg that they would supply the
most capable and clever Magistri that Rome could furnish.
This was done,' and the Baptistery was erected in its
first form.

Again whilst Charlemagne and Pope Adrian were
employing the Comacines to rebuild the ruins of Rome,
we find from Villani (lib. iii. chap. 1) that Charlemagne

1 E mandaro al Senato di Roma, che mandassi loro i pit sofficienti
maestri, e pilt sottili (subtle) che fossero in Roma: e cosi fu fatto.—
Storia di G. Villani. Libro primo, cap. xlii.
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sent some Romans with “all the masters there were in
Rome"” (e vennero con quanti maestri n'avea in Roma per
pill tosto murarla) to fortify Florence, which had appealed
to him for succour against the Fiesolans. In this manner,
says Villani, “the Magist»i who came with the Romans
began to rebuild our noble city of Florence.”

As early as the fifth century Cassiodorus seems to refer
to the work of the Comacines-when writing about the
“public architects ”—the very expression implies a public
company—and admiring the grand Italian edifices with
their “airy columns, slight as canes,” he adds, ““ to be called
Magister is an honour to be coveted, for the word always
stands for great skill.” !

This brings us to the question of the Latin nomenclature.
No really qualified Comacine architect is ever mentioned
either in sculptured inscription, parchment deed, or in the
registers of the lodges, without the prefix Magister, a Roman
title which Cassiodorus, for one, respected. It was not a
term applied indiscriminately to all builders, like murarsus ;
and we find that the subordinate ranks of stone-cutters or
masons were called by the generic name of ggerarius. 1
take it that the word, as applied to the higher rank of
the Comacine Guild, has the same value as the title of
Master in the old trade guilds of London, #.e. one who
has passed through the lower rank of the schools and
laborerium, and has by his completed education risen to the
stage of perfection, when he may teach others.

Morrona® gives the same definition. Judging from
ancient inscriptions and documents, he says that * operator ”
(Latin ogperarius) is used for one who works materially ;
while Magister signifies the architect who designs and
commands. When a Magister carries out his own designs,

1 Cassiodorus, Variorum, Lib. V1. Epist. vi. A4d Prefectum Urbis. De
Architecta Publicorum.

3 Morrona, Pisa illustrata nelle Arti del Disegno, p. 160. Pisa, 1812.
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he is said to be operator ipse magister, as in the case of
Magister Rainaldus, who designed and sculptured the fagade
of the Duomo at Pisa.

In warlike times such as the Middle Ages, the only
means by which artisans could ensure their interests was
by mutual protection, and hence the necessity and origin of
Trade Guilds in general. The Masonic one appears to
have been a universal fraternity with an earlier origin ;
indeed many of their symbols point to a very ancient Eastern
derivation, and it is probable it was the prototype of all
other guilds.

Since I began writing this chapter a curious chance
has brought into my hands an old Italian book on the
institutions, rites, and ceremonies of the order of Free-
masons.! Of course the anonymous writer begins with
Adoniram, the architect of Solomon’s Temple, who had so
very many workmen to pay, that not being able to dis-
tinguish them by name, he divided them into three different
classes, novices, operatori, and magistri, and to each class
gave a secret set of signs and passwords, so that from these
their fees could be easily fixed, and imposture avoided. It
is interesting to know that precisely the same divisions and
classes existed in the Roman Collegium and the Comacine
Guild—and that, as in Solomon’s time, the great symbols of
the order were the endless knot, or Solomon’s knot, and
the “Lion of Judah.”

Our author goes on to tell of the second revival of
Freemasonry, in its present entirely spiritual significance,
and he gives Oliver Cromwell, of all people, the credit
of this revival! The rites and ceremonies he describes
savour of medizval superstition, and mysterious secrecy
with nothing to conceal. In spite of the Italian’s exag-

\ Institusions, riti ¢ cevemonie dell’ ordine de Francs-Magons, ossia
Liberi Muratori—In Venezia MDCCLXXXVIII, presso Leonardo Bas-
saglia, Con Licenza de’ Superiori.
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geration we recognize that all the signs of masonry are
here at least in name. Every moral thing masquerades
under an architectural aspect, in that “ Temple made with-
out hands” which is figured by a Freemasons’ lodge in
these days. But the significant point is that all these
names and masonic emblems point to something real which
existed at some long-past time, and, as far as regards the
organization and nomenclature, we find the whole thing in
its vital and actual working form in the Comacine Guild.
Our nameless Italian, who pretends to reveal all the Masonic
secrets, tells us that every lodge has three divisions, one for
the novices, one for the operatori or working brethren, and
one for the masters, besides a meeting or recreation room ;
and that no lodge can be established without a minimum of
two masters. Now wherever we find the Comacines at
work, we find the threefold organization of sckoa or school
for the novices, Jaborerium for the operatori, and the Opera
or Fabbrica for the Masters of Administration.

The anonymous one tells us that there is a Gran
Maestro or Arch-magister at the head of the whole order,
a Capo Maestro or chief Master at the head of each
lodge. Every lodge must besides be provided with two
or four Soprastants, a treasurer, and a secretary-general,
besides accountants. This is precisely what we find in the
organization of the Comacine Lodges. As we follow them
through the centuries we shall see it appearing in city after
city, at first dimly shadowed where documents are wanting,
but at last fully revealed by the books of the treasurers and
Soprastanti themselves, in Siena, Florence, and Milan.

Thus, though there is no certain proof that the
Comacines were the veritable stock from which the pseudo-
Freemasonry of the present day sprang, we may at least
admit that they were a link between the classic Collegia
and all other art and trade guilds of the Middle Ages. They

were called Freemasons because they were builders of a
c
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privileged class, absolved from taxes and servitude, and free
to travel about in times of feudal bondage. The term was
applied to them both in England and Germany. Findel
quotes two old English MSS., one of 1212, where the
words “ sculptores lapidum libevorum” are in close conjunc-
tion with cementar:, which is the oldest Latin form for
builder ; and another dated 1396, where occurs the phrase
“ latomos vocatos fremaceons.” In the rolls of the building
of Exeter and. Canterbury cathedrals the word Freimur is
frequent, and no better proof can be given of the way the
early Masonic guild came into England. The Italian term
libers murator: went into Germany with the Comacine
Masters, who built Lombard buildings in many a German
city, before Gothic ones were known; thence it passed
Teutonized as Freimur into England.?

! The Charter Richard II. for the year 1396, quoted in the Masonic
Magasine (1882), has the following entry—*‘ 341 Concessimus archiepiscopo
Cantuar, quod, viginti et quatuor lathomos vocatus fire Maceons et viginti
et quatuor lathomos vocatos ligiers . . . capere . . . possit.” Here then
at Canterbury is the same thing as at Milan, and all other ancient cathedral-
building cities,—the master builders are Freemasons, 7. ¢. of the great and
universal guild,—the underlings who assist them have not the same rank and
privilege. The Act Henry VI, c. 12, 1444, says in queer mixed parlance
—*Les gagez ascun frank mason ou maister Carpenter nexcede pas par le
jour IIIJ d. (denari) ovesque mangier & boier . . . un rough mason and
mesne Carpenter . . . III d. par le jour.” Here we recognize the
same distinction of grades between the master who has matriculated and
the mason of lower grade. It is interesting also to note that the master
carpenter is equally a Freemason as well as the master builder. In Italy
the same peculiarity is noticeable; the magister Zignamine, whose work
was to make scaffoldings and roofs, is a member of the Maestranze, just as
much as the magister lapidorum, and yet a master in wood is never a stone-
mason. The members seem to have been grounded in all the branches,
but only graduated in one of them. The author of the article “Free-
mason ” in the New English Dictionary on Historical Principles, seems to
be perplexed over the expression “maestre mason de franche peer”
(* master mason of free-stone ”); but this is merely the equivalent of the
Latin magister lapidum vivum, from Saxum vivum, free-stone, which
merely means a sculptor, in distinction to an architect, who was magister
ingignorum.
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Cesare Cantu (Storia di Como, vol. i. p. 440) thus
describes the Guild—

“Our Como architects certainly gave the name to the
Masonic companies, which, I believe, had their origin at
this time, though some claim to derive them from Solomon.
These were called together in the Loggze (hence Lodge)
by a grand-master to treat of affairs common to the order,
to accept novices, and confer superior degrees on others.
The chief Lodge had other dependencies, and all members
were instructed in their duties to the Society, and taught to
direct every action to the glory of the Lord and His
worship ; to live faithful to God and the Government; to
lend themselves to the public good and fraternal charity.
In the dark times which were slowly becoming enlightened,
they communicated to each other ideas on architecture,
buildings, stone-cutting, the choice of materials and good
taste in design. Strength, force, and beauty were their
symbols. Bishops, princes, men of high rank who studied
architecture fraternized with them, but the mixture of so
many different classes changed in time the spirit of the Free-
masons. The original forms of building were lost when the
science fell into the hands and caprice of venal artisans.”

We shall see the way in which the Comacines spread
fraternity wherever they went. When they began building
in any new place, they generally founded a lodge there,
which comprised a /aborerium and school. Thus we find
one under the Antellami family in Parma before 1200,
and not long after one in Modena under the same masters
from Campione. The lodge is clearly defined at Orvieto
and Siena. In Lucca there was a Zadorerium before the

At one era in Lombard times a law was made that no marble was to be
used in building, except by royal persons—which accounts for all the
Lombard churches being sculptured in Saxum wivum, or free-stone.
There may have been a similar custom in England where marble was
scarce.
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year 1000. In 1332 it had obtained privileges. At Milan
there was evidently another, for on February 3, 1383, the
archbishop invites the architects Fratelli (brethren), and
others who understand the work, to inspect the models for
the cathedral; now these words evidently refer to a
Masonic brotherhood, as does the term Opera Magiestatem
so often met with in old documents.

In the Marches of Ancona is a sepulchre inscribed
to the fratres Comacini, and in the Abruzzi are chapels
dedicated by them. In Rome it is recorded that they met
in the church of SS. Quattro Coronati. These patron
saints of the guild, the four holy crowned ones (Santi
Quattro Coronati), strike me as having a peculiar signifi-
cance in regard to their origin. We are told that during
the persecutions under Diocletian, four brethren, named
Nicostratus, Claudius, Castorio, and Superian® (either
brothers, or more likely members of the same Collegium),
who were famous for their skill in building and sculpture,
refused to exercise their art for the pagan Emperor. “We
cannot,” they said, ‘“build a temple for false gods, nor
shape images in wood or stone to ensnare the souls of
others.” They were all martyred in different ways: one
scourged, one shut up and tortured in an iron case, one
thrown into the sea; the other was decapitated. Their
relics were in the time of St. Leo placed in four urns, and
deposited in the crypt of the church, which was built to
their honour, in the time of Honorius, by the Comacines
then in Rome. It has always been the especial church of
the guild, and their meeting-place. They had an altar
dedicated to the same saints at Siena, and another at
Venice. We find from the statutes of the Sienese guild as

1 There were other five martyrs of the Masonic guild, whose names
have been given as Carpoferus, Severus, Severanus, Victorianus, and
Symphorian. I have taken the four “Coronati” from the statutes of the
Venetian Arte.
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late as the fourteenth century, that the féfe of the “Quattro”
was kept in a special manner by the Masonic guild. All
the Church féfes are classed together as days when no work
is to be done, but the day of the SS. Quattro has two laws
all to itself, and is kept with peculiar ceremonies.!

On the altar of this church on Mount Aventine are
silver busts of four Roman military martyrs, whose fZfe
is kept with the masonic ones ; and on the wall is an ancient
inscription, as follows—

BEATVS LEO IIII PAPA

PARITER SVB HOC SACRO ALTR
RECDENS COLLOCAVI CORPOR SCO
MR CLADII NICOSTI SEMPRONI
CAST ET SIMP ET HII FRM SEVERI
SEVERIANI CARPOFORI ET VICTO
RINI MRII AVDIFAX €ABBACV
FELICISSIMO@ €T AGAPIT@ YPPOLT
oVvDe cV SVA FAML NVO X €T
VIIII ACQVILINI ET PRISCI ARSEI
AQVNI NARCISI ET MARCELLI

NI FELICIS SIMETRII CANDI

DAE ATO PAVLINX ANASTASII

ET FELICIS APOLLIONIS

ET BENEDICTI VENANTII

ATQO FELICIS DIOGENIS ET LI
BERALIS FESTI ET MARCELLI

ATQ SVPERANTII PVDENTIARNE

ET BENEDICTI FELICIS ET BENE
DICTI NECN CAPITA SANCTO
PROTI SCEQ® CECILIA €

SCI ALEXANDRI SCIQ XISTI

ET SCI SEBASTIANI ATQ
SACRATISSIME VIRGINIS
PRAXEDIS ‘€T ALIA MVLTA
CORPORA SANCTORVM

QVORVM NOMINA D€O

SVNT COGNITA

} Mrs. Jameson finds the Santi Quattro illustrated in a predella in
Perugia Academy. In one scene they are kneeling before the Emperor
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If I interpret the abbreviations k. ¥k and FAmL aright,
this inscription would imply that members of each of the
three grades of the Roman Masonic guild, Magister,
Fratres, and Famuli (apprentices), were martyred together,
and their remains placed in this church with the relics of
some proto-martyrs. The Magistri were afterwards canon-
ized, and the four I have named became the patron saints
of the guild. S. Carpophorus was held in special veneration
in Como, of which place he was probably a native, or else
a Greek member of the Comacine Lodge there.

The other side of the inscription chronicles the restora-
tion of the altar which was ruined and broken down, in the
time of Pope Paschalis Secundus, A.p. 11171, in the fourth
Indiction.

- The church of the SS. Quattro has remains of a fine
atrium or portico. In the wall of the atrium is a fragment
of intreccio. The original form of the church is well
preserved, and is identical with that of S. Agnese,
Juori le mura. The gallery for the women is well
preserved.

The especial veneration for the four crowned martyrs
seems to point to their Roman origin, and to specify the
reason why the remnant of the particular Collegium to
which they belonged fled from Rome, and took refuge
in the safe little republic of Como, so that it was not
only the Goths and Vandals from whom they fled. It
explains also the intense religion in their work, and rules;

with their implements in their hands. In another they are bound to four
columns and tortured. In a third they are in an iron cage and being
thrown into the sea. In their own church they are represented as lying in
one sarcophagus with crowns on their heads. In sculpture they also occur
on the fagades of several early churches; on the Arco di S. Agostino, and
lastly on Or San Michele at Florence, where Nanni di Banco had so much
trouble in squeezing the four of them into one niche, that Donatello had
to help him. These sculptures were placed by the 477 of masons and
stone-cutters, and they naturally chose their patron saints.
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the very first principles of which were to respect God's
name, and do all to His glory.

It need not excite wonder that any guild should have
fled from Rome in these centuries. This was the time
that Gregory the Great, painted so graphically in his
passionate Homily of Ezechiel, preached at Rome.
“ Everywhere see we mourning, hear we laments; cities,
strongholds, villages are devastated ; the earth is a desert.
No busy peasants are in the fields, few people in the
cities, and these last relics of human kind daily suffer new
wounds. There is no end to the scourging of God’s
judgment. . . . We see some carried into slavery, others
cruelly mutilated, and yet more killed. What joy, oh my
brethren, is left to us in life? If it is still dear to us we
must look for wounds, and not for pleasures. Behold
Rome, once Queen of the world, to what is she reduced >—
prostrated by the sorrows and desolation of her citizens,
by the fierceness of her enemies and frequent ruin, the
prophecy against Samaria has been fulfilled in her. Here
no longer have we a senate ; the people are perished, save
the few who still suffer daily. Rome is empty, and has
barely escaped the flames; her buildings are thrown down.
The fate of Nineveh is already upon her . . .”?

The Longobard invaders were more merciful than the
Goths, for not long after their rule was over, another Pope
wrote to Pepin—“Erat sane hoc mirabile in regno
Longobardorum, nulla erat violenta nulla struebantur
insidiz. Nemo aliquem iniuste angariabat, nemo spoliabat.
Non erat furta, non latrocinia, unusquisque quodlibebat
securus sine timore pergebat.”"—Hstor. Franc. Scrip. Tom.
III. cap. xvi.

Whatever the moving cause, the fact remains that in
the Middle Ages the Comacine Masters had a nucleus on
that strong little fortified island of Comacina, which, to-

1 Gregor. Epist. Tom. III. Epist. iv. an. 755.



24 THE CATHEDRAL BUILDERS

gether with Como itself, stood against the Lombards in the
sixth century for twenty years before being subjugated;
and in the twelfth, held its own independence for a quarter
of a century against Milan and the Lombard League, which
it refused to join.

When at length the Longobards became their rulers,
they respected their art and privileges. The guild remained
free as it had been before, and in this freedom its power
must have increased fast.

The Masters worked liberally for their new lords, but it
was as paid architects, not as serfs. As a proof we may
cite an edict signed by King Luitprand on February 28,
713. It is entitled Memoratorio, and is published by
Troya in his Codex Diplomaticus Longobardus.

It fixes the prices of every kind of building. Here are
the titles of the seven clauses, referring to the payments
of the Magistri Comacini: De Mevcede Comacinorsim—

cuvis. Capit. i. De Sala. “Si sala fecerit, etc.”

crvin Capit. ii. De Muro. “Si vero murum fecerit
qui usque ad pedem unum sit grossus . . . cum axes
clauserit et opera gallica fecerit . . . si arcum volserit, etc.”

Capit. iii. De annonam Comacinorum.

crix. Capit. iv. De opera.

cLx. Similiter romanense si fecerit, sic repotet sicut
gallica opera.

Capit. v. De Caminata.

crxt Capit. vi. De marmorariis.

CLXIL Si quis axes marmoreas fecerit . . . et si
columnas fecerit de pedes quaternos aut quinos . . .

Capit. vii. De furnum.

crxmr. Capit. viii. De Puteum. Si quis puteum fecerit
ad pedes centum.!

! Pietro Giannone, an exile from Naples, contemporary, of Muratori,

was the first to mention this Memoraforio, which he said he had seen
among the precious codices of the monks at Cava dei Tirreni; that it
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The Longobard rule explains why the Comacine Masters
of the thirteenth century were known as Lombards, and
the architecture of that time as the ‘“Lombard style.”
In the same way they were called Franchi when Charle-
magne was their king; and Zedeschi when the German
dynasty conquered North Italy ; if indeed the words arzefice
Franck: do not merely signify Freemasons, which I strongly
suspect is the true meaning.

To understand the connection of this guild of architects
with little Como we must glance backwards at the state
of that province under the Romans, when it was a colony
ruled by a prefect. Junius Brutus himself was one of
these rulers, and Pliny the Younger a later one. At this
time Como was a large and flourishing city. It had in
Casar’s time a theatre whose ruins were found near S.
Fedele; a gymnasium for the games, which was near the
present church of Santa Chiara. A document dated 1500
speaks of the Arena of Como as then still existing. The
campus martius was at S. Carpoforo, where several Roman
inscriptions, urns, and medals were found. This valuable
collection of Latin inscriptions, found in and about Como,
proves the successive rule of emperors, prefects, military
tribunes, naval prefects, Decurions, etc. We have records
also of Senators, Decemviri, and other municipal magistrates.
The inscriptions also show that there were temples to
Jove, Neptune, the Dea Bona, the Manes, the Dea
Mater, Silvanus, Asculapius, Mars, Diana, Hygeia, and
even Isis.

Some Cippi are dedicated to Mercury and Hercules;
and one found near S. Maria di Nullate was inscribed by
order of the Comacines to Fortuna Obsequente, * for the
health of the citizens.” To this day a Prafo Pagano

contained 1 5; laws, seven of which were added specially for the Comacine
Masters.
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(pagan field) exists near Como. All these proofs, together
with Pliny’s testimony, go to show that Como was in
Roman times an important centre, and as such was likely
to have its own Collegia or trade guilds, to one of which
probably Pliny’s builder, Mustio, belonged, and to which
the Roman refugees naturally fled as brethren.

Pliny the Younger at that time lived at Como, in his
delightful villa, Comedia. In his grounds, on a high hill,
were the ruins of the temple of the Eleusinian Ceres,
and he determined to restore this temple, as devotees
flocked there during the Ides of September, and had no
refuge from sun or rain.! His letter to * Mustio,” a Coma-
cine architect, gives the commission for this restoration,
and after explaining the form he wished the design to
take, he concludes—* At least unless you, whose art can
always overcome difficulties of position, can think of
something better.” For Pliny, fresh from Rome, to give
such praise to an architect at Como, shows that even at
that time good masters existed there.

Another letter of Pliny’s (Lib. X. Epist. xlii.) speaks of
the villa of his friend Caninus Rufus, on the same lake,
with its beautiful porticoes and baths, etc., and of the many
other villas, palaces, temples, forums, etc., which embellished
Como and its neighbourhood.

Catullus lived here when the poet Cacilius, whose works
have now perished, invited him to leave the hills of Como,
and the shores of Lario, to join him in Verona.

Pliny seems to confirm the existence of guilds,® as he
speaks of the institution of a Collegium of iron-workers,
who wished to be patented by the Emperor, but Trajan
refused to form new guilds, for fear of the Helzriz or
factions which might infiltrate into them. ‘

Mommsen, in his work De Collegiis et Sodalitiis

1 See Epistola ad Mustio, 39, lib. ix.
2 Lib. X. Epist. xliii.
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Romanorum, says that under the emperors no guild was
allowed to hold meetings, except by special laws, yet
though new companies were not to be formed, the existing
ones of architects and artisans were permitted to continue
after .public liberty was lost. Several documents prove
that the chief scope of these unions was to promote the
interests of their art, to provide mutual assistance in-the
time of need, to succour the sick and poor, and to bury
the dead.

The trade guilds in London, the A## in Florence, and
the town clubs kept up in England till lately, seem to be
all survivals of these ancient classical societies.

Besides the Builders’ Society, Como had, in Roman
times, a nautical guild. An inscription is extant, dedicated
to C. Messius Fortunatus by the Collegium nautarum
Comenstum. This guild sent twenty ships of war to
Venice in Barbarossa’s time.

But besides having privileged societies, Como and its
Comacine islands were a privileged territory, and might
almost have been called a republicc. We have, it is true,
no documentary evidence of this dating back to pre-Longo-
bardic times, but as Otho in 962! confirmed the islands in
all former privileges granted by his predecessors on the
Imperial throne, we may fairly suppose the privileges dated
from times far anterior to himself.

This is an anglicized version of his decree, which was
granted on the petition of the Empress Adelaide—

“In the name of the Holy and indivisible Trinity,
Otho, by the will of God, august Emperor. If we incline
to the demands of our faithful people, much more should
we lend our ear to the prayers of our beloved consort.
Know then, all ye faithful subjects of the Holy Church of
God, present and future, that the august Empress Adelaide,

1 Muratori, Novss Thesaurus veterum Inscriptorum, Vol. 1. chap. vii,
p- 526.
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our wife, invokes our clemency, that for her sake we
receive under our protection the inhabitants of the Coma-
cine islands, and surrounding places known as Menasie
(s%), and we confirm all the privileges which they have
enjoyed under our predecessors, and under ourselves before
we were anointed Emperor, viz. they shall not be called
on for military service, nor have ar»bergario (taxes on roads
and bridges), nor pay curatura (tax on beasts), lerratico
(tax on land), »ipatico (on ships), or the decimazione (tax
on householders) of our kingdom, neither shall they be
obliged to serve in our councils, except the general assembly
at Milan, which they shall attend three times a year. All
this we concede, etc. Given on the 8th before the calends
of September, in the year of the Incarnation 962, first year of
the reign of the most pious Otho.”"—/ndiction V. in Como.

The hypothesis that this decree refers to a long-existing
liberty is confirmed by the history of Como in the time
of Justinian I. Up to the middle of the sixth century a
certain Imperial Governor of Insubria, named Francione,
who had seen Rome sacked and his own state taken, fled
to Comacina as a free place of refuge when Alboin invaded
Italy. He helped the Comacines to hold out against the
barbarians for more than twenty years, and so secure was
the place considered that the island was by Narses and
others made the depositary of infinite treasures. With him
multitudes of Romans had taken refuge there, but finally
even this fell into the hands of the Longobards. We
are told that Autharis subjugated Istria, and after a six
months’ siege, possessed himself of the very strongly for-
tified island of Comacina on the lake of Como, where he
found immense treasures, doubtless part of the traditional
wealth amassed by Narses, and which as well as much
private property had been deposited here for security by
the neighbouring peoples.”

1 Antig. Long. Mil. Tom. 1. chap. i. p. 17.
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Here then, four centuries before Otho's decree, we have
Comacina as a place of refuge in troublous times, chosen
because, being a free city, it was considered more safe than
other towns. We need not then consider it improbable, if
in the dark centuries when the Roman Empire was dying
out, and its glorious temples and streets falling into ruin
under the successive inroads of half-savage despoilers;
when the arts and sciences were falling into disuse or being
enslaved ; and when no place was safe from persecution
and warfare, the guild of the Architects should fly for safety
to almost the only free spot in Italy; and here, though they
could no longer practise their craft, they preserved the
legendary knowledge and precepts which, as history im-
plies, came down to them through Vitruvius from older
sources, some say from Solomon’s builders themselves.

Among the treasures must have been works of Greek
and Roman art, that kept alive the old spirit among the
guild of builders gathered there; but alas! after the long
generations when art was decaying, and uncalled for, their
hands lost their skill, they could no longer reproduce the
perfect works.

It was here the Longobards found them, and in their
new Christian zeal soon furnished them with work enough.
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LONGOBARD KINGS

Alboin conquered Italy ; he was poisoned by his wife Rosamund
for compelling her to drink out of her father’s skull.

Cleoph (assassinated).

Autharis (poisoned).

Agilulf.

Adaloald. He was poisoned.

Ariold.

Rotharis. He married Ariold’s widow, and published a code
of laws

Rodoald (son of Rotharis), assassinated.

Aribert (uncle of Rodoald).

Bertharis and Godebert (sons of Aribert); dethroned by—

Grimoald, Duke of Beneventum.

Bertharis (re-established).

Cunibert (son of Bertharis).

Luitbert ; dethroned by—

Ragimbert.

Aribert II. (son of Ragimbert).

Ansprand elected.

Luitprand (son of Ansprand); a great prince, favourite of the
Church.

Hildebrand (nephew of Hildebrand), deposed.

Ratchis, Duke of Friuli, elected, but afterwards became a monk.

Astolfo (brother of Ratchis).

Desiderius, quarrelled with Pope Adrian, who invited Charle-
magne to Italy. He defeated and dethroned Desiderius, and
put an end to the Lombard kingdom.



CHAPTER 11

THE COMACINES UNDER THE LONGOBARDS

LONGOBARD MASTERS

About
1 712

2& 3.| 712
4. ”»
5 739
6. 742
7.

Magister Ursus

M. Ivvintino and Ivvi-
ano. (Joventino and
Joviano)

Magister Giovanni .

M. Rodpert

M. Piccone

M. Auripert

Sculptured the altar at Feren-
tilla, and a ciborium at S.
Giorgio di Valpolicella, for
King Luitprand.

Disciples of Ursus.

Made the tomb of S. Cumi-
anus,

Worked at Toscanella, and
bought land there.

Architect employed by Gun-
duald at Lucca : he received
a gift of lands in Sabine in
742.

A painter patronized by King
Astolph.

IT was on April 2, 568, that the Longobards under
Alboin, with their wives and children and with all their
belongings, ‘“colle loro mogli e figli, e con tutte le sostanze
Joro,” first came down and took Friuli. Alboin gave the
government there to Gisulph, his nephew, leaving with him
many of the chief and bravest families, and a high-bred
race of horses (generosa razza di cavally).

Next he took Vicenza and Verona, and in September
569 passed into Liguria—which then extended from the

31
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Adda to the Ligurian Sea,—and conquered Milan. To
this add Emilia, and later, Ravenna and Tuscany, and the
first Lombard kingdom was complete.

From this kingdom depended the three dukedoms of
Friuli, Spoleto, and Beneventum. The last was added in
the time of Autharis (575—591) when, like Canute, he
rode into the sea at Reggio in Calabria, and touching the
waves with his lance, cried—‘ These alone shall be the
boundary of the Longobards.”!

This Autharis married Theodolinda, a Christian. He
was an Arian, but by her means he became Catholic. After
his death, in 590, she chose Agilulf, who reigned with her
twenty-five years.?

Paulus Diaconus gives the following very pretty account
of Theodolinda’s two betrothals—

“ It was expedient for Autharis, the young King of the
Lombards, to take a wife, and an ambassador was sent to
Garibald, King of Bavaria, to propose an alliance with his
daughter Theodolinda.  Autharis disguised himself as
one of the suite, with the object of seeing beforehand what
his bride was like. She was sent for by her father and bid-
den to hand some wine to the guests. Having served the
ambassador first, she handed the cup to Autharis, and in
giving him the serviette after drinking, he managed to press
her hand. The princess blushed, and told the incident to
her nurse, who in a prophetic manner assured her that he
must be the king himself, or he would not have dared
to touch her.

“ Soon after, on the Franks invading Bavaria, Theodo-
linda with her brother fled to Italy, where Autharis met her
near Verona, and the marriage was solemnized on the Ides
of May, A.p. 589.

1 Antig. Long. Mil. vol. i. ; Dissertations, p. 17.

2 Their daughter Gundeberg had a similarlife ; she married first Ariold,
and then Rotharis.
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“ Amongst the guests were Agilulf, Duke of Turin, and
with him a youth of his suite, son of an augur ; in a sudden
storm a tree near them was struck by lightning, on which the
young augur said to Agilulf—*‘ The bride who has arrived
to-day will shortly wed you.” Agilulf was so angry at what
seemed a disrespect to the king and queen, that he threat-
ened to cut off his page’s head, who replied—* I may die,
but I cannot change destiny.” And truly, when a few years
after Autharis was poisoned at Pavia, Theodolinda’s people
were so attached to her, that they offered her the kingdom
if she would elect a Longobard as husband.

“ Destiny had decreed that she should choose Agilulf.
The same ceremony of offering him a cup of wine was gone
through, and he kissed her hand as she gaveit. The queen
blushing said—*‘ He who has a right to the mouth need not
kiss the hand.” So Agilulf knew that he was her chosen
king.

“ She was a Christian, and a favourite disciple of Gregory
the Great. Her good life and prayers were able to convert
Agilulf to orthodox Christianity, for like many Longobards
of the time he had fallen into the Arian heresy. In gratitude
for this she vowed a church to St. John Baptist, and a
miraculous voice inspired her as to the site at Modcecia,

or ‘oppidum moguntiaci.

It was under these Christianized invaders that the
Comacine Masters became active and influential builders
again, and it is here that the actual history of the guild
begins.

It is apparent that what are called Lombard buildings
could not have been the work of the Longobards themselves.
Symonds realized this difficulty, but had not solved the
question as to whko built the Lombard churches, when he
wrote '—* The question of the genesis of the Lombard style,
is one of the most difficult in Italian art history. I would

! Symonds, Renaissance of Ari, Fine Arts, chap. ii.
D
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not willingly be understood to speak of Lombard architec-
ture in any sense different from that in which it is usual to
speak of Norman. To suppose that either the Lombards
or the Normans had a style of their own, prior to their
occupation of districts from the monuments of which they
learned rudely to use the decayed Roman manner, would be
incorrect. Yet it seems impossible to deny that both
Normans and Lombards, in adapting antecedent models,
added something of their own, specific to themselves as
northerners. The Lombard, like the Norman, or the
Rhenish Romanesque, is the first stage in the progressive
medizval architecture of its own district.”

It appears possible, however, that the Longobards had
very little to do with the architecture of their era except as
patrons. Was there ever a stone Lombard building known
out of Italy before Alboin and his hordes crossed the Alps ?
or even in Italy during the reigns of Alboin and Cleoph,
their first kings ?

But there were older buildings of precisely the same
style, in Italy and in Como itself, dating from the time
when the Bishops ruled, long before the Longobards came.
There were the churches of S. Abbondio and S. Fedele.
The latter was built in Abbondio’s own time, about 440—489,
and first dedicated to S. Euphemia. It was rebuilt later by
the Comacines under the Longobards, but its form was not
changed. The former, said to have been built by the
Bishop Amantius, was first dedicated to SS. Peter and
Paul, whose relics he placed here. These two are certainly
the oldest churches existing in Como.

Amantius the 'Byzantine ordained S. Abbondio, who
was a Macedonian, as his successor, and he too became
eminent in his time, and is still venerated as a patron Saint
in all the Milanese district. Pope Leo sent him to Con-
stantinople as his Legate, to interview the Patriarch
Anastasius, and also deputed him to form the Council with
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Eusebius, at Milan. The Greek touch in the Lombard
ornamentation may be accounted for by Greek sculptors
assisting the Italian builders in the time of these Eastern
bishops.

But, to return to the Longobards :—it was only when the
civilization of Italy began to tell on them, and Christianity
refined their minds, that they commenced to patronize the
Arts, and revived the fading traditions of the builders’
guild into practice, for the glorification of their religious
zeal. “Little by little,” says Muratori, “the barbarous
Longobards became more polished (andavano disrugg:-
nendo) by taking the customs and rites of the Italians.
Many of them were converted from Arianism to Catholi-
cism, and they vied with the Italians in piety and liberality
towards the Church of God, building both Hospices and
Monasteries.” !

The Comacine Masters were undoubtedly the only
architects employed by them, so we are sure that in the
Lombard churches of this era, we see the Comacine work
of the first or Roman-Lombard style.

Autharis and Theodolinda were the first orthodox
Christians : indeed Theodolinda, who was baptized by
Gregory the Great, and formed a special friendship with
him, became a shining light in the Church. To them is
probably due the honour of inaugurating the Renaissance of
Comacine art. Autharis, though an Arian, first employed
the Masters of the guild to build a church and monastery
at Farfa on the banks of the Adda, not far from Monza.
They have long been ruined, but ancient writers quote them
as fine and rich works of architecture. Next, Theodolinda
and her second husband, Agilulf, the succeeding king, built
the cathedral at Monza, which they resolved should be
worthy of the new creed. This cathedral was the prototype
of all the Lombard churches.

Y Annali 4 Itakia, tom. iv. pp. 38, 39.
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Before proceeding further it may be well to define pre-
cisely the difference between Eastern and Western forms
in these centuries, while they were as yet distinct.

As we have said, the Basilica was the type of Roman
or Western architecture, a type which passed afterwards
to the East, where the cupola was added to it.

The Comacine Guild, being a survival of the Roman
Collegium, had of course Roman traditions, and took
naturally this Roman type of the Basilica,! which form
they adapted to the uses of the Christian Church, while
its ornamentation was suited to the taste of the Longo-
bards.

The Basilica, as Vitruvius explains it, was a room where
the ruler and his delegates administered justice. But when,
after the persecutions, Christians were allowed their
churches, the Basilice so well supplied the needs of
Christian worship, that either the ancient ones were used as
churches, or new buildings were erected in the same form ;
so that by the fourth century the word Basilica was under-
stood to mean a church remarkable for its size, and of a set
form and grandeur, with a raised tribune. The Basilice
of Constantine were all dedicated to Saints—St. Peter, St.
Paul, Beato Marcellino. The Sessorian Basilica was begun
in 330, to hold the relics of the Cross, discovered by the
Empress Helena. From the time of the edict of Theodosius,
however, Christian architecture took a new and independent
character ; and this was when the Basilica became amplified
and beautified.

The Oriental churches, on the other hand, were derived
from the antique synagogue, in which concentric forms,

1 The first Roman Basilica was constructed in 231 B.c., by Marcus
Portius Cato, and was called the Basilica Portia. Marcus Fulvis Nobilior
built one, called the Fulvia, in 179 B.c. ; Titus Sempronius, 169 B.c. Then
followed a long line of these religio-judicial buildings, up to the Basilica
Julia of Augustus, 29 B.C., and ending with the Ulpian Basilica of Trajan,
A.D. 100.—Ricci, Arch. Jtal. chap. ii.
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either circular or polygonal, predominated. In their later
development four equal arms were added, and here we
get the Greek Cross, in the centre of which arose the
dome.

In the Romanesque, or Comacine style of the tenth to
the fourteenth centuries, the form becomes more com-
plicated. We have, 1. the sanctuary or presbytery ; 2. the
apse for the choir; 3. the transepts; 4. the normal square
or centre; 5. the elongated nave; 6. the aisles; 7. the
atrium or portico.

In Theodolinda’'s time, however, church architecture
in Lombardy was wholly and purely Roman, with the
influences of medizval Christianity. Ricci tells us that the
construction of the first churches followed a symbolical
expression. ‘ Hermeneutic symbolism required that the
apse or choir should face the east, so that the faithful while
praying had that part before them.”

A very usual form was the tri-apsidal church, of which
many specimens still exist. S. Pietro a Grado, near Pisa,
is a beautiful specimen of this.

Around the apse of a Lombard church was a portico
where the penitents and catechumens might stand, who
were not yet admitted to the altar. On high were Joggze
(galleries) “for the virgins and women.” The tribune was
elevated and often ornamented with a railing, the crypt or
confessional being beneath it. The crypt signified a
memory of the early Christians, when subterranean cata-
combs formed the church of the faithful. The altar was
generally the tomb of a martyr, in fulfilment of the text—
“1 saw under the altar the souls of them that were slain
for the word of God, and for the testimony which they
held” (Rev. vi. g).

Where the original form of the Lombard church has
not been altered, as in the first Monza church, all these
parts may be still seen.
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We are expressly told by Ricci,! that for the building
of her church at Monza, Queen Theodolinda availed herself
of those Magistri Comacini, who, as Rotharis describes
them in his laws 143 and 144, were qualified architects and
builders. '

It seems that -even though all Italy was subjugated by
the Longobards, the Magistre Comacimi retained their
freedom and privileges. They became Longobard citizens,
but were not serfs; they retained their power of making
free contracts, and receiving a fair price for their work,
and were even entitled to hold and dispose of landed
property.*

Therefore it was by a free contract, and not in any
spirit of servitude, that the Comacines undertook the
building of Theodolinda’s church.

It is difficult to imagine what the church was in Theo-
dolinda’s time, as its form was altered in the twelfth and
fourteenth centuries. Ricci says that the antique Monza
Basilica terminated at what is now the first octagon column,
on which rest the remains of the primitive facade. Four
columns supported the arched tribune, and the high altar
was raised above the level of the church. In front was the
atrium, supported by porticoes, and he thinks that the
sculptures in the present facade are the old ones.

Cattaneo, the Italian authority on Lombard architecture,
does not believe in the present existence of even this much
of Theodolinda’s church, and in disclaiming the fagade,
disclaims also the sculpture on it, especially the one over
the door, where Agilulf and Theodolinda offer the diadem
of the cross to St. John the Baptist, and. are shown as

Y Dell Architettura in Italia, vol. i. p. 174.

2 A document, dated 739, in the archives of Monte Amiata, speaks of
a certain Maestro Comacino, named Rodpert, who sold to Opportuno for
30 gold solidi, his property at Toscanella (then a Longobardic territory),
consisting of a house and vineyard, a cloister, cistern, land, etc.
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wearing crowns, which the early Lombard kings did not
do! The figures have, it is true, the entire style of the
twelfth century, when later Comacines restored the church.
Cattaneo thinks that the only sculpture which can safely be
dated from Theodolinda’s own time, is a stone which might
have been an altar frontal, on which is a rude relief of a
wheel circle, symbol of the Sun of Righteousness, flanked
by two crosses with the letters a/p4a and omega hanging
to the arms of them. It is a significant fact that the
Alpha is in the precise form of the Freemason symbol
of the compasses, and in the wheel-like circle one sees
the beginning of the unbroken line with neither end nor
beginning, which the Comacines in after centuries de-
veloped into such wonderful zntrecci (interlaced work). The
sculpture is extremely rude ; by way of enriching the relief,
the artist has covered the crosses and circles with drill-
holes. Now this is a most interesting link, connecting the
debased Roman art with this beginning of the Christian
art in the West (the early Ravenna sculptors do not count,
being imported from the East). On examining any of the
late Roman cameos, or #méag/i, or even their stone sculpture,
after the fall of classical art in Hadrian’s time, one may
perceive the way in which the drill is constantly made use
of instead of the chisel.

So these Comacine artists began with the only style of
art they had been educated up to, and though retaining old
traditions they had fallen out of practice, during a century
or two, while invaders ravaged their country, and had to
begin again with low art, little skill, and unused imagina-
tion. But with the new impulse given to art, their
skill increased, they gained a wider range of imagination,
greater breadth of design, going on century by century, as
we shall trace, from the first solid, heavy, little structures, to

1 Cattaneo, L' Architettura in Italia, p. 46.
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the airy lightness of the florid Romanesque—the marriage
of East and West.

Another ckiesa graziosissima, said to have been founded
by Theodolinda, was that of Santa Maria del Tiglio, near
Gravedona, on the left bank of Lake Como, which Muratori
says was already ancient in 823, when the old chronicler
Aimoninus describes it (Aimoninus de Gestis Francorum,
iv. 3). It has been much altered since that time, but as
Prof. Merzario writes—‘ When one reflects that it was the
work of a thousand years ago, and when one considers the
lightness of design, the elegance of the arches, windows,
columns, and colonnettes, one must perforce confess that
even at that epoch Art was blossoming in the territory of
Como, under the hands of the Maestri Comacin:.” '

Theodolinda also founded the monastery of Monte
Barro, near Galbiate ; the church of S. Salvatore in Bar-
zano, a little mountain church at Besano above Viggiu;
. that of S. Martino at Varenna ; and the church, baptistery,
and castle of Perleda above it; in which latter it is said she
died. Queen Theodolinda was accustomed to spend the
hot months of summer on the banks of the lake, and a part
of the road near Perleda Castle is still called Via Regina
(the Queen’s road), in memory of her. King Cunibert,
too, loved the banks of Como.

There is always some pretty, graceful reason in Theo-
dolinda’s church-building, very different to the reasons of
many of the kings. Theirs were too often sin-offerings,
built in remorse, but hers were generally thank-offerings,
built in love. For instance, the church at Lomella, which
she erected in memory of having first met her second
husband Agilulf there.

Theodolinda also built a church to S. Julia at Bonate,
near Val San Martino, in the diocese of Bergamo; but in
these days not much sign is left of it. The author of the
Antickitd Long. Mil. (Dissertation 1., p. 120) says that
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Mario Lupo has published the plan and section of the
church in his Codice diplomatico (7. I., p. 204), together
with another, still more magnificent, of almost the same
date. It is dedicated to S. Tommaso, and stands near the
river Brembo, at Lemine in the same diocese. * This
church,” says the monk who wrote the Antickita, etc., still
exists (in 1792), and is of circular form, with inferior and
superior porticats in the interior, recalling the design of
the ancient church of S. Vitale at Ravenna.” Lupo
describes it even in its ruin as an “admirable temple,
whose equal, whether for size, solidity, or elegance, can
scarcely be found in Lombardy. Its perimeter,” he says,
“may be traced amopg the thorns and briars of the sur-
rounding woods, and its form and size may thus be per-
ceived. The ruins confirm the assertion of the splendour
of buildings in Queen Theodolinda’s time, and show that in
the beginning of the seventh century architecture was not
so rude as has been supposed, and that besides solidity of
. structure, it preserved a just proportion and harmony of
parts, excepting perhaps in the extreme lightness and
inequality of the columns.”

We read much in ancient authors of Queen Theodo-
linda’s palace, with its paintings on the walls, representing
Alboin and his wild hordes of Longobards, with their
many-coloured garments, loose hosen, and long beards.
We can believe that these paintings were as rude and
medizeval as their sculpture, whether they were done by
savage Longobards or decayed Romano-Comacine artists.
They prove, however, that painting was one of the branches
of art in the guild.

King Agilulf also employed the architects; but it was
in a more military style of architecture—to build castles
and bridges. The castle of Branigola dates from his reign,
as does the fine bridge over the Brembo, and another over
the Breggia, between Cernobbio and Borgovico, near
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Como. He is also accredited with the building of the
Palazzo della Torre at Turin, with its two octangular
towers, and mixed brick and stone solid architecture. In
all these works the builders, as in modern times, seem to
have sometimes lost their lives. So much so that King
Rotharis, A.p. 636, made, as we have seen, special laws on
the subject.

Gundeberg, the daughter of Theodolinda, had a similar
fate to her mother in being the wife of two successive kings
(Ariold and Rotharis). She also imitated her in church-
building. The church of S. Giovanni in Borgo at Pavia,
was erected by her.! It is said that after S. Michele this
was the finest building of the age. It had a nave and two
aisles, with a gallery over the arches. The apse had the
external colonnade, and practicable gallery, and the octagonal
dome. The fagade, as usual, was divided into three parts,
and was rich in symbolical friezes. Half-way up the fagade
was an ambulatory, on six double arches and small columns,
which communicated with the internal galleries for the
women. This was reached by two spiral stairways cut in
the pilasters of the fagade. (In reading this we seem to be
reading over again the description of Hexham in England.)
The lower half of the facade was of sandstone, the upper
half of brick adorned “a cacabus,” z e. inlaid with various
convex plates in different-coloured smalto.? It is a great
pity that this interesting church was destroyed in 1811, and
its symbolic reliefs and carved stones ruthlessly used in
the foundation of modern buildings. Some were, however,
saved by a nobleman of Pavia, Don Galeazzo Vitali, and
are preserved in his villa between Lodi and Pavia. Here,

1 Gundiberga . . . intra ticinensem Civitatem in honorem Beati
Joannis Baptistae construxit.—Paul. Diac. lib. iv. cap. 4. This must not
be confounded with the Baptistery which was built by Bishop Damiano in

the same century.

? Several of the Lombard towers in Rome have this peculiar ornament-
ation.
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on May 13, 1828, the Signori Sacchi® went to see them,
and found many valuable specimens of Comacine symbolical
art. Here are square slabs which may have been parts of
friezes or plutei (panels of marble), covered with interlaced
work, formed of entwining vines, or even serpents; some-
times a simple cord in mystic and continuous knots, pre-
cisely similar to the ones recently discovered in S. Agnese
and S. Clemente at Rome. There were several capitals of
columns and pilasters with significant grotesques, such as a
man between two lions; a maze of vines with a satyr in
them, possibly an emblem of Christianity which constrains
and civilizes even the wildest natures; two armed warriors
on horseback meeting in battle, figuring the Church mili-
tant. (There is a similar capital in S. Stefano at Pavia.)
In one, two hippogriffs meet at the angles ; in another, two
dragons with tails intertwined are biting a man between
them placed at the angle. (The same emblem of the strife
with sin is represented in S. Pietro of the *golden roof.”)
One is a curious symbol which would seem to be a remnant
of paganism, and represents the fish goddess of Eastern
religions. A woman, with only a fig-leaf for dress, has a
double tail instead of legs. She holds the two ends of this
dual tail, while serpents coiling into it suck her breasts—a
very mystic conception of Eve. There is a very remarkable
round mass of stone, with a toothed circle carved on each
side, and in the circles a cross. It is said by Muratori that
this stone was placed high up over the altar so that all
worshippers should behold the cross.

A singular ancient Pavian custom was connected with
this church. Once a year a kind of fair was held there, at
which nothing was sold but rings, and no one was allowed
to buy them except children and unmarried women. It is
thought that the custom was begun by Gundeberg herself

1 Antichitda Romantiche 4 Italia, da Difendente e Giuseppe Sacchi, p.
70, et seq.
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in commemoration of the gift of three rings, one with a
pearl, and two with jacinth stones, from Gregory the
Great.! His letter of congratulation to Theodolinda on
the baptism of her little son Adaloald is still existing. He
says “ he sends some gifts for her boy, and three rings for
her young daughter Gundeberg.” Possibly the gift of the
Pope was placed in the treasury of the church, and commem-
orated at first by the sale of blessed amulets in the form of
rings, but which afterwards degenerated into a fair. The
custom lasted till 1669.

Industries of all kinds seem to have flourished under the
Longobards ; and the Popes of Rome and other sovereigns
made frequent use of Lombard artificers. A letter from
Gregory to Arichi, Duke of Lombardy, dated 596, asks him
to send workmen and oxen to Brescia, to cut down and cart
to Rome some trees for beams in the church of SS. Peter
and Paul, promising him in return a dono cke non sara
indegno di voi (a gift not unworthy of you).?

In A:p. 600, Cacanus, King of the Avari (Huns), sent to
Agilulf for marine architects and workmen to build the
boats with which Cacanus took a certain island in Thrace.®

. As for the Comacine Masters at home, they had plenty
of church-building.

The seventh and eighth centuries were times of great
devotion to the Church, and consequently a great church-
building era. King Luitprand realized this so strongly
that he added to the laws of Rotharis, a clause permitting
his subjects to make legacies to the Church pro remedio
anime sue,; a law, by the way, which was not always
healthy in its action; for it permitted the evil-disposed
to indulge in crimes during their lifetime, and then, by

1 Felice quoque meze sorori ejus tres annulos transmisi due cum jacintis,
et unum cum albula.—Gregor. Epist. ad Teod. lib. xiv.

2 Paulus Diaconus, Sw. ZLongo. lib. iv. cap. 20.

8 Ibdd. iv. 21.
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defrauding their natural heirs of their inheritance, to
secure, as they believed, their souls against eternal punish-
ment, by leaving funds for building a church or a
monastery.

The will of Eriprand, Duke of Cremona, dated 683, is
still extant, with a legacy to the churches of S. Maria
Maggiore, and S. Michele in Borgo, of that city. Pope
Sergius I. restored the Basilica of Ostia, and founded S.
Maria in Via Lata, giving them rich gifts, and Pope John
I1. repaired and endowed S. Maria in Trastevere.!

Bertharis and Godebert, sons of Aribert, were in 661
dethroned by Grimoald, Duke of Beneventum; but
Bertharis being re-established in 671, recalled his wife
Rodelinda and son Cunibert fram Beneventum, where they
had been taken as hostages, and in sign of gratitude for
their release, founded the church of S. Agatha al Monte at
Pavia,? while his wife Rodelinda founded that of S. Maria
Juori le mura in the same city. Bertharis dedicated his
church to S. Agatha because on the eve of S. Agatha’s day
he was miraculously saved from being assassinated by
Grimoald, his deposer. On the facade of the church is in-
scribed, “Pertharitus Longobardorum Rex Templum hoc
S. Agathaz Virg. et Mart. dicavit anno Christi DCXXVIIL.”

The church had the usual ‘“ three naves,” and the fagade
faced the west. It has since been turned round. As in
the Middle Ages it menaced ruin, the central nave had to be
supported by large external buttresses and internal arches,
one of which may be seen above the present doorway ; it
once formed the entrance to the choir. When the nave was
restored some of the old Lombard capitals were discovered
under the brickwork. They show the same style as those
at S. Michele, and S. Pietro in Ciel d'oro at Pavia, and have
all the marks of Comacine work. One has two lions very

1 Ricci, Architettura & Italia, Vol. 1. ch. viii. p. 221.
* Paul Diac. Lib. V. ch. xxxiv.
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well carved. They meet at the corner, where one head
serves for both. On another is a human figure, his hands
holding two dragons which he has conquered, but whose
tails still coil round him. A fine medizval allegory of man’s
struggle with sin.

Rodelinda’s round church, S. Maria foris portam (now
no more), became better known as S. Maria delle per-
ticke (of the poles), because a royal cemetery was there in
which many Lombard kings and nobles were buried, and
according to the usage of the nation the graves were
marked by wooden poles, on the top of each of which was
perched a wooden dove (emblem of the soul), looking
towards the place where the person had died or been
killed.?

We may account for its circular shape by the fact that it
was more a ceremonial church, than one for ordinary worship.
In it Hildebrand was crowned, or rather received the regal-
wand of office. It had an interior ambulatory, an arched
colonnade all round it under the roof in true Lombard style.
This colonnade was much used in circular churches to
assist the want of space on great occasions.? Some of the
columns were fluted, and appear to have been adapted from
an earlier Roman edifice. Two of them, shortened and with
the fluting planed down, now adorn the gate of Pavia
towards Milan. The foundation of this church has been
attributed by Cattaneo to Ratchis. This cannot be, for in
736, ten years before Ratchis was king, Luitprand became
very ill, and the Longobards met in the church of S. Maria
delle pertiche, and proclaimed Hildebrand as his successor.

To Aribert I1. (7o01—712) is attributed the foundation of
the church of S. Salvatore, outside Porta Marengo at Pavia,
where, says Malaspina, may be noted a great improvement

v Antig. Long. Milanesi, Tom. 1. Dissertation i. p. 46.
2 There is a very good instance of this in the Baptistery at Florence,
which was also a ceremonial church.
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in style in the acute arches, and more regular and elegant
proportions.

The Basilica of S. Pietro de Dom in Brescia dated
from about this time, though it was built independently of
Longobardic royal patronage, being a thank-offering by
Bishop Anastasius for the triumph of the Church over
Arianism. This was destroyed when the new Duomo was
built in the seventeenth century, but ancient writers tell us
it had all the true Lombard symbolism of form. The choir
was on the west, facing east; it had the triple nave and
triple apse, and the usual inequality of the columns, some of
which are large, others small; some long, others short,
these last being lengthened, some by white marble, others
by dark. I do not understand the significance of this
diversity of column which may be seen in all the Comacine -
churches of this era.

If we cannot see S. Pietro de Dom, we may see in
Brescia a church equally old, the Rotonda of Santa Maria
Maggiore, which the chroniclers say was begun by the
Brescian Duke Marqward, and finished by his son Frodward,
with the assistance of King Grimoald, about 665. The
plan of the church is very interesting ; there are two con-
centric circles, the inner one formed by eight pilasters,
whose arches sustain the dome, and form the front of the
usual ambulatory above. This is all that can be judged as
belonging to the seventh-century church. The tribune
and the upper parts are later, and the crypt is earlier,
being, it is believed, the remains of an early Christian
church of S. Filastrio, though some claim it as Roman.

Cunibert is next on the list of Longobardic church-
builders. He built a church to St. George as a votive
offering after his escape from the attempt which was made
to dethrone him in 691 by Alachi, Duke of Brescia, and
two citizens named Aldone and Gransone. To the church
of St. George was attached a cloister for monks, the first



48 THE CATHEDRAL BUILDERS

Longobardic monastery founded in the diocese of Milan.
Documents and diplomas, dated 784 and go1, prove the
existence of both buildings till the latter date, but a deed
of sale in 998 only speaks of the church, which still existed
in 1792.

On the king’s triumphal return to Pavia, he erected at
the door of S. Giovanni, a grand tomb to the priest Zeno,
who had lost his life for him, by dressing in the royal
armour and rushing from the king’s tent into the battle.

In A.p. 700 Cunibert descended to Lucca, which had
then become a Longobardic town, and interested himself
in the building of a church to the three saints, Stephen,
Laurence, and Vincent; it afterwards became S. Fredianus.
The actual patron may not have been Cunibert himself,
but his majordomo Faulus, who probably was his vice-
gerent there. Two ancient deeds in the adjoining monastery
of St. Vincent and S. Fredianus, dated respectively 685 and
686, prove that Faulus restored and richly endowed the
monastery, and that Bishop Felix afterwards conceded to
the Abbot Babbinus and his monks, a diploma confirming
the munificence of Faulus. The monastery was, so say
the chroniclers, originally built by S. Frediano, Bishop of
Lucca, in the sixth century, and that, when the first un-
converted Longobards came down and drove him out and
destroyed his cathedral, he fled for some years, but on his
return he built another church outside the town with a
monastery attached. In this he availed himself of the
sculptured stones and columns of the ancient Roman
amphitheatre, erected in Lucca by Vibius in the time of
Trajan. This was the monastery which was restored by
Faulus. When the bones of S. Fredianus were removed
to it, in the time of the Bishop Giovanni II., the church
became known as S. Fredianus. The church built in
Cunibert’s time was not by any means the fine building
we see now, though, as in Monza, the form of the old
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building may be perceived. The ancient apse which has
been traced in the course of some excavations, is a fifth
smaller than the present one, and it is conjectured that the
old church, if turned the same way, would have ended
near where the present pulpit stands; and there was a
portico in front of it which is mentiened in some
ancient MSS.

The church was certainly differently orientalized, fol-
lowing the symbolic formula that the choir should face the
east ; for the excavations disclosed part of the columns of
the nave, buried under the present presbytery at the back.
The circular walls of the choir were retraced in front of
the present altar, and it was proved that the wall was not
continued where the semi-circle of the apse opens ; whereas
if the church had been in the same direction it now takes,
the walls would have been continued to the length of the
nave.

Cav. Cordero di S. Quintino, in his Disamine su dz alcu
ni monuments Lucchesi, 1815, was the first to draw attention
to the reversed plan of the old church, which the recent
excavations have proved. He states that it was in the
form of a Latin cross, had a nave, and four aisles and
transepts; that its choir was at the west end, facing
east, its facade on the east. It is a misfortune that its
origin cannot be precisely proved, as the archives of S.
Fredianus must have been burned in 1596, when the con-
vent, with other houses, was set on fire, even if they had
survived the former sacking and burning of the Ghibel-
lines, under Uguccione della Faggiola in 1314.

Next comes Hic gloriosissimus Rex, Luitprand, who,
we are told, built many Basilicee in honour of Christ, in
the places where he had his residences. He was to
Lombard art what Lorenzo de’ Medici was to that of the
Renaissance. Luitprand was a great employer of our

Comacine Masters, and very probably found them expensive
E
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luxuries, for, as we shall see in the next chapter, he was
obliged to legislate to fix their prices. He even gave the
length of his royal foot, as a guide to measurement.

Luitprand’s foot was said to have been an extra long
one, and yet, after great discussions among writers, it has
at length been agreed that Luitprand’s foot, and the Roman
one used before it, were of the same length!

Very little, which is at all authentic, remains to us of
Luitprand’s churches. S. Pietro! in Ciel d’oro (of the
golden roof), at Pavia, which was consecrated by Pope
Zacharias in 743, is now a mere modern church, containing
nothing but the round form of its apse to speak of its
antiquity. This golden roof must refer to some mosaics
originally in the tribune, and is, I believe, the first instance
of mosaics being used in a Lombard church. It was built
by the Christian king, “for the better reverence of the
sacred remains of that great light of the church, St. Augus-
tine, which were placed here by him.” The corpse of
the saint was redeemed from the Saracens in Sardinia in
743, and the relics remained in S. Pietro for ten centuries.*
Luitprand’s church, we are told, was symmetrical and
graceful (g7asioso). The facade was of the usual Lombard
form, with a rather flat gable, and galleries beneath the
eaves; it had narrow, round-arched windows, and a cross
over the central one, cut. deep in the stone, as we see in
S. Michele in Pavia. )

The finest existing church of the Longobardic times is

1 This was said to have been built by Agilulf, 591—615, and rebuilt
by Luitprand. It was again restored in 1152, when Pope Innocent II.
reconsecrated it.

? In the fifteenth century the fine mausoleum, known as the Arco di
S. Agostino, was erected over them by a later Comacine Master, Bonino
da Campiglione. In the eighteenth century the church, having fallen into
disuse, was turned into a hay store for the army, and the Arco was, in
1786, moved into the modem church of Gesd, where it remained till
placed in the cathedral, where it now is.
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Bastuica or S. FREDIANO AT Lucca, 7TH CENTURY.
(From a photograph by Brogi.) (See page 49.
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the Basilica of S. Michele at Pavia, which is still intact,
and may be taken as the culminating point of the first
Lombard style. It has all the distinctive marks of
Comacine work at the period. There is the Roman form
of the Latin cross with nave and two aisles divided by
clustered columns supporting round arches. Above the
arches of the nave runs a sculptured string course, and
over that a clerestory, the double Lombard arches of
which are divided by marble colonnettes with sculptured
capitals. The central nave terminates in a semi-circular
apse, surrounded with pilasters and arches; beneath it is
a crypt supported on two rows of columns whose capitals
are covered with bizarre sculptures. The crypt is now
entered by steps beneath the ones leading to the tribune,
but originally it had two entrances at the sides of the
tribune as in the crypt at Torcello, and that of San Zeno
at Verona, which are also of the seventh century. Another
particularity is in the inequality of the aisles, the left wall
tending to the right, the right transept being longer and
larger than the left. This is not, we are told, an accident,
but one of the many symbolical forms used by the Coma-
cines. Cordero and Vitet both refer to it. The latter
says—* Souvent le plan de l'église penché de gauche &
droite. Cette inclination est attribuée, comme on sait, au
pieux désirs d’imiter la position du Sauveur expirant sur la
croix.”* As a whole the interior is grand and imposing,
and as it stands now, retains the general plan of the
original church. Some parts have been restored in the
fifteenth century, especially the four principal piers which
sustain the central arch, but by the difference in the work
and in the sculptures we may easily distinguish the added
parts. A Latin inscription in the apse, without date, proves
that the great central arch of the roof and that of the
choir were renewed by Bartolommeo Negri There was

Y Ltudes sur Phistoire de Part, vol. ii. p. 157. Paris, 1864.
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a Bartolommeo Negri who was canon in 1496, but the
antique style of the epitaph would point to an earlier
restorer of the same name (we all know how families keep
the same set of Christian names for centuries in Italy),
especially as the painting in the apse is attributed to
Andrino d’'Edesia, who lived about 1330. Some interest-
ing relics in the church are the circular slabs of black and
green marble, now in the floor of the nave. Tradition,
confirmed by Padre Romualdo, says that these were the
stones on which the dais was placed for the coronation of
the Lombard kings.

Just as the interior of S. Michele at Pavia is the most
perfect existing example of the classical form reduced by
the Comacines to Christian use and symbolism, so is the
fagade as perfect a specimen of their medizval-oriental
decoration at this time as can be found. We give an
illustration of it.

The Comacines at this era were perfectly sincere and
their facade was always a true face to the church. The
eaves with the airy gallery of colonnettes beneath them
followed the exact line of the low-pitched roof. It was
only when they became eclectic, and their style got mixed
and over-florid, that the false fronts such as we see at
Lucca came in. The inward division of nave and aisle
is faithfully marked on the outside by piers or pilasters.
S. Michele has four pilasters dividing it into the three
portions, each one supplied with its round-arched door.
In the fifteenth century the central windows were altered
and a large ugly round orifice was placed above the three
Lombard ones. But in 1861 they had the good taste to
open the original windows, indications of whose masonry
were visible in the wall, and to add the cross, deep cut in
the stone, which was a distinctive feature in fagades of
this era. Indeed the church may be taken as a type, in
all its aspects, of the Romano-Lombard building. The
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most remarkable part is perhaps its ornamentation, which
is unique and fanciful to the highest degree. Besides the
carvings on door and window, the whole facade is striped
with lines of sculptured stones, a queer mixture of angels,
demons, saints, and monsters, that seems a nightmare
dream of medizval superstitions, but are really a mystic
Bible in stone. I shall speak more fully of this m the
chapter on. Lombard ornamentation.

We must now turn for a few moments to its history, on
which great uncertainty rests. Some authors say that
S. Michele at Pavia was built by Constantine the Great
as a thank-offering for the aid given him by that Saint
in his victory over the Franks in 325; but it is possible
they may have confused this church with the one which
Sozomenus asserts that Constantine erected to St. Michael
on the banks of the Hellespont. Other writers, of whom
Malaspina is one, claim it as an Ostrogoth foundation ;
others again, finding a suspicion of Arianism in the
sculpture of the Annunciation on the south side of the
church, assign it to Agilulf before his conversion from
Arianism ; while Gabriel Rosa, author of Stz dei feud:
¢ dei comuni in Lombardia, attributes it to King
Grimoald.

This last, however, is disproved by one of Paulus
Diaconus’ curious stories. He says “that in A.D. 661, King
. Bertharis being in peril of his life by the usurper Grimoald,
was saved by his faithful servant Unulphus, who, throwing
over his royal master’s shoulders a blanket and a bearskin,
drove him with ill words out of the palace, making believe
he was a drunken slave. Having thus eluded the guards,
who were in Grimoald’s pay, and put the king in safety,
Unulphus fled for refuge to the Basilica of St. Michael,
till the new king pardoned him.”!- The church is again

1 Paulus Diaconus Warnefridi, Chron. de gestis Langobardorum, Lib. V.
cap. iii.
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mentioned by Paulus Diaconus when he relates how in
737, when Luitprand judged Pemmonis, Duke of Friuli,
and other noble Longobards accused of sacrilege against
Callistus, Patriarch of Aquileja, one of them named
Ersemar fled for refuge to the Basilica of St. Michael
Again in 774 a certain Trinidius, agent of King Desiderius,
left a house near the Pb at Gravenate, as a legacy to the
“ Basilica beatissimi Archangeli Michaelis intra civitatem
Ticinensum pro anima sua.” All these things go to prove
that the church existed before Luitprand’s time, and that it
was especially venerated.

St. Michael, being a warlike saint, was the Longobards’
favourite object of reverence. When Alachi tried to depose
King Cunibert, he suddenly and mysteriously refused to
fight the king, because he saw a vision of St. Michael
standing beside him; then Alachi knew the battle would
go against himself if he hazarded it.

When the Longobards went forth to war, they carried
the effigy of St. Michael before them on their standard.
It was also impressed on their coins with the inscription
S. C. S. Makel, or sometimes Mihai/, spelling in those
days not being at all a fixed quantity.

But to return to our church-building king, Luitprand.

He erected the monastery of S. Abbondio at Bercela in
the mountains, and one dedicated to S. Anastasia, near
his suburban villa called Cortelona (Corte di Alona). In
this villa he had a private chapel, he being the first prince
who had daily mass said by priests in his own house.!
He had a favourite doctor named Gunduald, who, assisted
by Luitprand’s royal munificence, founded the monasteries
of Palazzolo and Pitiliano near Lucca. At his intercession
Luitprand, by a diploma dated 742, gave Magister Piccone,
Gunduald's architect, lands in Sabine, which shows the value
Luitprand set on the arts, and this Magister especially.

1\ Antig. Long. Mil. Tom. I. Dissertation i. p. 68.
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Astolfo, a later king, was an equally liberal patron of
the arts; he gave the revenues of the church of S. Pietro
at Pavia to Auripert, a painter whom he greatly esteemed.
Astolfo built the monastery of Nonantola, of which some
parts still remain, proving its fine architecture. He seems
to have been very unscrupulous in his avidity for relics ;
an anonymous MS. at Salerno, speaking of his fierceness
and audacity, says that, ‘“ having taken many bodies of
saints from the neighbourhood of Rome, he had them
removed to Pavia.”! The same old chronicler does him
the justice to say that ‘“he built both churches and
monasteries which he very largely endowed.”

Next followed Ratchis, who on. his brother Astolfo’s
death came out of the convent to which he had retired
on abdicating in 749. His reign was of the shortest;
he soon went back to his convent, for Pope Stephen III.
wrote commanding him not to oppose the election of
Desiderius, who had been Duke of Friuli and was high in
favour with the Pope.

Desiderius was a liberal patron to the Comacine Guild,
and. built monasteries, churches, and palaces. Of the first
we may record the convent for nuns near Milan, known as
La Maggiore, or the Greater. Its foundation by Desiderius
is mentioned in a diploma dated A.p. 1002 in favour of the
Abbot of S. Ambrogio, who was in that year appointed
spiritual guardian to the nuns. At Brescia, of which town
Desiderius was a native, he built the monastery near Leno,
known as the Monasterio Leonense, and the still more famous
one of Santa Giulia for nuns, which he founded in 766.
Desiderius and his wife Ansa endowed this convent with
landed property which spread over all the Lombard king-
dom. It was first called S. Salvatore, but when the remains
of Santa Giulia were brought from Corsica and placed here,

1 ¢«Prese molti corpi de’ santi dai contorni di Roma, fatti poi
trasportare a Pavia.”
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it was re-dedicated to her. Its first Abbess was Desiderius’
own daughter, Anselberga, who took the vows here. Says
the old chronicler—its opulence and the number of holy
virgins who have lived within its walls render it one of the
most illustrious convents in Italy.”

Signor Odorici has exemplified the church in its Lombard
form to have been quadrilateral, divided by two peristyles
of eight columns each, into a nave and two aisles (or three
naves, as Italian architects say). The arches are a fwtto
sesto (semi-circular), and support walls bordered with a
simple string course. There was originally a semi-circular
apse or tribune, which was probably flanked by two smaller
ones. The white marble columns are, or were, of different
proportions, the capitals being sculptured, some in marble
and some in grenaria.’

The mixture of Roman and Byzantine types in these is
taken by Ricci® to be a proof of its really dating from the
time of Desiderius, when the two styles got confused. Some
capitals are entirely of Byzantine design, others imitate the
Corinthian. On one is a mediaval sculpture of the martyr-
dom of Santa Giulia, on another is the effigy of Queen
Ansa. These two are doubtless Comacine work of the
eighth century.

Up on the slope of Monte Civate near Lake Annone, an
hour’s climb from the village of Civate, is an ancient
Lombard church dedicated to St. Peter, which is almost
intact. It is said to have been built as a thank-offering by
King Desiderius. His son Adelgiso was chasing a wild
boar on this mountain, and suddenly became blind. The
father vowed that if he recovered, a church to St. Peter
should be built on the spot. Adelgiso soon after recovered

1 It seems probable that the sandstone capitals alone belonged to the
first eighth-century church, and the marble ones to the eleventh-century
restoration. There is now a modern church built over the old crypt.

3 Dell’ Architettura in Italia, viii. 257.
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his eyesight, and Desiderius was faithful to his oath. An
ancient MS. said to be contemporary,! minutely describes
the ceremonies, when the king with all his royal pageantry
came up the mountain to lay the first stone. The plan is
similar to most other Lombard churches of its era. A great
flight of twenty-seven steps leads up to the portico, beneath
which is the principal door. This, however, does not lead
immediately to the church, but to a covered atrium, on the
lateral walls of which are sculptured in relief, hippogriffs
with triple tails, z.e. threefold mysteries. The entrance into
the nave has two spiral columns,? an unusual form for the
Comacines of that era. There is a great peculiarity in the
position of the altar, which is a low table without a reredos,
standing on the tribune, to which five steps give access.
The palio faces the choir, so that the priest when celebrat-
ing would confront the people, and face the east® It
would be a question for archazologists whether, consider-
ing the reverse orientalizing of Lombard churches, in
comparison to later ones, the front of the raised tribune
was not the usual position of their altars. This is the only
church which seems enough intact, to judge by. The altar
was placed beneath a canopy supported on four slight

1 See Sacchi, Antichité Romanticke & Itakia, p. 98.

3 Ricci (Dell’ Architettura, etc.) tells us the spiral column was very
anciently used in Asia, and that Rome did not adopt it till Hadrian’s
return from the East. Under the later Ceesars it became usual, but it fell
into disuse in the rest of Italy. The Byzantines used it in some build-
ings, and in these two early Longobardic imitations of the East, we have a
curious masonic link with the ancient traditions of Solomon’s Temple, which
Josephus tells us was adorned with spiral columns. It may be that they
were old Roman columns carried up the mountain from some ruin, but I
should rather take them as one of the first instances of the use of the spiral
column by the Comacines, a form to which they were devoted in later
times. There are endless instances of spiral colonnettes on the fagades of
Romanesque churches of the thirteenth and fourteenth centuries.

8 I speak of the time when Signor Difendente Sacchi visited the church
in 1828, before writing his work.
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columns, whose sculptured capitals show the symbolic
animals of the four Evangelists. The canopy has rude
bas-reliefs of the Saviour and apostles, the crucifixion
and resurrection. There are remains of similar altars
at Corneto Tarquinii in the south, and at S. Piero in
Grado near Pisa. The rest of the building is entirely
unadorned, excepting by some carved capitals of columns
in the crypt.

The church-building days of King Desiderius were now
drawing to a close. He thought he had strengthened
his seat on the throne by alliances with the all-powerful
Charlemagne of France, whose brother Carloman married
Desiderius’ daughter Gilberga ; and some historians assert
that his son Adelchi espoused Gisla, the sister of Charle-
magne. Here we have the link connecting the Comacine
Masters under the Lombard rule, with Charlemagne, through
whose patronage they spread northward, developing the
Gothic architecture. Politically the link was not a strong
one. In 770, Charlemagne having been menaced by Pope
Stephen III., the protector of Desiderius, revenged himself
by causing Carloman to repudiate Gilberga and send her
back to her father with her two sons. Carloman died in
771, and Pope Stephen III. did not live long after him, for
in 772 Charlemagne entered into a league with the new
Pope Adrian I. to dispossess Desiderius of his kingdom.
This unkind scheme was by Pope Adrian dignified by the
name of a “restitution to the Holy See.”

The famous unequal fight at Pavia, between Desiderius
and the multitudinous hosts of France, is well known.
Desiderius was vanquished, and the Longobardic supremacy
of two centuries was over.

Charlemagne vaunted himself in having released Italy
from the Longobardic yoke, but whether his own yoke were
lighter is an open question. In any case there was no
“restitution to the Holy See.” The Lombard cities were
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no more given to the Pope by Charlemagne, than they had
been by Desiderius. On the contrary, he crowned himself
Rex Francorum et Lomgobardorum, and his son Pepin
inherited the same title.

With him begins the next era in the development of
Comacine art.



CHAPTER III
CIVIL ARCHITECTURE UNDER THE LONGOBARDS

EccLesiasTIcAL as was the work of the guild, the
Comacine of Lombard times was nevertheless a fine civil
architect. He worked as willingly for the prince in palace-
building and for the country in fortification, as for the
Church in building monasteries and cathedrals. Indeed
war of all sorts bore such a large proportion in the life of
the Middle Ages that the fortress was of more importance
than the home.

In civil architecture the Magistri Comacini of the
seventh and eighth centuries followed much the same
style as in their ecclesiastical buildings, of course adapting
it to its different uses. In the Lombard palace we find
on the upper floor the usual double-light windows, with
the two round arches and dividing column enclosed in a
larger arch of masonry.

We also find the inevitable Lombard cornice beneath
the roof. In civil buildings, instead of a complete gallery
with colonnettes, this becomes a row of brackets with
carvings in the corbel heads. The windows of the lower
floor are square orifices barred with iron, for defence in
warlike times. The walls are either of the solid brick-
work opus romanum, or the great smoothly hewn stones of
the gpus gallicum. In Lombardy there are more of the
former, as clay for bricks is easily attainable. In Tuscany

and southward the buildings are more frequently of stone.
6o



TosINGHORUM PALATIUM FLORENTIAE CELEBERRIMUM IN FORO VETERI SITUM LAPIDE DOLATO
COLUMNISQUE MARMOREIS EXTRUCTUM CUl TURRIS ADJACENS ULNAR. 130 PROCERITATE
ERIGEBATUR.

TRACING OF AN OLD PRINT OF THE TOSINGHI PALACE, A MEDIEVAL BUILDING ONCE IN FLORENCE,
wITH Laxbia ON THE FRONT. (See page 61.
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The Florentine Bargello, though later, offers a very fine
specimen of this work, in the older portions of wall, where
the smooth-cut stones fit solidly together. If the building
required an inner courtyard it was of the same Lombard
style as their churches—showing the round arch, and_the
convex capital, often sculptured. .

The municipal palace only came in with the Communes
after 1100. In Longobardic times, the only buildings that
had any pretensions to architecture were the palaces of the
dukes or kings. Luitprand’s palace in Milan, which fell
into disuse after the tenth century, is as graphically
described by old chroniclers and in legal documents in the
archives of St. Ambrose, as Theodolinda’s at Monza had
been by Paulus Diaconus.

Before the days of the Communes, when the Brolio or
Broletta, and the Palazzo Pubblico were as yet unknown,
the palace of the ruling prince was the hall of justice, the
nearest Basilica being the public meeting-place. King
Luitprand’s palace was styled in his time Curtss ducati.
In Charlemagne’s reign it was Curti domum Imperatoris ;
in other parchments Curtis Mediolanensis. Across the
front ran an open gallery, called Laubia,' formed, as were
the galleries of the Comacine churches, of a row of arches
on colonnettes. Here the placiti were held, and sentences
pronounced, as in the regal and imperial public buildings,
the populace being assembled in the street below. The
ringhierva of the Palazzo Vecchio at Florence served the
same purpose in Communal times.

The Loggia, which is such a feature in all old Italian
houses, is the natural descendant of the Laudia. In its
private aspect, as part of a citizen’s house, the Loggia was
the place where the master of the house received his
friends. -

An ancient MS. by Landolfo tells us that the space

1 Probably the root of our word Lobby.
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occupied by Luitprand’s palace was not very wide. It
extended from the monastery of St. Ambrose to the church
of St. Protasius ad Monacos (now no more), and the road
leading to it was known as Strada de Civite Duce.

That King Desiderius also employed the Masonic guild
in civil as well as ecclesiastical architecture seems implied
by the tradition of his palace at S. Gemignano. Certain it
is that a solid medizval building with decidedly Lombard
windows and Lombard arches under the machicolations,
exists at S. Gemignano, but whether it was really built by
and for Desiderius, I leave wiser antiquaries to judge.
The style is that of the times.

As a rule, Lombard houses had small rooms. This
seems to have applied even to royal and public buildings,
for, as mentioned above, all public meetings had to be held
in a church, or in its ante-portal. When Desiderius con-
voked a Diet at Pavia, each prince or bishop was assigned
a house which had a church or oratory near, in which he
could meet his committee.

The different methods and processes of house-building
are very plainly enumerated in the laws of Luitprand, of
which we have given the headings on a previous page. It
would seem that since the reign of Agilulf, the Masters of
the Guild had become overbearing, and by Luitprand’s
time required to have special legislation to. limit their
prices. Luitprand’s code of laws regulated the strength of
the external walls of a building, in regard to the different
height, construction, and material.

Art. 160 speaks of two different constructions, the
Roman mode, and the Gallic style. It begins—* Similiter
romanense si fecerit, sic repotet sicut gallica opera.”
(Roman work shall be accounted of equal value to Gallic
work.) This distinction of terms has caused great
argumentation among commentators. Prof. Merzario® says

v I Maestri Comacins, Vol. L. chap. i. p. so.
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that ‘“two national terms cannot apply to any small
distinction of masonry,” and he takes them to mean the
Roman style with the round arch, in which most Lombard
churches are built, and the Gothic with the pointed arches.
As, however, Charlemagne’s church, the father of the
Gothic, was not yet built in Luitprand’s time, we should be
more inclined to take the opinion.of Marchese Ricci and
Troya, who interpret the phrase opus gallicum to mean
the style which they say was introduced into Ravenna by
Theodoric and his Goths, and which they brought from Gaul.
It was the most solid style imaginable, seemingly a remnant
of Cyclopean building ; if so it was not Gallic at all, but
came from the Pelasgi through the Etruscans, and so was
a natural sequence of Italian architecture; the Etruscans
having taught the Romans. It consisted of hewn stones
of large size and perfect fitness, still further strengthened
with cement. “Mirum opus manu gothica, et quadris
lapidibus,” it was said of the builders of S. Oveno at
Rouen. If this definition be admitted, then the other
term opus romanum would mean building with flat bricks,
which was equally practised by the Comacines, especially
in Lombardy.

Luitprand’s laws speak of the asse, Zavolati,' or scindule
(Longobardic term) by which the houses were internally
divided, and of a cheap species of house-building called by
‘the Gauls gz, probably from the same root as piguato
(pressed together). According to that method, the walls
were composed of masses of earth pressed, and then bound
together so as to form a solid mass. The same method is
still used in Africa and Spain, and in Italy by the peasants
in the subalpine regions near Alessandria (Piedmont).

In Clause Il., De Muro, where they use the term
si arcum volserd, it cannot refer to vaulted roofs, which
were then unknown, but to the slight arch of the window

' The words asse and #apole for planks of wood still survive in Italy.
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or door in the thickness of the wall, often only a sloping off
of stones. The roofs were supported on wooden beams,
and the laws determine the size and value of these, accord-
ing to whether they are scapitozzati or capitozzati,
i.e. hewn or carved. They also decide the quality of the
wood for beams or planking, and the cost of roofing in
regard to the number of wooden slabs or tiles required in
a raised roof.

Thus any Longobard who wished to build himself a
house, might consult the laws of Luitprand, and count the
cost beforehand.

These laws also decide the strength of the defensive
walls of a city. Law IV. gives the trade price of this sort
of work; for those built 7z massa, or per maxa, the
builder shall for every sixty feet be paid in solidum
unum (one soldo, a gold coin). Ricci adds—* This per
maxa is the same construction which the Greeks and
Romans styled zmplectans, 7. e. conglomerate.”

They had several kinds of walls, some of brick, others
with a base of stone (wella base a sassi), like the walls of
Milan, which have lasted till now.

Luitprand assigns different money for different kinds of
work. Thus at times the Magistri Comacini were paid
solidum unum for every foot of wall, sometimes solzdum
vestitum, a distinction of soldi which has puzzled com-
mentators very much ; some opining that vestztum refers to
a coin on which the emperor is represented as regally clad,
and others that it means a copper coin plated (vesti#0) with
gold. :

We find also that terra-cotta vases were much used as
ornamentation in building. This style was, as we have said,
called “a cacabus.” Broken vases were adopted in the
foundation of large buildings and houses; others, which
probably were not perfect enough for household use, were
built into the walls and put as ornaments between the



Tower or SS. GilovanNt E PaoLo, ROME, 12TH CENTUKY. (See page 65.
(From a photograph by Alinari.)
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arches. The tower of S. Giovanni e Paolo at Rome and
the church of S. Eustorgio at Milan are good instances of
this style.

Here we have another link with ancient Rome. Promis
instances an amphora found in the walls of an imperial
edifice in Aosta. At the fountain of Egeria, near the Porta
Tiburtina in Rome, the walls are full of amphore and
oil-jars.

On the whole these Masonic laws show that the
principal scope of the Longobardic architecture was to
make strong and lasting buildings.

The building of convents were frequent commissions of
the Comacines, and in these, as in their churches, they had
a set form. A solid framework of walls either of hewn
stone, in the Gallic manner, or of brick in the Roman style,
and a few beams and planks, were the simple elements of
‘which a convent was composed.

But of course a Comacine could not make any building
without his slight columns and arches, and here he disposed
of them in his cloister. This, too, was a heritage from
classic Rome, recalling the atrium. A Lombard or
Romanesque cloister is a delight. Here you have a square
court more or less spacious, containing a picturesque well in
the centre, surrounded by a colonnade of small columns
generally in couples, resting on a low wall and supporting a
roof on a row of arches. It was usually on the sunny cloister
that the Comacine poured out his imagination; here are
fancifully-sculptured capitals, pillars of every variety of form
and style, grotesque gargoyles between the arches, and
often delicate tracery above them. Hope® instances as the
more rude and early style of Lombard cloisters, those of San
Lorenzo at Rome and Santa Sabina and San Stefano at
Bologna, and as models of the more splendid style those of

1 Hope, Storia dell Archstetiura, chap. xxv. p. 179, 180.
F
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S. John Lateran, which are resplendent with porphyry,
serpentine, and gold enamel, inlaid in the marble ; and those
of S. Zeno of Verona of every tint of marble which the
Euganean hills can afford. For the interior arrangements
of a Longobardic monastery we will take Padre Ricci’s
account of the first plan of Monte Cassino which Petronax
the Brescian engaged the Comacines to build. “It had on
the ground floor a Sa/z anciently called caminata, because
the fire-place was there. The upper floor was divided by
wooden partitions into cells and other rooms requisite in a
cenobitic life. Although at that time houses only had
one floor, monasteries generally had two. Monte Cassino
boasted of three storeys, the upper one being only used for
keeping fodder and stores. As the chief aim was solidity
of building, great attention was paid to the proportionate
thickness of the outer walls. The laws determined the
adequate value of these, which were generally of the thick-
ness of five feet. The inner walls were of planks or assz
—*si cum axe clauserit,’”

This mode of separation by wooden partitions is still
usual in convents, though it has gone out of use in houses.
The convents of S. Marco and S, Salvi at Florence both
show this style of division for the cells. The windows were
protected by abzetarii or cancelli (gratings) made of wood.

A strong point in Lombard building was the fortress,
which the Magistri were past masters in erecting. Their
castles and forts and city walls stand to this day solid and
strong, with towers standing up commandingly in all direc-
tions—all the medizval cities bristled with them ; the tower
was, in fact, a weapon of war. On these, too, they set their
seal—the pillared Lombard window becoming larger and
more airy as the tower rises into the air, and the crowning
cornice of bracketed or pillared archlets.!

1 See the illustration of the church of S. Frediano, on page 48, for a
perfect specimen of Lombard tower.
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Their towers seem to have been of two forms, ecclesi-
astic and civil. The ecclesiastical bell-tower, square with a
straight unbroken line, with neither buttress nor projection
till the summit, where the bracket-supported arches expand
like a flower. Sometimes each storey had a’ string course,
with smaller arches beneath it, as in the tower at Prato.
The windows, too, as we have said, had a fixed rule; they
are smaller below, and grow larger and more airy as they
ascend. You go up from a mere orifice on the first floor to
a one-arched window on the second, a two-arched on the
third, to a three or even four-arched one near the summit.

The characteristics of civil towers at this time were their
solidity as a means of defence, and their height as a means
of vigilance ; they appear to be chiefly circular, offering no
corners, but a curved surface from which missiles could
easily glance off. The windows were narrow outside, expand-
ing wider within. If there were a double-light window, it
would be on the very high storeys, out of arrow aim. Nearly
all the ancient fortresses have round towers, but I know of
very few church towers that are so, except the one at Classe
near Ravenna. '

Before the thirteenth century, neither brackets nor pro-
jecting cornices were used, and the tower rose in a single
straight line from base to battlement, so that projectiles fell
straight down. It was later that architects discovered the
value of the projecting daluardo. As to battlements,
these too came from the antique; Babylon and Nineveh
show proofs of them, and Homer speaks of the battlemented
towers of Asia and Greece. Muratori® derives the Italian
term merlo, from mirare (to take aim), the battlements
being made for the shelter of the archers, and their con-
venience in shooting. When fire-arms came in, the need of
battlemented towers ceased.

The principal Longobardic military towers remaining to
our day, are, the tower of the ruined fortress of Baradello,

1 Ant. med. aevs, Tom. 1. chap. ii. p. 158.
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which dominates the road to Camerlata, and the towers, now
mutilated, in the wall of Como, one of which, erected on
arches, forms the gate of the city towards Camerlata.

The ninth-century sculptures on the altar at S. Ambrogio
prove that the Longobards had towers above their city
gates. The author of the Ant. Longob. Milanesi (Dissert.
iii. p. 193) says that the ancient gates of Milan, before the
enlargement of the walls, were of this construction with
towers over them. They were furnished with heavy wooden
doors covered with iron, which were suspended on chains,
and slid down in grooves in the wall, thus completely clos-
ing the entrance—a portcullis, in fact. Livy, in his twenty-
seventh book, describes the gates of Rome as being of
the same construction ; some existing examples at Rome,
Tivoli, and Pompeii prove the fact. A famous gate in the
time of the Longobards was the one chronicled by Paulus
Diaconus, which King Bertharis (671—686) caused the
Magistri to erect beside his palace in Pavia. It was
named the Porta Palatinense, and was, says . Paulus
Diaconus, an admirable work (opera mirifica). Some
antique documents quoted by Passano,! prove that this
gateway was furnished with bronze gates.?

Some writers think that the battlemented fortress came
from the East, because ancient specimens of it are found
there. In reading an Italian translation of Procopius,
Degli edificc di Giustiniano Imperatore, 1 was struck
by the many slight expressions which seem to prove
that Justinian brought his fortress-builders into Byzantium
from Italy. Procopius says that Justinian made a new style
of fortress with towers all round the walls; with stairs in
the towers, and galleries (éaluards) round them with holes

1 Dé real palazsi, ch. i par. 4.

2 That the Longobards were either metal-workers themselves, or had
Italian artificers in their pay, we know from the specimens preserved in
Monza Cathedral, and especially the crown of Agilulf, of which the
Antickita Longobardica Milanesi gives an illustration.
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in them to throw down stones, and that it was called
Pirgo castello, because in the Latin tongue, fortresses are
styled castelli. Now this description is precisely that of
an Italian fortress, such as the Comacines knew how to
build, and built for centuries all over Italy. If it came from
the East in ancient times, why was it specified by Procopius
as a new style there >—and if its origin were Eastern, why
had they no name for it, but had to take the Latin one?
The Bishop of Salisbury, in a letter in the Saltséury
Diocesan Gazette (May 1898), speaks of an inscription of the
twelfth century, preserved in the museum at Jaffa, which is
in memory of Magister Filipus, who came over with the
King of England (Richard), and who had built a portion
of the wall *from gate to gate” : evidently Magister Filipus
from the English Masonic Lodge, fraternized and warked
with his brethren of the Roman and Eastern Lodges.
Again, on p. 21, Procopius speaks of a town or vil-
lage now known as Eufratisia, but which was once
called Comagene, because there were Romans as well as
Persians living there. Romans, of course, meant subjects
of the Italian Empire, but the name Comagene is certainly
suggestive of those Italians being the Comacine builders
who made the castles. Then Procopius’s description of the
rebuilding of the church of Santa Sofia is, to say the least of
it, interesting to a student of Lombard architecture. The
passage translated runs thus—* The church then (Sta Sofia)
being thus burned, was, at that time, entirely ruined.
But Justinian, a long while after, rebuilt it in such a form
that if any one in older times could have foreseen it, he
would have prayed God that the old church might be com-
pletely destroyed, so that it may be rebuilt as it now is.
Therefore the Emperor sent to call artificers and masters,
as many as there were in all the universal world. And
Anthemius Trallianus, the head architect, was a great
machinist, learned in all kinds of machinery, not only that
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of his own time, but in all that the ancients knew, and he
had the power to regulate and organize perfectly the
working of all things necessary to building, and to the
ordering and executing of his own designs and inventions.
And Isidore, another Milesian, was also a master of
machinery. The church then, was so marvellously made
that it was a beautiful thing to see; it seems supernatural
to those who behold it with their own eyes, and incredible
to those who only hear of it, because it is so high that it
seems to touch the sky. . . . The face of the church looks
towards the rising sun, but where the secret offices to God
are performed, it is built in this manner. It is a half-round
edifice which those of this profession call Hemiciclo, which
is to say half a circle . . . and in this there are columns
planted beneath its floor.” Here we have a decided Basilica
with raised tribune and semi-circular apse; both the form
and nomenclature seem to have been imported as a new
thing from Italy. *The golden dome appears suspended
from heaven, so light are the columns supporting it that it
seems to be in the air. . . . One can never arrive at under-
standing how it was built (apprendere [arteficio), but one
goes away astonished at one’s inability to enough admire
such a work.”

Does not this seem an argument for the universality of
the Masonic Brotherhood, even in Byzantine days? Here
are certainly Italian artists, Italian basilican forms, and
Italian nomenclature, among the Greeks working at Sta
Sofia. And here too are Lombard galleries and windows
with an Eastern touch added. Which way did the influence
come? Was this the origin of that characteristic Eastern
mark of the Lombard style in Italy >—or was it an importa-
tion from Italy to Byzantium, where Procopius at least
seems duly astonished by it? It is a question for experts
to solve. There is much for the archzologist to do yet in
finding the true pedigree of architecture.



CHAPTER 1V
COMACINE ORNAMENTATION IN THE LOMBARD ERA

THe Comacine Masters were distinctly sculptor-archi-
tects, and their ornamentation was an essential part of their
buildings. Yet, to them, sculpture was by no means mere
ornament. It was not a mere breaking up of a plain
surface, as a beautifying effect; nor a setting of statues
and niches for symmetry. It was an eloquent part of a
primitive language of religion and art. The very smallest
tracery had a meaning ; every leaf, every rudely carved
animal spoke in mystic language of some great truth in
religion. But it was a language as yet artistically unformed,
because the medizval man had more articles of creed than
he could express in words, and his hand like his mind was
as yet unpractised.

Thus it came that, as we have said, the Comacine Masters
were much given to symbolism.

The old Italian writers class this symbolism under two
heads—the ermetica, which they define as symbolism
of form or number; and orfica (orphic), that of figures
or representations. Under the first head would fall the
symbolical plan of their churches to which we have re-
ferred; the form of the windows, which were double-
lighted, and emblematized the two lights of the law and the
gospel ; the rounded apse, emblem of the head of Christ ;

the threefold nave shadowing forth the Trinity; the
71
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octagonal form of the baptisteries, which St. Ambrose!
says was emblematical of the mystic number 8, etc.

Under the head of o7p4ic would come all those mystic
signs of circle and triangle ; of sacred monograms, and the
mysterious Solomon’s knot ;—that intricate and endless
variety of the single unbroken line of unity,—emblem of
the manifold ways of the power of the one God who has
neither beginning nor end. It would also include all the
curious possible and impossible animals that abound in
the Comacine work of earlier Longobardic times; all the
emblematic figures of angels and saints; and the figurative
Bible stories of the later Masters.

It has been said by Ruskin that the queer monsters sculp-
tured on the early Longobard churches, such as Sant’
Agostino at Milan, San Fedele at Como, and San Michele
at Pavia, were the savage imaginings of the lately civilized
Longobards, as seen through the medium of the sculptors
employed by them. This is, however, proved not to be
the case; animal symbolism was in those days an outward
sign of Christianity, which, in a time when there was no
literature, was to the unlettered masses a mystical religion
represented to their minds in signs and parables. Christ
Himself used this parabolic style of teaching. And it was
even more than that,—it was a sign of an older Bible lore
among the Hebrews, and other ancient peoples. As in
many early Christian ceremonies in the West (ze. in
Europe) we can trace the remains of the old Latin
paganism, so in the East we may trace signs of the older
Hebrew faith.

Speaking of the Longobardic mixtures of labyrinths,
chimerz, dragons, lions, and a hundred other things, which
at first sight do not seem to be connected with Christianity,
Marchese Ricci asks— If these queer mixtures were only
the effect of the architects’ caprice, whence came the first

! Sancti Ambrosii, Comment. in S. Zuc. Lib. V. cap. vi.
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impulse to such caprice? Not from classic Rome certainly.
Not from the Goths and Longobards, because they being
barbarians had to employ Italian artists.”' The theory
propounded by Pietro Selvatico, in an article in the R:vista
Ewuropea, is suggestive of a reply to this question. He sup-
poses that the Byzantines originally took their symbolism
from the Hebrews, and from the traditions of Solomon’s
Temple, which are also shared by the Pheenicians ;? and that
this animal symbolism changed its character in the East,
owing to the restrictions imposed by the Emperor Leo and
his successors, but that in freer Italy it still flourished. It
is difficult to say whether the Comacines took their orna-
mentation direct from the Byzantines at Ravenna in the
early centuries after Christ, or whether they got it by
longer tradition, from that same Eastern source from which
the Byzantines took theirs. - It is true that Como had more
than one bishop who was a Greek,® and that when it fell
under the government of the Patriarch of Aquileja, the
Comacines were employed by him in Venice, Grado, and
Torcello, etc., where they would have seen a good deal of
Byzantine work ; but their earliest employment at Torcello
was in the seventh century, and we have seen them using
their chisels for Theodolinda long before that time.

The Byzantine ornamentation became conventional after
726 A.D., when the Emperor Leo III. (the Isaurian) pro-
mulgated his iconoclastic edict in the Eastern Empire.
Some Greeks had begun to feel that, under the appearance
of Christianity, they were only keeping up the ancient
paganism. They were taunted by both Hebrew and
Mussulman, who, inspired by the Koran, had a great hatred

Y Dell Architettura in ltalia, cap. viii. p. 245.
. 3 Would this at all explain the Runic knot in Ireland, and in Scandi-
navia, where there was very early intercourse with the Pheenicians?

3 Amantius, the fourth Bishop of Como, was translated from the See of
Thessalonica to that of Como.
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of images. This sect found a champion in Leo III., who
had lived much among the Arabs, and shared their pre-
iudices against idols. He convoked a council, prohibited
images, and proscribed all reverence and use of them either
public or private. A figure of the Christ over his own
palace fell the first victim to his iconoclastic destruction.
Several Greeks who would not bow to this decree fled to
Italy, and put themselves under the protection of Pope
Gregory I1. From this time the eastern Byzantine archi-
tectural ornamentation was entirely ‘confined to linear and
geometric design, and vegetable forms. In pure Byzantine
work one sees no dragons or fighting monsters, only
conventional doves and scrolls. The sculptors took to
imitating woven stuffs, and Oriental patterns in marble, and
to twining their capitals with conventional leaves, but the
life had gone out of their work ; it was all set and precise,
but dead.

The Italian architect, not being under the power of the
edict of Leo, continued to carve his mythic animals, his
symbolic birds and fishes, and even tried his hand at the first
rude revival of the human figure in sculpture. His figures
were disproportionate and medieval in form,—what could
one expect from a man of the Middle Ages just reawakening
to the conception of art >—but they were full of fire and life.
Their mystic beasts were horrible as any nightmare could
conceive them ; they were indeed conceived in the dark-
ness of that night of superstition, ignorance, and fierce
strife. Their angels were grotesque, not from want of
imagination, but from want of models of form and propor-
tion ; their men are full of all kinds of expression, with
their heads too large and their limbs too short; but their
attitudes are lively, their faces grotesquely keen.

As a proof of this distinctive style, compare the Byzan-
tine altar of S. Ambrogio at Milan, here illustrated, with
the Comacine pulpit of the same church. (See page 88.)
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So many students of architecture roughly class as
Byzantine every kind of intricate decorative work of the
centuries before the Renaissance ; but I think that, except-
ing in some instances in Venice and Ravenna (and not all
the work of the era there), most of the Italian ornamental
sculpture is Comacine, and not Byzantine. Certainly if
you see a sly-faced lamb, or a placid lion with rolling eyes,
peering out from beneath the abacus of a column, or a
perky bird lifting up its claw over a vase, with an extremely
lively expression of eagerness, that work is not Byzantine,
though it may be surrounded and mixed with the most
intricate possible weaving of lines or foliage. However, I
leave the question of derivation of style to wiser students
than myself, and return to the Comacine Masters and their
symbolism.

It seems impossible that the Comacine sculptures on
S. Michele could have come through the Byzantine. It is
true they show rude and unskilled technical execution, but
they have intense spirit, belief, life, and spontaneity. The
Magistri must have got their ornamentation as they did their
architecture from an older source,—and a traditional one.
It came down like their Freemasonry from ancient Eastern
builders through pagan Rome, and ages of mystic religions
such as Gnostic and other deistic forms, till it became
incorporated in Christianity. “We might,” says Sacchi,!
‘“define Christian symbolism as the representation of
mysteries and religious truths by means of forms, cyphers,
and determinate images.” (La rappresentasione di dogms,
misteri e verild religiose, per mezzo di forme, cifre ed
itmmagini determinate.)

An older if less authoritative testimony is given
by Dionysius the Areopagite, or the fourth-century Epistle
which goes by his name. In his De angelica seu celest:
Hierarchia, Epistola ad Timotheum Ephesie civitatis

1 Antichitd Romantiche & Italia, Vol. 1. capo iv. p. 138.
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episcopum, he writes—* It is necessary to teach the mind as
to the spiritual hierarchies, by means of material figures
and formal compositions, so that by comparing the most
sacred forms in our minds, we may raise before us the
spiritual and unpictured beings and similitudes on high.”
As he says elsewhere, ‘‘ ascendere per formas veritatim.”
Again he writes to Titus—* Only by means of occult
and difficult enigmas, is it given to the fathers of science
to show forth mystic and divine truths.”! In the second
epistle to Timotheus, St. Dionysius writes—‘ We must
raise ourselves from ascetic facts by means of imaginative
forms, and we should not marvel as do the unknowing, if
for this end are chosen many-footed beings, or creatures
with many heads ; if we figure bovine images, or lions, or
eagles with curved beaks; flying creatures with three-fold
wings, celestial irradiations, wheel-like forms, vario-tinted
horses, the armed Sagittarius, and every kind of sacred
and formal symbol which has come down to us by tradition.”
St. Nilus, too, writes to Olimpiodorus—‘ You ask me if I
think it an honourable thing that you erect temples to the
memory of martyrs as well as to that of the Redeemer—
those martyrs who are certainly among the saints, and
whose pains and sufferings have borne witness to the
gospel. You also ask whether it would be wise to decorate
the walls on the right and left with animal figures, so that
we may see hares (conies) and goats, and every kind of
beast flying away, while-men and dogs follow them up.
Whether it would be well to represent fish and fishermen
throwing the line or the net; whether on the calcareous
stone shall be well-carved effigies of all kinds of animals,
and ornamental friezes and representations of birds, beasts,
and serpents of divers generations ?” St. Nilus says later

1 “Sophis patres, per queedam occulta et audacia enigmata, manifestant
divinam, et misticam et inviam immundis veritatum.”—Sancti Dionisii,
de Theologia Simbolica, Epistola I. ad Titum Pontificem.



COMACINE ORNAMENTATION 77

that he quite agrees with all these things; so if the early
divines respected them, we need not heed Mr. Ruskin’s
diatribes.

St. Nilus lived in the time of John XVI., 985—9g96,
nearly goo years after Dionysius, but this extract from his
letter shows that Christian symbolism had not altered in all
those centuries, and the church he describes is no more or
less than a Comacine church of that era. The chase is
figured forth on the facades of S. Michele and S. Stefano
at Pavia, and S. Zeno at Verona. The huntsman and his
dogs are generally used as emblems of the faithful Christian
driving out heresies.! The fisherman symbolizes the priest-
hood, fishing for souls out of the ocean of sin. There is a
beautiful example of this myth in the fresco of the ship
(the ark of the Church) on the roof of the Spanish chapel
at Santa Maria Novella in Florence, where the fisherman
is casting his line from the bank.

Seen through’ the medium of these early lights, we no
longer look on the fagcade of S. Michele as Ruskin does, as
a sign of savage atrocity, but every line of the time-worn
sculptured friezes stands out as full of meaning as an
Egyptian hieroglyphic, to one who can interpret it. On
the angle to the left we have the army of the Church
militant, figured as armed soldiers, whose horses trample
some quadrupeds underfoot: symbol—the vanquishing of
sins. Above this a frieze of four animals—first, a lion;
second, too much broken to be decipherable, but from the
context it is probably a man-headed creature ; third, a bull ;
fourth, a winged creature. Here we have the four beasts

1 A very pretty later instance of this myth is in the fresco of the
Spanish chapel in Santa Maria Novella, Florence, where the Dominican
monks are figured as the “dogs of the Lord ” (domini canes—a medieval
pun), fighting and overwhelming the heretical paseriné whom the monks
literally fought with in the streets of Florence. The dog is always used as
emblem of fidelity—the hare treated alone is generally used as an emblem
of unchastity ; when in the chase, as unfaithfulness.
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of the Apocalypse,—emblems of the .Evangelists. ¢ And
the first beast was like a lion, and the second beast like a
calf, and the third beast had a face as a man, and the fourth
beast was like a flying eagle” (Rev. iv. 7). The connection
between the two friezes is evident. First, the Church
militant clad in the whole armour of God, and the second
emblematizing the shield of the Gospel.

In the next compartment of the fagade, that on the left
of the door, we have the chase of a deer and other animals
flying from fierce dogs, which we have explained above;
over this a frieze of vine-leaves. Here, again, the connec-
tion of thought is apparent. The vine figures Christ, the
only true refuge from heresy.

High up on each side of this left door is a peacock with
an olive-leaf in its claw—symbol of the Church bringing
peace. In the centre between these is the bishop with his
robes and pastoral staff—the visible dispenser of peace in
the Church. On the fourth frieze, which is above the door,
we go into the mythic animals: here is a hippogriff with
the three-fold tail ; a woman with six breasts, carrying two
pine-cones ; she is in a long robe with large sleeves, and
veiled as an Egyptian; two sphinxes, on each of which a
man rides, and whispers in their ears; a dragon with wings
and bird’s feet, on its neck a child; a priest with vase of
holy water and an asperge, who is blessing some people ; a
man (Zohak) between two winged serpents which bite his
head ; a sphinx to whom a man presents a little branch of a
tree ; two hippogriffs, seated opposite each other with a man
in the centre who places their claws on his head. A marvel-
lous frieze indeed, and one which in spite of St. Dionysius
speaks as much of Eastern traditions long before Christ, as
of Christianity itself. The many-breasted woman with the
pine-cones is the ancient mother goddess, Isis, Cybele, or
Cupra, according to the age and clime; here I take it the
old image is turned to new uses, and she figures Eve, the
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primitive mother. The two sphinxes are obscure, but
they would seem to emblematize man wresting the secrets
of knowledge of good and evil from the mystery of the
unknown, as when Adam and Eve ate the apple; the
dragon, always emblem of sin or the devil, ridden by a
child, is a fine symbol of the child Christ, the seed of Eve,
who should overcome sin. Then comes the purification
by benediction, as shadowing Abel’s accepted sacrifice, and
the serpent-fanged remorse of Cain, as shown in Zohak.

“There where the narrowing chasm

Rose loftier in the hill

Stood Zohak, wretched man, condemned to keep
His cave of punishment.
His was the frequent scream

Which when far off the prowling jackal heard,
He howled in terror back.

For from his shoulders grew
Two snakes of monster size
Which ever at his head
Aimed their rapacious teeth.

He, in eternal conflict, oft would seize
Their swelling necks, and in his giant grasp
Bruise them, and rend their flesh with bloody nails
And howl for agony,

Feeling the pangs he gave, for of himself
Co-sentient and inseparable parts
The snaky torturers grew.”!

SouTHEY, Thalaba the Destroyer.

Next the man giving the branch to the sphinx must
shadow the reconciliation of man with God, and the hippo-
griffs the final redemption of man. The hippogriff is a
combination of horse and eagle. The horse, as St. Diony-
sius says, was symbol of evangelical resignation and sub-
mission ; if white, it sheds divine light. The eagle, he tells
us, is a high and regal bird, potent, keen, sober and agile ;

1 T am informed, by a literary Hindoo lady, that Zohak, so graphically

described by Southey as the emblem of remorse, is from an ancient Persian
legend, and not of Indian origin.
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the winged horse consequently stands for man’s upward
flight to heaven through submission to God. In the fifth
frieze, the Christian virtues of strength, fortitude, sobriety,
and obedience are symbolized by bulls and horses.

Around the door are sculptures of the same kind of
emblems with vines entwining—which teach that all manly
strength must be used for Christ.

In the central portion are more friezes, all symbolizing
the struggle between good and evil; the war between
angels and demons ; between man’s earthly nature and his
heavenly soul.

Here are men fighting dragons, and struggling with
serpents ; winged angels riding on heavenly horses ; and
over the door the grand central idea, St. Michael triumph-
ant over the dragon-serpent, the favourite hero and great
example of those days.

On the other side of the church we seem to get the
symbolism of the New Testament. Here, mixed still
with the dragons and hippogriffs of the time, we can see
the Virgin with the Divin€ Child at her breast.

On the capitals of the north door, round the corner,
are the entirely Christian emblems of the man, the lamb,
a winged eagle, and two doves pecking at a vase, in which
are heavenly flowers. In the lunette, Christ is giving to
St. Paul on one side a roll of parchment, and on the other
hand entrusting the keys to St. Peter; under it are the
words : Ordino Rex istos super omnia Regna Magrstros.

The capitals in the church are carved with similar sub-
jects; one has the emblems of the evangelists; another Adam
and Eve with the tree of knowledge on one side, and a
figure offering a lamb on the other. On one are griffins
at the corners, and Longobards with long vests, beard, and
long hair, crouching between them; on another, a virgin
martyr bearing the palm. The fourth column on the left
has a curious scene of a man dying, and an angel and a
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demon fighting for his soul, which has come out of him
in the form of a nude child Two pilasters show the
sacrifice of Isaac, and Daniel in the lions’ den.

So we see, that medieval as he was at that time, the
Comacine Master of the seventh and eighth centuries, even
though his execution were low, had a high meaning in his
work. As to the rudeness of the handling, there is this
to be said. We see the work after more than a thousand
years’ exposure to the atmosphere, and the sculptures are
not in durable marble, but in sandstone, which has a habit
of getting its edges decayed, so we may fairly suppose the
cutting looked clearer when the ornamentations were fresh.
The form of both animals and men is, however, and
naturally always was, entirely medieval, which seems
synonymous with clumsy.

The use of marble ceased for some centuries with the
fall of the Roman Empire. Theodosius had made a law,
forbidding any one below the rank of a senator to erect a
building of marble, or valuable macigmna ; thus the Christian
buildings after the fifth century were generally of humble
sandstone ; and this continued till the time of St. Nilus,
who tells his friend that “in @remaria he may effigy every
kind of animal, which will be a delightful spectacle” (dzZettoso
spettacolo di veduta). It was a stone peculiarly adapted to
building, as it was easily cut, and yielded to all the imagin-
ations of the sculptor with very little labour. I have
given an especially lengthy description of the fagade of
S. Michele, because it embodies all the special marks of
the ornamentation of the Comacine under the Longobardic
era. The church of S. Fedele at Como is another in-
stance ; here, too, the capitals of the columns, and the holy
water vase, which is held up by a dragon, are full of orphic
symbolism. The left door has an architrave with obtuse
angles bearing a chimerical figure, half human, half serpent
—the gnostic symbol of Wisdom. Serpents and dragons

G
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entwine on the lintels, and emblematize the Church’s power
to overcome.

In studying the scrolls and geometrical decoration of the
Comacines, one immediately perceives that the #mtreccio,
or interlaced work, is one of their special marks. [ think
it would be difficult to find any church or sacred edifice,
or even altar of the Comacine work under the Longobards,
which is not signed, as it were, by some curious interlaced
knot or meander, formed of a single tortuous line.

As far as I can find from my own observations, there
is this difference between the Byzantine and Comacine
mazes ; the Byzantine worked for effect, to get a surface
well covered. His knots and scrolls are beautifully
finished and clearly cut with geometrical precision, but the
line is not continuous ; it is a pretty pattern repeated over
and over, but has no suggestion of meaning.

The Comacine, on the contrary, believed in his mystic
knot ; to him it was, as I have said, a sign of the inscrut-
able and infinite ways of God, whose nature is unity. The
traditional name of these interlacings among Italians is
“Solomon’s knot.”

I have seen a tiny ancient Lombard church, in the
mountains of the Apuan Alps, built before the tenth
century, of large blocks of stone, fitted and dovetailed into
each other with a precision almost Etruscan. High up in
the northern wall is a single carved stone some three feet
long, representing a rude interlaced knot! We asked a
peasant what it was.

“Oh, it's an ancient g7r7gogolo,” said he, by which I
~ presume he meant hieroglyphic.

On going to a higher fount and asking the priest, we
got the information that it was a ““ Solomon’s knot,” and

1 The stone is evidently a remnant of the ancient architrave of the
facade, where it has been replaced by two modern slabs, and the arch
above filled in with masonry.
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that such #nfrecci were found on nearly all the very
ancient churches. He supposed it had some meaning—
and thought it expressed eternity, as the knots had no end and
no beginning. The Italian philologist, Sebastian Ciampi,
gives these interlacings a very ancient origin. ““ We may
observe,” he writes, ‘“in the sculpture of the so-called bar-
barous ages on capitals, or carved stones, that they used
to engrave serpents interlaced with curious convolutions.
On the wall too they sculptured that labyrinth of line which
is believed to be the Gordian knot, and other similar orna-
ments to which Italians give the generic name of meandyrr.
I do not think that all these representations were merely
adapted for ornament, but that they had some mystic
meaning. I am not prepared to say whether our fore-
fathers received such emblems from the Northern people
who so frequently peregrinated in Italy, or from the Asiatic
countries. This is certain, the use of such ornamentation
is extremely antique, and we find it adopted by the Persians,
and see it in Turkish money, and carpets, and other works
of Oriental art.”! Ciampi goes on to find the root of these
emblems, both the Runic knot and the Comacine zntreccio,
in the Cabirus of the ancient Orientals. It is possible that
the ancient serpent worship of the Druids and other
Northern nations, was in some way descended from the
same root. In any case they were transmitted to the
Longobardic Comacines through the early Christian Collegia
of Rome, as we see by the pluter in San Clemente, S.
Agnese, etc., and by the beautiful single-cord interweavings
on the door of a chapel in S. Prassede.

There is a marvellous knot sculptured on a marble
panel of the ninth century from S. Ambrogio Milan, which
Cattaneo has illustrated.? The whole square is filled with

1 Anglicized from Bigeri Thorlacii et Sebastiani Ciampi. * De septen-
trionalium gentium antiquitatibus, et literis runicis.”"—Epistole Mediolant.

3 Architettura & Itakia, Fig. 119, p. 201.
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complicated interweavings of a single strand, forming intri-
cate loops and circles, the spaces between which are filled
with the Christian emblems, the rose, the lily, and the
heart. Another plutexs, originally from San Marco dei
Precipazi at Venice, but now over the altar at S. Giacomo,
is dated 829 A.n., and is covered with what seems at first
sight a geometric pattern of circles and diamonds, but if
analyzed will be found a single strand interwoven in the
most mysterious and beautiful manner. It seems that the
parapet of the tribune in all these early Basilicas was the
place chosen especially by the Roman architect of the third
and fourth centuries, and the Comacine of the eighth
and ninth, to set their secret and mysterious signs upon,
and to mark their belief in God as showing infinity in
unity.

It is very curious to notice in the churches which the
guild restored in the thirteenth and fourteenth centuries,
when their tenets had altered, and their sign changed,
how they themselves removed these -old stones, but yet
being careful not to destroy them, they turned them and
sculptured them again on the other side. In the excava-
tions or restorations in Rome many of the im¢recci have
come to light at the back of panels of Comatesque pulpits,
recarved into altar frontals, or used as paving-stones before
the altar.

Some of the earlier and less intricate forms of knots
may be seen in the church of S. Abbondio at Como, which
was built in the fifth century and again rebuilt in the ninth.
Some excavations in the last century revealed the founda-
tions of the fifth-century church, and also brought to light a
number of sculptured stones which had been turned face
downwards to form the pavement. We give illustrations
from two of these which have the Comacine signs plainly
written on them, and show even in this early and simple
form the reverence for the line of unity. Cattaneo thinks
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they may have formed the front of the gallery above the
nave in the eighth-century building.

In the museum of Verona is a precious fragment of
Comacine work dating from Luitprand’s time. It was a
ciborium which Magister Ursus was commissioned to
make for the church of S. Giorgio di Valpolicella. It is
especially valuable as the first dated piece of sculpture of
the Longobardic era, and the first signed specimen of
Comacine interlaced work. The columns which remain
support a round arch, covered with. sculptured smérecce.
As it stands now the two halves of the arch do not match,
so it must be conjectured that the ciboresm had four
columns, and that the halves of the arch were originally on
different sides of the erection. The 7wfreccs are beautiful
and varied, displaying the unbroken continuity of the
curved line which marks the Comacine work of the
eighth to the twelfth centuries. The capitals are curious
in form and not at all classical. Beneath the capitals
of the two columns are the following inscriptions in
rough letters and dog Latin. One runs—“IN NOMINE DNI
IESU XRISTI DE DONIS SANCTI IUHANNES BAPTISTE. EDIFICATUS
EST HANC CIVORIUM SUB TEMPORE DOMNO NOSTRO LIOPRANDO
REGE, ET VB PATERNO DOMNICO EPESCOPO, ET COSTODES EIUS,
VIDALIANO ET TANCOL, PRESBITERIS, ET REFOL GASTALDO,
GONDELME INDIGNUS DIACONUS SCRIPSL” And the other—
‘' URSUS MAGESTER CUM DISCEPOLIS SUIS, IVVINTINO ET IVVIANO
EDIFICAVET HANC CIVORIUM, VERGONDUS TEODAL FOSCARL” !

The date of Bishop Dominic’s death coincides with
Luitprand’s accession to the throne, so we may safely say
Magister Ursus worked in 712. Uprsus Magister fecit is
also engraved in the same style on an ancient altar recently
discovered in the abbey church of Ferentillo near Spoleto.
It is known that Luitprand went to Spoleto in 739, and
installed Hilderic in the Dukedom. In any case this

1 Cattaneo, L' Architetiura in Itakia, p. 719.
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inscription is of priceless value to our argument that the
Comacine Guild which worked for the Lombard kings was
really the same guild that built the latter Romanesque and
Gothic cathedrals and palaces. Here we get the exact
organization which becomes so familiar to us in the later
lodges whose archives are kept. Ursus or Orso proves his
right to the title of Magister by having disciples under him.
The work is done in the time of *“ Our Lord Luitprand and
our Father the Bishop,” who are the presidents of the
lodge, just as in later lodges the more influential citizen
or body of citizens are presidents of the Ogera. Then
there is Refol, the Gastaldo (Grand Master). The very
same term is kept up in the Lombard lodges till the
fourteenth and fifteenth centuries, when the head of the
Venetian Zborerium is styled the Gastaldo instead of capo
maestro as in Tuscany; there is even the notary to the
guild, the unworthy scribe Gondelmus.

The work is so far inferior to the czdorium at Valpoli-
cella, that it would seem to be, as Cattaneo remarks, by an
earlier hand. The ornamentation is not a finished sculp-
ture, but only rudely cut into the surface of the stone, like
a first sketch. Possibly the remuneration offered by the
employer was not liberal enough to encourage Orso to put
any elaborate work into the altar, or he might have blocked
out the work, and left it unfinished either by reason of
death, or absence.

Another famous work of that time was one which
Luitprand himself caused to be sculptured by Magister
Giovanni, of the Comacine Guild. It was the covering for
the tomb of S. Cumianus in the monastery of Bobbio. It
will be remembered that Agilulf and Theodolinda gave
shelter to the Irish Saint Columbanus, and assisted him to
found the convent of Bobbio. One of the monks there,
another Irishman, named Cumianus, was afterwards canon-
ized, and Luitprand built his tomb. We are told it was
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covered with precious marbles, which would seem to
indicate something in the style which the Cosmati after-
wards made so famous.

The tomb of Theodata at Pavia is a fine specimen of
Comacine-Longobardic sculpture. It is now to be seen in
the cortile of the Palazzo Malaspina with some other old
sarcophagi. This has been called a Byzantine work, but
the extreme vitality and expression in the hippogriffs and
the Solomon’s knots which sign it, mark the work as
Comacine ; besides, we are told by the most early authors
that the Longobards never employed Greek artists. There
is the usual mixture of Christianity and Medizvalism in the
sculptures on the top of the tomb. Winged griffins with
serpent tails prance on each side of a vine, from which
serpents’ heads look out. Fishes are in the corner, and an
interlaced border, whose spaces are filled with grapes and
mystic circles, frames, as it were, the design. The side is
entirely Christian ; and if the peacocks which drink out of
a vase with a cross in it, were less lively, it might almost pass
for a Byzantine design ; but the Comacine Magister has set
his mark even here, in his knots with neither end nor
beginning, his concentric circles, and roses of Sharon; and
has told us in his mystic language that Theodata was a
Christian, and though tempted, clung to the cross. The-
odata, a noble Roman dame, was one of the ladies
of honour to Ermelind, King Cunibert’s Anglo-Saxon
wife.!

One day Ermelind incautiously described the exquisite
beauty of this lady, whom she had seen in the bath, and
greatly inflamed his imagination. He brutally ruined the
lovely Theodata, and afterwards shut her up in a
monastery, probably that of St. Agatha, which his father
had built. This took place in A.p. 720. The beautiful

! Ermelind was from England, which suggests a very early intercourse
between the Lombards and Britain.
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tomb was but a poor atonement for the coarse cruelty
which had spoiled her life.

The pulpit in S. Ambrogio at Milan is a really fine
specimen of sixth-century work. It is supported on ten
columns. Here is the true Comacine variety of columns:
they are all sizes and all shapes; some round, some
hexagonal ; some longer, some shorter ; the difference in
height being made up by the capitals and pedestals being
more or less high. One, which is peculiarly short, and
whose capital is carved in complicated Solomon’s knots, has
a lion placed as abacus. This is the earliest instance I
know of, of the use of the lion of Judah, in connection with
the pillar (Christ). Here the lion rests on the column and
supports the arches, instead of being the root of the pillar
as it became in the later Romanesque style. The arches
are surrounded with intricate scrolls and interlaced work ;
some of them clearly copied from Byzantine designs. The
spaces between the arches are enriched with allegorical
subjects. In one, the emblems of the apostles ; in another,
a choir of angels, very medieval and heavy-headed; in
another, a winged archangel. At the corner is a man
in Lombard dress, holding two animals, one in each hand.
It is peculiarly suggestive of the Etruscan deity with the’
two leopards, which is so frequently seen on the black
Chiusi vases, and confirms more than ever, the tendency in
medizval Christians to cling to ancient pagan forms, giving
them a new Christian significance. The frieze above the
arches which forms the base of the marble panels of the
Ambone, is peculiarly Comacine. Here are all the mystic
animals, representing the powers of evil ;—dragons, wolves,
etc., bound together in a knotted scroll of one continuous
vine-branch, here and there training into foliage. Reading
the ornamentation by the light of medizval symbolism, the
whole thing gives us lessons appropriate to a pulpit. It
tells us that Christ the pillar of the Church, descended



PuLpiT IN THE CHURCH OF S. AMBROGIO, MILAN, 6TH CENTURY.

(From a photograph by Brogi.) (7o face page 88.






COMACINE ORNAMENTATION 8

from David the lion of Judah, is the foundation of all
Gospel ; that angels and saints sing the glory of God; and
that Christ the vine can bind and subdue the powers of evil.
The fine early Christian tomb beneath the pulpit is not
necessarily connected with it. It has been called the tomb
of Stilicho, with how much reason I am not prepared to
say. If so it must date from the early part of the fifth
century, as it was on October 8, 405, that Stilicho marched
up to Fiesole from Florence to his victory over Radagaisus
the Goth. The Florentines had but just been converted
to Christianity at that time. The sculpture, though
" Christian in subject, has many signs of debased Roman style
mingled with much of the medizval.

There is a similar pulpit at Toscanella, in the church of
S. Maria Maggiore, a three-naved Lombard church with
the choir facing east. The pulpit, which is of the square
form used before A.D. 1000, is supported on four columns,
and has sculptured parapets and arches, on which are
various interlaced designs of marvellous intricacy.!

! Cattaneo, L' drchitettura in Italia, p. 167.



CHAPTER V

COMACINES UNDER CHARLEMAGNE

MASTERS OF THE CARLOVINGIAN ERA

1. | 805 | Magister Natalis . . .| A Lombard, employed at Lucca
to build a church and make
a canal.

2. | goo? | M. Johannis de Menazio | Built the church of S. Giacomo
(and many other Mas- at Pontida.

ters from Como)

3 » A ‘“famous Magister” | Worked at S. Zeno at Verona,
from ():omo (name not and built S. Zeno at Pontida.
given

4 » M. Adami . . . . .| Sculptured the capitals in the

atium of S. Ambrogio at
Milan.

WE may safely say that Charlemagne, who was more a
warrior than a man of asthetic tastes, had no influence
whatever on Italian architecture ; neither the form nor the
symbolism was changed by him. The Italians were always
conservative, and clung to old traditions. The Roman
basilica, and not the Eastern mosque, still continued to be
the plan of the Italian church. Ricci asserts that by the
end of the eighth century all imitation of Oriental architec-
ture had disappeared from Italian churches. It was not
the same, however, with the ornamentations, in which the
frozen Byzantine forms became vitalized under hands less
technically skilful, but more natural.

Charlemagne did not even alter the Longobardic laws,

90
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and he certainly did not interfere with the freedom and
privileges of the Comacines or Liber: Murator:. In fact
he ratified the Lombard code (the laws of Rotharis and
Luitprand), only adding a few others which are known as
Capitolari.

They do not, however, refer specially to our Magisirs,
but to jurisprudence in general. The older laws still held
good for the Comacines, and they went on building their
Basilican churches, which were at the same time classic in
form, solid in style, and fanciful in decoration—a curious
and characteristic mixture. But Charlemagne certainly
patronized the Comacines, and not only employed them
himself, but sent them to restore Roman churches for Pope
Adrian, and to fortify Florence.

The early Carlovingian churches in Italy have so much
analogy with the Longobardic ones, that it is very difficult
to distinguish precisely to which era certain churches
belong.

Rumbor instances the Florentine Basilica of S. Sche-
raggio, which was much used as a meeting-place for civil
councils in the early days of the Republic. This is usually
said to have been a Carlovingian church; but either it was
pure Lombard, as the barbarous name Sckeraggzo implies,
or else Charlemagne employed the Lombard architects.!
Padre Richa, who saw the ruins of it, gives a design of the
church, which was the usual Lombard form, three naves,
the central one wide, and an apse to each. The columns
and capitals were from some Roman building.

The architecture was entirely similar to that of S. Paolo
in ripa d’Arno, close to Pisa, which has also been styled
Carlovingian. The chronicle of the monk Marco, written

1 In 1470, when the street was enlarged, it was half destroyed, and the
south aisle cut off, The last remains were in 1561 incorporated in the
Uffizi by Cosimo I, when the gallery was built. Some capitals may be
seen in the wall of the Palazzo Vecchio.
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in 1287, preserved in the archives of Vallombrosa, shows
that although the guide-books date S. Scheraggio as twelfth-
century architecture because a papal bull of that time refers
to the name, it belonged to the Vallombrosian monks long
before, having been given to them by Countess Beatrice
in 1073,' and was probably founded in the ninth century.

We must not omit to mention the most interesting of
Comacine churches, that of San Donato in Polenta, where
Dante worshipped, and near which Paolo and Francesca
lived. It was built in the eighth century, and is mentioned
in a document of 976. It is of the usual triple-apsed form.
The columns have diverse capitals, some square, some
diminished, ornamented with foliage and interlaced work ;
some have grotesque figures, and animals in low relief, with
a rude technique. Here are men like monkeys, hippo-
griffs, sea monsters, etc. It has been graphically described
in Sapphic verse by Carducci, as follows—

To that gaunt Byzantine there crucified,

Whose hollow eyes gaze from his livid face,

The faithful pray for blessings on their Lord,?
And glory to Rome.

From every capital dread shapes obtrude

And memories bring of ancient sculpturing hands

Whose works show visions weird, and horrors from
: The dreadful North.

The eastern gleam from pallid altar lamps

Falls on degenerate inhuman forms,

Writhing around in many-coiled embrace
Like things of Hell.

Rude monsters spew above the kneeling flock.
Behind the very font, crouching beast
Red-haired and horned, and demonlike

Doth gaze and grin.

1 See Marchese Ricci, Dell Architettura in Italia, Vol. 1. ch. ix. pp.
302, 343.
% The family of Polenta, their feudal lords.
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The original runs thus—
Al bizantino crocefisso, atroce
Ne gli occhi bianchi livida magrezza,
Chieser merct de l'alta stirpe e de la
Gloria di Roma.

Da i capitelli orride forme intruse

A le memorie di scapelli argivi,

Sogni efferati e spasimi del bieco
Settentrione.

Imbestiati degeneratamente

Ne I'Oriente, al guizzo de le fioca

Lampade, in turpi abbracciamenti attorti,
Zolfo ed inferno.

Goffi sputavan su la prosternata

Gregge : di dietro al battistero un fulvo

Picciol comuto diavolo guardava
E subsannava.

This church, so full of poetic and historic interest, was
lately going to be destroyed, but the priest, Don Luigi
Zattini, appealed to the Inspector of Monuments for the
province of Forli, who had recourse to the Deputazione
Storica Romagnola. Efforts were made to save it, and
instead of being pulled down, it is now only to be restored,
which may be as fatal. The castle of Guido da Polenta,
husband of Francesca da Rimini and brother of Paolo, is
now ruined, but a cypress on a plateau of the grounds is
still called Francesca’s cypress.

It was about this era that the Comacines began their
many emigrations, and spread throughout Italy. The
church-building Longobards, being subjugated themselves,
had no longer the power to employ them, so this large guild
had to look further afield for their work.

Hitherto they seem to have been almost exclusively em-
ployed in the Lombard kingdom and its dukedoms, except
the few who went to England and Germany in the seventh
century. But Charlemagne had a wider rule in Italy; and
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good architecture was needed in other parts. Some docu-
ments quoted by Professor Merzario® not only prove these
travelling days of the Magusirs, but connect them with
many of the finest and most interesting churches in Central
and South Italy. One is a deed of gift for the weekly
distribution of bread and wine to the poor at Lucca in 805.
It begins—‘Ego Natalis, homo transpadanus, magister
casarius, Christo auxiliante, adificavi Ecclesiam in honori
Dei et Mariz et B. Petri Apostoli, intra hanc civitatem "—
“I, Natalis, a man from beyond the P9, being a master
builder, by Christ’s help have constructed within this city, a
church in honour of God, of Mary, and of the blessed apostle
Peter.”* Here we see the Comacine Master settled as lead-
ing architect in Lucca, far from his native land beyond the
Pd, and so flourishing that he can dispense large charities.
He seems to have done some public works too ; there was
a canal called the Fossa Natale, which ran through the
city, and had a bridge over it. There must have been
others of the guild in Lucca, before Natalis, working
at the churches of S. Frediano and S. Michele.

The latter building was not long prior to the era of
Magister Natalis. It was founded in 764 by the Lombard
Teutprandus or Iutprand, and his wife Gumbranda. It coin-
cides with S. Frediano in its plan of the Latin cross. Here,
however, we find no Roman capitals, as in S. Frediano, but
the twelve columns which sustain the arches of the nave are
of rough white marble, from the neighbouring mountains of
Carrara. They are of the same size upward, not narrowed
at the top. The capitals are of somewhat composite order,
with a leaning to Orientalism. The eight columns in the
nave have simple arches @ sesfo #ntero (semi-circular) spring-

1 I Maestyi Comacini, Vol. 1. ch. ii. p. 77.

2 This is probably the church of S. Pietro Somaldi, to which a Lombard,
or rather Italian Gothic, front was added in 1203. It was founded by a
Longobard named Somualdo in the eighth century, and restored in 1199.
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ing from them; the four which support the tribune are
heightened by piers of a Gothic form, flanked by pilasters,
which raise the arch over the central nave. This seems to
be the first instance of an attempt to render the sanctuary
of the high altar more grand and majestic than the rest of
the building. The fagade is of quite a different epoch, and
has nothing to do with the interior. It was the work of
Guidectus in 1188, who also built the cathedral of Lucca.

The windows show the same divergence of style. In
S. Frediano they are large and classical, in S. Michele
narrow and Neo-Gothic.

The other document is less decisive, but has its
significance. An ancient medieval Memoriale, in the
monastery of Pontida,' has the following entry—‘ Gug-
lielmo de Longhi di Adraria built the church of San
Giacomo di Pontida, employing Magister Johanne de
Menazio et multis aliis de episcopatu comensi.” This was
finished in 1301, and was consequently later than the
building of S. Zeno at Pontida, of which another MS. in
the same monastery relates a fact, which the chronicler
says happened avanti ¢/ mille (before the year 1000).

“A master very famous in the art of building, who
came ‘de regione juxta lacum cumanum’ (from the region
about Lake Como), met with robbers at Cisano, as he
returned from Verona to his native place. The which
Master being struck with terror, recommended himself,
calling with all his heart on the blessed Zeno, and made a
vow that if the saint brought him safe and sound out of
that deadly peril, he would build a church in his honour.
As soon as he had spoken the words, the horse on which
he was mounted took fright and galloped away, so that the
robbers could no more harm him. Thus he escaped safely
with all his belongings (‘poté scampare sano con tutte le
sue cose’), and returning the following year with his

1 A place between Lecco and Brescia.
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workmen, he began the building of the church of S. Zeno
at Valle Ponzia (now Pontida), the people of the neighbour-
hood lending him aid, both in money and in labour.”
: We may be excused for jumping at conclusions if we
opine that as he was returning from Verona after a long.
sojourn, he had been employed there. Probably it was at
the church of S. Zeno; particularly as he felt he had a
special claim on the help of that saint.

There is very little left of the first church of S. Zeno
at Verona (which was rebuilt entirely in the twelfth
century), except the curious mausoleum in the crypt, which
is supposed to be King Pepin’s tomb. Our Comacine who
escaped the brigands may possibly have made that, as the
era (before the year 1000) corresponds. Or he might have
been working at the church which Bishop Lothaire, aided
by Bertrada, mother of Charlemagne, built 780 A.p., and
dedicated to S. Maria Matricolare, and which the Bishop
Ratoldo (802—840) chose as the cathedral. Of this, too,
little remains now, it having been rebuilt in the twelfth
century, but some indications of the old building were
found in the excavations made in 1884. At the depth of
two metres, in the Lombard cloister adjoining it, a mosaic
pavement was discovered with a design of foliage, animals,
and inscriptions. There was also a fallen column, which
they were able to stand on its own base with its capital.
Cattaneo thinks that these are the remains of Lothaire’s
church, as the capital of the column is undoubtedly of the
eighth century. It has a rigid abacus, and the form is
rudely Corinthian, with solid straight leaves-curled back,
instead of the wusual acanthus. The same style is seen
in S. Salvatore of Brescia, and S. Maria in Cosmedin in
Rome, both Comacine works.

Another Carlovingian church in Verona is that of S.
Lorenzo, said to have been founded by Pepin. Some

1 Cattaneo, Architettura Italiana, p. 175.
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interesting bits of its primitive architecture remain, and are
precious relics. There is, for instance, a little spiral stair-
way in the wall, which led to different divisions of the
women’s gallery.!

At this era a change in the form of windows may be
‘observed ; they were narrowed and heightened, a first step
towards the Gothic form.

In Carlovingian times the Comacines worked much in
Rome. Cattaneo® says that there exist letters from Pope
Adrian I. to Charlemagne, begging him to send architects
(Magistri) from the north of Italy, to execute some works
in Rome. Now these Magistri could be no other than the
Comacine Guild of Lombardy, who with the Longobards
had lately become subjects of Charlemagne, and were
without doubt the finest builders in Italy, if not monopolists
of the art. The buildings which they designed and erected
in Rome at that time were the churches of S. Maria in
Cosmedin, S. Lorenzo in Lucina, S. Saba on Mount
Aventine, and the residence of the Patriarch near S. John
Lateran. The door of a chapel in S. Prassede with its
Comacine zmé#recci is a standing proof of their work there in
the ninth century.

Anastasius, the librarian, gives an account of the
rebuilding of the church of S. Maria in Cosmedin.®* He
says that Adrian found it absolutely beneath a pile of ruins
(sub ruinis positam) of a former temple to Ceres and
Proserpine, which literally hung over it. As this mass of

1 There is a similar stairway in the church of S. Agnese fuori le mura,
at Rome, which though originally said to have been founded by Con-
stantine, is not of Greek form, but preserves a perfect Basilican plan. It
was enlarged by Pope Symmachus in the fifth century, and he, it is known,
employed Italian artists, The spiral stairway (cock/ea) is also mentioned
at Hexham in England.

2 I Architettura sn Italia, ch. iii. p. 143.

8 Anastasii, Bibliothecarii Vite Romanorum Pontificum—in Muratori,

Sculptores Rerum Italicum, tom. iii.
H
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ruin prevented the enlargement of the new church, it was
entirely demolished “by fire, and by the labours of the
people.” The space being cleared, a new and spacious
Basilica was erected ‘“a fundamentis tres absides, in ea
constituens.” '

# The writer mentions this form with three apses as
being new in Rome. We have, however, seen that
in the north of Italy the Comacines had been, for the past
century or two, building Basilican churches on precisely
this plan. In fact the three round apses had become one
of the special marks of their churches. Cattaneo argues
that the form came from the East, as some of the Syrian
churches of the fifth century and the great Basilica of
St. Simeon Stylites at Kaiat Senian, erected in 500, have
signs of the same conformation. Whether these were of
absolutely Oriental origin, or the result of some early
emigration of the Zberi muratori, archzologists must judge.
The two rows of columns which divide the nave from the
aisles, have solid piers of masonry interposed between each
three columns ; these are elongated above the colonnade to
support the roof, and strengthen the upper gallery.!

It is evident that the Comacines availed themselves of
old material in this work ; the columns are of all species
and styles, some fluted, some smooth, some with antique
Corinthian capitals, others of Comacine work. One is
of the same form as those we have described in S. Maria
Matricolare at Verona, with solid volutes, placed per-

1 S. Prassede in Rome, which was standing in the time of Pope
Symmachus, when in 477 he held a synod there, has the same peculiarity.
The elongated piers are here placed between every two columns, and are
transverse, ¢, ¢. the greater width across the church. Before this time the
roofs were always formed of gable-shaped frames of wood, erected on
beams resting on the side walls, but Ricci sees in this the first advance
towards the arched roof. We may see the next step in the old Lombard
church at Tournus in France, where a succession of arches are thrown
across the nave from the piers.
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pendicularly, instead of the graceful acanthus. The same
capital is seen in S. Agnese fuori le mura.

There is in S. Maria in Cosmedin a very interesting
fragment of the Comacine decoration of the time when
Adrian 1. was the patron of the guild. It is a bit of
cornice, formed of a little colonnade of round arches;
beneath it an inscription in a curious early style, the letters
all sizes and shapes. It runs—

‘““DE DON IS DI ET SCE DI GENETRICIS MARIA.
TEMPORIBUS DONI ADRIANI PAPE EGO GREGORIUS.”

I have seen another fragment during the recent
restorations. A fine #mfreccio on a marble slab in one of
the pulpits, which had been reversed and inlaid on the
other side in thirteenth-century mosaic.

The church of S. Saba on Mount Aventine, which was
also built under Adrian I., has every mark of Comacine
work, especially in the medieval and unclassic form of
capitals. Probably the supply of ancient capitals fell short
after the building of the other churches, and the builders
had to supply them with their own chisels. They made
a rude imitation of the Ionic form, as far from the classic
grace of the original, as their plain hard volutes were from
the elegance of the Corinthian.

A better artist seems to have been placed by the
Comacine Guild in S. Lorenzo in Lucina, which was
contemporary to this. The capitals of the same form are
much more clearly and firmly cut, and in a better style of
ornamentation. Here too are the Comacine lions, now built
into the wall under the square lintels of the door. Of the.
Comacine work in the house of the Patriarch near S. John
Lateran, ¢. e. the papal residence of those times, not much
remains to show the hand of the Comacines, except the
sculptures on the well in the cloister, the parapet of
which is adorned with two zones of reliefs, divided by an
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interlaced band. The under one consists of alternate
crosses and rude palms, the upper is a row of round arches,
adorned with upstanding volutes, like vine-tendrils ; under
one arch is a dove with grapes in his beak, and in the
other a cross. There are also two sculptured stones in the
same cloister, one showing various interlaced patterns, the
other a cross formed by weavings of the continued line,
enriched in the groundwork of foliage.

One of the most interesting churches of the Car-
lovingian era is that of San Pietro in Grado near Pisa.
In the Middle Ages this was a great shrine for pilgrimages,
being, it is said, built on the spot on which St. Peter first
set foot in Italy. (Gradus—a step.) Legend (supported
by the assertion of a certain Archbishop Visconti, who
preached in Pisa in the thirteenth century) says that the
Apostle Peter was driven ashore at that spot, and having
made an altar he began to baptize—giving his disciples
commands to build a church there. What the first church
was like is not known ; the present one was built between
600 and 800 A.D., and was decorated with frescoes before
" A.D. 1000. There is a great similarity in structure between
this building and that of S. Apollinare in Ravenna; they
are both of similar brick masonry, and three-apsed, and
the aisles are in about the same proportion to the greater
height of the nave. The proportions of the short round
arches on the tall classic columns of the interior are ex-
tremely similar, as is the scheme of ornamentation, with
the difference that at Ravenna the medium is mosaic, and
at S. Pietro a Grado it is fresco. The line of Bishops
in the spring of the arches in Ravenna is reproduced at
Grado by a line of Popes in medallions, ending with Leo
II1., 795, which would probably mark the era of the
foundation of the church.?

1 The tower, which is in a later Lombard style, was rebuilt two centuries
later.
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San Pietro, however, has one very great peculiarity. It
has no fagade, but is built with the usual Lombard three
apses at one end, and a single semi-circular tribune at the
other. The only door is at the side. The priest, who
is naturally proud of his church, and learned in its history,
told us that by this peculiar form the builders wished to
represent a ship, and pointing out the great square pilasters
that break the line of columns at the fourth arch from the
west, he showed how the raised poop of a vessel was
expressed by the greater height and width of the four
arches at the west end. Certainly the narrowing effect
being towards the chancel instead of the reverse, is most
remarkable.

I was not, however, convinced by his symbolism, and
realizing the greater proportions of the west end, where
three arches with fluted columns stretched across a tribune,
now turned into an organ-loft, I felt convinced that the
present form was not the original. Either the ancient
altar once stood at the west end, and the church, like
so many Lombard ones, had formerly faced the opposite
way ; or else the semi-circular tribune, which seems to
be of later work, has been added by restorers, to cover
in the three arches of the ancient facade. That, in fact,
the large solid pilasters in the nave marked the ancient
wall of the interior, and the four arches on the other
side of them formed the narthex. To support the first
theory, is the fact that the altar called St. Peter’s altar
stands now isolated in that west end, and the canopy in
the form of an ancient Lombard ciborium stands on four
columns above it, carved in stone in very early style. The
opposite theory of the narthex having been at that end,
may on its side be confirmed by one of the frescoes, the
last but two on the south wall, which represents the church
itself as it was prior to A.p. 1000. Here the artist has,
with a curious medieval disregard of perspective and
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possibility, represented both ends of the church in one
view, and here we see plainly the three apses with their
marble perpendicular ribs on one side, and the fagade of
large arches with a row of smaller ones across the building
above them on the other. 1 leave the question of this
puzzling west tribune to wiser judges than myself, and
trust that some new Fergusson, Hope, or Street may
some day discover the truth.

The columns of the nave are all of antique marble,
thre ruins of a Roman temple to Ceres at Pisa; some are
of cipollino, others Oriental granite, one is of fluted white
Greek marble. The capitals are mostly antique and clas-
sical, though a few show the hand of the early Comacine
in their straight upstanding volutes. The ingenuity of
the Magistri in making use of old material is shown in
the various devices by which these columns are adapted.
Where they are too short the base is raised on two
pedestals ; where too small for the massive pillar, a wide
abacus is placed on the top to support the arch. One
of the columns which support the altar is made long enough
by a base made of an antique carved capital reversed
beneath it. We have a distinct sign of the Comacines in
a stone let into the wall near the door, and which evidently
formed part of the ancient architrave. It is carved in an
intricate interlaced knot. I shall speak in the chapter on
Comacine painting, of the frescoes in the nave, which are
unique of their kind, and of deep interest to the Art
historian.

These churches of thé Carlovingian era in Italy cannot
be documentally proved to have been at all connected with
Charlemagne himself, except that he sent the Magistre
Comacini to Rome, at Pope Adrian’s request. The same
cannot be said of the great church of Aix-la-Chapelle, with
which his name must be for ever united, but which is
certainly not entirely unconnected with this Lombard Guild.
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Where history gives no precise information, and where
authors, ancient and modern, fail to fix the precise era of
this important work, it is of course impossible to say who
was the architect. We can only judge by the style, and
by inferences drawn from previous works of the same style.
First, as to the few facts we are able to gain: Eginbertus,
a Lombard, the biographer of Charlemagne, in his De vita
et gestis Caroli Magni, Capit. 26, tells us that Charlemagne
“built the Basilica of Aquisgrana of wonderful beauty, and
adorned it with much gold, silver lamps, and with gates
and doors of bronze. For this construction, not being able
elsewhere to find columns and marble, he provided that
they should be brought from Rome and Ravenna.” This
fact, of a want of proper material in France, would seem
to imply that skilled workmen to build in stone must have
been imported with the material. It is difficult, or indeed
impossible, to prove that French workmen were equal to
the occasion, by showing other contemporary works in
France. Any churches they may have then had, have
long since perished, for at that date they were usually built
of wood; another argument that France could not have
supplied accomplished architects in stone.

Some say the church was designed by Ansige, Abbot
of Fontanelles, others give the credit to Eginhard, or
Eginbertus, as his Lombard name is spelt; but as he
does not claim it for himself in his writing,—indeed, we
see from the above extract that he speaks quite im-
personally of it,—there is certainly no documentary evidence
to prove this assertion. Speaking dispassionately, it
would be strange for a man of letters, private secretary
to a great king, to suddenly develop into a full-fledged
architect. It is much more likely that as he wasa Lombard,
he was interested in employing the builders whom all his
countrymen had employed for centuries. D’Agincourt,
who had a good deal of amour propre, and would, if he
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could, always give glory to Franee, says (vol. i. p. 27,
139)— It is natural to believe that the Italian architects
whom Charlemagne had brought with him, designed the
buildings they made for him in France, on the lines of
those of their qwn country.” Dartein, in his Lomdard
Apvchiteciure, writes of it—*If we inspect the octagonal
half-domes which terminate the centre of the cross in
S. Fedele at Como, we see that they reproduce the rotunda
of Aix-la-Chapelle. The form of the shafts, the outline of
the wall, and the disposition of the collateral vaults are
alike in both edifices. The similarity is so great as to
prove imitation, especially as other churches in the Rhone
district remind one of churches in the territory of Como.”
The fact of similitude is significant, but is it not more
likely that the imitation was the other way? S. Fedele,
or S. Eufemia as it was first called, was built in S. Ab-
bondio’s time, A.D. 440, before the era of the Longobards,
and we are told is the only church of that time which
retains its original architecture, especially in the rounded
apse. The similarity would then go to prove what has
been an hypothesis, that Charlemagne really brought
builders as well as marble from Italy, and that the Magsstrs
. Comacint were those builders.

The church has also been compared to S. Vitale at
Ravenna, but the Comacines were accustomed to build
circular churches, such as the Rotunda at Brescia, and
others. They were generally used as baptisteries or
mausoleums ; in fact were ceremonial churches.

Aix-la Chapelle was designed as the tomb of Charle-
magne, and here the builders mingled the rotunda of the
ceremonial church with the basilica for worship. The
workmanship is much more rude than that of S. Vitale,
where Greek artists were employed. It is easy to distinguish
the parts added by the Comacines, from the classical and
Byzantine imported adornments furnished by the spoils of
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Rome and Ravenna. The Italians were not left entirely
free in their designs, but had to conform to a more northern
climate and different national taste; the windows were
narrowed and elongated, and the pitch of the roof raised to
a sharper angle. As Pliny had said to Mustio, his Coma-
cine architect, seven centuries before—* You Magistri
always know how to overcome difficulties of position,” and
Charlemagne’s architects, in an equal degree, studied both
climate and position. The further we go south or east the
roofs have a tendency to flatten, the further we go north
they have a tendency to rise into sharper gables. The
cause is this, I take it—a climatic one. Where there is
much rain or snow, the sloping roof is a necessity ; there-
fore this first indication of pointed architecture, as adaptable
to the northern climate, makes Charlemagne’s church an
interesting link between the Romano-Lombard and Gothic
in the north : just as Romano-Lombard stands between the
classic and Romanesque in the south. If Ansige sug-
gested these modifications to the Italian builders, he had a
wider office in the history of art than he knew ; for Aix-la-
Chapelle became the root from which the French and
German so-called Gothic sprang; improved in the first
instance under the hands of the Franchi-Murator:, who
in the succeeding generations were called to work on
churches in both countries. After all, the first step was
but a slight one, being more a raising and narrowing of the
round arch than the innovation of the pointed one. It
might stand better as a first indication of the stilted
Norman arch.

Of the civil architecture of the Carlovingian era we
have very few instances remaining. The Emperor Charle-
magne built no especial palace for himself, but used that of
Luitprand at Milan, which in Charlemagne’s time was
known as Curtis domwum imperatoris. An old chronicler
tells us that he fortified Verona. He says—*In the time
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when King Pepin was still young, the Huns or Avars
invaded Italy. When Charlemagne heard of their approach
he caused Verona to be fortified, and walls erected all
round, with towers and moats ; and with pa/s fiss: fortified
the city to its very foundations, leaving there his son Pepin.”
Forty-eight towers rise from these walls, of which eight are
very high, the others well raised above the walls. These
must have been what the old writer quaintly called ga/s
JSisse.

A diploma of Ludovic II., dated 814, proves that the
walls of Piacenza also date from this era. It is in favour
of his wife Analberg, giving her permission to incorporate
a part of the walls into a monastery. It runs—*Of our
own authority, we add to the monastery and give in per-
petuity, all the steccato, internal and external, of the said
wall of the city, from the foundations to the battle-
ments, as much as extends from Porta Milano to the next
postern gate ; and not only this, but also the macze (rubble)
which is found round the walls and ante-walls, and the same
of the towers, gates, and posterns.”

The use of hospices is much connected with Carlovin-
gian times; they came in when the Church ruled, and
pilgrimages became the fashion. The first hospices were
in monasteries. In 752 S. Anselmo founded one for
pilgrims at Nonantola, in Agro Mutinense. The council
of Aquisgrana (Aix-la-Chapelle) made decrees as to the
establishment of hospices, and Charlemagne made laws on
the subject, “ut in omni regno nostro, neque pauper peri-
grinus hospitia denegare audeant.” To the ordinary fine
for homicide, Pepin II. added sixty soldi more if the person
killed were a pilgrim. One who denied food and shelter
to a pilgrim was fined three soldi. These humane pro-
visions, like all such, soon became abused; so many non-
religious people travelled on pilgrims’ privileges, that at
the end of Charlemagne’s reign it was found necessary
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to provide real pilgrims with a Zessera tratioria to prove
their authenticity.

Among the earliest hospices might be mentioned the
leper hospital founded in Classis near Ravenna in S.
Apollinare’s time, and one in Rome, founded by the
Roman lady Fabiola for destitute or abandoned sick and
poor. In 785 a certain Datheus, arch-priest at Milan,
founded an exomodockio (home for destitute children), and
Queen Amalasunta built a foundling hospital at Ravenna,
in the sixth century. Charlemagne commanded that there
should be a place in the peristyle of the churches for the
reception of foundlings. The Loggia del Bigallo, though
a later building, is a beautiful specimen of such a peristyle.



CHAPTER VI
IN THE TROUBLOUS TIMES

AFTER the Carlovingian dynasty had withdrawn from
Italy, the country had two or three centuries of troublous
times, in which very few people thought of church-building,
and if the Comacine Masters found work in their own land,
it was more the building of castles and strongholds in their
most solid opera gallica, than the sculpturing of saints or
the rearing of gorgeous basilicae.

After the Carlovingians came the House of Berengarius,
which held the Italian throne from 888 to the intervention
of Otho I. of Germany in 951. During this time there
was always a military fermentation going on; Duke Guido
of Spoleto fighting Berengarius; Arnolph and his son
Sventebald fighting Guido; the Hungarians overrunning
and sacking Italy on the north, where there were battles
at Brenta, Garigliano, Firenzuola, and bloodshed generally
till the murder of Berengarius.

Nor were things more peaceful in the south. Between
A D. 924 and 950 the Saracens invaded Sicily, and having
established themselves there, assaulted Rome, and marched
on towards the Alps.

In Central Italy the Dukes of Burgundy, Provence, and
Bavaria were found contesting with Lothaire for the suc-
cession. At length, in 951, Otho came down from
Germany and scattered them all, restoring comparative
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peace for a time, though an arbitrary one; but it did not
last long.

Next came superstitious fears; the poor battered
Italians, demoralized by fierce human foes, succumbed
entirely to the moral subjugator, superstition. They were
firmly persuaded that the year 1000 should be the end
of the world, and every activity, public and private, was
paralyzed. It was only after that era had passed, and
found Italy still existing, that new life began to stir in its
inhabitants. Of course, fighting still continued, but these
were holy wars—the Crusades, of which Urban II. preached
the first in 1096. Then the art of sculpturesque archi-
tecture, which is the handmaid of religious enthusiasm,
began to revive, and the Comacine Masters again had
palmy days.

But they had not been entirely idle during these war-
like times. Prof. Merzario says'—

“In this darkness which extended over all Italy, only
one small lamp remained alight, making a bright spark in
the vast Italian necropolis. It was from the Magrstr:
Comacini. Their respective names are unknown, their.
individual works unspecialized, but the breath of their spirit
might be felt all through those centuries, and their name
collectively is legion. We may safely say that of all the
works of art between A.p. 800 and 1000, the greater and
better part are due to that brotherhood—always faithful and
often secret—of the Magzstre Comacini. The authority and
judgment of learned men justify the assertion.”

Here Prof. Merzario quotes several of these womini
dottessimi.  First, Quatremal de Quincy, in his Dictionary
of Aprchitecture, who, under the heading ‘ Comacine,”
remarks that “ to these men, who were both designers and
executors, architects, sculptors, and mosaicists, may be
attributed the renaissance of art, and its propagation in the

v Macestrs Comacini, Vol. 1. cap. ii. p. 79.
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southern countries, where it marched with Christianity.
Certain it is that we owe it to them, that the heritage of
antique ages was not entirely lost, and it is only by their
tradition and imitation that the art of building was kept
alive, producing works which we still admire, and which
become surprising when we think of the utter ignorance
of all science in those dark ages.” Our English writer,
Hope, taking their later appellative of Lombards, credits
Lombardy with being the cradle of the associations of
Freemasons, ““who were,” he says, “the first after Roman
times to enrich architecture with a complete and well-
ordinated system, which dominated wherever the Latin
Church extended its influence from the shores of the Baltic
to those of the Mediterranean.”! We will omit the wit-
nesses, Kugler of Germany and Ramée of France, and
take the Italian great authority, Pietro Selvatico® He
notes that art in Europe, from the seventh to the thir-
teenth century, consisted of a combination of Byzantine
and Roman elements, but in the ninth century a third
element mingled, which had in itself so much that was
original, as to constitute an independent style. ‘ This,” he
goes on to say, “was the Lombard or Comacine archi-
tecture, as it is called, which is distinguished by its low-
pitched roofs, its circular arches, rounded on columns,
which assimilate to the Greek and Roman styles. This
gained a certain systematic unity after the first half
of the ninth century.” Prof. Selvatico seems to have
ignored all the Comacine architecture under the Longo-
bards, who were certainly the nurses of the guild, and
takes it up just when it was freeing itself from the bonds
of superstitious tradition, 7. e. the transition between Roman-
Lombard and Romanesque.

! Hope, Storia dell’ Architettura, ch. xxii. p. 159 (Italian translation).
2 Storia estetico-critica della arts del disegno, Lezione iv.
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No doubt the genealogy of the style was this. First,
the Comacines continued Roman traditions as the Romans
continued Etruscan ones; next, they orientalized their style
by their connection with the East through Aquileia, and
the influx of Greek exiles into the guild. Later came a
different influence through the Saracens into the South,
and the Italian-Gothic was born.

The Comacine art of the interregnum after Charle-
magne may be judged by the church of S. Zeno at
Verona. This had been rebuilt in 810 by King Pepin,
whose palace was in Verona. His church fell a prey to
the devastation dealt by the Huns in 924, and Bishop
Rothair restored it in the tenth century, the Emperor Otho
the First furnishing the funds. There was a third restoration
in 1139, when the present front and portico were added.
The general form of Otho’s church still remains, and shows
the usual “ three naves” (emblematical of the Trinity), and
the circular arches supported by alternate columns and
pilasters. The roof, as in all the older Lombard churches,
was of wood, and not vaulted. It is not recorded whence
Otho obtained his architects, but though no names are
written, the Comacine mark is there. Later restorations
have wiped out most of the old signs, but they have left us
some capitals on the columns and the reliefs on the arches
leading into the crypt under the tribune. Two of the
columns are here illustrated. In one may be seen human
figures clinging to palm-branches, by which the Magister
who carved it symbolized man clinging to Christ. The
other is a veritable Comacine knot, formed of mystic winged
creatures, with their serpent tails entwined. On the arches
of the crypt are a wealth of medizval imaginings, mystic
beasts, Christian symbols, scriptural characters and ancient
myths, all mingled together as only a Freemason of the
Middle Ages could mingle them. Otho’s architects were
certainly Magistri of our guild, and probably our friend
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from Pontida, who called on S. Zeno to save him from the
brigands, was one of them.

It is undeniable that later Comacines put the elegant
fagade to the church in 1139, when Magistri Nicolaus and
Guglielmus carved the wonderful porch with its columns

. resting on lions, and its very medizval reliefs, in which we
see Theodoric, King of the Goths, going straight to the
devil in the guise of a wild huntsman. On the architraves
are allegorical reliefs of the twelve months. But this front
is not of the era we are now discussing, and we shall mention
it again, -

A work which is indubitably of the ninth century, and
has all the marks of the time, is the atrium of S.
Ambrogio at Milan, which was a commission to Magister
Adam of the Comacines, by Anspert of Bissone, who was
Archbishop of Milan from 868 to 881. The atrium of a
church was anciently used for the catechumens, as they
were not admitted into the body of the church till they
were baptized. The atrium of S. Ambrogio is a square
space surrounded by a portico composed of columns sup-
porting round arches. The proportions are so fine and
majestic that it is looked on as the best medizval edifice
existing in Lombard style. The capitals are composed of
foliage, strange ornaments, and groups of grotesque animals
and monsters rudely sculptured ; and yet with the imperfect
chiselling there is such a freedom of design and wealth of
imagination as you find in no Byzantine work, however °
precise its execution. We give an illustration of one of its
capitals. The Comacine imfreccio is there, but floriated
and luxurious. The significance of these sculptures, though
unintelligible to us, is believed to be the occult and con-
ventional art language of the Comacines or Freemasons.
On the doorway, among the foliage and symbolic animals,
one may still read the name of “ Adam Magister.”

Another very important church of the ninth century is
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the cathedral of Grado, near Venice, which had been first
built between 571—586, seemingly by Byzantine artists,
though they also used old classical capitals from former
buildings. The plan of this Basilica in its older form
shows very clearly the leaning to one side which we have
said was a symbol of Christ's head being turned in pain on
the Cross. Here not only the left aisle reaches higher up
than the right, but the wall of the fagade slopes consider-
ably. In the ninth century Fortunato, Patriarch of Grado,
who lived about 828, sent for arfeficz Framchi! to restore
the Baptistery of S. Giovanni on the island which was
the metropolis of maritime Venice. Now what were these
artefici Franchi? It is clear they could not have been
French, for Charlemagne himself had to get builders from
Lombardy, his own country not having as yet enough skill
in masonry. It is natural to suppose they were the guild
from Cisalpine Gaul, which though composed of Italians
had been styled “ Lombards” while under the Lombard
kings, and may have been “Franchi” while the Carlovingian
kings ruled. They were known as * Tedeschi” when later
they were under the protection of the German emperors,
a term which puzzled old Vasari greatly. It is still a
question whether the real interpretation would not be the
literal one, Free-masons, who may well have been recalled
from France where they were at work.

The wording of a phrase in the will of the Patriarch
Fortunato, where he says *feci vemire magistros de
Francia,” shows plainly that he referred to architects be-
longing to a guild in which the higher orders were called
Magistri.

Having begun to work at Grado, the Lombards were
evidently employed in other Venetian churches. Their
style is said to be very evident in the Duomo of Murano,

1 The Act exists still, and is quoted in Sagredo’s work, Swile consorterse

delle Arti Edificative in Venesia, p. 28.
. I
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but how much they did, and whether they worked with
Eastern or other architects, will, I suppose, never be
precisely known.

A curious little church of this epoch is existing in almost
its original form at a village called Abadia, near Sesto
Calende on Lake Maggiore. It has a crypt and a portico,
three naves and three apses.! The crypt is supported on
round arches and small thin columns, the roof is of wood.
The portico has three arcades resting on columns and
pilasters with capitals of Lombard-Byzantine style.

We find the guild at work not only in the north, but in
the south of Italy at this epoch. One of the famous build-
ings in South Italy with which the Comacine Masters were
connected, is the celebrated monastery of Monte Cassino
with its church. This monastery had been built in the first
instance by a Brescian named Petronax, who made a
pilgrimage to Rome to see Pope Gregory II. The Pope
urged Petronax to go to Monte Cassino where St. Benedict
was buried. He went and there was inspired to found a
monastery.

By the beginning of the eleventh century this had been
much ruined by the Saracens and others, and Desiderius its
abbot, in 1066, decided to restore it. He was of the race of
the Lombard Dukes of Beneventum, was a friend of Pope
Gregory VI1., and became his successor on the papal throne
under the name of Victor III. Desiring that his church
should be a very ‘ majestic temple,” he sent to call artificers
from Amalfi and from Lombardy.? Among the Italians
was a certain Andrea, from Serra di Falco, near Como, a
fine worker in metal, who, with his disciples, made the
bronze doors.

1 The same form is shown in the contemporary church of St. Victor at
Arsago near Milan.

? Conductis protinus peritissimis artificibus tum amalphitanis, quam
lombardis.—Cronaca Sacri monasteric Cassinensis, auctore Leone Cardinali
Episcopo, Lib. III cap. xxviii. .
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Some interesting baptisteries were erected in the tenth
century by the Comacines. The baptistery at this time
seems to have had a set form—the octagon; a symbolic
figure which seems to have had a mystic significance.
In the earlier days of the Romano-Lombard style, the
baptistery generally had only a small arcade, or row of
brackets supporting arches round the outer wall beneath the
roof, and a practicable gallery round the interior. Of this
shape was the Florentine Baptistery, that of Como and
many others,

When the later Comacines worked in more florid
Romanesque style, the Baptisteries were often covered
with little galleries or rows of colonnettes like those of Pisa,
Parma, Lucca, etc.

A fine specimen of Lombard work of about 1000 A.D., or
a little later, which shows the approach towards a more
Gothic style, may be seen in the cloister of Voltorre, a little
walled town on Lake Varese. The cloister of Voltorre is
thus described—* The beauty of this eleventh-century
Lombard building is singular. The four sides are formed
of porticoes which sustain the upper storey. The porticoes
facing the open court are formed on one side of small graceful
arches in brick, with friezes and reliefs sustained by elegant
colonnettes, some round and some octangular, with capitals
of various forms. On two other sides the colonnettes are
smaller and shoiter, but still graceful; they terminate in
varied and bizarre capitals surmounted by a kind of bracket
on which the large stones of the upper building rest.
Among the sculptures of the little columns on the left as
one enters the court, is incised in medizval characters and
abbreviations the following—* Lanfrancus magister filius
Dom. Ersatit de Livurno.’” Livurno most probably stands
for Ligurno, a place a few miles from Voltorre. So our
master Lanfranco Ersatti, having graduated in the Comacine
Guild, set himself to embellish his native place. In 1099
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Magister Lanfranco designed the Duomo of Modena, which,
as will be seen hereafter, was the work of centuries, he
being followed by a long series of architects.

Then came more troublous times for the Comacines in
their own country. From 1118 to 1127 A.D. the republic of
Como was at fierce war with the Milanese. A long poem
by a Comacine poet, quoted by Muratori, describes the
workmen and artisans fighting in the streets in their working
dress, and wielding any tool or weapon they could find.
The masons and builders worked as sappers and miners, dug
the trenches, built up barricades, and destroyed the enemy’s
houses and castles. One of these brave citizens, named
Giovanni Buono, is especially mentioned by the ancient
poet, and he is peculiarly connected with the Comacine
Masters as the first of a long line of Magisters of the Buono
family. He forms a tangible link between the half-traditional
Comacines of Lombard times, and the more clearly defined
guild of the Romanesque epoch. From that to the Italian
Gothic period their identity is traceable by documents. A
warlike bishop, Guidone, was the leader of the Comacines,
but after three years’ war he fell ill, and on his death-bed
prophesied the fall of his fatherland.

The Comacines were indeed at the end of their resources,
they were exhausted of means, of food, and of warriors ; and
after several victories at length fell under the power of the
Milanese, becoming a tributary state. But it was not till
Milan had called in the aid of several other cities that brave
little Como succumbed to her on August 27, 1127. She
was not enslaved even then, and must have retained her
political freedom, for we find her siding with Frederic
Barbarossa in 1167, against the whole Lombard League, to
her cost, for she was a great sufferer in the battle of
Legnano on May 29, 1176.

Barbarossa tried to make some compensation, by ceding
to Como the castles of Baradello and Olona. A coin exists,
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of the Como mint of that time, with an eagle and /mp.
Federicus on one side, and Cumanus populus on the other.
Frederic had reason to cultivate the Comaschi, for they sent
200 ships to the Venetian war for him. An edict of
Barbarossa’s in 1159, and another dated 1175, shows that
he allowed the Comacines to rebuild their walls and city at
that date, civitatem in cineres collapsam funditos re edifs-
cavimus nos. This occupied them a long time. The tower
towards Milan bears the date of 1192. The round tower
that of 1250. There were eight gates in these new walls.
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CHAPTER 1

THE NORMAN LINK

THE great building guild of the Middle Ages had
another connection with France, independently of Charle-
magne, and one which perhaps left a more lasting impres-
sion on the nation than the church of Aix-la-Chapelle. It
was through the Normans, who held a prominent place
in the history of Romanesque art, some authors giving
them the credit of its introduction into Italy.

This may be, but between the tenth and twelfth centu-
ries architecture and sculpture underwent so many trans-
formations and became mingled with so many different
elements that its history is most difficult to disentangle.
There was a maze of different influences brought together
in Sicily, such as Norman, solid and heavy, from the north ;
Byzantine, set and precise, from the east; Saracenic, warm
and fanciful, from the south—all mingling together in the
temples of Monreale and Palermo, where I think we may
add a fourth and Italian element, in the Comacines or
Lombards.

The first consideration is: How did the Norman archi-
tecture first arise? Was it indigenous? Did the Normans
about the tenth and eleventh centuries suddenly begin
building round-arched and pillared churches from their own
inner consciousness >~~for all histories assure us there were
no stone Norman-arched buildings before the tenth century,
and that by 1150 the pointed style had already begun to
supersede it. All the great and typical examples are
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crowded into the last fifty years of the eleventh century, at
which time the Norman dukes were very powerful. It was
a time of enterprise and excitement of all kinds, not the
least of them being the rage for church-building, awakened
by the early missionaries.

Some light may be thrown on the way the round arch
first got into Normandy, by the following bits of old
Norman chronicles, which show that a very important
event took place in the history of the Comacines at the
end of the tenth century, connecting them in a remarkable
and suggestive manner with the rise of Norman architec-
turee. We find from old chronicles that S. Guillaume,
Abbot of S. Benigne in Dijon, was a Lombard, born in 961
on the island of Santa Giulia, in Lago di Orta, part of
Lago Maggiore. He was the son of a certain Roberto,
Lord of Volpiano; Otho the Great himself had been
his godfather at the time when he besieged the island, and
took prisoner Willa, wife of King Berengarius. Guillaume
(William) was, as his friend and biographer, Glabrius
Rodolphus, tells us, “of a keen intellect, and well instructed
in the liberal arts.” In his youth he travelled much in
Italy, and was often at Venice, where he formed a close
friendship with Orso Orseolo, Patriarch of Aquileja. The
Patriarch Orso was at that time engaged in the restoration
of the church of Torcello, one of the gems of architecture
of the age; while his brother, the Doge Otho Orseolo
was pressing forward the works of S. Marco at Venice.
It was here probably that S. Guillaume was interested in
the Masonic guild, and recognizing its power as an aid to
mission work, would have joined it. He founded the
famous monastery of S. Benigno di Fruttuaria in Piedmont,
and towards the end of the tenth century he went to France
with the venerable Abbot of Cluny; here he decided to
build a monastery to S. Benigne in Dijon, which he him-
self designed. But to effect his design he had to send to
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Italy, his own country, for ‘““many people, men of letters,
masters of divers arts, and others full of science.”! The
chronicler goes on to say that Guillaume displayed much
wisdom in bringing these masters (magistre conducendo) to
superintend the work (ipsum opus dictando). These two
phrases are identical with those of Article 145 in the Edict
of Rotharis, and I think might be equivalent to a proof
that the Italians who built S. Benigne at Dijon were indeed
of the Comacine Guild. The chroniclers further tell us that
the Abbot Guillaume was invited to Normandy by Duke
Richard II., to “found monasteries and erect buildings.”
The very phrase implies his connection with, and command
of architects. He at first refused, because he had heard
that the Dukes of Normandy were barbarous and truculent,
and more likely to deface than to erect sacred temples; but
afterwards he decided to go. He stayed there twenty
years, founding forty monasteries, and restoring old ones,
which were in those days chiefly built of wood. ‘“He had
many of his Italian monks trained to continue the work he
had begun. These propagated such love and taste for
art in those rude and bold Normans, that stone buildings
multiplied there, and when William of Normandy con-
quered England, the style passed over with him.” Hope,
whose judgment is unerring on all subjects connected with
the Lombard style, confirms this. He says? that some time
before the style came into England, Normandy had given
remarkable models of a #ufto-sesto (round-arched) or Lom-
bard style, and that the same precedence is noticeable
in the pointed or composite style. Indeed, the English
owe to the Normans the erection of many fine edifices of

1 «Coeperunt ex sua patria, hoc est Italia, multi ad eum convenire.
Aliqui lyteris bene eruditi: aliqui diversorum operum magisterio edocti:
alii scientia preediti ; quorum ars et ingenium huic loco profuit plurimum.”
~—Chron. S. Benigni Divion, quoted by D’Archery in Spicilegio, vol. ii. p. 384.

2 Thomas Hope, Storia dell’ Archstettura, ch. xxxviii. p. 263.
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both kinds. Thus some gave the name of Norman to the
Gothic buildings and others gave it to Lombard ones, and
it was imagined that the pointed arch came originally from
Normandy. And yet Normandy was one of the stations
of pointed architecture in its pilgrimage towards us from
the south. As an illustration and convincing proof of this
pedigree of Norman style from the Lombard, we may give
one of our oldest so-called Norman churches, that of St.
Bartholomew the Great at Smithfield, London. The
original nave has vanished, but the tribune remains,
divested, it is true, of the two great piers in front of the
apse, which were removed in 1410. The semi-circle of the
apse has, however, been replaced in the old style; and,
with its pillared arches and ambulatory, harmonizes well
with the ancient part, now the nave, which is perfectly
Lombard. The ambulatories below, and the women’s
gallery, such as we find in St. Agnes at Rome, and many
Comacine churches, both have a distinctly Italian origin.
Even the stilted arches in the choir only seem in their
outline like magnified Lombard windows. The masonry
is the true Comacine style, great square-cut blocks of stone,
smoothed and fitted with exact precision ; while the windows
of the triforium are clearly a four-light development of the
two-light Lombard window, divided by its small column ;
the very form of the column is identical, though it lacks
the sculpture. Probably the Italian artists were few, and
English assistants not yet trained. The clerestory was
a reflex of a later style, being added in 1410, to replace
the so-called Norman one, which no doubt had the usual
round-arched windows with a column in the centre, Indeed,
I think it would be worth the while of archzologists to find
out whether the whole church were not originally built by
Italian architects, as Rahere, its founder, was in Rome on
a pilgrimage, when he fell very ill of fever, and vowed to
build a hospital if he recovered. He soon after had a
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vision of St. Bartholomew, who instructed him to return to
London, and build a church in the suburbs of Smithfield.
He founded both the church and hospital of St. Bartholomew
in about 1123. There seems to me to be such a difference
between this church and other more heavy Norman con-
temporary buildings, that it might be suspected Rahere
followed the older example of St. Wilfrid and St. Benedict
Biscop, and brought over the Comacines with him.

I cannot agree with Mr. Fergusson in his assertion that
the members of the early Freemason guilds were only
masons, and never designed the works entrusted to them,
but always worked under the guidance of some superior
person, whether he were a bishop or abbot, or an accom-
plished layman. Certainly the architects who worked for
the Longobards must also have sometimes given the
design, or what do the words gpus dicfando mean in the
Edict of Rotharis? Surely Theodolinda could not have
been architect enough to draw the plan for Monza. Nor
do I think that the word Magistro in the masonic or any
other art guild, applied to mere masons or underlings, but
to those who were so far masters of their craft as to direct
others, and make a working plan for them. The bishop or
abbot, or educated layman, might have formed his own
idea about the style he wished his building to take, and
have made a sketch of it; but the practical working plan
would have been drawn by the Magister, who directed his
workmen or collzgantes to put it into execution.

It is true that many ecclesiastics were, like the monks
of S. Guillaume at Dijon and other orders, members of
the Masonic guilds, and were accordingly versed in the
science of architecture. In that case the monk, when he
became bishop or abbot, might furnish a plan, and very
often did so. Fra Sisto and Fra Ristori built Santa Maria
Novella in Florence; but they were connected with the
Florentine lodge, so their doing so would certainly be no
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proof that the Masters of the guild could not have done
equally well themselves.

That the oldest churches in Normandy have a great
affinity to Lombard buildings is evident on examination.
See the Lombard-shaped windows in the towers of St.
Stephen’s at Caen; the exterior of the circular apse of
St. Nicholas, Caen, which still keeps its original hexagonal
form, with pilasters like slight columns running from ground
to roof at each division, and a colonnade surrounding it of
perfect Lombard double-arched form, with a small pillar
in the centre of each. (See Fergusson’s Archkitecture.)

The local Norman developments are equally well
defined in this building; the usual little Lombard gallery
beneath the roof has given way to large, deep, circular-
headed windows, and the roof has taken the high pitch
natural to the climate. Both of these are climatic distinc-
tions ; the northerner aiming at more light, the southerner
trying to shut out the sun: the damp climate, of course,
necessitated the sloping roof.

Now, before the Normans came back to Italy they had
made Italian architecture their own, and impressed on it
their own character, rugged and robust, and it was so
different to the buildings in South Italy with which they
have been accredited, that I think this theory will have to
be revised. The arts were certainly not influenced in
Sicily by the first Norman invasion in 1058 under
Roger I., son of Tancred, he being entirely a bellicose
and rough warrior. It was when the Normans had taken
root there, had become more softened, and had formed a
settled government; in fact, after Roger II. had been
crowned King of Apulia and Sicily in 1130, that they
began to give their minds to artistic architecture. This
was a century and a half after Abbot Guillaume took his
countrymen over to build at Dijon. The first stone of the
Duomo of Cefalt was laid in 1131, and the royal palace
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of Palermo begun during the next year. Under Roger’s
successors the fine churches of Martorana, and the cathe-
dral of Monreale in 1172, the cathedral of Palermo (1185),
and the palace of Cuba arose. An Italian writer, La
Lumia, is very enthusiastic over the Duomo of Mon-
reale—‘that visigoth (si¢) art which had in Normandy
erected the cathedrals of Rouen, Bayeux, etc., multiplied
in Monreale the ogival forms which had been known and
practised in Sicily since the sixth century,’ and took its
upward flight in towers and bold spires. In the mosaics
and decorations the majestic Arabic art espoused Byzantine
and Christian types. The varied and multiplex association
has impressed on these works an zmpront both singular and
stupendous. The columns show the ruins of pagan classi-
cism, the incredible profusion of marbles, verd-antique, and
porphyry speak of a rich and florid political state; while
the solemn mystery of those sublime arcades, profound lines
and symbolic forms; the dim religious light, the ecstatic
figures of prophets and saints with the gigantic Christ over
the altar offering benediction to men, all shadow forth the
medizval idea of Christianity—full and ingenuous faith,
vivified by conquest.”

Then he goes on grandiloquently to say—* The names
of the builders are unknown to us, and we need not trouble
to seek them: a generation and era is here with all its
soul made visible, with all its vigorous and fruitful activity.”

But if we cannot find the names it would at least be
interesting to know whether the Norman-Siculo archi-
tecture were entirely the work of the Normans or not.
Gravina, Boitd, and other Italian writers think that the
Normans took a similar position in Sicily to that of the
ecarlier Longobards in the north, ze. that they were the

1 The Saracens invaded Sicily in 832; the author must mean the ninth
century.



128 THE CATHEDRAL BUILDERS

patrons, and employed the artists whom they found in
Sicily.

Merzario,' giving as his authority Michele Amari,*
brings forward as a suggestive fact, that precisely at the
time of the Norman occupation, there was a large emigra-
tion into Sicily of members of the Lombard or Comacine
Guild. Amari thinks that the feudal government of the
Normans at that time did not allow their subjects to emi-
grate from land to land (excepting of course their armies
for purposes of conquest), while in North Italy feudalism
was going out, and with the establishment of republics the
movement of the inhabitants was freer. ¢ This,” he says,
‘“accounts for the so-called colonies of Lombards, which
came to Sicily at that time, but of which, unfortunately, we
have no reliable historical evidence.”

These Lombardo-Siculan colonies, however, have been
clearly traced by an Italian writer, Lionardo Vigo, in his
Monografia critica delle colonte Lombardo sicule® He has
proved that there were four Lombard colonies in Sicily.
That the first went down with Ardoin and Mania, between
1002, when, on Otho’s death, Ardoin was elected King of
Italy, and his retirement to S. Benigno in 1013 after his
long struggle with Henry II. The second was during
the Norman conquest of Sicily in 1061 ; the third later in
the century, at the time of the union of the Norman
and Swabian dynasties ; and the fourth about 1188 under
the Emperor Frederic,—this colony was led by Addo di
Camerana.

The first two colonies left no lasting traces in the
island, but the third founded the town of Maniace, and the
last planted a settled colony which has left its mark, not
only in the language, but in the many Lombard place-

v I Maestri Comacini, Vol. 1. chap. iii. p. 121.
2 Storia dei Mussulmani di Sicilia, Vol. 111. chap. 1. p. 222, et seg.
8 See Archivio Storico Siciliano, Nuova serie. Anno ix. 1884.
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names. Thus there are in Sicily villages named Carona,
Gagliano, Novara, Palazzolo, Padernd, Piazza, Sala, and
Scopello, all of which are names of older places in the
Comacine territory. Another name, “Sanfratelli” (the
holy brethren), is very suggestive of the patron saints of
the Lombard Guild, the ‘“Quattro Incoronati.” It is in
this district precisely that Signor Vigo finds a special
language, which has no affinity with Sicilian, or central
Italian, and which he describes as a “hybrid, bastard
language ; a decayed Longobardic, only intelligible to those
who use it ; a frightful jargon and perfectly satanic tongue.”

In the same volume of the A»chivio Storico Siciliano
is another collection of documents, regarding an episode
of the war between the Latin and Catalonian factions at
Palermo in the time of Ludovico of Aragon, about 1349.
It shows in a list of volunteers, several names of Magistr:
which seem to be familiar to us. Here is Magister Nicolao
Mancusio, Magister Guillelmo, Magister Nicolao de
Meraviglia, Magister Chicco, Magister Juliano Guzd,
Magister Roberto de Juncta (Giunta), Magister Vitalis, both
from the Pisan lodge, Julianus Cuccio, Salvo di Pietro, etc.
We find that Benedictus de Siri, a Lombard, was paid for
twenty soldiers for ten days. Againon July 31, 1349, among
the payments made to those who fought to defend Vicari
during the siege, we find Magister Vanni di Bologna, Paulo
de Boni, Magister Gaddi, Magister Benedicto de Lencio
(Lenzo near Como), and Johanni de Gentile, and various
others, all mixed up with ordinary folks who have no
magic Master before their names. This seems to imply
that the Lombard colony at that time had been long
enough in Sicily to be nationalized, and that they furnished
men for the war like any other citizens.

In some cases the payments are made to the heirs of
Magister Johanne or Vitale, thus proving them to have
become possessed of property. This was a privilege

K



130 THE CATHEDRAL BUILDERS

accorded to the Comacine Masters even in feudal times, when
other classes were bound and enslaved. From the example
of Magister Rodpert, the Longobard who sold his land at
Toscanella many centuries before, we judge that when the
Comacine remained long in a place, he made use of his
earnings to buy land. Indeed in those days when no banks
existed, landed property was the only secure disposition for
wealth. And having bought his house and vineyards, it was
but natural that he should name the estate after his own
native place in Lombardy.

It is gratifying to find these direct proofs of the con-
stant presence of the Lombard Masters in Sicily during
the whole Norman and Swabian dynasties. It accounts for
so much. It accounts for the so-called Norman architecture
in Sicily having so much more affinity to Italian forms
than to French-Norman ; and it accounts for the Saracenic
cast which Lombard architecture took after that era. The
influence was a lasting one, and showed itself in all the
subsequent work of the guild, during the eleventh and
twelfth centuries.

Was this influence imbibed by the Normans who are
said to have caused it? Evidently not.

Was Norman architecture proper, in the north of Europe,
immediately changed? Not at all. It remained the same
through all the Norman rule from Robert Guiscard to the
fall of the line. It was not till the thirteenth century that
the elegant pointed Gothic found its way into England—
but not through Normandy—and took the place of the
solid round-arched, short-pillared buildings introduced by
William the Conqueror. We have seen that this round-
arched style was first taught the Normans by the Italian
builders whom the Abbot Guillaume brought northward
with him.

But the Lombard influence in France was not confined
to Normandy nor to Aix-la-Chapelle. Hope, the English
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authority on Lombard architecture, who spent eight years
studying European churches, finds many a sign of Lombard
handiwork on French soil. At Tournus is an abbey
church of extremely interesting Lombard form. Fergusson'
thus describes it—*Its antiquity is manifested by the
rudeness both of its design and execution. The nave is
separated from the aisles by plain cylindrical columns
without bases, the capitals of which are joined by circular
arches at the height of the vaults of the aisle. From the
capitals rise dwarf columns supporting arches thrown
across the nave. From one of these arches to another is
thrown a tunnel vault which runs the cross way of the
building, being in fact a series of arches like those of a
bridge extending the whole length of the nave.” Here we
have, I believe, the first step towards the vaulted roof of
the later Gothic buildings. The church of Ainay at Lyons,
is said by Fergusson to be very similar to this.

Then there is the cathedral of Avignon in Provence,
with its octagonal cupola, and its porch of Charlemagne’s
era in Romano-Lombard style. It is not unlikely that the
earliest Provengal churches were built by Italian architects,
for Avignon was closely connected with the Papacy at that
time, and the Popes as we know were the especial patrons
of the Masonic guild.

In the church of S. Trophime at Arles we have distinct
signs of the Comacines, in the lion-supported columns of the
central porch, and the frieze of sculpture above. There are
three richly-sculptured porches ; the central door is divided in
two like a Lombard window, by a slight column which rests
on kneeling figures, and has angels carved in the capital.
The richly ornate architrave has lions on each side of it.

The church at Cruas in Provence has three apses with
Lombard archlets round them all. Its dome is surrounded
by a colonnade, and a superimposed round turret with

1 Fergusson, Handbook of Archstecture, p. 653.
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Lombard windows. The tower has the usual double-arched
windows.

Provence shows some beautiful specimens of Italian
cloisters, at Aix, at Arles, and at Fontifroide. The latter has
a row of arches supported by double columns of elegant
slightness, and with foliaged capitals of varied form and
great freedom of design. Fergusson says that the freedom
and boldness are unrivalled. The cloister at Elne is still
more varied and unique ; the capitals mix up Egyptian,
classic, and medizval art in a manner truly unique.

As for towers, those left in Provence show a distinctly
Lombard style. The tower at Puissalicon near Beziers is
perfect in every particular, with its pillared Lombard windows
increasing in width and lightness as they ascend.

From Provence, the land of the Popes, the Comacines
penetrated further into France. The church of S. Croix at
Bordeaux,attributed to William the Good, Duke of Aquitaine,
who died in 877, has its round-arched porch, decorated with
a profusion of Comacine #ntrecci of intertwined vines; and
spiral pilasters grouped at the angles. Hope quotes the
fagade of the cathedral of San Pietro at Angouléme, as the
finest Lombard one existing. There are numerous files of
round arches, on elegant little columns, statues in niches,
rich bas-reliefs, friezes, and arabesques. The nave is divided
into three portions, each with a cupola. In this we see
another step forward towards the vaulted roof. At Tournus
the arches are simply thrown across the three divisions of
the nave; here they are arched into the shape of a dome.
The tower is entirely Lombard in form. There are Lom-
bard churches at Poictiers, Puy, Auxerre, Caen, Poissy,
Compicgne, etc., in all of which the style is perfectly
distinct from the Norman, as it was then developed ; and
also from the later Gothic.




CHAPTER 11
THE GERMAN LINK

THE heading of this chapter implies nothing that can
impugn the claims of the Teutons to the perfecting of the
Gothic style, which claims are undoubtedly fair. It only
implies that the pointed Gothic architecture was not an
invention of the Germans, so much as a national develop-
ment of some earlier form; and, like all developments,
must have had some link connecting it with that earlier
source. Was the Comacine Guild that link? Legends and
traditions pointing to it are many, but, as usual, absolute
proofs are few. Some proofs might be found if, with a clue
in one’s hand, search could be made among the archives of
the German cities in which round-arched Lombard-style
churches were built before the pointed Gothic and com-
posite style came in. Some German savan? should sift out
certain traditions, which, from want of authorities and
unfamiliarity with the language, I am not able to do.
These are—

Firstly : That St. Boniface came to Italy before proceed-
ing on his mission to Germany in A.p. 715, and that Pope
Gregory II. gave him his credentials, instructions, etc., and
sent with him a large following of monks, versed in the art
of building, and of lay brethren who were also architects, to
assist them.! This is the precise method in which St.
Augustine and St. Benedict Biscop were equipped and sent

! See the Letters of Pope Gregory II., and Life of St. Boniface.
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to their missions in England, and S. Guillaume to his
bishopric in Normandy. What resulted in England from
the missions of St. Augustine, St. Wilfrid, and St. Benedict?
The cathedral of Canterbury, the abbeys of Hexham,
Lindisfarne and others—all distinctly Lombard buildings.
What did S. Guillaume do in Normandy? He built
the churches of Caen, Dijon, etc., also in pure Lombard
style, not in the heavier Norman by which the natives
followed it. So in Germany we hear that among the
bishoprics founded by St. Boniface were Cologne, Worms,
and Spires,! precisely the cities which have remains of the
earliest churches in Lombard style. There are many
other German churches, now fine Gothic buildings, whose
crypts and portals show remains of older round-arched
buildings.

Secondly: It is necessary to discover the precise
connection of the Emperors Charlemagne, Otho, and the
German monarchs who successively ruled in Lombardy,
with the Masonic guild there. Whether, as they employed
them in the Italian part of their kingdom, they did not also
employ them across the Alps.

Thirdly: To find out whether, when Albertus Magnus
went back to Cologne from Padua, he had not become a
Magister in the Masonic guild, as many monks were,
and whether he propagated the tenets of the brotherhood
in Germany.

Certain proof exists that he designed the choir of the
cathedral there, if nothing more. He also wrote a book
entitled Liber Constructionum Alberti, which afterwards
became the handbook for Gothic work. It is probable
that this was in great part borrowed from an earlier
Italian work on the construction of churches, named
L’'Arcano Magistero. This, however, was a secret book of
the guild, and was kept most strictly in the hands of the

! Milman, Zatin Christianity, Vol. II. chap. v. p. 302, Book 1IV.
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Magistri themselves. Kiigler relates that in 1090 a citizen
of Utrecht killed a bishop, who had taken Z’Arcano
Magistero away from his son who was an architect. I am
strongly of opinion that Albertus Magnus was much
connected with the importation of Freemasons into
Germany.

Fourthly: To discover whether in the cities where
great buildings went on for many years, there remains any
trace of the same threefold Masonic organization, which we
find in the Italian cathedral-building towns; and whether
the administration thereof was jointly managed by the
Magristr: or head architects, and the patrons or civic
authorities of the city in which the buildings were
carried on.

All these things can only be verified, in case the works
of contemporary chroniclers still exist, or if there remain
any traces of archives of so early a date.

As far as style in building goes to prove anything, the
Lombards certainly preceded the native Gothic architects
in Germany. Hope enumerates several churches, such as
those at Spires, Worms, Zurich, and several old ones at
Cologne, built before or about the Carlovingian era, which
have every sign of Lombard influence.

The Gross Miinster of Zurich was begun in 966 as a
thank-offering of the Emperor Otho for his victories in
Italy, and its plan, arches, windows, towers (excepting only
the climatic addition of the pointed roofs) are all in
Lombard style. The cloister adjoining it is very Italian,
with its double columns and its sculptured capitals. Now,
as Otho granted a special charter to the Masonic guild of
Lombardy, it is natural to suppose that when he wanted a
church built, he would employ this valuable class of his
new subjects. At Basle we have a distinct sign of the
Comacine Masters in the tmérecci and other symbols
sculptured round the Galluspforte of the cathedral, while
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in the crypt are two carved lions which were once beneath
the columns of the door. They were removed in the re-
storation of the cathedral, after the earthquake of 1356.
These lions are precisely the counterparts of those in the
doorways of Modena and Verona. But it is at Cologne,
the city of Albertus Magnus, that the Lombard style is un-
mistakable. Can one look at the three apses of the
churches of the Apostles and of St. Martin, with the round
arches encircling them, and little pillared galleries above,
or at the double-arched windows in the towers, without at
once recalling the Romanesque churches of Lucca, Arezzo,
and Pisa, in the eleventh and twelfth centuries ??!

Santa Maria del Campidoglio at Cologne, which was
founded by Plectrude, wife of Pepin, has the same Lombard
galleries running round the apses, and Cunibert’s church
in its western door shows not only pure Comacine sculpture,
but the characteristic lion of Judah between the column
and the arch. S. Andrea and S. Pantaleone, both founded
in 954 by Bishop Bruno, brother of Otho the Great, were
in the same style. This group of buildings all in one
city, and all founded under the Emperors who ruled in
Italy, surely suggest that when Charlemagne took over the
builders for Aix-la-Chapelle, they as usual left their school
and laborerium there, and that Otho and his successors in
their turn had not far to go for architects.

If their churches are not enough, the civil architecture of
that epoch also affords proof of Lombard influence in Ger-
many. Compare the windows and style of the ancient
dwelling-house at Cologne which Fergusson illustrates,
p. 590, with those of any Lombard building whatsoever,
from the Palace of King Desiderius in the eighth century
to the Bargello of Florence in the thirteenth, and you will
find them identical. The only German innovation is in
the high gabled roof. Again, compare St. Elizabeth’s home,

1 See illustrations in Fergusson, pp. 578, 579
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the Castle on the Wartburg, with the ancient Communal
Palace at Todi, or at Perugia, or other Lombard building
of the twelfth century, and its genesis will at once be seen.!

Ferd. Pitou, author of the fine monograph on the
Cathedral of Strasburg, confirms the presence of. Italian
builders in Germany, not only in the time of the Carlo-
vingians and the line of Otho, but also in the later times of
the Swabian - dynasty. He says, ‘when speaking of the
works at Strasburg, <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>