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ABSTRACT

The Meani n gMaestifchitBetue dPriidgsPolitics, and the
Construction of Narrative Time in theecento Altarpieces for Siena Cathedral

Jessamyn Abigail Schafer Conrad

D u ¢ c Maesiamade between 1308 and 1311 for the high altar of Siena Cathedral, is one
of the besknown works of medieval painting. Astoundingly complex, with dozens of
individuafields and several narrative cycles, it measured around 15 feet or four meters
squarelt was, and long remaindite lagest panel painting ever mdgigt why did its
designers reach so far outside the bounds of normal altarpieces, and why dichthiey stre
media of panel painti ng Maestwithie s origieal ght s? Repl
Trecento context demonstrates that the altarpiece cannot be explained by either earlier
Cathedral images or by earlier Marian panel paintings made for mamelsés,clihose
imagery thMaesta ppr opri ated but drastically expande
Maestaomes into clearer focus when understood in itearggitting, the civic Cathedral

Santa Maria della Assuctanprised not just its paular physical space, but a
political and economime D u Maeistitéracted with the specific, material building,
especially the Cathedral s u-blackangwhitece x agon al
stripes; both features may have contribotad¢ading of thdlaesths cent r al Vi rgin
symbol forEcclesiaccupying her own Temple of Solomon. BuMhestalso crucially
served as the backdrop to the cityds biggest
Though generally characteribgdcholars as a unifying event, the Feast was in fact a means
of social control, regulated by the state, where participation was enforced by law and on
point of fine, and whose main event was the legally mandated presentation of candles to the
Virginint he Cat hedral. Moreover, Ducciods high a

troubled period: threatened by plotting nobles, and having steered the city through a



sensitive election for a new bishop, the Government of the Nine was increasingly intent on
regilating theAssumption Feastn d t he Cat hedr al 0Q@pexdelmmi ssi oni
Duomo, which wakargely funded through the wax donated on the Assumption

Confronted by unique pressures, Duccio anghkisown potentiajollaborators
created unique solutions, contextualizing popular Marian imdlgerg t he Cat hedr al ¢
theological and political concerns through the use of elaborate narrative cycles. Faced with
the puzzle of fitting an entire image program onto a panel painting,udeged a
coherent spatial setting, drawn largely through cadefuityed architecture, that allowed
him to keep figure size constant and that therefereatea smooth spatitemporal
reading of the altarpiece; his arragement of the narrate® ald@ved for new meanings
and crosseadingdDuccio further used different perspectival constructions to direct the
viewerds readiDungcofo thesatuampgidepai nti ngds |
into a strength, showing new ways irthvihages could be deployed to interpret narrative
he also spurred a long conversation among artists on the very nature of their medium and
what, exactly, it could accompliatithin 40 years, four altarpieces, occasioned again by
architecture, wereconrsmé i oned f or the Cathedral ds patron
Ducciods high altarpiece, these altarpieces
Maestarl heseradicalworksby Simone Martini and Lippo Memmi, Pietro and Ambrogio
Lorenzetti, and &tolommeo Bulgarini include the first narrative altarpiece and probably the
first painting to pretend it is a view through a window in Western art. Above all, the patronal
altarpieces demonstrate an interest in narrative, played out in the deprogoanaf &n

attendant depictiorf commensurate pictorial space
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Introduction

It was hot. Late summer Tuscan evenings are stifling even before the entire city crowds into
the streets. The horse race had been run, thegayss mostly without incident, though
an inevitable couple of vendettas were of coursefsettiddhe city started to gather. First
by neighborhood: the contrada representative played the petty bureaucrat as ever, herding
people to the right places, mngksure the better sort were sufficiently flattered, reveling in
his momentary power. It all would have been
everyone together, men and women, the old and young, the rich, the poor, the many in
between, therpsperous workshop owners with their wives and many children, the
privileged unmarried ladies rarely let othteaf fortresdike family homes and wearing
dresses that cost a carpenterodos yearly wages
trying o look their relative best, the sleek overfed bankers who funded the charities, the
dowryless maidens and precarious widows who needed them, the local drunk and the
immigrant scholar: everyone had their place.

In every neighborhood the same scenes lalsskmrganized according to rank, to
riches, to religious position, to their civic service. And then the neighborhoods themselves
were gathered and arranged, joined by the monastic institutions, with protocol enforced by a
couple of probablgarticularhharried officialsand here was as much of the city as one
could ever see, thousands and thousands of citizens, everyone visible, everyone present, until
finally, in a great mass, they began to move together, all headed to the same place, to commit

the samact, to make the same gestilieto present candles to the Virgin in her house, at



the high altar of the great domed Cathedral, in the illustriestaitetgf Siena, on the
anrual holiday of the Feast of thesumption, in the year 1312.

The Cathedi was glorious, enormous. Dedicated to the Virgin Assumptive, it was a
weird but wonderful combination of the modern Gothic style and the older Romanesque, a
church built on a French plan and covered in striped Italian marble, with a unique hexagonal
crossing. The Assumption had long been the official city holiday, the biggest festival of the
calendar, but this year, the processionbds de
panel painting now rose high above the crowd, looming five meterthaindeads, its
swathes of precious gold leaf glowing in the candlelight of the procession, its monumental
Madonna surrounded by her opaintedo r i ncely court, the cityds
kneeling piously, honorably, at her feet. The city wasethlyspresented to its great
patroness, and she to them, on this, the anniversary of the day in which she miraculously
ascended to Heaven to take up her divine thr
t he popul ati onds diedcnoonbtoednyt se | seevbBesr ycohnuer ccho uhl ad
this.

And t hi s Maestrighrel-Eigoré2)oltGvas the largest, most complex
panelpainting ever made, and would remain so for hundreds df\Meassiring around 15
feet square, including its pinnaclesivihestas cent er pi e-sizedimegesof a near |
the Virgin and Child Enthroned with attendant figures, surrounded byrtwedieidual
fields that were spread, unusually, on both sides of the work, comprising narrative cycles of

the Dormition of the Virgin and the Infancy of Christ on the front, and four more narrative

1TheMaestvas t he widest known altarpiece but the centra
Madonna at Montevergi ne by Frbtleritk Aa GQoaperd"d Recangtractionofer e b o't
Duccio's MaestaThe Art Bulleti#7, no. 2 (1965): 155; Hellmut HaBee, Anfange des italienischen Altarbildes:
Untersuchungen zur EntstehungsgeschitistthdadHoskaltarrgtdbiatshen: A. Schroll, 1962), 132, 148.



cycles on the back: the Temptations and Miracles pretietla, the Apparitions on the
coronamertad finally, the most elaborate Passion cycle in allfofaitabably in all of
Européi in the center.
The new high altarpiece must have seemed almost alien, in that it was saientirely
generilt is hard even with the benefit of hindsight, to understand exactly how this work
emerged from the tradition of religious painting as it was practiced at that time. It is unlike
any of t he CsmalléresidhplénagéssLikewsse donpiex sets of anagere
found in different media, usually frescoes, and their position differed crucially in that
frescoes surround a viewer rathanconstitute an object. Monumental panel paintings of
the Virgin were not uncommon, but they were rfasshelaboratndfound in different
institutions, monastic churches rather than thefstated and stateontrolled civic
Cathedral. And the monumental Virgin and Child was only the very central image in the
altarpiece, which included not only various saints andlangels, t he ci tyds four
saints: Ansanus, Savinus, Crescentius, and®Patwl paintings had never been asked to
do so much work: as the doyen of Mdestd i an art
owas one of t he mugsdfalltnesnd albpfatces ad certainlytimed e r t a k i
most complex moveable painting in the histor
But why make such a wholly new object? Du
piece of religious paraphernalia. It was not needed faurtng For devotion, or even to

keep up with prevailing fashion. I n fact, th

2Helmut Philipp RiedDas MaesEildin der Sieneser Malerei des Trecento: unter besonderer Berucksichtigung der
Darstellung im Palazzo Comunale von San(GibiiggemoNasmuth, 1991).

30 una delle pi% vaste i mprese artiispiicanplessodi tutti i
di pinto mobil e de lLucano8ellashucco: ladMadflnalo Balsamo: Birdna, ana . 6
2003), 11.



altarpiece only comes into focus when we place it in its original location: proximally, that is
the evetevolving physical and ritualve#onment of the civic Cathedral complex; ultimately,
however, that complex must be understood not only as a religious, devotional, or liturgical
space but as a profoundly poMaest@aawowrk and econ
whose meanings notlgmlirectly and indirectly reflect those contexts but whose content
may even have sought to affect them.

D u c cMaesiissa political text. The central Virgin and Child Enthroned did not
closely follow earlier images made for the Cathedral but apgaidpaamagery of
important panel paintings that were innovated a half of a century before, within mendicant
churches and their associated confraternitiesyieoiticant churches and confraternities
were institutions that were politically active ant ieac e . Both the Cathedral
and those made for the monastic churches were moreover associated with the major Battle
of Montaperti; Montaperti was a key moment in Sienese political history and is often cited
by art historians asaturningpoimt t he ci tydés Marian devotion.
the textual sources shows that the Battle was indirectly determinative for devotion and its
associated images, which are rather better understood in their political, social, and economic
context.

The older Marian imagery of the Virgin and Child Enthroned was contexualized
within the Cathedral context, both liturgical and architectural: The altarpiece, probably
originally located under the Cathedral s don
hexagonal crossing and its striped marble decoration. The frequently renovated Cathedral
was itself an extremely political space, run and funded by tbergtatked Opera del
Duomo, which was also undergoing a political and economic consolidaigpthdunme

in which Duccio was making his new high altarpiece. The Cathedral was moreover the
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purview of two particular constituencies | ar
bishop and the canons. Perhaps most importantly, the higeadtéspned the backdrop
to the annual Feast of the Assumption, viihioh matte how festiveé was an officialy
enforced annual ritual of social control that performed continuity in a fragmented, often
violent polity. Duccio moreover made his altarpiecegcduperiod of potential political
peril in which the government seemed especially interested in enacting greater control over
the Feast.

The unique circumst anc e sMaedtedtohnaovative mmi s si O
solutions of both form and conteBtuccio used the disposition of complex narrative
scenes to bind the enormous work together formally but also to contextualize the popular
monasticnaesiamage wi thin the message of the I ncarr
altarpiece may have playedfo of t he Cat hewhichawagbrsnedrlaegaly ar c hi t
during the first Haof the Duecento and includadinique hexagonal crossing and unusually
dense marble striping, to posit the Virgin as a symibotlekia

The enormous number of inesgand the unprecedented scope of the nariatives
t he high altar pi e eneallsize sreatecdable catof whithe narr ati v
Duccioused depicted architecture to draw different perspectival systems that engendered
different modes of viemg, modes that themselves affected the meanings of the depicted
sceneduccio thus explicitly engaged with a kind of meaning production, and inherently
understood the project of painting and its relationship to systems of vision, in ways that we
tend toassociate with painters of the following cenfitigyunusual exigencies of the panel
format and the extraordinary complexity of the image program also may have encouraged
Ducciods use of strange, unreadabihktthespaces a

inadequacy of vision to communicate the divine.
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A major reconstruction of the Cathedsabun by 131altered thdMaestas posi t i on
in the church and occasioned the reconfiguration of the patronal altars within the Cathedral,
providing a new opptunity for four new, extremely large, and radically innopatreaal
altarpieces. The Trecento patronal altarpieces were necessarily respoNtestasbié
and their content testifies to the i mpact of
Duomods high altarpiece and its four patrona
on narrative time and pictorial space that carries larger implications about the development
of western painting in general, and the Renaissance story in faatisigder in whickhe
desire to create a new kindlepicted space has traditionally featsedcausal, even
driving factorHowever, the high and patronal altarpieces of the Sienese Cathedral
demonstrate thainincreasing concern with naturalisticsmecurs asmeans by which to
drive narrative, which itself rests upon depicting time. The need to depict space within the
picture plane, then, is dependent upon the desire totoegict

The first patronal altarpiece completed was an AnnunciaBondiye Martini and
Lippo Memmi(Figure3). Installed in 1333, it was among the first narrative panel paintings
and narrative altarpieces ever tguerhaps even the very first. Brothers Pietro and
Ambrogio Lorenzetindivudallymadea Birth of the Virgirtrigure4) and a Presentation of
Christ in the TemplEigures): both were signed 1342, but Pietro was probably
commi ssioned before Ambrogi o. Pfaat rods pictu
altarpiece without a gold background and, I
altarpieces as a species, it was strongly organized around a horizontal axis. Pietro placed his
figures in a field that postulated the viewer as lookmgytha window onto the scene, a
conceit that would come to underlie all of western art in the following century with the

inventionofongpoi nt or | inear perspective. Ambrogio



axis OoOthrougho i ntmd, deapdning the dépicted spagesobthet he pai n
altarpiece and drawing the viewer into the image. By around 1351, Lorenzetti student and
plague survivor Bartolommeo Bulgarini completed the fourth patronal altarpiece, an unusual
continuous narrative that extentleslaxis of narrative time into landscape and included
both the Annunciation to the Shepherds and the N#Fiiiyes).

The radicality of Siena Ghasdoredargaly 6s hi gh
unrecognizetlecause itds been very difficult to properly see these works for several
cent ur i eMaestavBsumowed off the high altar in th# ééntury, cut up in the "1,8
and moved out of the Cathedral entirely and partly sold off if"th® 19mo n e 6 s
Annunciatiorwas found by modern art historians in the Sienese church of San Ansano and
is now housed in Florence. Both of the Lorenzetti paintings and the Bulgarini have been
separated from the saints that oridginally f|
the Virgin remains in Siena, but Ambrogi o an
Uffizi in Florence. Only part of the central scene of the Bulgarini altarpiece survives, and
even this has been severely cut down; further, it is not even in Burbpesed in
Harvardds Fogg Mus Saveml predelladpanalb fromMiagstand Ma s s .

the patronal altarpieces dot museums in Baht Europé.

4 See footnote326331

SPi et r o L oSadnuzbeftre the@GeverSar (f?TastheyWational Gallery in London, for the altar of
St. Savinus, and Chifixibmthe houvresand tHalinding ef Bti Vilcibthies

Stadelsches Kunstinstitut in Frankfurt for the altar of St. Victor. For the former by PiktadirsBavies,
National Gallery Catalogues: The Earlier Itali@osihmdirinted for the Trustees, 1951),283% Hayden

B. J. Maginnis, "Pietro Lorenzetti, a Chronoldde"Art Bullet§6 (1984): 190, no. Meiss linked the
BulgariniCrucikionandBlindingp each other as early as 18&Bard MeissNuovi dipinti e vecchi problemi
(Firenze: Olschki, 1956), 4¥&.For the latter pa by Bulgarini (The Friends of the Fogg Museum of Art
Fund and Henry Goldman Fund, 1917.89, formerly 498)izseeth H. Beatson, Norman E. Muller, and
Judith B. Steinhoff, "The St. Victor Altarpiece in Siena Cathedral: A Reconstfihetian,'Bulleté8, no. 4
(1986): 62630.



Not just the objectsd materi al history, b
of Trecento Italy hav@ade some of thel t ar p i e chardebto pareiev@hie n g s
monographic and biographic tradition of art history, as well as the scholarly division among
media, has isolated the various elements of the Cathedral complex, first Hepatatiyg
of architecture frorthat ofimage (and sculpture), and théretimages from each other.
Finally, arhistoryof medieval Italjrastended to concentrate on ttepicted content of the
work at hand in this case, religious subjgcts r at her t tpaitcalande ar t wor k-
financiacontexts. However, these prefoundly meaningful frameworks that can enhance
our understanding of both the intentions and effects of timegar¢stion

Thefirst part of this dissertatienx ami nes t he pictori al prece
Maestd, hat of the Cathedral ds own edamaly i mages
panel paintings of the Virgin and Child Enthroned that were made for monastic churches.
Thefirstchaptere x ami nes t he high altarpipeceeded r el at i
it in the Cathedral, tli@pera Madorarad theMadonna del VJ@od another image with
which they have been (wrongly) associated, the Berardenga Antependium. Although the
formal similarities are not extremely close, both of the Cathedral dadermassociated
with the Battle of Montaperti, a relationship described or implied in various contradictory
and problematic documentary sources. The Battle of Montaperti forms a crucial context for
D u ¢ c Maestime, because it was a turning poittiérpolitics of the Sienese state that
fundamentally underl ay the politics surround
altarpiece, and two, because institutions growing out of the Battle would produce the
Maestas cl osest f or maredipthesecend ehapters The firsochdpter e x a m
therefore explores the implications of the Battle of Montaperti in depth, beginning with a

broad description of the various social, economic, and political circumstances that shaped
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the conflict. A closer examation of the primary sources indicates that the relationship
between the Battle and a civic interest in the Virgin as a patroness is more tenuous than art
historians have tended to acknowledge, but that the impact of the Battle upon the city as a
whole wa much greater.

Thesecond chaptetturns to the larger context of Sienese painting as a whole and
demonstrates t he r eMaedtandseveral Sipnese ddygevae en Ducci O
panel paintings of the Virgin and Child Enthroned, all of whiclhmaee=for monastic
orders or confraternities after the Battl e o
more from these images, caltexestaghich were located outside of the civic Cathedral,
than it did from images within it. This chapteackp the concept of theaesitnage type
by examining both the term and the images to which it has been historically applied. Next,
the chapter casts a wider net around the Sienedena@epanel paintings and examines
their crucial political and eacmnic context, in order to understand both why the designers
of the Cathedral ds high altarpiece might hav
associations that ma WMaebtioméhe largdormatimagesofv er t o L
the Virgin and ChilEnthroned Unfortunately, the issue of who may have designed the
altarpiece, other than the artist and his workshop, is unanswerable with the surviving
sources. There is no indication of anyone®s
who made thphyscial work.

The second part of the dissertation turns
within the space of the civic Cathedral.tiind chapter examines how Duccio and his
potential collaborators contextualized Marian images developedsticxtmntexts into
the Christocentric liturgy and ideology of the Cathedral by depicting the Virgin as a symbol

of Ecclesi&uggesting that the Virgin might actually be represented as occupying the space of
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the Cathedral itself, this chapter also cersstte high altarpiece within tidding for
which it was mad&hefourth chaptersuggests that through the expanded central image of
the Virgin and Child Enthroned, Duccio was able to show the city, via its civic saints, as the
patron it actually wabhe high altarpiece served as the monumental destination of the Feast
of the Assumption, the cityods key ritual of
Nine was particularly occupied in the early Trecento. Indeed, there seems to have been an
important reconsolidation of political power under the Nine in the years surrounding the
commissioning of the high altarpiece, and the character of the Virgin may have been used
partly as figure of displacement, a means of diverting attention away feamnothecsual
power as it tightened its grip on the state.

The third part of this dissertation turns to the effects of the unusual pressures acting
upon the altarpieces in Siena Cathedrafiffthehaptere x ami nes t he hi gh alt
innovative formadolutions, including the arrangement of narrative scenes that bind the
giant work together. The chapter then considers the spatial composition interior to the
individual narrative scenes, showing Ducci 080
viewer and drive narration, as well as his use of unreadable spaces as a means to encourage
deeper and more abstract contemplation. Finally, the chapter places the Passion sequence in
the immediate political context of Maestas ¢ o mmi s s i o stherPgssiennd consi
cycleds status as a political argument for |

Thesixth chapterturns to the four patronal altarpieces and examines them as they
were intended: as a group, with an interrelated pictorial content that is in part a response to
Ducciobs monument al high altarpiece. The rad
viewed tgether. They include one of the first, if not the very first, narrative altarpieces and

the first altarpiece without a gold background; unusually, the titular saints are not the
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subjects of the altarpieces, but rather the Virgin is, greatly expandmifyiagcar

imagery within theathedraEach image can be seen as a resmirisast in paitp the

former altarpieces, in which feiapgaficularrahi st exp
interest in narrative explored through the depictiomefand space, in which naturalistic

depicted space develops as a result of, and in service to, natwadiptatatitime.
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Par't | Pi ct or i al MBRestgandaghtdiePolitical Cbntexts Ducci 00 s

Scholars have long attempted to find pictari@ g e d e nt s MdestdNot@nlysc i o0 d s
there no direct model for the high altarpiece, but there is no clear antecedent for which
Ducciods high altarpiece represents a | ogica
function. There are many workattmight be taken as a partial precedent, or even
potentially a partial model, including manuscripts, frescoes, and panel paintings, especially
for the back of the altarpi€cEne most obviously relevant pictorial context, that of the
Cathedral, providéeswo i mages t hat share dvaeasidbutc haracter
which are also quitefferent from it: these are tpera Mador(Rgure?), creatéd around
1215,and theMadonna del V(#igures), of around 127.Both images are severely altered
from their original state, and they are somewhat different from each other: the former is a
relatively smadledes sapientage that may have been an futiatal; the latter is the
remnant of a polyptyditardossal Both were long associated with the famous Sienese
victory at the Battle of Montaperti in 1260. Both have also been associated with the high
altar.
But whi |l e t h evViadstés somewhdt reminiscentiofopdlygptych dossals
like the origindlladana del Votand while its placement echoes that of these dossals, the
i mages that Ducciobs high altarpiece most cl

paintings of the Virgin and Child Enthroned that were made for monastic churches from the

6 For the back in particular deeter Seiler, "Duccidaestal he Function of the Scenes from tife bf
Christ on the Reverse of the Altarpiece: A New HypotHhegidjés in the History @&1A{2002).

7Monika Butzek, "Per la storia delle due 'Madonne delle Grazie' nel Duomo dir8spetti\(@002).
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mid-Dueceto to the end of the Duecerftbhese monunmentalaestagere most
commonly (perhaps even uniformly) commissioned by lay confraternities, which proliferated
in thesecondhalf of the 18 century as a response to the violent but formative political
upheaal ofthemiec ent ury, epitomized by the Battle of
Maestthus effectively appropriates a class of image developed very much outside of the
civic Cathedral and its hierarchies, a class of image that was moreover inhelisgtljyand
tied to social and financial changes and to key political events: in particular, the famous
Battle of Montaperti. Therefore, both the monastic/confraternal images Maetha
incorporates and the early images that survive from Siena Caltie€djvala Madoraral
theMadonna del Vare linked to this particular historical event. Even if the Cathedral
Madonnas were not implicated in Montaperti, it would be necessary to understand why
Duccio and the commissioners of the high altarpietieefeléed to reach so far outside of
t he Cathedral 6s pr i ofrindeed,intoa differ@ritsodlab unds f or a
institution altogether.
Although art historians, especially of Duccio, routinely refer to the Battle of
Montaperti, they tend to usarrative accounts of Sienese history that involve artwork but
that are highly problematic as historical texts. Looking instead at the contemporary political
and financial documents surrounding Montaperti paints a very different picture of the Battle
and llustrates the crucial political meanings of the artworks in quesganings
necessarily taken up |l ater in Ducciods high

expansion of monumentabestaBut the background surrounding the-Didecento

8The larger pictofia e nvi r o n me nt Maestwawrade; partiddlarly that ordated by the large
scale Duecento panel paintings of the Virgin and Child Enthroned, will be examined in Chapter 2.

9 The Battle of Montaperti is an enduringly popular subject foidristof Siena. The bibliography of
secondary scholarship on the Battle begins intleedfiry and extends through to todagttera dei Senesi
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largeformat images of the Virgin and Child Enthroned are also important for understanding

D u ¢ cMaesid®cause the political and financial shifts in thB®uogdento led to the

instantiation of the government of the early Trecento, the government thaahdchded

oversaw the creation of Ducciobds high altarp
civic holiday.

This chapter first traces the history of
understand how they may hayvearpiecefAlthoummced or a
one may have pMaesaretieedighdltab theCathealrdlMadonnas have
littl e i n c o iveestaxceptifor their @tersiblé Madasm content. Because
both images have been historically cited in relation tottllieeoB&ontaperti, this chapter

then necessarily considers that conflict. Unfortunately, since art historians of the period have

a re Riccardo, 20 maggio 1261l'eimen und denckwirdige Thaten Herren Richards, erdhlten Romischen Kaysers, Grafel
von Cornwall und Poitou:an &igshern bescheeb&eorg Christian Gebauer (Leipzig: Fritsch, 1744);

Giuseppe Porri et all. primo libro delle Istorie sanesi di Marcantonio Bellarmati; due narrazioni sulla sconfitta di
Montaperto, tratte da antichi manoscritti; cearsandiseze@on documenidiscetlidnea storica sanese (Siena:
Presso O. Porri, 1844); Cesare Raobattaglia di Montaperti: memorigggtoecdip. dell' A. di G. Bargellini,

1869); Giuseppe RondoBena Vetus, o Il comune di Siergidisdlbadhattaglia di Montépanitio: Bocca,

1892); Robert Davidsohn, "Die Kampfe des Jahres 1260 und die Schlacht von MontagsithUigen zur

alteren Geschichte von [HerénzTorino: Ernst Siegfried Mittler und Sohn Bottega D'Era98w), Rolando
Forzoni,La battaglia di Montaperti: i misteri dei luoghi svelati dalla (festizinne ©oaheine di Asciano,

1991); Roberto Marchionhgenesi a Montaffeigna: R. Meiattini, 1992); Sergio Raveggi, "La vittoria di
Montaperti,'in Storia di Siereal. Ettore Pellegrini (Siena: Alsaba, 1996); Carlo Dal IMzaitato di

Montaperti: lo strazio e 'l grande scempio che fece I'ArbidFaggiatdielleoysia, 2001); Mario Ascheri,

"Perché ancora su Montaperti,Mantgerti: la battaglia del 1260 tra Firenze e Siena e il castdllalbedwato

Colli, Documenti di storia (Firenze: Aska, 2005); "Montaperti: la battaglia e il castello ritideatagerti: la
battaglia del 1260 tra Firenze e Sienbeittoested. Alberto Colli, Documenti di storia (Firenze: Aska,

2005); "Il contesto storico di Montaperti,Alta ricerca di Montaperti: mito, fonti documentarieed.storiografia
Ettore Pellegrini (Siena: Betti, 2009); Maria Assunta CeppalidditMontapertirepertorio delle fonti

pit antiche e meno note. | documenti del duecento," ibid.; Mario Ascheri and Sergio Raveggi, "'Lo strazio e 'l
grande scempio.' Da Montaperti all'assedio di Siena," ed. Biblioteca comunale degli Intrafat)Siena

Mario Ascheri, edlontaperti: per i 750 anni dalla battaglia: aspetti della guerra e della pace nel-Medioevo: incontro italc
danese, Villa Chigi Saracini, Castelnuovo Berardenga (Sl),, Destenante diGtOria (Firenze: Aska, 2010);

Maria Assunta Ceppari Ridolfi, "Montaperti. | documenti del secolo Xl con un'antologia di testi tradotti," in
Montaperti: per i 750 anni dalla battaglia: aspetti della guerra e della pace nel-Netisey¥ililacChig italo
Saracini, Castaeln®erardenga (Sl), 5 settembed.20&flo Ascheri (Firenze: 2010); Duccio Balestracci,
"Montaperti fra storia e mito," 1f2602010: per la battaglia di Montaperti: discorsi nella riccorrenza dei 750 anni
(Firenze: Aska, 2011).
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not focused on the political and financial history of & Trecento Siena that underlies

the Battle, it is necessary tougd the later discussion of the political and economic

circumstances i mmediately surrounding Duccio
The next chapter casts a wider pictorial net and examines the relationship between

Ducci o0ds hidghe menlunertahgestémagery tlatthe high altarpiece

incoporated as the central scene on its front face. What begins to emerge is that the pictorial

contextofmcci o06s high al t adepimaaie. Insteadywemustand c ann

understand & Cathedral context, both as a physical and as a political and economic space.

The high altarpiece within that space is the subject of the subsequent section.
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Chapter 1: The Cathedral Pictorial Context: Th®pera Madonnaand the Madonna
del Voto

Sienads Cathedral was home to two known Mar.i
Maestahe early DuecenMadonna degli Occhi Grossals@ften calledhe Opera
Madonngigure7), and the late Dueceritadonna del V(stigures).’° The history of
D u ¢ cMaestssentangled with both images, one, because the Cathedral Madonnas form
the high altarpieceds most direct pictori al
Cathedral Madonnas may have e n r e p | a cMaektarbtlye highualtac ino 6 s
addition, both Cathedral Madonnas Maestar e | mpo
though they are also both quite different from it.
On a practical level, almost all of the textual soheatesan help us reconstruct the
Duecent o Cat he d-datelbdahsCatiedral Madannds and menios loth,
and often confuse the two panels, so it is almost impossible to treat them separately. The
texts surrounding the two Cathedral Madonnasrs@niwo sources, official Cathedral
inventories and private narrative city histories called Accounts or Chronicles. The latter
sources mention the panels when recounting the Battle of Montaperti; these sources
implicate both th®pera Madoraral theMadana del Voim a tenacious story that the city
of Siena was dedicated to the Virgin, represented by her image in the Cathedral, on the eve
of the Battle.
These texts must also be confronted for historiographic reasons: Art historians have
used them fodecades for primarily three purposes: first, as evidence for the location of the

Cat hedr al Madonnas; second, as evidence for

WBecause o0degli Occhi Grossi o6 is used to describe bot
inventories, | will use the titipera Madorntheoughout so as to avoid further confusion.
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DuccMaestas and third, as evidence tyintg Sienado:s
the Battle of Montaperti in 1260. However, both classes of textual sources are problematic,
though the histories are more so because their authors were psychologically invested in
Sienese glory; the inventories are official records but are comftasirsg bhey refer to
both the Cat hedMagdnnaMalalGiarimmass waeMaddnimaaegldObchi 0
Grossi'dThe fact that the panel we now call@pera Madons&arved in hattlief and is
often referred to as 0mez MadomadeliVetatteast hel ps d
some written sources. Finally, almost all of the documentary evidence is distant from the
events and images, dating only from the Quattrocemto. Bhl t ar pi ecesd textua
largely published and carefully analyzed by Edward Garrison'fiHb9&8er, the
problematics of therimary source materials are sometimes not fully acknowledged

TheOpera Mador(R@ure?) isthe oldest known surviving image from Siena
Cathedral. Based on stylistic comparisons with the extremely similar and securely dated
Berardenga AntependiuRig(re9), theOpera Madowas made around 1215; it is often
attributed tolhle Master of Tressa, who made the similar and roughly contemporary Tressa
MadonnaKigure10). TheOpera Madorras been cut down on all of its sides, and the
remaining smallish image sedes sapiettiagigid, frontal Virgirsishown fullength on a
benchlike throne. Thus th®pera Madonmn@& s e mb | e Maedihutlatitistowssa full
length Madonna, but differs in its specific form, adldesta like the monumental panels

of the Virgin that would come to be found in asiit churchésis rather a variant on the

11 Butzek, "Per la storia delle due 'Madonne delle Grazie' nel Duomo di Siena," 98.

12Edward B. Garrisorgudies in the History of Mediaeval ItaliaMRailgti§lorence: L'Impronta, 1953
1962).
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hodegetitmm.* The Byzantine precedents for these early images are important not just for
the history of the i ma'§TeesByzarftime objestsweleut f or
associated with rituals incudinggaissionand hymnsind had a strong assaion with

civic protection, beginning with the Avar Seige of Constanimégi& meanings we see

echoed in Duecento Siena and to which we will féturn.

TheOpera Madomay have been originally flankeddnyative scenes, as were the
surviving panels that most closely resemble it, and it may have been made as an
antependiunt.Following Henk van Os, some scholars have assumed that the antependium
was moved from frontal to dossal as a result of a chamggical practice, the shift to
mass being saidrsus altasein front of the altar facing the east end of the church, instead
of coram popubbehind the altar, facing westwards towards the congregation; this shift has
been tiedo the Fourth Latein Council in 1215, which affirmed the Eucliagsen

though thaeal presence of the body Christ inBbeharist did not become official dogma

13 Jaroslav Folda and Lucy Wrap&yzantine Art and Italian Panel Painting: The Virgin and Child Hodegetria and the
Art of Chrysografi®gmbridge: Cambridge University Press 2015), IntroductionntRadhid Reflection:

Chrysography in Byzantine Icorg01L; Bissera V. Pentcheva, "The Virgin of Constantinople: Power and

Belief," inByzantine Women and their &tlottdi Kalavrezou (Cambridge; New Haven: Harvard University Art
Museums; Yale UniveysPress, 2003).

14 James H. Stubblebine, "Byzantine Influence in Thit€entiry Italian Panel PaintinDiimbarton Oaks
Paper®0 (1966).

15Bissera V. PentcheVepns and Power: the Mother of God in (Byreetsity Park, Pa.: Pennsylvania State
University Press, 2006), Chapter 2, "The Avar Seige: Memory and Ch@hgE€haiter 4, "The Hodegetria
Icon and ItsTuesday Procession," 1D%b.

16 The images most closely resemblin@piera Madorara the Berardenga antependium and the Tressa
MadonnaKigurel(Q), which is dated around 1215. All three panels are generally but not universally attributed
to the Master of the Tressa Madonna. The Berardenga antependium has no agreed upon name: it has bee
titted aMaestas Domthie Salvator antependiuantépendium del SaglvtterBerardenga antependium, the
Retable of the Master of Tressa, and has been classified as a retable, dossal, frontal, patextiadiala,

and aabula
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until the 1551 Councilof Trelt. n  t hi's f or mul at i on, Ducci ods &
constitute, inpart, a&rs ponse to a | iturgical shift, becor
However, as Mikl6s Boskovits aedrPierre Cailletave shown, and Victor
Schmidt and Andrea De Marchi have both argued, among others, the issue of directionality
was not so cleaut!® Cekbration of the mass behind the altar continued after the Fourth
Lateran in 1215 and celebration in front of an altar had preceeded it. De Marchi has asserted
that, in episcopal Siena, the liturgy probably followed the Roman rite and was said behind
the alar!® De Marchi also stresses that the increasingly frequent use of dossals had more to
do with the rise in privatghatronized altars, which were set against walls, and the use of
altarpieces by mendicants, both situations that required a liturgizdicorie front of the
altar, but which were not directly occasioned by the ffturgy.
In any case, there is no reason to assume thaD¢n@ Madonneere it originally

from an antependium, it did not maintain that form throughout the DuécEm@®@pera

17 A goodoverview can be found Michael A. Mullett, "The Catholic Reformation," (200844-or a
more detailed study of the ways in which the Fourth Lateran was promulgitemasd/. 1zbickiThe
Eucharist in Medieval Canof2048), see espeically the introducti@d, Bor this discussion also se€an.
van OsSienese Altarpieces,1#B05 Form, Cont&ninctior? vols., Mediaevalia Groningana (Groningen:
Bouma's Boekhuis, 1984), k1R

18Kees van der Ploeg rightly argues that the dictum on the Eucharist was fundamentally directed towards the
Albigensian heredgees van der Ploeg, "How Liturgical is a Medieval AltarpiedeflidinPanel Painting of the
Duecento and Treeshtdictor Michael Schmidt, Studies in the History of Art (Washington, D.C.; New Haven;
London: National Gallery of Art; Distributed Yale University Press, 2002), ©@d3the issue of

directionality sediklés Boskovits, "Appunti per una storia della tavola d'altare: le ditgnifistiarsd

(1992): 42223; Victor Michel Schmidt, "Tipologie e funzioni della pittura senese su taudletion Siena

fra tradizione bizantina e mondedgétiessandro Bagnoli (Cinisello Balsamo, Milano: Silvana, 2@38;, 547
JearPierre Caillet, "L'image cultuelle sur l'autelpgisitionnement du célebrant (¥¥e siécles),Hortus

artium medievallutln ( 2005) ; Andrea De Marchi, " programmo di
nostri avocat i 6 Madmévo, tEuropmadellectattedtdiomittgiao,internazionale di studi, Parma,

1923 settembre 2@@b Arturo Carlo Quintavalle (Milano: Electa, 2007), 573.

w* 1| programmo di | "allesti memncaet idde |Inel pduocemmpedi | érc
201bid.

21HagerDie Anfange degeitédchen Altarbildes: Untersuchungen zur Entstehungsgeschichte des toskanischen
Hochaltarretaje®s
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Madonn@aust have been moved to the top of an altar at least by 1379, when artisans
renovated and expanded it: A woodworker was paid for three cusps, two colonnettes, and a
predell a, the | atter provi ngpointhHeeninor kds | oc a
1380, Francesco and Andrea Vanni were paid to paint the work, probably both the additions
and the prextant main panel: though now restored to its circa 1215 paint layer, early
pictures of th®©pera Madorsiew that it had been heaviynped over.

Who paintedhe Madonna del Vistoncertain: the panel was geneattipputedo
Guido da Siena until 1991, when Luciano Bellosi argued that it was made by Dietisalvi di
Speme, whis recorded as the author afdBerna panels; the dtriion to Dietisalvi is not
universally accept&sbtylistically, theladonna del Vistoincontroversially dated to ¢. 1270.
TheMadonna del Vb&s been cut down on all four of its sides and scholars have debated
whether it was originally made as a horiztamtaht dossal or as a verticamat panel, if
it was either originally fléingth or has always been-laifjth, and if it ever inclutiether
figures. The most convincing piece of evidence regarding the original fouhaclotiea
del Votes physical and argues that the panel was made as a htwrrositalossal, and
therefore that the image of the Virgin was probably alwalgstdithlf TheMadonna del Voto
is made of horizontaltyriented planks, while vertit@mat Madonnas weadwaysade of

vertically arranged plarikBy addition, there is no trace of a throne in the main image;

22Butzek, "Per la storia delle due 'Madonne delle Grazie' nel Duomo di Siena," 104.

23 uciano Bellosi, "Per un contesto cimabuesco senese: a) Guido da Siena e il probabile Dietisalvi di Speme,"
ibid.61 (1991); Monika Butzé&ke pale di Sant' Ansano e degli altri Protettori della cittad nel Duomo di Siena.

Una storia documentaria,"3imone Martini e I'Annunciazione degld UMiegssandro Cecchi (Milano: Silvana,

2001), 97.

24Os, Sienese Altarpieces; 14805 Form, Content, Funictich
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independent Duecento panels of the Virginietigrshow aodegetagin and Child
Enthronedand the thrones in these images always have a very high back.
For the original form of thdladonna del \atwo different kinds of dossals have
been proposed: one including small narrative prigetsif), and one that follows the
common later Duecento polyptych dossal format of-kehgth central figure flanked by
halflength images of saints (see for exanwpie14) 2° The reconstruction with narixet
i mages provides a cMaestbatschgarseaaveeherally agreeovittDu c c i ©
Stubbl ebi neds Malanoardsl V(tigurer3L He postulatds a tusped
horizontal dossal with five or seven fieldsaatitbut narrative scenes, a form that was, as
Butzek rightly argued, exactly the current fadtBortzek also notes that such a dossal

provided a kind of a model for Ducciods cent

25The early Romanesceerles sapieimtchigdes a throne without a back. But these are foepiations.

However, the lack of a throne is not determinative, as there are Italian examples that combine the low throne

with a norfrontal pose. Sébid., |: 29, "Umbrian SchooSome have objected to the horizontal dossal theory

for theMadonna del Vbezause of its size. The nowdaan panel measures 82 cm long by 112 cm high,

while o0the highest | ow dos s &utimagesimaderfootherCathedralmight | v 1, 0
be exceptional. S€arrisonStudies in the History of Mediaeval Italiam\VP &riimg lyrebacked throne has

its own, Byzantine history and symboligni3: Breckenridge, "Christ on the Egeeked ThroneDumbarton

Oaks Pape3435 (198a1981): 259; Anthony Cutléransfigurations: Studies in the Dynamics of Byzantine Iconography
(University Park, PA: Pennsylvania State University Press, 1975), 18p88 SQOmmarizes their positions,

Rebecca W. Corrie, "The Political Meaning of Coppo di Marcovaldo's Madonna and Childdes$&ha,"

no. 1(1990): 71, footnotes 17 and 18.

26VVan Os believes that tMadonna del Vatas made as the high altarpiece and was-gaidide Van Os

bases this idea on the fact that the sacramental altar in the early Duecento cathedral seems to have disappeared
during the Duecento building program and on the assumption that the canailbsiténg st least in part

behind the main altar after the construction was complete. He argues that the canons would not have been
ocontent to |l ook at the pl ain bsdedkdossal fromSdnar ge dossal
Francesco in Periag with saints on the front and scenes from the passion on they&mese Altarpieces,

12151460: Form, Content, Funi¢t 19.See alsbonal Cooper, "Franciscan Choir Enclosures and the

Function of DoubleSided Altarpieces in Pfedentine Umbria,Journal of the Warburg and Courtauldbthstitutes

(2001).

27 Butzek, "Per la storia delle due 'Madonne delle Geldimmiomo di Siena," 103; James H. Stubblebine,

Guido da Sidiainceton, N.J.: Princeton University Press, 1964), figBgZ& agrees unreservedly with
Stubbl ebinefs reconstruction.
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Marian image is flanked by &#fiWVhile theMadonna del Vptobably had only hdd#ngth
figures, the format of the dossal emphasized the horizontal, as does the central panel of
D u ¢ cMaesifds contradistinction to the strongly vertical images of the Virgin and Child
Enthronedfrom the monastic churches.

Although it is regularly repeated that the panel now cal@ddteeMadorwas on
t he Cathedral s high altar (as an antependiu
removed t o mak Kaesteheevidence forkhis¢stenuoud.The main data
point supporting a location on the high altar foOjpera Madorigan entry in the early
private protehistory known as thnonymous Chronicle 63822 he relevant entry
records the installationf D u Maestashilsthe writer erroneously dates to 1310. The
writer also misidentifies the artist. Teonicgays that thlaestéeplaced the image that
was oOonowo6 on the oaltar of St. Boni face, and
Madonna delle Grazie.6 It further asserts th
Battle of Montapertf.Not only does this text assert that a single image was known as both

Ma

o

the oMadonna degli occhi gr os riscurcesapply t h e
both names of the oMadonna degli occhi gross
images at various times, making it very hard to untangle what the early chronicler really
meantHowever, it is clear from the inventories that it welgldidonna del Viitat was on

the altar of St. Boniface, not thpera Madoriha

28 Butzek, "Per la storia delle due 'Madonne delle Grazie' nel Duomo di Siena," 103.

29For the text seibid., 101, 10Rlso printed if.odovico Zdekauer, el constituto del Comune di Siena dell' anno
1262, pubblicato sotto gli auspici della Facolta Giuridica di Siena da (Mitkovicd-Hageka1897), 30,
Distinctio |, Rubrico XIIII.

30 Monika Butzek, "Die Karriere eines Bildes durch dieuraterte: die "Madonna del Voto" im Dom von

Siena " ilDer Mensch als Muster der Welt: Untersuchungen zur italienischen MalereedoNwanedig bis Rom
Schleif and Cornelia Syre (Munchen: Deutscher Kunstverlag, 2010).
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In any case, it does not follow that if one of the early Cathedral Madonnas were not
on the high altar, than the other one must have lh¢iemMadonna del Vatere madéor
the altar of St. Boniface, it is not necessarily true tiip¢na Madorwmas on the high
altar. The mythology surrounding Montaperti, which seems to suggest that a Marian image
was on the high altar in 1260, has led to art historians consegteatiyng the location of
one of the Cathedral Madonnas on the high altarpiece as fact, though the sources are in

reality not clear enough to make such a determination with any certainty.

The Cathedral Madonnas and the Myth of Montaperti

The other indic@n for locating th®©pera Madororathe high altar of Siena Cathedral in
1260 is an account that records the Battle of Montapetd4P3Ventura Accoryure
120 TheVentura Accowtates that the city was donated t@era Madoratathe high
altar on the eve of the Battle of Montage@iher manuscripts record the donation of the
city to an image of the Virgin in the Cathedral but do not specifically n@mperthe
Madonna

The story is complicated by the fact thany manuscripts with a confused textual
history that includes layers of compilations survive; in addition, there are several versions of
the donation story, which become more elaborate the further in time they recede from the
actual battle. As the scholho has most closely analyzed these texts, Edward Garrison,

rightly wunderlines, o0lt is important to real

31The Ventura account inctagoes into some detail regardingtbdonna degli Occhi @nasieMadonna del

Votoin an attempt to rectify what the author(s) see as a confusion surrounding their history. According to the
Ventura account, thdadonna del Vatas made after the@te in thanks for the victory. Ventura explains the
largecartan the image as a document commemorating the donation of the city (which modern scholars do not
accept). A lucid synthetic account is fourBtam Kempers, "Icons, Altarpieces and Civic Ritual in Siena
Cathedral, 110Q01530," inCity and Spectacle in MedievaleuRgara Hanawalt and Kathryn Reyerson
(MinneapolisUniversity of Minnesota Press, 1994)1167

23



manuscript containing any of these writings, either Account or Chronicle, is older than the

secondquarterf t he f i f3%lene nftahc tc evretruyr yf.ebw ar e even t

majority of them,6 Garrison cautions, oOare o

t he ei ght e®The I &entarg manusariptse Garrison further arguespfire n

even based on Duecento accounts: O0The origin

manuscripts has ever been considered contemporary with the thireemth ur y *event s é ¢
The earliest record of the cityoisms dedicat

the aforementionedinonymous Chronicle e38Q2vhich Garrison believes was

composed near the end of this period, when the Chronicle was most likely compiled from

multiple sourceéSHowe ver , as GHhaamnot becassunted that gitlerivg ,e rg 6

the compiler or the original author, O0Ohad ac

whether either of their fourteertbntury beliefs was in accordance with the thirteenth

century facts is open to quesntsikethe 6 Garri son

Anonymous Chronicle of.380@ver those that date from the"T®ntury on, like the 15

centurwentura Account onl 'y because the earlier account s

therefore more likely to be true, but also bechegevere formed before the humanist

habit of fantagtification had spread. 6

Thus the earliest surviving written source was at least two full generations removed

32GarrisonStudies in the History of Mediaeval Italiat\VP&ifting
33jbid.

34jbid.

%ibid., 7.

36ibid.
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from the Battle of Montaperti and was composed outside of its living memory. Perhaps
more impotantly, it was composed during a very different political moment than the one in
which the Battle of Montaperti actually occurred, as we shall see. Montaperti was a
Ghibelline victory, but Siena became Guelf by the 1270s, and even the very earliest time i
which the Accounts and Chronicles might have been coiimpgbsddte 130@srepresents
a profoundly different, much less violent political environment, as well as a severely
contracted economy when compared to theDuaetento.

The basic outline of theosy of the dedication that is generalyle by art
historians is relatively detailed: Buonaguida Lucari, who had been appointed as a wartime
leader within the city proper, stripped to his shirt, removed his shoes, put a thong (usually
read as a noosapund his neck, and, hatless, processed along with a gathering of citizens to
t he Duomo. The Bishop | ed his own processi on
the two processions met as the crowd wept and cried for mercy. Together Lucari and the
Bishop kneeled at the foot of the altar; Lucari practically prostrated himself and greeted the
Bishop. The two then held hands and walked into the choir of the Cathedral, where they
then proceeded to an altar that appears to have been separate fromlthe, bigihone
that was likewise dedicated to the Virgin Mary. Here, Lucari again prostrated himself and
eventually made a speech to the Virgin, in which he dedicated the city to her and begged for
her protection agai nst andtaonk thenprecessedtoa o0 dogs .
carved crucifix, the crossing of the Cathedral, and a red banner. Finally Lucari and the
Bishop led the assembly outside of the Cathedral, processed to San Cristoforo, and returned

to the Cathedral. Lucari and a small grioeip &gain retuned to San Cristof68an

%’7San Cristoforo is pictured in Ambrogio Lorenzettids
Government in the Palazzo Pubbligigrel39. Seéscheri, "Montaperti: la battaglia e il castello ritrovato,"
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Cristoforo functioned as the headquarters of the government and its admifistation.

Thus the Accounts and Chronicles suggest that two different altars were involved in
the dedication of the city, the high altar some other altar, also Marian, bistunclear
what this other altar may have been. The situation of the altars in the nave and presbytery is
extremely unclear until the Trecento. Confusingly, both of the altars on which the two
Cathedral Madonnas weeeorded, that of Santa Maria delle Grazie and that of St.
Boni face, can be associated with Montapert:i
for a military victory, and the Battle was won on the Feast of St. Boniface. However, the
altar of St. Baface seems to have been endowed after the Battle, and so probably is not the
secondary altar mentioned in the narrative histagssiming these are corretictvthey
very well may not be.

Scholars now generally agree thafititdonna del \atdth is location on the Altar
of St. Boniface, probably was made after Montaparti as part of the civic commemoration of
the Battlé® The 1262 civic laws oonstitutiomestructed the government, with the help of
the bishop, to construct a chapel at the esepeithe Opera in order to commemorate the

victory of the Sienese over their eneffildgs was the Chapel of St. Boniface, the

17.The midQuattrocento Villani chronicle is the one most cited by art historians; in it the entire episode had

been punctuated with absurdly detailed speeches, including one in which Lucari names the Virgin the
protectress of the city, asserting thatithe¢y 8 s dedi cati on to her, however, i
Manfred himself. While the chronicle may not reflect actual historical facts, it probably does illustrate a
Quattrocento attitude towards Montaperti.&G&eison Studies in the History of Mediaeval Italiat\Painting

"Sienese Historical Writings,“2&

38\Wolfgang Loseries, "S. Cristofeaugeschichte," @ratorio della Carita Domeni¢drchen von Siena
(Minchen: Bruckmann, 1992),-356.

39 TheMadonna del Vatould also be expanded with a predella soon aftepéiae Madonmath theMadonna
del Votgaining scenes of the life of St. Boniface, on whose altar it was therBloizatied'Per la storia delle
due 'Madonne delle Grazie' nel Duomo di Siena," 100, 102.

40bid.
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forerunner to t oday 06 Mad@aapdpl ¥dtatilleto bd feund. Yhet o, wh e
1262constitutioaéo included di recti on to commi ssion a pane
0God and the Holy Vi#rgin Mary and their sain
The commission for the altar and altarpiece given in thanks for the victory at
Montaperti seems to have been carried out in the subsequenbtdscabtel267, the
commune donated two very large candleslidft&ach for the Feast of St. Bonif&ce,
and in 1274, a nesenstitutiosgpulated that all the wax donated on the Feast of St.
Boniface shdd be taken by the Opera. Monikazek suggsts that the wax donated on St.
Bonifaceds day was a means of funding the cr
thatthe Feast of St. Bonifaead become a civic as well as a religious Hékdaengher
commemoration that remains undatedasehef donor portrait of Lucari kneeling at the
feet of the Virgin that was added to the lunette above the main door of the Cathedral.
Domeni co di B a rDistobutoroos AlmisSaetas Mana delld Scalahdating
from 1441 shows a sliveribfFigures9); it is also mentioned in the Chinbes
It is important to note that by 1274, a new, Guelf government had overthrown the
Ghibellines, who had dominated the Montaperti era. Because tbens8idionaslike
those of 1262, no longer mention the intention to create an altar or altarpiece, Butzek

believes that thdadonna del Viotost already have been in production or at least in

“40Dei et Beate Mari e Vi ibigAlso printeddridekaded| aonstituto del Eomarteor um. 6
di Siena dell' anno 1262, pubblicato sotto gli auspici della Facolta Giuridreand @kagefa Ddioctio |,

Rubrico XIlIII.

42 Butzek, "Per la storia delle due 'Madonne delle Grazie' nel Duomo di Siena," 103.

43| bid.

44 Phillip Lirdley and Thomas Frangenb&eggular Sculpture-1360(Stamford: Shaun Tyas, 2000), 15.
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proces$: A date between 1262 and 1274 accords withatienna del \o® s tngw e; t he
panel may even have accompanied the reconstr
Politically, it seems most likely that the work would have been begun before the Guelf
government was installed, since Montaperti was a Ghibelline victory.

One of the mst important and indisputable aspects of the Montaperti myth, but one
that probably has appeared too obvious to be worthy of comment, is how important the
Cathedral space was to the civic palityig with San Cristoforo, where the government
actually methe Cathedralwasme oft he ci t yds psumtinte copstryctiob | i ¢ s p a
of the Palazzo Pubblico starting just around 1300. The Cathedral was, even by the time of
Montaperti, civic in nature, and physically controlled by the Opera del Duambadhi
long been funded, regulated, and staffed by the government.

And the Cathedral had been the heart of the polity for generations. Sienese tradition
states that the present Cathedral sits on the site of a Roman temple to Minerva, but no
evidence ofrey kind supports the claim and the idea is now generally regarded as an attempt
to link the <cityds h*iHsweeer, $anta Mariaadellg Scala,i ous i mp
across from the Duomo, does sit on the site of a Reraatructure, which had a bieu
apse and which has been conjecturally identified as @mgmppa, odomu The

earliest Cathedral buildings may have been oriented towards the south, as the old baptistery,

45 Butzek, "Per la storia delle due 'Madonne delle Grazie' nel Duomo di Siena."

46 \Walter Haas and Dethard von Winterfeld, "Baugeschichdel Dom S. Maria Assubta Kirchen von
Siena (Michen: Bruckmann, 2006), 265.

47Riccardo Francovich, Federico Cantini, and Marco V&eatij nella citta di Siena,Lencitta italiane tra la

tarda Antichita e I'alto Medioevo: atti del Convegne2&Realsmain 2604d. Andrea Augenti (Firenze:
All'insegna del giglio, 2006), 17.
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which was demolished in thé' téntury, was located on the southernddittee piazza and
baptisteries tended to be built across from the main facade of &church.

At least two earlier buildings, probably both Marian, were oriented in the same
direction and sat on exactly the same site as the current Cathedral, wharstsugtion
of a smaller and earlier version whose opening has traditionally been dated to the 18
November 1179 The 18dove mber i s the same dedication d:¢
and S tQutsidkthaWalis’$The majority of the Cathedral sttuie we see today was
established in a Duecento construction campaign that reached completion right around the
time of Montapertifgure32Figure37).>* Therefore, it is possible also that whatever altars and
images to which the Accounts and Chronicles refer may have been provisionally located,
making their exact placement difficult to reconstruct.

Il n s um, Mdestasomewbad smilar to but also crucially different from both

of the Cathedral Madonnas, @bly did not displace tMadonna del Vistom the

48 Alessandro Lisini, "Il duomo nuovo di Siena e i pareri di Lorenzo MaitaHiirmpoligloter g VI
Centenario del Duomo di,@didtoigi Fumi (Siena: S. Bernardino, 1891), 71; Enzih Baoimo di Siena
(Genova: SAGEP, 1979), 11, 13.

49There is no particular reason to think that the Cathedral was not always dedicated to Marry since e
surviving document that mentions an affiliation for the instiutiom earliest from 9fi3refers to her as the
titulusMonika Butzek, "Chronologie,"rer Dom S. Maria Assuta Kirchen von Siena (Minchen:
Bruckmann, 2006);8. Nonetheless, a tortuous argument in favor of a prior dedication to St. Boniface was
taken up by a very few scholars, following the extremely influential-aodneetl 1958 essay by Giovanni
Cecchini on the PaliGiovanni Cecchini, "Palio and Contrade: Historical EvolutiofkieifPalio of Sjexth
Giovanni Cecchini and Dario Neri (Siena: Monte dei PaschiReB8)ted a¥alio and Contrade:

Historical Evolution," ifPaliped. Alessandro Falassi and Giuliano Catoni (Milan: EI88t§l 9%8]).

S0Hayden B. J. Maginniie World the Early Sienese P@inigersity Park, Pa.: Pennsylvania State
University Press, 2001), 138.

51Haas and Winterfeld, "Baugeschichte," 395; Gabriele CHdligbajo di Siena: Excavations and Pottery Below
Siena Cathedkford: Archaeopress, 2014, Edith StruchholBDie Choranlagen und Chorgestiihle des Sieneser
Dome@viinster; New York: Waxmann, 1995), 8; Max Seidel, "Tradizione e innovazione. Note sulle scoperte
architettoniche nel duomo di SienaSatto il Duomo di Siena: scopertetarchetiitgitoniche e figedative

Roberto Guerrini and Max Seidel (Cinisello Balsamo, Milano: Silvana,-300384865 76; Monika Butzek,

"Il Duomo di Siena: ipotesi su alcuni documenti del Duecento e sulle vicende costruttive della parte oriental
della chiesaProspetti®89/140 (2012): 110.
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Cat hedr al 6 s mdhavw heplacdd ti@pera MadomBat itiistalso possible that

the Opera Madorwas never the high altar; finally, Gpera Madommay haveven been

been associated with the high altar because it was oncexnteggeadiumather than a

dossalThe Cat hedr al Madonnas therefore form an
high altarpiece in that the earlier images are likewise Mariam Jikediae are panel

paintings. Finally, they both came to be associated with the Battle of Montaperti, the

historical event that spurfegerhaps even cauethe development of the images that

would form anot her I mpVaestthemonumpntaepaneldathe f or L
Virgin and Child Enthroned made for monastic churches from thnattDuecento,

which are considered in the next chapter.

The Battle of Montaperti

The Battle of Montaperti is a touchstone for art historians of Sienagguemnfly cite the
Accounts and Chronicles recording the Battle as evidence for the use of images in a civic or
protective context, or as evidence of Sienad
art historians have not commonly employed offigialdocuments, including political and
economic records, and records from cities other than Siena. A close reading of the primary
and secondary sources surrounding the Battle of Moffitapéative to the population the
largest conflict ever fought oasEan soil, but only one among many wars of the period in
guestiof shifts the picture that art ligans have heretofore painted.

First, a close reading of a wider circle of documsgyasling Montapettighlights
the important political changesngendered, changes that themselves urelanfagnore
significanpoliticalshifts that took place in the subsequent twenty years, andvereich

formativél even causatifiecontexsfor the radical Sienese of thelateDue- and
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especially the eafllyecento. Second, much of the primary textual documentation does not

strongly support the idea that the Battle of Montaperti was necessarily a turning point in the

Sienese devotion to the Virgin, but rather an intensification of ansth@aglgivic

idertification with the character of Mary, one moreover very common throughbut Italy

and therefore hardly remarkabWhat is remarkable is the extreme promotion of Marian

imagery in Sienese public and publicly funded spaces, which accelerated in the Trecento

under the government of the Nine. Third and finally, a broad view of the primary and

secondary documents shows Montaperti to have been an extremely traumatic but productive

moment, formative forthesogioo | i t i cal or der t hdobaestsheul d gi ve

political, economic, and artistic products of Montaperti will be examined in the next chapter.
Though it is almost the only medieval Sienese political and milifiest/toavhich

art historiansefer, Montaperti was only one among mangregty important conflicts that

occurred all through the period covered by t

Montaperti, many of these other battles accompanied major political shifts within Siena. In

fact, the political victory of Montaperasiypyrrhic: Montaperti allowed for the

consolidation of political power under Ghibelline leaders that, ironically, would be that

government s downfall, as it countermanded t

Montapertiera government and its politieglders would be defeated less than ten years

after the battle. Montaperti was, however, the largest and most resounding Sienese victory

52 See particularBridget Heal, "Civitas Virginis?: The Significance of Civic Dedication to the Virgin for the
Development of Marian Imagery in Siena before 131f, PPolitics, and Civic Religion in Central Kaly, 1261
1352: EssaysHnstgraduate Students at the Courtauld Institltéoafiiset Cannon and Beth Williamson
(Brookfield: Ashgate, 2000); William M. Bowskjedieval Italian Commune: Siena under the1358, 1287
(Berkeley: University of California Press, 1981 ))driia SoleBhanks, "Performing the 'Ben Comune': The
Political Functions of Performance in the Republic of Sienal@5%0 (City University of New York, 2009),
94.
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probably in thaschityderieani Mar hosAe®cheri wri
clear, indisputabiwilitary victories of Siena over Florence during a pefiiidaly rivalry
that stretched, excepting periods of reconciliation that were also long, for more than four
c e nt ®Manwperti @as furthermore a war that allowed Siena to maintain her
indeendence and therefore became central to Siendashsetfing, especially when the
city was threatened, during periods in the Quattrocento, Cinquecento, and Ottocento.
As such, Montaperti was also by far the most highly and frequently mythologized
Sienese conflict, and it ostensibly provides a neat story surrounding images, politics, and
civic devotion that has proven attractive to art historians, and that art historians have
routinely trotted o uNaestananaysisyoftibidemos s si on of L
patronal altarpieces. But close analysis shows these stories to be highly problematic;
examination of political, economic, institutional, and religious sources other than those on
which art historians of the period have tended to focus carmgndjfiert more powerful

explanatory value.

Setting the SociePolitical Stage

The Battle of Montaperti was the result of a set of conflicts that reached back into the
preceding two centuries. Throughout Europe but especially in Ital{},ahd 12
centries were eras of tremendous and fundamental change: the population exploded, urban

centers became more populous and more powerful than the countryside, political power

530 une del |l e poch e priemilitari @irSiena sui Fimethze aet corsoi dibunal rivalita pelitico t
militari che si distese, saluvi per i odlarioAscher, appaci fi ceé
"Montaperti. Per i 750 anni dalla Battaglidyiantaperti: per i 750 anni dalla battaglia: asett daliellgipace

nel Medioevo: incontmeitese, Villa Chigi Saracini, Castelnuovo Berardenga (Sl),, ®detiéamibré Rt

(Firenze: Aska), 11.
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devolved from imperial, aristocratic, and ecclesiastic institutions onto coalesumgso
and new institutions, civic and religious, sprang up to cater to the new needs of the cities and
their interest groug$Economies also changed dramatically, as trade and later finance
overtook agricultural production as the major drivers of wEaikhs especially true for
Siena, whiclaround the time of Montaperti, was probably the single most powerful banking
center in Europe.

In the early Middle Ages, Tuscany was physically contraisdidgisystema
state of affairs that had mordess prevailed throughout Europe since the fragmenting of
the Roman Empirln ltaly, the feudal system was never either centralized nor particularly
strong, as it was in Northern Europe. The loosely defined nobility were not necessarily
holdersofforma t i t 1l es or even knighthoods. o0Certai
economic historian William BOoeprimary 0si mpl y w
mark of the noble classes throughout Europe was thédir oigatthat was strictly limited
and contro#di to bear arms.

0No bl es 06-bagaddras was the laage majority of the population; the nobility
was also largely physically dispersed. Noble clans inhabited fortresses scattered throughout
the countryside, but which were more concentrated near key defensive gubisilomng

important roads. The nobility was adamthing class supported by agricultural production,

54For a an overview as relates to Sienarsiye Joneshe Italia CityState: From Commune to S(@rifanie;

New York: Clarendon, 1997), 165 t he ar eads popul ati onJomanBleseet, i on, t he
L'émigration de la campagneldta dild-lorence au XllleteddsleFrancoise Juliette Isabelle Gleizal

(Kgbenhavn: Gyldendal, 193Frence, however, was quite different than Siena in that certain area nobles

were unusually powerful and the city effectively spanned twb diocieses, and of course its economy

devel oped | ater than in Siena and was always more bel

55 JonesThe ltalian Gitate: From Commune to SKBRIES.

56 BowskyA Medieval Italian Commune: Siena under the 1858 67287
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but they also made money from what we would now consider extortion, largely by exacting
tolls on the use of roads within their sphere of power. Thejtalscaided both local
farms and me P Eunttemmors, Goble dansacantnnadly.and violently feuded
against one another, contributing to what hi
general feeling of i ntseocsuerriitoyu solfy liinipee daendd tphr
young tradihg community. o

Thepolitical and perhaps also econarnimterweight to the nobility was the
relatively centralized and urbanized ecclesiastic community, which held a greater claim to
moral authorityrad was more able to organize institutionally and financially across great
distance®.They were likewise large landholders and enjoyed the benefit of a relatioship with
one of the most powerful institutions anywhere in Europe, the pope and his paal states
the mid11" century, the Emperor granted the Bishop of Siena a set of rights designed to
extend his temporal power, including the right to build fortresses at will upon Episcopal
territory®® Such measures were expressly intendethaskaagainsteirural nobles, and
similar shifts in power towards tetesed, chureffiliated institutions played out across
the continent in this era. Siena was a somewhat early mover, but the changes were part of a
broader wave of centralized powers displacingaétgadal ones.

The nobles wermost inherently incapabale of scaling their operations; ridden with

longterm feuds and vendettas, they waydractured to be able to create a stable system of

57R. Langton Douglas, History of Sigih@ndon: J. Murray, 1902), $8e also the early work on the subject
as a wholelohan Plesndgna rivoluzione stradale del (gleandiavn: Unmersitetsforlaget i Aarhus, 1938).

58 DouglasA History of Sied.

59Edwin S. Hunt and James M. MurfaWistory of Business in Medieval EurddsQ@a@dnbridge, UK;
New York: Cambridge University Press, 1999)p@8sThe Italian Gitate: From Commune to S&fnoria

60 DouglasA History of Sied®.
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goernment or finance of their ovand the feudal systemas soon eclips€dBeginning in

the 12" century, various regional feudal powers submitted to Sienese communal authority,
whose governments weartethat timeeffectively organized through the bishop. These

powers that submitted might be eitherfieecommunes or states controlled by a lord and
clan. In the first recorded regional submission in 1147, the Lords of Montepescali were
obliged to offer candles to the Cathedral in Sikieae, the common rituals of the

submission of tribute to a feudal lordhis castle were redirected towards the commune,
represented by the bishop in the Cath&dviany similar examples would follow through

the late 1100s and 1200s, and even into théi130sin Siena and elsewhere in faly.

61Gino LuzzattoAn Economic History of Italy: redralt of the Roman Empire to the Beginning of the Sixteenth
Centuryrans. Philip Jones (London: Routledge & Kegan Paul, 1961), 7Thadtedgan GiBtate: From
Commune to SigrneRial34L37.

62 ASSBalia226, 242These are certainly ribe first offerings, as Siena had subjected territories before this
date. SeBouglasA History of Sield®, 121; plate ASSDiplomatico Riformadidiaggio 1147; publisin
Alessandro Lisini, "R. Archivio di Stato di Siena. Inventario delle pergamene conservate nel diplomatico
dall'anno 736 all'anno 1250. [parte secomildlgttino senese di Storid £61988): 19€ecchini also

includes a partial transcription of the 1147 @dchini, "Palio and Contrade: Historical Evolution," 345,
footnote 3See alsPaoliLa battaglia di Montaperti: memorj84&drntages of some of the earliest
manuscripts are availabliaria Assunta Ceppari Ridolfi, Marco Ciampolini, and Patrizia Tineifalio

and its Image: History, Culture and Representation of (Fiesiare FRstidali, 2003), plates 1

6Di ana Norman says the @atrteedmdl odwiyt med s ¢gd omist ballt s atl
Diana NormanPRainting in Late Megliand Renaissance Siend532)F0ew Haven: Yale University Press,
2003), 6.

64For a few examples, $@ieezione del R. Archivio di Stato in Siend.ied.dell'entrata e dell'uscita dell

Repubblica di Siena: detti del Camarlingo e dei quattro Provveditori della BicchernalLib(8ipriano e secondo
Lazzeri 1914), 4Q;ibri dell'entrata e dell'uscita della Repubblica di Siena, detti del camarlingo e dei quattro provveditori
Biccherna. Libro feralo 2 (Siena: Lazzeri 1915), Biiti dell'entrata e dell'uscita della Repubblica di Siena: detti del
camarlingo e dei quattro provveditori della BiccherneolLib(Gimuetdazzeri 1916), 99, Ab@nigmatic

and heavily disputed fresco in the Palazzo Pubblico dating from between 1305 and 1345 probably records
another such submission, though the ruler of the hamlet here approaches a representativéufriescity.

de Wesselow, "The Form and Imagery of the New Fresco in Siena's Palazzo Rrtifhle et Historz

no. 59 2009); Max Seidel, "Arte senese del TrectD&strum pingatur in palatio”. 1. Richerche storiche e
iconografiche sui castelli dipinti nel Palazzo Pubblico di Sispéttiveo. 121 (1982); Luciano Bellosi,

"Studi sul DuecentoPer un contesto caebuesco senese: a) Guido da Siena e il probabile Dietisalvi di Speme
1991," ibid.; Michael Moran Gordon Mallory, "New Evidence Concerning 'Guidofibei@irlington

MagazinE8, no. 997 (198&)e Wesselow includes images of similar, contemporary images of submission,

including that in San Gimignanods Pal azzande€€himunal e. [
the most difficult noble clan that Siena faced in attempting to expand its holdings in the Maremma. De
Wessel owds bibliography includes the other important
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Submission of a noble claormally included an agreement to relocate to the city, to
reside in the city for a minimum period each year, and to build or purchase a house whose
minimum value was set by fagimplylivingn the city was not enough to allyohle with
the urban comomity; the noblelsad to own substantial, immoveable property there. Urban
nobles were integrated into the civic political structure; in particular, the canons of the
Cathedral would come to be recruited largely from theiff@hkssubmission of the
feudal nobility to the city tracked not an increase in the power of the urban church, but
rather the development of the urban economy, run by the merchant bankers; the
government operated through the loesedgnized consular systéfhere were always at
least three consuls, who served for one year. They were Sienese citizens, and there was as yet
no podesta

By the early Duecento, Sienese bankers controlled major business centers in France
and Rome. Northern European political powers had come to fagan Tasrchant
bankers as wéllLords gave foreign merchants special privileges, including guarantees of
safe passage, tax exemptions or tax breaks, and monopolies or concessions on the trade or

export of various good&trom its very beginnings, therefoneychant banking was heavily

65BowskyA Medieval Italian Commune: Siena under the 1858 81287

66 JonesThe ltalian Citate: From Commune to Sfgria

67 Ferdinand Schevill, "The Podesta of Sieffae"American Historical Feview2 (1904): 24319

68 ]bid., 251.

69Northern princes favored the Sienese two reasons: one, they were foreign. Major lords, princes, and kings
preferred to do businesses with foreigners, lest their own middle or ugseg@asstrong enough to revolt

or demand political concessions. For example Magna Carta, which English landholders forced King John to

sign in 1215. In addition, the Sienese system was large and efficient.

70This latter privilege underlay especiallgfiime banking wealth in theéhlhd 1% centuriesHunt and
Murray A History of Business in Medieval EurdishQ1280104.
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reliant upon skillful diplomacy and legal negotia®n.e nads mer chant bankin
originally rooted in two specific markets, the fairs of Champagne and the banking business
of the Curia, both of which directly affectedatbiecies and politics of the Montaperti era.
Sienads share in both the fairs and papal b a
underpinned the cityds contemporary devel opn
seems to have predated arabpbly driven its papal busin@ss.

The fairs in Champagne are often interpreted as the major development in the
resuscitation of international trade after the fall of the Roman Erperea was granted
safe passage to the fairs at least by 1222 amddwtars have gone so far as to say that
the Sienese absolutely dominated the entire financial scené‘dtttrenfairs, almost

anything that could be bought and sold was, by merchants from all ovef"Hesdjhes

“11bid., 93.

72Quinto Senigagliag Compagnie Bancarie Senesi nei Secoli XTibdoXFratelli Bocca, 1908), 1153,

Edward D. EnglistEnterprise and Liability in Sienese Bankli3$0{@8mMbridge, Mass.: Medieval Academy

of America1988), 45A useful and reasonable but almost entirely unfootnoted overview can also be found in
Marco Tangheroni, "Siena e il commercio internazionale nel Duecento e Tre&8amoklen e mercanti di
Sienged. Carlo M. Cipolla and Franco Cardini (Roma: De Luca, 1987), especiallgéll'eapamsione

senese: le fiere della Champagnel827

73|n particular, se€. Verlinden, "Markets and Fairs,Tie Cambridge Economic History of Europe. From the
Decline of the Roman Empire: Vol. 3: Economic Organisation and Policieeth theMilidd|&Ales

Postan, and E. E. Rich (New York: Cambridgedsity Press, 1963); EnglEhterprise and Liability in Sienese
Banking, 12350 See especially Chapter 2, " The Bonsignori and European Banking to the -B50s," 41
Hunt and MurrayA History of Business in Medieval Eurefi¥h(12880.For some general sourcesidago
Chiaudanadyotizie sulla sede di Genova della Gran Tavola di Orlando Bat6R)Siend: 25 Diana, 1933);
Rothschild del duecent@rLa@ola di Orlando BonéBjena: Lazzeri, 1935); Richard David Face, "The
Caravan Merchants and the Fairs of Champagne: A Study in the Techniques of Medieval Commerce"
(University of Wisconsin at Madison, 1957); F. Bourdgldgs sur les fdeedhampagne: sur la nature,
I'Etendue et les régles du commerce qui s'y faisait aux Xlle, XI(Braan¢iy,eFsamtes Le Portulan, Manoir

de SainPierrede Salerne, 1970).

74Mario Chiaudano, "Le compagnie bancarie senesi nel Duec@itall' @adocumenti per la storia del diritto
commerciale italiano nel s@orkid: I'lstituto giuridico della R. Universita, 1930)211

75Historians have stressed the interdependence of the merchant and banking arms of thes®bbsit@sses:
Mucciarelli, "Il traghettamento deércatodsd fronte imperiale affars ecclesSiaeFedelta ghibellina, affari guelfi:
saggi e riletture intorno alla storia di Siena fra Ded.eGeledeldoPiccinni, Dento il Medioevo (Ospedaletto
(Pisa): Pacini, 2008), 68; Carlo M. Cipolla, "Per un profilo di soria eceenesied iBanchieri e mercanti di
Sienged. Carlo M. Cipolla and Franco Cardini (Roma: De Luca, 1987), 11.
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were the most important goodseTigsue of coinage was particularly large at such an event,

as so many different currencies were used, and Sienese banking probably grew out of money
changing. Records are so scarce, and so dispersed, though, that it is impossible to draw a full
picture ofthe fairs and their financial history.

In any case, it is important to note that the bankers were also, from their beginnings,
also merchants, as reflected in the name of their organizing institution, the Mercanzia, with
whose consul they were requitedlace a depositinsofar as Siena had a dominating
guild, it was the Mercanzia, which regulated all other g8yidee Montaperti era, the
cityds merchant bankers were also major | and
into land surroundg Sien& Theirs was a relatively diversified wealth, &uod this is a
crucial poirit merchant banking was very much their area of greatest potential growth,
rather than manufacturing, agriculture, pure trade, pure finance, or the expansion of the
state.

If France was the true birthplace of Sienese banking, the papal court was by far the
biggest single business concern in Duecento Italy and required immense financial
organizatior’ Rents, taxes, and tithes had to be collected and moved, armiesaad offici

had to be paid, goods bought, sold, and financed, throughout the Western Chrigtian world

76 Daniel Philip Walegiena and the Sienese in the Thirtee(@a@britigg; New York: Cambridge University
Press, 1991)62

7TMaginnisThe World of the Early SienesgRainter

78 Giuliano Pinto, "I mercanti e la terra,Benchieri e mercanti di&le@arlo M. Cipolla and Franco Cardini
(Roma: De Luca, 1987); Giovanni CheruBignori, contadini, borghesi: ricerche sulla sielibtiskalisiedioevo
(Firenze: La nuova ltalia, 1974)-2B1

9 Mucciarelli, "Il traghettamento degrcatodks fronte imperiale afhars ecclesiae
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which stretched to the Middle Ed#turthermore, the Church on every level required loans,
with newly elected bishops in particular frequently needing reddypegsine necessary
taxes to assume their propeffi&enese involvement in papal banking was established by
the 1240s and reached a peak during in the 1260s, notwithstanding the fact that during that
time, Ghibelline Siena was affiliated with the Empire in its fight for temporal control against
the Curid?Si enads contradictory political and eco
incompatible by the mid 1260s, and by the 1270s tpagabparty of the Guelfs, formed
from a nucleus of major banking families, would help to begin a nevi tegyrpelitical
eventsa which we shall return.
Sienads government al politics and urban e

during the era immediately before atet dfontaperti; as historianJ?Jones wrote,

ORepublicanism not <capit &ltalien nitiesymost svepedd t mo s t
t heir i Fledeedtthe edrlotomsidlietento government in Siena was populist
and fundamentally wunaligned with the extreme

explicit overriding mandate was to keep thegfeOf course, peace was essential for the

conduct of business, but the main concern of the communal government either stated or in

80 English Enterprise and Liability in Sienese Bankli3§0l2Bapter 1, "Papal Banking and Politie4().9
81 Chiaudano, "Le compagnie bancarie senesi nel Duecento," 10.

82 SeeEnglish Enterprise and Liability in Sienese BankKid3§Q12Bapter 2, "The Bonsignori and European
Banking to the 1290s",-81.

83 JonesThe ltalian Citate-rom Commune to Sigs®tia

84For text of oath of office of the Nine translated into EnglishBeaesky A Medieval Italian Commune: Siena

under the Nia2871355 5556.For example, Orlando Bonsignori, who was the primary papal banker through

his Gran Tavola company, was in the words of English
field army of Ghibelline Siena and at the same tinggibeharge of the principal banking company of the

p o p EnglidhEnterprise and Liability in Sienese Bankii3$Q1230IoneF he Italian GiState: From

Commune to Signb, 555.
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practice wasoteconomic development but absolutely and primarily the maintenance of

physical and political stabilitydéed, the various types of communal government in

guestion here all were designed to at least theoretically ensure that no one group was able to

control either the economic or political life of the city, but especially was not able to
dominate justic&.

As feudal powers moved from the countryside to the city and feudatories submitted

to the bishop and the commune during tieah?d 18c ent ur i es, Si enads ri s

class| so aggressively and activel y®*ltisi mi t ed t he

important to remember that the Church in its various gusdisedrals, churches,

foundations like hospitals, and monastic commdinitias a massive but dispersed

economic power funded largely through its extensive landholdings. The strictralic con

that the Sienese government wielded over the Church is a key framework in which to

understand all of the images made for Sienad
The consolidation of Sienads civic power

Duecento, a step behindthegio s enf ol ding of rural feudal p

influence. One of the clearest ways in which the city of Siena restrained the Church, from an

arthistorical point of view, was by@ating the Opera del Duomo, which was initially
formed ashe body that would run the construction, decoration, and upkeep of the

Cathedral. The Opera would be the same organization that would fund and commission

85BowskyA Medieval Italian Commune: Siena under the 1858 2835 WaleySiena and the Sienese in the
Thirteenth Cent6iy63.

86 JonesThe Italian Gitate: From CommuBigihorjd 38139; Robert Davidsoh8toria di Firenzevols.
(Firenze: Sansoni, 1956), Chapter VI, "Gli Inizi del Movimento di Riforma della Chiesa(2l: 207
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Ducciobs high altarpiece and the patronal al
that ime, both financially and organizationally, a point to which we will return.

The first documentary mention of the Opera dates from id@des not
illuminate the exact nature of the organization; the text records the mediation of a dispute
between theibhop and the canons of the Cathedral over the distribution of offerings, altar
income and expenses, the allocation of tasks surrounding the altars, and the ownership of
vestments. The mediators deci dedoperhat t hree
eccle§ie shoul d share equally in the annual Ppr oce
those of the Virgin, St. Savinus, and St. An8arhes 1190 record indicates that the Opera
was already a separate intgresip affiliatedwith ecclesiastiostitutions, but with its own,
distinct economic interests.

Sometime between 1218 and 1226, just as the Duecento Cathedral reconstruction
that forms the bones of todayods version was
layman rather than by a memMteahe clerg{ By 1259, the height of Sienese Ghibellinism,
the commune had taken over the right to coll

from the bishop, and around the same time, deaisikimg power also shifted to the civic

87 AODS, Diplomaticb190, aprile 2, printedAmtonella Ghignolid.Carte dell'Archivio di Stato di Siena: Opera
Metropolitana (1A@0D0)Siena: Accademia Senese degli Intronati, 1994),Asufimary and publication

history is published Butzek, "Chronologie,*8, ftnt 750ther important discussions are founduigi

Nanni, "La canonica ltke cattedrale senese nei seceXIKT in La vita comune del clero nei secoli 11. e 12.: atti
della Settimana internazionale distedlanea del Centro di studi medioevali (Mendola: Vita e Pensiero, 1959),
258; Andrea Giorgi and Stefano Mosda@eltruire una cattedrale: I'Opera di Santa Maria di Siena tra XIl e XIV
secqlDie Kirchen von Siena (Munchen: Deutscher Kunstverlag, 2005), 109.

88 From 1258 to 13184, the head of the Opera was a monk from San Galgano nelde&seraen der Ploeg,

Art, Architecture and Liturgy: Siena Cathedral in the MettieXgks Groningana (Groningen: Forsten,
1993), 17, footnote 92; Georg Christian Geblagleen und denckwirdige Thaten Herren Richards, erwéhlten
Romischen Kaysers, Grafens von Cornwall und Poitou: in dreyenBiphigyrFoigschyiBgB53355.
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committees fronthe ecclesiastic orféslowever, the Church was still central to
governance, as the SiermsestitutioneE 1262 s hows. I't stated that
doubt that might appear [in the laws] is to be decided by the lord bishop of Siena or the
[Cathed a| cHKHapter.] 6

But during the 1280s, an era of major changes in governmental policies, the right to
what was effectively constitutional interpretation had been shifted to the entirely civic
signory’* Then, during the mii280s to the 1290s, the commame church fought
viciously over judicial control of clerics. The commune consistently succeeded in taking
precedence over the ecclesiastic courts, insisting on the exercise of full civic penalties on
church officials who violated civic FAmcreasing eic control over ecclesiastic institutions
was widespread, and often extremely contentious. In nearby San Gimignano, for example,
the canons even fled the city in 1290, after a jurisdictional conflict with the city led to riots
against the Churéh.

In thelate Duecento, all pretense of episcopal involvement in government was

removed. In theonstitutiofresn 130910, the jurisdiction to resolve conflicts in the body of

89van der Ploed\rt, Architecture and Liturgy: Siena Cathedral in the Ui diet8§e$Sebaudreben und
denckwirdige Thaten Herren Richardf®@&migdtieamKaysers, Grafens von Cornwall und Poitou: in dreyen Biichern
beschriebgh

9% Zdekauerll constituto del Comune di Siena dell' anno 1262, pubblicato sotto gli auspici della Facolta Giuridica di Sien
Lodovico Zdekauéy Distinctio I, Rubrico CLXXXII.

91 Alessandro Lisini, elfl Costituto del Comunerth,Siolgarizzato nel MCEICIRCX 2 vols. (Siena: Lazzeri,
1903), Dist. Il, r. cclvii.

22William M Bowsky, "The Medieval Commune and Internal Violence: Police Power and Public Safety in
Siena, 128¥355,"The American Historical R&jiaw. 1 (1967): 4.

93 For a good basic overview of the situatiolCs&iffith Mann, "From Creatido the End of Time: The

Nave Frescoes of San Gimighano's Collegiata and the Structure of Civic Devotion" (Johns Hopkins, 2002),
104109.
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civic laws was given to the head of government, then the counsel of thByNimen the
government had not only taken control of the
department of public worksThe Operalsomaintainednfratructure lik@einderground
wells and acqueducts. The Opera was not only goveappemtted (and efttively
governmenpaid), but governmedirected: the Opera was subject to the direct
involvement of governmeappointed councils that advised on constru€tion.

In fact,thecivic control over the Opera bringsaupecessary asittes impossibly
vexing issue of who might have been in charge of the @esignecutioof the buildings
and the paintings in question here. We have no direct record of who might hang made
formative decisions, and the political situation is murkgletm obscurthe likely centers
of control. On the one hand, the bishop and/or canons must have been involved in some
way; but bcause the Opera directed and fdnaark on and in the Cathedthk bishop
and/or canonsgnay not have been able exerigeh realpower.The Opera itself would
theoretically have been subject to the government and whatever political interests prevailed
at any given tinfiewould this or that banker and politician try to undo the work of earlier
rivalsWould people try to makiegir stamp on civic projects? Grswhere a more a
political bureaucratic structure that provided continuity through various governments and
political vagaries? Even the clues we have do not really allow us to resaystruct

substantive pictureecordf civic committees advising construction of the Cathedral,

94 Lisini, Il Costituto del Comune di Siena, volgarizzato rBIGLIDCDIs. I, r. cclvii.

9% The Sienese system differs not only from the northern European model, in which the bishop was centrally
involved in cathedral construction, but even from other cities indtalyer Ploed\rt, Arclitecture and

Liturgy: Siena Cathedral in the Middlg;Algeed he Italian GiBtate: From Commune to S#fitoria

9% ASS Consiglio Gen&a|@6+28r, 4 July 1297.
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for exampletell us only that such committees were convened, not whether their advice was

heeded in any walhe question of whaf anyone other than the painter himsatjht

have hadtheosp hi sti cation to help design or direct

another question altogether.

What we can trace are the constructions themselves, and indeed, buldings tell us
much about power. No construction project was more importhig negard than the
building up of the citythePakdazesPubbliceandtye ci vi c
Campo around the turn of thé" century These buildings and spastgfted the physical
political center of Siena and emphasized the peesfesecular power in the €EitWost
obviously, the Palazzo Pubblico/Campo complex eclipsed the Duomo/Piazza del Duomo
complex. The Palazzo Pubblicobs open space
at the heart of the urban fabric. The 2ald@ubblico also took over civic functions from
the parish church of San Cristoforo, where
conducted, doubly removing influence from ecclesiastic instfflifloasonsolidation of
political organizationtm secular institutions waslurect result dhe ban orconducting
secular businesstrials inochurche® r  t h e i r instimtedeuhdariPope Gregory X

at the Second Council of Lyon 1274? The Palazzo Pubblico and the Campo not only

97 JonesThe ltalian Citate: From Commune to SigHori 5.

98 San Pellegrino was also used, though was never as important of a site. On San ClistedoiessES.
Cristoforo- Baugeschichte," 3860.

99 Constitution 25 of the Second Council of Lyons. For a brief overview of the Courusiegled-. Kelly,

The Ecumenical Councils of the Catholic Chur¢@ohdgisttayMinn.: Liturgical Press, 2009)998 ot

coincidentally, this measure was taken as part of one of the larger projects of the Council, which was to address
the Albigensian Heresy of the Catharslese Baptiste Marti@pnciles et bullaire du diocése de Lyon: des origines a
la rénmion du Lyonnais a la France ébyt3i ZE. Vitte, 1905 dward D. English, "Urban Castles in Medieval

Siena: The Sources and Images of PowdheiMedieval castle: romance aed. ieatliyyn Reyerson and

Faye Powe, Medieval Studies at Minnesota (Dubuque, lowa: Kendall/Hunt, 1:988), 176
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servedd physically consolidate and signal secular civic povitkeybabuld not have been
possible if secular civic powers had not already built up a major economic and political
position. The Palazzo Pubblico and the Campo tell us much, therefore, alecattherd

two before they were built, not just about the decades afterwards.

The Guelf and Ghibelline Actors

The citystates had gained power from the devolution of the authority of the Holy Roman
Empire in Italy in the century before Montaperti. A npagtireached in 1177, the Treaty

of Venice, was confirmed in 1183 with the Peace of Constance. Though the Peace of
Constance technically guaranteed autonomy for only sestateftyit also demonstrated

the extent to which the Empire had lost direct coowelits possessions litaly. Instead,

local political powers had flourished, with a particularly large pole of temporal power
developingn Rome.

The situation reached a head in theDniecento as commercial and population
expansion led to politicdhshes over the control of various resources and rights. Though
early historians tended to paint the various conflicts as an ideological strugghktathe city
of Tuscany initially fought for largely commercial re&88sshe great historian Robert
Langt on Douglas lucidly writes: olt is éerron
with the papal party, or the alliance of Siena with the Emperor, was in either case much

more than anariage de conveHhAsehistorian Philip Jones says, thequdatily local

100For a short, clear, and measured explanatidinteggrise and Liability in Sienese Bankirgh123Gee
alsoFerdinand Scheviijena, the Story of Mediaeval Ghevndioek: Charles Scribner's Sons, 1909), Chapter
VI, "The Rivalry with Florence," 1492.

101pouglasA History of Sie28.Sc hevi | | interprets Sienaf6s Ghibellinisi
Guelf allianceSchevillSiena, the Story of Mediaeval CbaTmune
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aspect of Iltalian politics o0w@lsbelllnat her t

s

conf®ict. o

he

Much | i ke the | arger I mperial/ papal feud,

economic competition. Increased trade from the laehfury led to both Siena and
Florence expanding outside their walls by theet@ury. At the heart of the rivalry

between Florence and Siena that would come to be called Guelf and Ghibelline was an
undetermined boundary between the two citieshfoha first record of arbitrationlodo

exists from 12083 Each city attempted to diminish the other and to enlarge its own sphere

of influencé& both to increase its tax base and to better regulate trade in a manner favorable

to their own merchant¥.in particular, each sought to control the Via Francigena, the great

road that passed through Siena and stretched from England to the major banking center of

Romet’®

The Sienese, more concerned by the nearer papal power than by the distant Imperial

one, had aéd with the Empire in the 2entury’®In 1185, the Emperor Frederick |

oBarbarossad visited Siena to consolidate

alliance with the growingcitYAs Dougl as writes, 0The Sienese

102JonesThe ltalian CGiBtate: From Commune to Sifidoria

103Recorded ihisini, "R. Archivio di Stato di Siena. Inventario delle pergamene conservate nel diplomatico
dall'anno 736 all'anno 1250. [parte seconda]Pyldished inPietro SantinDocumenti dell'antictuzioste del
comune di FirdrRmenze: G. P. Vieusseux, 18951®% no. XLII.For a discussion s&ehevillSiena, the

Stoy of Mediaeval Comrhbuhe

104 JonesThe Italian Gi8tate: From Commune to Sitfria

105Mucciarelli, "Il traghettamento degrcatodss fronte imperiale afbas ecclesiae

106 Jones,The Italian Citate: From Commune to SRft&@a the Florentine angle seehevillSiena, the Story
of Mediaeval Commbie

107 Just a year later, in 1186, Barbarossa was faced with political resistance from Siena and his son Henry

besieged the city. However the conflict was short

advantageous p e abBoeglasp History of Sig@s.Emper or . 6
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Emperor because they wanted his help against the great feudatories on the one hand, and
against the Florentines on the other, these two powers being the chief human obstacles to
t heir ¢ omme r'%Sieaalhaddeep a was intermitterdtly with Fleremcuding
a major conflict in 1235. But the death of the Emperor Frederick in 1250 set off an
international cnis. Committed Guelfs seem to have been exiled from Siena even before
Frederickds death, but Siena breecdeemea cnkudcsh mor
il l egitimate son Manfred attempted to rebuil
domain beginning in 1287Siena would indeed remain more or lesserial until a
Guelf government took over in 1271.

Florentine politics were persap e ven mor e f rY4The Rloreecdoft han Si
the 1240s was, like Siena, strongly Ghibelline. The Florentine Ghibellines were led by an
alliance between the aristocratic elite and the lower classes (as in Siena), and were supported
by a number of pminent Cathars, a heretical sect originating in Frdnck244, a quasi

religious militia had been formed to combat heresy in Florence; this enraged its Ghibelline

108|bid., 29.See alsAscheri, "Montaperti. Per i 750 anni dalla Battagli?dsdt3eri also points out the issue
of regional dominance in Montapéiticontesto storico di Montaperti,” 10.

109|n 1258, capitalizing upon erroneous news of his legitimdterhalft her Conr adi nds deat h, |
crowned king of Sicily. When it became clear that Conradin was not in fact deadeffleefiidd abdicate

his new throne. Manfred had already been excommuni cat
in 1254. Manfred would be killed in battle in 1266 against Charles | of Anjou, acting on behalf of the Pope.
Charles took controfo Manf redds Kingdom of Sicily as Conradin cl

in Siena) to fight Guelf troops. Most of Southern Italy revolted against Angevin rule. Conradin fled during a
battle to avoid capture but was arrested and execute.in 126

10Sji enads Ghibellinism is now generally characterized
following Sesta®aolo Cammarosaniadizione documentaria e storia cittadina: introduzione al "Caleffo Vecchio” del
Comune di Siéig@na: Accademia senese degli intronati, 1988)643680Ernesto Sest&mgna avanti

Montapeftbiena: Accademia degli intronati, 1961).

111ponald PrudloThe Martyred Inquisitor: the Life and Cult of Peter of Verona ([MAftiestiol 252)
Burlington, VT: Ashgate, 2008), 39.
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government, which saw coercive justice and military power as its unique right alsg which a
understood that the militia might endanger the'stateen, in 1245, the papal inquisitor in
Florence sentenced a leading Ghibelline noble; in turn the Ghibelline Fiooeettized
the inquisitor for illegally sanctioning a citizen, and ttedledjuisitor to appear before the
city court. The clash between the Church and civic authorities was merely a new iteration of
an old conflict, but one that now fed into the larger Guelf and Ghibelline factionalism.

In August 1245, the Florentine Cliuconvened a massive demonstration against
the Florentine government, which it charged with illegally intervening in ecclesiastic courts.
Two weeks later, the Church organized another large group at the Cathedral of Santa
Reparata for the feast of St. Balamew; however, the accused nobles had also gathered
their own forces, and attacked the crowd at the Cathedral. Many were killed in what appears
to have been a victory for the Ghibelline government, but in a larger battle that took place
that evening, thGuelf Church militia was the victétt would take another few years for
the Guelfs to take over the city entirely: When Frederick died in 1250, the Pope
excanmunicated Ghibelline Florentethe same year, Guelfs won a major battle and took
over the Forentine government for good.

The proximate cause of the conflict that would lead to Montaperti was the fact that
Siena, by harboring exiled Ghibellines from Florence and her allies, violated the terms of
treaties between Florence and Siena that wepactechin both 1254 and 125

addition, Manfred was committed to asserting authority over Guelf Florence. Thus the local

112Gilles Gerard Messeman and Gian Piero Paéindo fraternitatis: confraternite e pieta dei laici 8el Medioevo
vols., Italia sacra (Roma: Herder, 1977), II: 770.

113Prudlo,The Martyred Inquisitor: the Life and Cult of Peter of Verona ([Mé&gtyded] 1252)

114Edouard Jorda.es origines de la domination angeviRamst Padiard Fils, 1909), 194.
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ambitions of Siena and the much grander political aspirations of the Empire aligned against
Florence, and in 1259, as Florencehandllies mustered for yet another war, Siena swore

an oath of fealty to Manfred, and Manfred promised to protectSiena

The Battle of Montaperti

The policies followed by Florence and Siena in theortmmMontaperti show overall a
desire for dominioand domination with little interest in diplomacy or negotiation. As
hi storian Car |léa hdeaholdditenoad cenfliovwas theepsirsuit af a
policy without the possibility of mediation or compromise, tirelessly pursuing, with the
wealth of kavailable resources, the absolute supremacy and undisputed domain of the
regit®™meél anguage may be purple, but del Mont
Montaperti was an enormous conflict, understood at the time to be a turning point in
foreign relations and in internal Siense politics.

Florentine forces began raids on Sigrestry in the winter of 1258, by which
time Siena was building new towers and fortifying its walls. In 1259, the Sienese sent a
diplomatic commission to see Manfred, hoping to convince him, according to the

commi ssionds lettédy amma wntdear hemerémner gdti §

115There were two exceptions: 1) that Sienadshotihave to act directly against the church and 2) that this
oath would not nullify previous allianéoliLa battaglia di Montaperti: metooigd 2.

160l n Toscana si distinsero | e fazioni dei guel fi e de
Impero, e il loro confronto, senza esclusione di colpi, fu il perseguimento di una politica senza possibilitia di

mediazine o compromesso, instancabilmente orientata, con la profusione di tutte le risorse disponibili, alla
supremazia assoluta e al DaMomelhsabato di Momtaperti: o sttazioted del | a r
grande scempio che fece I'Arbia cologata in rosso

Woquod debeat intendere in ista pre€amsidiaGeralet ate i n f
ff. 75v, 77, 7980. Robert Davidsohn, "Personagaitife documenti per la storia della battaglia di

Montaperti," ifMontaperti: la battaglia del 1260 tra Firenze e Siena e il castefitbattov@atli, Documenti

di storia (Firenze: Aska, 2005)68.0riginally published 8Bie Kampfe des Jahres 1260 und die Schlacht

von Montaperti."
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Demonstrating the essentially local aspects of the war, the Sienese also sent an embassy to
the Pope, who (unsurprisingly) refused to provide Siena with'&8ied. worked on its
fortifications, notablybuidi ng t he anteportal of Camol |l i a,
gate, that closest to FloreHé8y April, Florence had announced her intention for open

war.

By May, Manfred had sent Siena an initial detachment of around 800 German cavalry
andaseond detachment of G¥Gne¢hk 18MaylFloeScaandcend ar
Siena skirmished just a few hundred meters f
Camollid?* Though Florentine and Sienese primary sources record this incident
differentlyi both daim it as a victoiiy historians have concurred that Siena won, and that

Florence lost significantly more troops than Siena. The casualties have been estimated in the

118Gebauerl.eben und denckwirdige ThateRithemmgs erwahlten Romischen Kaysers, Grafens von Cornwall und
Poitou: in dreyen Blichern be&€tgiébhddonati, "Lettere politiche del secolo XIlI: sulla guerra del 1260 fram
Siena e FirenzeBullettino senese di Storia PEB9T): 266.

119Fabio Gabbrielli, "Siena medievale: I'architettura civile," ed. Andrea Sbardellati (Siena: Protagon, 2010), 91.

120This comes from a letter from Guelf Florentines that was sent to Conradin. Letter pulidishaden

Leben und denckwirdige Thaten Herren Richards, erwéahlten Romischen Kaysers, Grafens von Cornwall und Poitou: i
Blchern beschriéddirhas also been reported that the battle took place when it did becaus® Manfted o o p s

had been granted for a period three months, and the Sienese were worried that no battle would take place

before the professional soldiers might have had to have |Baviésehn, "Personaggi, fatti e documenti per

la storia della battaglia di Montaperti," 80.

121The early Trecento Florentine chronicler Villani reported that the chargedotSie@e r man caval ry (h
that these numbered 100) discombobulated the FloreGiimeanni VillaniCronica a miglior lezione ridotta

coll'ajuto de'testi a penna, con note filologiche di | Moutier Eeyengppiicitiot stopilate (4 Foisc

(Firenze: Sansone Coen, 1844), I: libro VI, capitolt\@@gh we might take exception to Villani as a non
contemporaneous account, Sienese civic records corroborate it (seelRlintier). Also, given the

tendency of a citizen to downplay failures by their own side, this story seems more likely to be true than others.
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low few hundreds?Sienese financial records show that the Sienese lost only fiva horses i
the encountéf®By August, Manfred had formally taken Siena under his prdféction.

Just as Florence began a |l arger conflict
Siena was not prepared to attack Florence outright, but instead initially gcgpared
against Florencedos ally of Montalcino. Siena
fourteen to seventy were forced to swear an oath of fealty to NfaSfiesth then quelled
Grossetto and besieged Montepulciano and Montemassi, which was Heinglbeddce
by the or ebmbleAl dobbaBSBdenes®osso di Pitiglian
capitulation resulted in the destruction of her town*#&lsna also took Poggibonsi and
Staggia, |l ater rel easi ngkeopisooevteetEdheGhi bel | i ne
territories of Montalcino and Montepulciano were devaStatedas these smaller cities

and towns that would suffer the worst conseqd

122pavidsohn, "Personaggi, fatti e documenti per la storia della battaglia di Montaperti," 70.

123Report published iRaoli,La battaglia di Montapertiomaestorica~80, documento IV; Davidsohn,

"Personaggi, fatti e documenti per la storia della battaglia di Montapertilt $8em8.that Conradin and/or

his allies also sent aid to the Florentines in the form of cavalry and leaders, inohadiing<taff of

Fluglingen, who was later wourftlgdr e sumabl y by Man firwbhed Bussaraggvaskilesl or part
in Rome, where they were both serving as ambassadGebh&eml eben und denckwirdigeHdragen

Richards, erwahlten Romischen Kaysers, Grafens von Cornwall und Poitou: in drégerffBiichern beschrieben

124 ASSDiplomatico Riformatjti maggid@,05. Note published ©@eppari, "Battaglia di Montaperti
repertorio delle fonti pit antiche e meno nadecumenti del duecento," 72.

125 ASS Consiglio Gen&a@6v;Davidsohn, "Personaggi, fatti e docutirger la storia della battaglia di
Montaperti,” 68.

126For payments for the work see ABiScherBal , 61; Davidsohn, oOPersonaggi, fa
della battaglia di Montaperti, o6 70.

1271 ASS Consiglio Gen&gdle5 5 v ; D a v sodaggp, fatt € docuriRents per la storia della battaglia di
Mont aperti, o 70.

128ASSConsiglio Gen&ale 1 32, 138, 151, 155; Davidsohn, OPersonag:!
battaglia di Montaperti,o6o 70.
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The destabilization of war also touched larger cdtgeugia for example
attempted to intervene and bring about a diplomatic reséitiearby cities took sides:
FIl orenceds army included troops from Lucca,
Val doEIlI sa, with det ac hamwel’tSenafwasalmostBamieo gna an
including detachments only from Grossetto and Poggibonsi, allied troops from Pisa and
Cortona, a group of exiled Florentine and Aretine Ghibellines, and offe®tneeps sent
by the Emperor.

The Sienese army, whichstnmodern estimates place around 20,000 strong, with an
additional 3,000 cavalry, was heavily outnumbered. Most scholars believe there were around
30,000 allied Florentine soldiers, with an additional 3,000'¢®Reyrts that come down
to us from thé lorentine side, however, indicate that Siena was hopeful of a victory, and
indeed, it was probably Siena that provoked the finalBatttee dozen years before
Montaperti, Florence had generally been the aggress@nBut& in a stronger position

this time, with professional soldiers, important allies, and a recent spafééfsnires:

129 ACP,Atti del Consiglio Magy®e1416, Parte Il,9Davi dsohn, oOPersonaggi, fatti
storia della battaglia di Mont aperti, 6 75.

130paoliLa battaglia di Montaperti: memorj@23felicaumenta Germaniae Historica: ,Saipxibes

(Hannoverae: Hahn), 230; Lodovico Saxinfiali Bologn@sdls. (Bassano: Remondini, 1984 111: 339;

Lodovico Antonio Muratori and Filippo ArgelRrum italicarum scriptores ab anno eerae christianae quingentesimo ad
millesimum quingentesquorum potissima pars nunc primum in lucem prodit ex Ambrosiange, Estensis, aliarumque
insignium bibliothecarum c@dailinlani: Societatis Palatinae, 1723), XXV: 802; Davidsohn, "Personaggi, fatti

e documenti per la storia della battaglia didyperti," 75.

131For a crittal discussion of the range of numbers provided by primary sourétxsseaggi, fatti e
documenti per la storitella battaglia di Montaperti,” TGe most extended discussion of probable numbers
can be found iMarchionni] senesi a Montg§85.A very succinct and reasonable analyie olumbers

is inRaveggi, "La vittoria di Montaperti," 4555.

132Davidsohn, "Personaggi, fatti e documenti per la storia della battaglia di Montaperti,” 81.
133]hid. In fact, Davidsohn thinks the movement against Siemawasf ol | yé and notes that ol
wanted to refrain from war was threatened with a fine if he persisted at speaking in a meeting. He said he

would pay the fine because he felt his opinion was imfottti@ntouncil doubled and then tripled the,fin
and finally had to threaten him with death to silence himbidse80.
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great historian of Florence Roli2gatvidsohn pointed out, by time the Battle of Montaperti
was wagediena had again subdued Montepulciano, occupied Grosepteraxh
Montemassi, and linked itself to Poggibonsi (a cesdumgesbjective for Sienese foreign
policy); in addition, just thre@nths before Montaperti, the Sierfese forced the
Florentine army in a very dishonorable retreat at Cdffiollia.

Furthermoe, the Sienese army fought on terrain that they knew well; and though
small, the Ghibelline army comprised relativehalggied forces, unlike the Guelf army.
FIl orentines in particular were fachking with a
on the Guelf side, but there were major Florentine figures fighting for the Ghibelline Sienese
side. In addition, the exiled Ghibelline Florentines fighting on the Sienese side were highly
motivated to win, as victory would allow them not onlyduarbme, but to resume
substantial possessions (particularly real estate) that they had lost through their political
affiliations**Finally, the battleground on which Montaperti was fought was much closer to

Siena than Florence, so the Sienese mighthaspecially imperiled.

4Sjenads affiliation with exiled Florentines would b
Florentine sources. According to these stories, within the ranks of the Florentine army were secret Ghibellines;

after a signal sent from the Sienese side during the battle, the Ghibellines within the Guelf army turned on their
compatriots, and one, Bocca d&fgbati, reportedly cut off the hand off of the Florentine standard bearer,

causing him to let the flag fall. Of course the Florentine sources that relate this are still stressing Florentine

agency, even if it was rebellious, Ghibelline Florentine &gdesiracci, "Montaperti fra storia e mito," 44.

Villani reports the same occurreXakani,Cronica a miglior lezione ridotta coll'ajuto de'testi a penna, con note filologiche
di | Moutier e con appendiegetmiafiche compilate daz%ranenore on the various sources that record

traitorous Florentine Ghibellines, Bewidsohn, "Persaggi, fatti e documenti per la storia della battaglia di

Montaperti," 7&9.See als8chevillSiena, the Story of Mediaeval Cb&imune

135Raveqgi, "La vittoria di Montaperti,” 454.
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The battle was extremely blo&8¥hough as few as 600 Sienese were killed and
another 400 woundétljt seems probable that the Florentines and their allies lost over
20,000 citizens, with around 30,000 in total wounded, dillegprisoneéd® Lucca alone
reported 5,000 killé&.One modern historian estimates that only 10% of the Guelf army
would escape the battle proper, due not only to the high casualty rate but to the large
imprisonment rat&’ Sienese city records show #tahe end of May in 1261, 32 towers, 10
houses, and two palazzi were rented and 472 guards paid to contain the Guelf prisoners,
suggesting prisoners in the several thouSandsimaso Papiense reported that 8,000
prisoners died of starvation in the y&adiswing the battie even if the numbers are an

exaggeration, they are suggestive of an enormous number of pfisdhidesndividuals

136 The surviving stories recount that the Guelf position had been well chosen for defensive purposes, and a
Guelf contingent had barricadesIf in an enclosed area well after the main fighting had ended. The cost to
continue the fight at this point was too high; while the Sienese commanders wanted to exterminate the
remaining Florentines, it was hard to distinguish them from amongtakthieuscans, so the Sienese army
eventually accept ed IbidMB5Marchionnil seneg a MontpEB8Ravegor, 'tee nd e r .
vittoria di Montaperti."

137Marchionni] senesi a Montg@&tiOrlando Malavolbell'Historia di Siena scritta da Orlando di M. Bernardo
Malavolti ... La Prima Pfémetia: Marchetti, 1599), parte I, libro |, 20.

138Davidsohn, "Personaggi, fatti e documenti per la storia della battaglia di Montaperti,” 82.

139Salvatore Bongi, edntica cronichetta volgare lucchese gia della Biblioteca di F. M. Fiorentini: cod. VI, pluteo VI,
doppio teftacca: Tip. Giusti, 1892), 40; Giovanni Sercambipniche di Giovanni Sercambj,3 uokhese

(Lucca: Giusti, 1892), I: 36; Raveggi, "La vittoria di Montaperti," 456; Davidsohn, "Personaggi, fatti e

documenti per la storia della battaglia di Montaperti,” 82.

140Roberto Marchionng§enesi e Fiorentini a Mor{@Gieadi Marchionni, 19963gnesi a Montg®9frhe
Florentine record bookK,Libro di Montapgrécords that only 10 members of therh@B strong cavalry of
San Pancrazio returned froatitle. The San Pancrazio cavalry records are prititeibino di Montaperti (an.
MCCLX), vol. 9 (Firenze: G.P. Vieusseux, 188953@b8

141 ASSBicchermaaggio 1261, 327ff.; 41v, 48v, 54avidsohn, "Personaggi, fatti e documenti per la storia
della battaglia di Montaperti," 86.

142Monumenta Germaniae Historica: ,SalipxofdsHannoverae: Hahn), 528berto Collj Montaperti: la
battaglia del 1260 tra Firenze e Siena e il castetib 6Fobatumenti di storia (Firenze: Aska, 2005), 82.
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were certainly ransomed off, a deal to release the remainder was otdy geeatfker the
battle’*

For the Guédlsurvivors who had heretofore evaded capture, the hardships would
continue: on the 9 September, leading Guelfs abandoned Florence, fearful that they could
not defend it; both Prato and Pistoia refused entry to refugee Guelfs, terrified of the
consequencesf harboring triumphant*“O8thel3a and t he
September, other remaining prominent Guelfs were summarily exiled. On the 16, the
German cavalry and their leader, Count Giordano, entered Florence, where one of their
captains was to seragodestar two years. The victorious Sienese Ghibellines supposedly
floated the idea of totally destroying Florence, but the exiled Florentine Ghibelline Farinato
degli Uberti, who had led the Sienese attack at Montaperti, reportedly iftervened.

The Sienese quickly took over the government of Montalcino, Montepulciano, La
Maremma, San Gimignano, Poggibonsi, Colle, and V/itdanafred gifted Siena the
territory of Montepulciano, previously a satellite of Floedineg Montalcino. Montalcino
itsdf capitulated on the 8 September and pledged fealty to Siena in perpetuity, granted the

Sienese the fort of Montepulciano, and gave Siena the right to destroy walls, forts, and other

143Raveqgi, "La vittoria di Montaperti," 457.

144See ASFCapitani di Parte Guptiated inlldefonso di San Luiddelizie degli eruditi tp2dawbdls. (Firenze:
Gaetano Cambiagi, 1770), VII: 203 ff; Davidsohn, "Personaggi, fatti e documenti per la storia della battaglia di
Montaperti," 83.

145Villani,Cronica a miglior lezione ridotta coll'ajuto de'testi a penna, con note filologiche di | Moutier e con appendici st
geografiche compilate da Fvem¥/I, capitolo 8Davidsohn demonstrated that Manfred wanted Feleren

destroyed, and suggests that the idea stemmed from him, not the Si®®sdssbe, "Personaggitife

documenti per la storia della battaglia di MontapertRid¥fi includes a transcription of a letter recorded in
thel®century but dated to 1260 that specifically refer:
Ceppari Ridolfi, "Montaperti. | documenti del secolo Xlll con un'antologia di testi tradotti," 44.

146There are numerous references to this extension of Sienese power in the primary doaweésoldge
"Personaggi, fatti e documenti per la storia della battaglia di Montaperti," 85.
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buildings’’'Si enads spite against Mghntoedsetheno was se
much smaller town entirely: In 1262, the Sienese government resolved to level Montalcino,

0so that the hill itself shoul W¥Fdeth® me a wi |
possessions including key castles fell to Siena;mgr@aialfs not already killed or

captured were routed out, ruined, and exiled; the Sienese installed the governments of

Florentine possessiofisSi enads political victory was over

destructive, and it would not last long.

Mythologizing Montaperti: Siena and the Virgin

As we have seen, the context in which art historians have tended to place the art of this
moment is that provided by Accounts and Chronicles, none of which are proximate to the
events but all of which relate the story that the city was dedicated than\firgieve of
Montaperti. But what is the Duecento evidence for this appealing Trecento story of the
Sienese civic dedication to the Virgin?
Part of the difficulty of interpreting Mor
the figure of the Virgiis that there is contradictory information. On the one hand, the
Virgin was clearly a focus of communal interest for quite some time before Montaperti, and
her popularity was hardly confined to Siena. On the other hand, governmental references to
the Virgn do appear to change after Montaperti, but the sample size is too small to allow for

anything like certainty. Also, there is ntquaar reason to doubt thap@cession took

147 ASS Diplomatico Riformadigfilsettembre 8, (n.a. 721), 3314 Ceppari, "Battaglia di Montaperti
repertorio delle fonti piu antiche e meno note. | documenti del duecento," 78.

148Constitutiones 1385 Waley Siena and the Sienese in the ThirteertBCentury

149Davidsohn, "Personaggi, fatti e documenti per la storia della battaglia di Montegikrti," 87
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place on the eve of the Battle of Montaperti, or that the main stagirhfgrauch a
procession would be the Duomo. Processions and parades were an extremely common
feature of Duecento Sienese |ife and the Cat
The art historical evidence is also somewhat confusing. The cityfalic gaapel
to the Virgin to be built in the Cathedral to commemorate Montaperti, but the city also
focused on acquiring military relics of the iatterdly a religious response. And though
art historians have marshaled the sever@luatento monumeal panel paintings of the
Virgin and Child Enthroned to support the idea that Montaperti fundamentally shifted the
role of the Virgin in Sienese civic life, a closer examination shows that thedse images
considered more fully in the next chdptae in factied to confraternities, which were on
the rise in the miBuecento, and which may even have grown up as a response to
Montaperti*°Overall, it is probably most accurate to say that Montaperti was not a
watershed moment in Sienese interest in the Vugnmatiher intensified her pegisting
popul arity and civic role. The concerted depg
occur in the early Trecento, under the Guelf Government of the Nine.
From the beginning of Sienese recorded history, the Visgitwesys the most
i mportant oofficialdé Sienese saint: the Cath
It would have been truly remarkable if after Montaperti the Sienese, like the Florentines at
the end of the Duecento for example, replacedlar saint with the Virgin Mary (in the
Florentine example, the Virgin replaced Santa Reparata). But at least as early as 1251, a

Sienese civic seal includeddes sapiantage of the Virgin, indicating that on some level

150Heal is one of the only scholars who has repeatedly argued thitepdit€ivitas Virginis?: The
Significance of Civic Dedicatito the Virgin for the Development of Marian Imagery in Siena before 1311."
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the government was alreatniified with herF(gure123*'Si enads most i mport a
festival was the Marian Feast of Assumption, and the idlidated in depth laterwas
not only religious or spiritual but intensely &¥ic.
Given the prevalence tiet Virgin in Duecento Sienese culture, both religious and
civic, astriking feature of the contemporary primary documents regarding Montaperti (i.e.,
not the Accounts and Chronicles) lscs#of reference tthe Virgin. St. George is much
more prominent-or example, although the Sienese army rode to battle under the standard
of the Virgin, the army was formally dedicated to St. George, the particular patron of the
German cavalfy? After the battle, the professional soldiers paid for a church to St. George
to be erected on the battlefield (it was however never built); they also paid for another
church to St. George to be erected within the city of Siena (this one was built). The Sienese
contributed to the latter church, and committed to bringing two caacheseighing
twentylibbre o t he church on the saintds feast day.
the podestéapitano del popmoamarlingbe foumprovveditdtie prior of the Twenty Four,
followed by the rector of the cavalry,dh@aloniexkthe militia, and finally, the whole
populus of Sien&. The planned procession to San Giorgio was explicitly ciuclaed

militant, and pertinent to (even required of?) all citBenSt. George would never

151E|isabetta Cioni LiseraBigilli medioevali 4&iresize: Museo nazionale del Bargello, 1981)Cyri8,
"The Political Meaning of Coppo di Marcovaldo's Madonna and Child in Sidva,'$éals in Siena in
general seglisabetta Cioni, "Il sigillo a Sienametlioevo: Siena, Palazzo pubblico, 25 febl®aiwarzo
1989," (Siena: Assessorato alla Cultura del Commune di Siena, 1989).

1525ee Part Il, Chapter 4, Civic (Dis) Order and the Feast of the Assub8gion,

153Davidsohn, "Paonaggi, fatti e documenti per la storia della battaglia di Montaperti," 93; "Lettera dei Senesi
a re Riccardo, 20 maggio 1261," 602; F. Donati, "Varieta: lettere politiche del secolo Xlll sulla guerra del 1260
fra Siena e Firenz&Ullettino seneseri giatria (1898): 266; Robert DavidsdBtaria di Firensevols.

(Firenze: Sansoni, 1956 no), Il: 693.

154 ASS StatutR, 910. Published iRaoliLa battaglia di Montaperti: memori@88&&jatocumento V.
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become a patron saint of ttigy, probably because his popularity originally stemmed from
foreign troops.

Perhaps most important, from an art historical point of view, is the commemoration
of the battle in the Cathedral. As we have seen, the 1262cBiestéstiosépulatedhat
an altar and chapel dedicated to the Virgin be built to commemorate the Sienese victory over
her 0 e'frEhendoeumentdoes not list an altar, but the altar that would fulfill the
g 0 v er n mewad anest gertamly the Altar of St. Bonifaceraked with the
Madonna del VBttn addition, however, the laws stated that the Siearesesised at
Montaperti should be kept in the Cathedral with a lamp burning in froBegirniing a
few months after the battle, the government also concentrated on creating, finding, and
preserving artifacts of Montaperti. The city paid to repair the bell from the captured
Florentinecarrocaad went to some length to acquire flags, penrarat banners that had
been used in the fight from private individuals and dealers alike. The search continued into
12637

In fact, only one political document real
Montaperti: when Montalcino submittedien& in 1260 in the aftermath of Montaperti, the
Virgin was referred to as ttefensatardgubernatmt Siena, terms used again in the

documents of the submission of Montepulciano to Siena about a yé&Fligter are no

155patrizia Turrini, "Le fonte a stampa (excursus bibliografico mirafdlg'ricerca di Montaperti: mito, fonti
documengagi storiografiaEttore Pellegrini (Siena: Betti, 2009 ,8(ublished primary documentation see

Zdekauerll constituto del Comune di Siena dell' anno 1262, pubblicato sotto gli aispicaldil&eacotta G
Lodovico ZdekaRéy 29.

156Garrison Studies in the History of Mediaeval Iltaliam\P&dtn@utzek, "Per la storia delle due ‘Madonne
delle Grazie' nel Duomo di Siena,"-108.
157 Ascheri and Raveggi, "'Lo strazio e 'l grande scempio.' Da Montaperti all'assedio di3Siena," 33

158Gjovanni et al Cecchini, ¢ldCaleffo Vecchio del comune 8ivdisnéSiena: Accademia Senese degli
Intronati, 19341991), II: 8538, n. 629.
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prior survivingeferencesuch as thes@hile the terminology is suggestive, it is hardly an
historical slardunk. Furthermore, references to the importance of the Virgin as a political
figurehead could be interpreted as a reaction to the fact that Siena was operating against the
interests of the papacy.

One of Sienads primary hesitations in the
feared directly opposing the Pope; conspicuous displays of religiosity would be a natural and
sensible method of counteracting social or everdumal feelings of disloyalty to the
Church®°It would have also made good political sense for the government in particular to
encourage and display such apparent devotion. As the symbol of the institution of the
Church itself, Mary would be the most @duwt symbol for such responses.

Thoughart historians have focused on the Sienese tradition that the city was
dedicated to the Virgin in the civic Cathedral on the eve of the Battle, there are important
other mythic strains surrounding augury, astratwgic, and phantast¥&Some of these
stories are clearly the kind of local legend that is passed along as lore rather than as a record
of facts, which is certainly one reason that art historians have avoided mentioning them.
However, there is no reasorthink that these stories informed the Sienese or Tuscan
consciousness any less, or any less seriously, than the stories of the Virgin. And while some
are quite fantastical, they may have been believed. As Garrison rightly points out, it may be
unclear wather or not the city really was dedicated to the Virgin before the battle of

Montaperti, but the fact that chroniclers appareeligvéts to be the ca8eeven a

159Davidsohn first made this poiBavidsohn, "Personaggi, fatti e documenti per la storia della battaglia di
Montaperti," 93.

160For a quick compilation with citations, lgkechionni)] senesi a Montap361.
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century removed from the incid@nells us something important about Sienese self
fashiomng, at least at the time in which the myth was recérded.

A less repeated Marian story, but one to which some art historians do refer, is that an
apparition of her mantle in the form of fog appeared on the night before tHé rattie.
17" century, lte early historian Giugurta Tommasi reported stories of evil portents that
appeared to the Florentines during their preparations for Montaperti: dogs in Florence
howled, and wolves (a symbol of Siena) were seen running through the streets in broad
daylight So panicked were the citizens that the government had to pass measures against
interpreting these portents negatit’éven more lascivious is the story that the head of
the Florentine army was a oOonecroma@vlcer 6 who
the familiar informed the general that the placement of the allied Florentine camp was
disastrous, but the general was unable to move the camp before the Siene¥éTadtacked.
Quattrocento chronicler Ventuotbuaratter dndt 1 ncl
reported that the head of the Florentine army had had a vision that in hindsight exposed the

perilous location of the carfipAnother apparently medieval myth tells of ghostly sheep

161GarrisonStudies in the History of Mediaeval Italiam\P &iffting

162Njccolo di Giovanni di Francesco Ventura, "La rotta di Montaperto," (Biblioteca Communale di Siena,
1443)Citations from the copy of theamuscriptG. Macchi, "La rotta di Montaperto," (Biblioteca

Communale di Siena 1710)vidsohnStoria di Firende 691692.Niccold di Giovanni di Francesco

Ventura, "La Sconfitta di Monteaperto, secondo il manoscritto di Niccolo di Giovanni di Francesco Ventura,"
in Il primo libro delle Istorie sanesi di Marcantonio Bellarmati; dueoafitte idinVeuitaggerto, tratte da antichi
manoscritti; cenni sulla zecca sanese; con daninGiuse ppedfiorri (Siena: Onorato Porri, 18488, 55

163Gjugurta Tommashistorie di Siehlistoriae urbium et regionum Italiae rariores (Bologna: A. Forni, [1625
6] 1973), Reprint, libro 5, 3356; Daidsohn Storia di Firente 691.

164Gjuseppe Rondoniradizioni popolari e leggende di un comune medioevale: Siena e(EeiaoAontado senese
Forni, 1986 [1886]), 52.

The Ventura Account relays that the gener al had had
camp was located between the Malena and Biena/ewvdusa, "La rotta di Montapert@itations from

copy of the manuscrigtlacchi, "La rotta di Montapeft®r; Ventura, "La Sconfitta di Monteaperto, secondo

il manoscritto di Niccold di Giovanni di Francesco Ventur&g4 52sp 53.
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and/or dogs that appear on the battlefield around the esamvef Montapertt® Yet
another myth states that, on foggy nights, a cavalier appears on a white horse and meditates
on the meaninglessness of humarfiife.

More important, however, because more historically verifiable, are the stories
surrounding the Siese astrologer who predicted Sienese success. After the battle, he was
actually made the official astrologer of thetatstrology was common, frequently used
in governance, and was taken seriously by medieval Italians. However, this story has never

been marshaled as evidence of Sienads speci al

The Duecento Meaning of Montaperti

Perhaps most i mportantly, however, the repet
an accompanying acknowledgement of historical andpstiticces fails to paint either an

accurate or a full picture of the moment. Stories of a dedication to the Virgin and an

emergency devotional procesSienen if trué do not speak to the incredible

psychological and financial burdens faced by not oiettese but by effectively all

Tuscans during the period surrounding Montaperti. They do not capture the political turmoil

or social upheaval. They do nothing at all to impress upon us the physical devastation of the

war.

But Montaperti was, relativeth@ population, the largest battle ever fought in

166Rolando Ciampoli,e ombre ritorn@ficenze: Pugliese, 1975), 111.
167Rondoni,Tradizini popolari e leggende di un comune medioevale: Siena e |'&dtico contado senese

168DavidsohnStoria di Firenide 692.
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Tuscan territordf? It utterly destroyed much of the countryside and some towns: 20,000
animalwere killed, representing an enormous amount of food and'€apimbattle itself
would have been brutal; historian Roberto Marchionni rightly underlines the suffering
caused by medi eWahybatrmcédaiirnsgemaeregl sts in
huge game of <chess pl ayed eont hsep roi bnl go omide aadnodw sd.
war was OA brutal effort, absolutely mind nu
battles wusually wer e not!'Moktenpdotandyyvlaeget , but t h
proportions of the populations of several cities wézd,kitounded, or captured as a result
of Montaperti. Thousands may have starved to death in Sieneselpesesy. presence
of so many prisoners in Siena, many of whom were only released a decade later, must also
have had a profound effect on the city.

Montaperti was a glorious victory for the Sienese, but it was also a trauma.
Montaperti was crucial to the artistic development of the city, not because it spurred interest
in the Virgin, but because it created the circumstances under which the new social
organization of confraternities were instituted; confraternities commissioned the
monumentainaestash o s e I magery Ducciods high altarpie
years later. In addition, Montaperti effectively forced Siena down a path tHetdoold
her economic detriment, shutting Siena off from new financial markets that the Florentines

took over instead, and causing the richest Sienese to invest more heavily in the city itself,

90i n the magnitude odpic¥% nmpraa mchd sb atntda gvliica i mesi. ,c0ombat t
toscanoé per | dent it ™ Asdckeri "Mootapérta Pet ig50arni dala Bagablin,'®11l.v i t t i me

170]bid.; DavidsohnStoria di Firenxe 448.
1710Molti strateghi da salotto infgiénsano alla guerra, e soprattutto a quella pretecnologica, come ad una
immensa partita a scacchi giocata sui prati primaverili; ma la guerra, quella medievale almeno, prima ancora di

essere «sangue e morte», era soprattutto fatica. Una fatica lseslitaleotisnebrante; tanto che le battaglie
di solito non | e vi ncev aMaschionnimsendsi aMaritaplrtio si , ma i me n o
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including in its art and architecture.

Montaperti ultimatelnay even have | ed to the creatio
Sienads government continued to exert tighte
of the Guelf/Ghibelline wars, especially in the early Trecento. One of the ways in which we
seesuchontr ol is in the regulation of the Feas
holiday, and the Opera del Duomo, the department of public works. The Opera, which
commi s s i o nMaestaBroedoche fandlesd largely through the Feast of the
Assumptionfor which the high altarpiece served as a monumental baEkdthye. social,

political, economic and artistic effe¢tMontapertiwe turn to the next chapter.
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Chapter 2: The Monastic Pictorial Context: The Monumental/aestas

The years in which tlfiest two monumental Sienese images were matigdbana del
Bordone 1261 Kigure15) and thePalazzo Pubbhadonnarobably inl262 Kigurel?), were
years of extreme political unfé&dtlontaperti spurred political conflict within Siena because
it emboldened the charismatic, ever rdimtatorial leader of the Ghibellg®/ernment,
Provenzano Salvani, to take an ever harder line against the Guelfs and the papacy; however,
Sienads increasing wealth was due in | arge p
imperiled by papal sanctions enacted against Siena beébaushibelline government.
Compounding the problem was the decision by Charles of Anjou to ally with the Church
against the Hohenstaufens in 1263. The Angevin empire was extremely wealthy and
tantalizingly underfunded, a prize for Italian bankensaSes-Moptapsrti, hartine
Ghibdline governmerttiggered a merchabanker backlash against the state, leading to
murder, riots, and the exile of the richest Sienese families. This political climate eventually
allowed for the installation of a newe® government in 1271, one that itselspeedowed
the famous Guelf government of the Nine, which from 1287 until 1355 cemented an
economic elite into power and the city into relative calm.
Understanding the late Duecento era is crucial both for understanding the art that
cameoutofitart | ater ref er encifelutalsmbedausetcei o 6s hi gh
political and economic history of the late Duecento leads to the increasinglyiaathoritar

government under which Ducciobs high altarpi

12Mucciarelli calls 12622 6 3 a 0 f oncoadl o pf ooi nndtidundéargipasltragbejtamento dei
mercatodks fronte imperiale afjars eccle’sid@ The Palazzo Puighbl Madonshould probably be knwn as

the San Domenico Maddomia was San Domenico not the Palazzo Pubblico for which it was made. However,
the early literature established this as its name and | am loathe to use a different one and poésetially incre
confusion.
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monastionaestasade in the two decades after Montaperti inhabited a disruptive but
formative period for Sienese economics and politics; specifically, they wesmnohostly
probably all, made for confraternities, institutions of social bonding and ritual brotherhood
that proliferated in the wake of the Battle of Montaperti. The monumeaatidase

dependent upon, even illustrative of, the gmdibcal circumstanse®f Siena, and the
Madonna del Borduoade for a recent, originally Florentine order funded by prominent
Sienese Guelfs, may ekiame directly addressed them.

Sienads monastic c¢hur c h-iessized pamad paintmgsb e p o pu
oftheM rgin and Child Enthroned, which would be
high altarpiece, starting in 1261 with the sedatgMadonna del Bor(fonee1s).

However, unlik® u ¢ c Maesiascent scholarshimsdemonstrated th#tese panels
werealmost certainlyot altarpieces, but rather were placed on top of rood screens or were

hungon awalbs we willséEéAnd t his difference of use is Kk

173The monumental images of the Virgin and Child Enthroned have been the subject of many studies, most of
which focus on attribution and identification. More recently, academics including Rebecca Corrie, Jennifer Fisk
Rondeau, Beth Mulvaneypd Gianna Mina have examined at least some of these images within a political
context, following though possibly forgeMagsiaing Er nest
from 1955Franz Wickhoff, "Uber die zeit des Guido von&iduitteilungen fiir Geschichtsfafs¢hesg);

Cesare Brandi, "Una madonna del 1262 ed ancora il problemo di Guido di@tedario. 36 (1933)a

Regia pinacoteca di(Bmma: La Libreria dello stato, 1933); Evelyn Sandberg Sieved§¢udies: The

Development of the School of PaintifrdonéSten®Ischki, 1953); Stubbleliggdo da SieRaero TorritiLa

Pinacoteca nazionale di Siena: i dipinti dal XIl a{G&hegao®agep, 1977); Bellosi, "Per un contesto
cimabuescsenese: a) Guido da Siena e il probabile Dietisalvi di Speme."; "Per un contesto cimabuesco senese:
b) Rinaldo da Siena e il Guido da Grazidrospettiéa2 (1991); Gaetano Milanesi, "Della vera eta di Guido

pittore Senese e della celebre sua ta®l®iomenico di Siend_&ttera Stormrdica di Gaetano Milanesi al cav.

Anton FrancescdIR{@859).More recent scholarship includesiest T. DeWald Observations of Duccio's

Maestain Late Classical and Mediaeval Studies in honor of Albert Madda&riéidjtdmann (Princeton,

N.J.: Princeton University Press, 1955); Jennifer Fisk Rondeau, "Lay Piety and Spirituality in the Late Middle
Ages: The Confraternities of No@entral Italy, ca. 128348" (1989); Corrie, "The Political Meaning of

Coppo di Marcovaldo's Madonna and Child in Siena.";asdVjaeskild in der Sieneser Malerei des Trecento:
unter besonderer Berlcksichbgustgltlerg im Palazzo Comunale von San Bakeiviaidowell Wilson,

Music and Merchants: The Laudesi Companies of Rep@fiwad; Nementark: Clarendon Press; Oxford

University Press, 1992); Gianna Antonia Mina, "Studies in Marian: |8exy#rsy Spirituality and the Art of

Siena (c. 126¢. 1328)" (University of London, 1993); Rebecca W. Corrie, "Coppo di Marcovaldo's Madonna
del Bordone and the Meaning of the Bagged Christ Child in Siena and the EGsst&5, no. 1 (1996);

BethA. Mulvaney, "Duccio's Maesta Narrative Cycles: A Study of Meaning" (University of North Carolina at
Chapel Hill, 1998); Gianna Antonia Mina, "Coppo di Marcovaldo's Madonna del Bordone: Political Statement
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al tar pi elMamstappbopriatd & pofular image developed outside the Cathedral
context, dec a tMaestval emrissienedthat lad soddferent function,
but D WMeestdetoidned and riormed the meanings of the earlier image type to suit
the civic CatHoeve e Masstilsnaadssardysarried along the
history of the earlier image type.

Why Siena Cathedral appropriated an image type developed in monastic churches in
its high altarpiece is by no means obvious. Monastic churches werenstigioass, like
the civic Cathedral, but they were not necessarily politically or economically aligned with the
Cathedral. In fact, monastic churches were often at odds with the official Church hierarchy,
and in the midDuecento had only very recebiyen uneasily accommodated within the
Church structure. Part of the issue was the fact that monastic churches offered a means of
political organizing and identification, and the confraternities were a primary mechanism of
this social system.

In this chager, we examine the form and use of the-fargeal images of the
Virgin and Child Enthroned, and then place the development of these monuaesiés
within the difficult political circumstances of fdehtaperti Siena, and in particular, within

the iising popularity of confraternities. Though confraternities existed before Montaperti,

or Profession of Faith?," Art, Politics, and/ic Religion in Central Italy;1B3@1 Essays by Postgraduate Students
at the Courtauld Institute,addrioanna Cannon and Beth Williamson (Brookfield: Ashgate 2000); Jennifer
Fisk Rondeau, "Homosociality and Civic (Dis)Order in Late MedigeamlQ@hfraternities,” ifhe Politics of

Ritual Kinship: Confraternities and Social Order in Early ddodiéchdlaly Terpstra (Cambridge; New York:
Cambridge University, 2000); Beth A. Mulvaney, "Gesture and Audience: The Passion and Dtictio's Maes
Early Drama, Art, and Music Monograj8 $2o@s)-or the issue of the placement and useof the large

format panels séene Hueck, "Le opere di Giotto per la chiesa di Ognissahf,"Ntadonna d'Ognissanti' di
Giotto restauragd. Adriano Peroni, Gli Uffizi. Studi e ricerche (Firenze: Centro Di, 1992); Andrea De Marchi,
"'Cum dictum opus sitagnum': il documento pistoiese del 1274 e l'allestimento trionfale dei tramezzi in
Umbria e Toscana fra Due e TrecentoViédioevo: immagine e memoria: atti del convegno internazionale di studi:
Parma, 228 settembre 2@@B Arturo Carlo QuintavalMifano: Electa, 2009); Miklés Boskovits, "Maesta
monumentali su tavola tra XIII e XIV secolo: funzione e posizione nello spazid\s&ccostiar®® (2011).
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they truly flourished in its confused aftermath, and they appear to have been among the

most important promulgators of Marian imagery. Finally, this chapter apphedcistsy

of the first known monumental SienesestéheMadonna del Bordehieh may have been

made as a direct result of the Battle of Montaperti, and which may help illuminate the

conflicting political | anadedcape that this
The largdormat panels of the Virgin and Child Enthroned that were appropriated

as the centr aMaestinolagthdadannaldel Bogdbe®dagzo Pubblico

Madonngigure17), and theSan Bernardino Madan8&na Pinacoteca kfyre18).!”

Outside of Siena, and usually used as comparisons for the Sienese pandEestée the

from Santa Maria dei Servi in Orvietguel9d , D u c c i Ruécsllai Madomnhan a |
FlorenceKigure2) , Ci ma b u EldestatheSarta Triraiér the dJffizi Figure22) and
the Pisa panel now in the Louwrigue23) , a n d OgBissanti Mamldfsare24).! It is

important to be aware that there are many other similar Marian images that survive from the
period in Tuscany, but those named above are the finest quality and were probably used in

the more prestigious institutidffs

174Duccio also made a now lasdestar the Cappella della Nove in the Palazzo Pubblico in 1302ntse

H. Stubblebine, "Duccid\daestaf 1302 or the Chapel of the NoveThe Art Quarte8% (1972): 4t is

important to note also that discussionmaéstas an image type have tended to include two different classes

of objects: One are polyptychs, dossals, and other objects made explicitly to sit on and at the back end of an
altar. The second group comprises the large indeperadey@danels.

175The Sarg Maria Maggiore panel in Florence used to be included as well, but has been definitively shown to
belong to an earlier period. $&aco Ciatti and Cecilia Frosinfimipmagine antica" Madonrzhddaf Santa
Maria Maggiore in Florence: Studies and(RiestoratioRdifir, 2003).

176The GalliDunn Madonname to the Sienese Pinacoteca from the collection of Profesdbuiaili

Rome. Its provenance is usually considered to beeSreaggin and it is usually thought to have been made
in the 1260s or 1270s. T&alliDunn Madonigamost similar to th®an Bernardino Madionthat it includes
cabochon stones in the haloes and showslzalsked throne; the composition is siniildhePalazzo Pubblico
Madonnahough thé&alliDunn Madonisa significantly smaller panel.Asd&aanchi;Di alcuni recento
acquisti della Pinacoteca di Belle Arti in SiBaasegna d'arte 2efi€86): 11617.Stubblebine dates it to
1270sStubblebineGuido da SieB4.Four large dueand early Trecentnaestasrvive from sites in Florence.
All of themaestasade for sites in Florence pdate the Sienese panels. It is possible that such images in
Florence were more likely to be lost, because Florence became arsndghandc center of painting by the
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The three large surviving Sienese panels were made for three of the four mendicant
churches in Siena: the Servites, Franciscans, and DonAirtitasterian Rebecca Corrie
has suggested that the Duecemesia SanGimignano, which came from Sargtmo
in San Gimignano, may either have been made for San Agostino in Siena or it may have

replicated enaestaade for San Agostino in Siéa.

Maesta as an Image Type. Terminology and Iconography

Thefigure of the Virgin in thikalianmaesitnage typgasdrawnfrom the Byzantine
hodegetitam; the early Byzantine cult of the Virgin, however, also treated a different image,
theblachernais a key model. The orighiatherndrom the Blachernai sanctuary located

next to but outside the city walfsConstantinople, was probably al&rbth image in

mosaic of thetandingVirgin spreading her clodkThe formof their iconbecame famous

Quattrocento, and more modern images may have led to the destruction or abandonment of antiquated ones.

One of the surviving Florentine panels, the Rucellai, is by Duccio. Two of the others are by Cimabue, and the

thirdi s attributed to Gi ot t Maesticksithe bubtletp and graxaof Goppediy | ar ge
Mar coval dods maes§idsmaab upeobosr |i antiRaicallai Madonmawofk soomagnifiderd 6 s

and so beautifully execuieds well amtellectually innovatifiethat it must have quickly become among the

most famous images in Florence. As Hayden Maginnis he
theory, which mediates between the earthly and divine by selectively resp#otitiggatiee laws of gravity,
as seen in the positions of the floating yet weight

delicately against the throne, and their bodies bear no weight. The freses@ Assisi, consistently
ascribd to Cimabue, shows the same mistake, indicating to me thatl@tpsshe Rucellédlayden B. J.
MaginnisPainting in the Age of Giotto: A Historical Reglraleasdn Park, PA: Pennsylvania $tateersity
Press, 1997), 648, esp. 69.

177Corrie, "Coppo di Marcovaldo's Madonna del Bordone and the Meaning of-ttegBadeChrist Child in

Siena and the East," 94e suggestion isasonable in part because other works in San Gimignano were

reiterations of major Sienese works, notably the Trecento Palazzo Mialgislitor e sco by Si mone Mar |
partner Lippo Memmi. Given San Gi migmrain@e®s pkd otswel atses ¢
entirely possible. Sekann, "From Creation to the End of Time: The Nave Frescoes of San Gimignano's

Collegiata and the Structure of Civic Devotion," 133, 1449392

178pentcheva, "The Virgin of Constantinople: Power and Belief, 1713
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when the city repelled the Avars in 626 and thanksgiving ceremonies were held in the chuch;
the walls werater expanded to include the Blachernai within the city fffoper.
It would not be thi8yzantiné mage but the supposed oOoportr
reportedly painted from life by St. Luke that would provide the model for many Byzantine
and Italian image$ the Virgin, thougk° The name othatimagehodegetrifervies from
its location in the Hodegon monastery in Constantinople, near the imperidl patace.
Hodegon emerged as the Virgi"and$2cenwmred? i mport a
itsicon was a haléngth image of the Virgin holding the Christ Child on her left arm and
pointing towards him with her rigBissera Pentecheva stresses that this gesture was not
communicative of maternal love but rather intercession and sacrificeit malarfgct
image to inform battles and wét&lnlike the Italiamaestdswas notn enthroned figure.
TheHodegetimn was the at focus of weekly processions, held each Tuesday, and
the paneaelyds nto the monawtuemder st symibic ace me Mo n
reenactmet of the entrance of t he*THWdicomgwasn, at age
therefore closely associated with not only g htuabuilding and placethat hearkened
back to the Jewish roots of the ChristiagiosliThe Hodegeti@n also came to be used in

the annual Akathistos procesBiamhi ch seems t o be the origin o

179]bid.; "Rhetorical Images of the Virgin: the Icon of the "Usual Miracle" at the BlacRas(@i000).

180]cons and Power: the Mother of God in Bizartiodegetria and the Legend of the Icon Painted by the
Apostle Luke," 12427.

181]pid., 109.
182|pid., "The Monastary and Its Icon: The Hodegon and the Hodegetria24121
183]bid., 111.

184"The Virgin of Constantinople: Power and Belief," 117.
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association with the protection of the city during the Avar&eigen therethe Hodegetria
was often invoked agi@ic shield, carried to the walls and processed for divine intercession
and protection from various enemi€sheHo d e gseipposedpdvensade it a popular
imageaeproducedround the Christian woylhdoften creditedvith civicprotective
propertes® Finally, theHodegetrauld be the object of the most popular hymn to the
Virgin, the Akathistos.

The Italiammaestanlike theHodegetrshowed a Virgin Enthroned, echoing the
popular Romanesgimage type of theedes sapiemthieh also haots in Byzantine
imagery, but whose more important and immediate formal precedents were probably
Romant®Images of the Virgin as a queenMhéa Reginseem to have developed
primarily in Rome rather than in the Byzantine world, beginning Tnctvauty® The
Maria Regimaan enthroned Virginnaaestavhich includes specific markers of power such
as a crown. The art historian Nikodim Kondakov (followed by Bissera Pentcheva, among
others) argued that the imagery of Mary as ruler developeuriaral Italy because they
challenged the images of the emperors and empresses and argued for the legitimacy of the

popes as secular sovereltfiihe Duecento Sienesaestasay have been influenced by

185]bid.
186]bid.
187]pid., 118.

188 A classic if not comprehensive overvieStlbblebine, "Byzantine Influencd mrteenthCentury Italian
Panel Painting."

189pentchevdcons and Power: the Mother of God in B§22atium

19Nikodim Pavlovic Kondakolkonografija Bogomateals. (St. Petersburg: Tipografija Imperatorskoj

Akademii Naukii, 1914), |: 245, ZF6oted inRenate Jaques, "Dienkgraphie der Madonna in Trono in der

Malerei des Dugentadylitteilungen des Kunsthistorischen Institut&s firo Flo(g827): $ee also Jaques, who
attributes the Italian depiction of uUharityjasas a queen t
opposed to Byzantiuniid., 3.For more recent literature $&entchevdcons and Power: the Mother of God in
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the much earlier Roman pictures as a category af bhjgexcept for the early Duecento
TressandOpera Madonnaegir figural imagery follows thedegetmedel rather than that
of the RomarMaria Regina.

Ultimately, art historians trace the basic Margsitnageryo the iconography of
the anent Egyptian goddess Isigre3).**l si s, | i ke Mary, was knowr
Virgin,éd and was the f i r Bheotokbe d ihtee roOrGBrde dre ag ed
Her son Horus was thought to link divine and earthly powers; he was also characterized as a
bringer of justice and the patron of civil order. Isiac imagery was adopted within the
Byzantine world, where themes of a mother with a child, including narsicigveere
imperial images stressing the legitimacy of their litféages.

Indeed, he monumentaltalianmaestarried important political implications, which
are discernable in the term itmaedd i nTBeehiar s
is found in a Biccherna entry from June 7, 1291, which documented gold lettebs/painted

Dietisalvidi Spem® ant ed oo e Malme st at e mhaswasusedbdytidar i e 0

Byzantiun2125; Folda and Wrapsdyzantine Art and Italian Panel Painting: The Virgin and Child Hodegetria and
the Art of Chrysogre2#13.

191Thomas Mathews and Norman Muller, "Isis and Mary in Early Icdnsdges of the Mother of God:
Perceptions of the Theotokos in Byzafaitian Vassilaki (Aldershot; Burlington, VT: Ashgate, 200, 4.
historian who has written most wWyden Isis and her iconography, R. H. Witt, points out that the association
of Isis and Mary is simply the most recent in this long MediterraneaR sEri&ft, Isis in the Ancient World
(Baltimore: Johns Hopkins University Press, 1997), esp. 20tidi@8ally published &sis in the GraBoonan
World Aspects of Greek and Roman life (Ithaca, N.Y.: Cornell Universityl ®7&38n interesting

discussion of Marian Isaic imagery in the Renaissance can beRegjmhiistefaniak, "Isis Rising: The
Ancient Theology of Donatello's "Virgin" in the Samotibus et Historg¥e no. 53 (2006).

92A]l t hough this term is often translated as oOmother of
equal to the t iMaterdebdphmase firseustdaly twighioby Ambmmse in thater &4

centuryloli Kalavrezou, "Images of the Mother: When the Virgin Mary became "Meter Theowétton

Oaks Papet4 (1990): 16For a review of the archaeological recordecé#ély Marian cult sRéa Avner,

"The Initial Tradition of the Theotokos at KathismaThe Cult of the Mother of God in Byzantium: Texts and

Imagesd. Leslie Brubaker anafyl Cunningham (Farnham, Surrey, England: Ashgate, 2011).

193Kalavrezou, "Images of the Mother: When the Virgin Mary became "Meter Theou"," 166.
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government®l n 1302, Ducciods now | ostinthel t ar pi ece
Palazzo &bblico was also recorded iniecBernantryas ouna tavofa o vero
Ducciods high altarpiece, however, was al mos
tavola di Nostra Donna, 6 untanpriest Roeertgr eat hi s
Langton Douglas christened it Maestin 1902°A1 t hough Ducci o6s high
greatlyexpanded version of the bas@esfarm, the very central image in the altarpiece is
rightly called mmaestnd carries the implicaticarsd history of this older class of image.

Historically, the termnaestéas been used to refer to images of the Virgin and Child
Enthroned both with and without accompanying figéif&oden sculptures of the Virgin
and Childollowing thesedes sap&ntast of which survive from the second half of te 12
century in France, were also catladstésr maiestat&§Both the word and the image type

carry particularly strong connotations of authority and indications offower.

194Rjedl,Das MaeskEild in der Sieneser Malerei des Trecento: unter besonderer Berticksichtigung der Darstellung im Pa
Comunale von San Gimi@idaRo Donati, "Il palazzo del comune di Siena: notizie stdBichetfino senese di
storia pat®g no. 1 & 2 (1904).

19%5Rjedl,Das MaeskEild in der Sieneser Malerei des Trecento: unter besonderer Berlicksichtigung der Darstellung im Pa
Comunale von San Gimigtiano

1% For documents of titles séane Satkowski and Hayden B. J. Maghutsio di Buoninsegna: The Documents
and Early Sourtesues in the History of Art (Athens, GA: @ Museum of Art, 2000), 69, 75, 77, 80, 99
105, 10917, 11923, 128,67 .DouglasA History of Sie@d45351.Machtelt Israéls made this point in her
article on one of the surviving pinnasigelsMachtelt Israéls, "An Angel at Huis Bergh: Clues to the
Structure and Function of Duccio's 'Maestaybirages of Discovery in the Collections peEHufnBekghde

Vries (‘sHeerenberg: Stichting Huis Bergh, 2008), 127; 179, footnote 35.

197See the definitive study on these sculpliees,Haering Forsyth, "Magi and Majesty: dySiti
Romanesque Sculpture and Liturgical Drarha, Art Bullets0, no. 3 (1968): 2Fwor the diffusion of the
Marian type sedatacha Piano, "La Majestas Mariae: diffusione e sviluppo di un tema iconografico
nell'Occidente medievale {XXl secolo),"Arte cristiargd, no. 84819 (2003).

19%8|lene H. ForsythThe Throne of Wisdom: Wood Sculptures of the Madonna in R@PniaicesoueN-dance
Princeton University Press, 19723, @see especially footnote 1.

199Poilpré offers an excelldnstory of the use of the word from late antiquity on. However, she looks at the

word in order to examine the history and iconography bfaiestas DonmimageAnneOrange Poilpré,
Maiestd3omini: une image de I'Eglise en Ode{desieciRaris: Cerf, 2005),-39.
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The wordmaesia a contraction of the Latin phrasenaiestasr 0i n maj esty. 6
use of the concept of Omajestyo in pictures
associated originally with Christ, rather than Mary. Both the denotation and connotation of
theword itself have been well studied; the philologist Georges Dumézil emphasized the
ambiguity of early uses of the téfthlowever, on the most basic level of meaning, scholars
agree that, i n rmaegéswomplsi odt [DaligniRezzodalanddi n deg
pol i tica®armd eaxdaerscihgynadt es t he superior rank t
to othhers. o

There are three i magemdiegiiselsa ¢ ob evehn caip f lhiee d
Maiestas Dom#an image of a seated Christia the earliest of all the enthroned image
types; thd/aiestas Marigran image of the Virgin and Child Enthroned; finally, other
maj or religious figures such as St. Peter an

ma j e*$Howeved, the terrnaestzan only be used to denote a Virgin and Child

200Georges Dumézilées romaimakliotheque des sciences humaines (Paris: Gallimard, 1969), 128.

20lgmaiesteasst . . . une notion i mportante, i mpl i guPoiipté, cert ai ns
Maiestas Domini: une image de I'Eglise en-DaxEléntg¥e

229 Maj esty is not a nionahipstesupposes thatdivars dategpries obbeings, éeltto leel a t
homogeneous, are put in hierarchy, classed into different ranks, but always of the same sign, all respected;
majesty, then, designates the superior rank that occupies a categorytinselatoh her s. 6 o0La mai est

pas une qualit® absolue, main un rapport; elle suppos:s
homogenes, ont été mises en hiérarchie, classées a des rangs différernts, mais tous de meme signe, tous
estimables; maiesta d ®si gne al ors | e rang sup®rieur qubdoccupe u

a ut Men®zilfdées romaine9.

2039ln maiestas onrmagstdd The Sienese Pinacoteca houses two ot her
saints: an historiated St. Peter Enthroned, usually attributed to Guido da Graziano, from the 1280s, and an

historiatel St. John the Baptist Enthroned dated to 1260. A similar panel attributed to Coppo di Marcovaldo

shows St. Michael the Archangel Enthroned. There are many similar Duecento examples found throughout

Italy. Lesser saints like Mary Magdalen or St. Frameiges of which are also preserved in the Sienese

Pinacoteda are never shown seated during the Duecento, but rather are invariably shown standing, in a rigid,

fully frontal position. They may or may not be surrounded by small narrative scenes, butaxbecihdisey

scenes are almost always arranged vertically and symmetrically, echoing tttomajoeutical axis of the

frontally figured saint.
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Ent hroned, even though %®ther figures may sit
The resemblance of the teiaiestas MaaadMaiestas Domimay occlude two

significant iconographic differences between the two image typedwslygs has larone,

but Christoftendoes ng he always sits in and usually on a mandorla, she almost never

does?®While Christ in Majesty is usually not depicted with a throne, the general concept of

enthronement is a necessary but not suffici¢at fac most images to be known as a

figure depicted o0in majesty: 06 the Christ of

of his mandorla might be seen as a heavenly throne rather than an earthly one. Iconographic

studies have tended to cdesithe mandorla as a nimbus, a depiction of the radiant light

surrounding a holy figui€In a more basic sense, though, the mandorla signifies a rupture

between the earthly and divine redflthsmages of any other saint 0i

204R-H. SchonaVeinholtz, "Maesta," lrexikon der christlichen Ikonogadhigelbert Kirschbaum and
Gunter Bandmann (Rom: Herder, 1968), 128.

205|n Byzantine art, it should be noted, Christ is often shown enthroned. The presence or absence of the
mandorla seems to be somewhat tied to materials: in Romanesque frescoes Mary is usually shown enthroned
within a mandorla. On panel paintings this arrangement is extremely unusual. However, both frescoed images
of Christ in Majesty, and those in sculpture and in painting usually include a mandorla. In Romanesque
frescoes, though, an enthroned Mary withinnglonk is invariably found on the ceiling and/or in an apse.

This seems to me to support the notion that the mandorla signifies a link between the earthly and the divine,
for the frescods | ocation above Hheltheonewandeheemporalmpl|l i es t
trappings of power are earthly. An Enthroned Mary in amnépeet mandorla might look very édds

though the throne were hoisted up to the ceiling. In the case of apse frescoes, the mandorla allows the image to
be a visiomand frees the Virgin from the worldly constraints of gravit@t®&eBrendel, "Origin and

Meaning of the MandorlaGazette des Beas25 (1944)-or Siena also sBaffaele ArgenzianAgli inizi
dell'iconografia sacra a Siena: culti, riti e iconagghid a&i¢itavarnuzze, Firenze: Sismel, 2000), 160.

206 Adolphe Napoléon Didron and Margaret StdRbsstian Iconography: or, The HistonaofAChinsthe
Middle Age3 vols., Bohn's illustrated library (London: G. Bell, 1886), I: 121; Brendel, "Origin and Meaning of
the Mandorla."

207 Jaques, "Die ikonographie der Madonna in Trono in der Malerei des DugisogsBmentions that the

mandorla is more simply a symbol of heavAndreas t sel f . F
Andreopoulosietamorphosis: the Transfiguration in Byzantine TheologyGmstwoondgidphy St.

Vladimir's Seminary Press, 2005838#%he most important reference to the ancient rooteafyimbol is

André GrabarChristian Iconography: A Study of it§P@nigaten, N.J.: Princeton University Press, 1968), 117

118.
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that figureenthroned; but at the same time, all images that include an enthroned figure are
nonecessarily images o0in majesty. o6 For exampl
shows both the ivgin and Christ enthroned on an earthly, matiereade, and the
Apocalypse shows an enthroned Christ, but one who is again often enthroned on and within
a mandorla.

The only really definite information conveyed by thentiksia that the image
contains a major holy figure who is enthroned, and wbblépicted in an important
t heol ogi cal moment such as the Coronation or
seems to capture something that is not an event, per se. Rather, it communigates a non

s peci f inamelythat Maty s thé Queah Heaven and the Mother of God.

The Location of the Monumental Maestas

The location of the monumental monasiiestésintegral to their use and meanings, and

i mportant for understanding the ways in whic
de and reformed priorimagetypg8ne of the most obvious ways
Maesthad an important artistic impact was by helping toftreetgbe even to define

the complex polyptych altarpiece. Altarpieces appear not to have been especially common in

the Duecento, and those that survive are much simpler, horizontal dossals. So it is
interesting that the designers of the Cathed
category entirely, the monumental monastestashich almost certainkyerenot used as

altarpieces proper, rather than to the akestdplished low dossal like the one that

probably already graced the altar of St. Borifgoes see also for examplgure14) 2%

208 The dominant form for altarpiecavhen they were used, seems to have been low dos€HsSiBrese
Altarpieces, 121450: Form, Content, Furné&ahb.
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Throughoutmost of the scholarship on the monumentstdsow they were used
and where they were placed remained largely an open question, though many had assumed
they were used as altarpieces. But as Andrea De Marchi has pointed out, not a single
contemporary mord identifies any of the massnaestas an altarpiece, an odd omission
given then number of records that do survive surrounding®fidma.altarpiece theory has
been supplanted two possibilities: one, promulgated especially by Irene Hueck and Andrea
De Marchi, posits that the monumental images of the Virgin and Child Enthroned were
used to decorate thramezzbat separated priests or monks from the layity, or that
screened off a chapel; the other possibility, forwarded by Mikl6s Boskovitbeis/émgt
large Madonna panels were hung on a wall near an efifryway.

Hellmut Hager, in his influential book on the development of images made for altars,
assumed that the panels in question were altarpieces, a view that many scholars (usually
outside of & history) persist in followiri.The other early postulate was that these images
not only derived from Byzantine icons, but were used in simil&Ftags.Beltig rightly
recognized that thmonumentaltalianimages sprung from confraternal patroaadge

thought that they were made for side chapels used by confrat€@itesf the most

209De Marchi, "'Cum dictum opus sit magnum': il documento pistoiese del 1274 e l'allestimento trionfale dei
tramezzi in Umbria e Toscana fra Due e Trecento," 607.

210Hueck, "Le opere di Giotto per la chiesa di Ognissanti."; DeiM&uam dictum opus sit magnum': il
documento pistoiese del 1274 e l'allestimento trionfale dei tramezzi in Umbria e Toscana fra Due e Trecento.”;
Boskovits, "Maesta monumentali su tavola tra XIIl e XIV secolo: funzione e posizione nello spazio sacro."

211HagerDie Anfange des italienischen Altarbildes: Untersuchungen zur Entstebkagisgbschichte des
Hochaltarretab&89154.

212For more on the idea sdaroslav Folda, "The Kahn and Mellon Madonnas: Icon or Altarpiece?," in
Byzantine East, Latin VéestDoula Mouriki (Princeton, N.J.: Dept. of Art and Archaeology, Princeton
University, 1995); "lcon to Altarpiece in the Frankish East: Images of thandrghild EnthronedStudies
in the History of Aft (2002).

213Hans Belting, ikeness and Presence: A History of the Image BeforéCthiedga: adiversity of Chicago
Press, 1994), 3898.
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i mportant pieces of evidence for Beltingds a
Rucellai Madonna, which was settled between Duccio and a Marian corifrat2aafty

However, the contract does not specify the intended destination of the image, which only

came to be placed in the Rucellai chapel intreedfury?*

But the sheer size of the panels of the Virgin and Child Enthroned is one of their
most impotant features: thdadonna del Bordose r el at i vel y 22ma2b|l at 70
cm, cl ose t o288hl®&4ntPal&zo PubbMadodnéandahe very reduced
San Bernardino Madonnehi ch still ¢l ocks in at 46806 x 3
magnitude small er t h 450 x29@neRucalmisvedogparhagds4 6 96 x 9
as tall ab u ¢ c Maesfend significantly smallerthanth2 6 8 6 285x223lan o r
Santa Trinita Madororahel 0 6 8 6 825 % D48 addgrussanti MadoAsaigning
especially these larger panels to side chapels necessitates assuming a decorative scheme that
wasphysicatipminated by enormous paintings.

For example, the confrater t y t hat ¢ o mRucala Maaomedd85 Ducci 00
also paid for the decoration of the Chapel of St. George in Santa Maria Novella in the early
Trecento, which suggests thatRlneellai Madonmay originally have been placed in that
chapel. Howeveas Boskovits demonstrated, formally speaking there is no good placement

for the enormous i mage in the Chapel of St.

214 ASS Diplomatico Opera MetropdiB@8eaottobre 9 (casella 527). The contract is publishaetamo
MilanesiDocumenti per la storia dell'arte senese: raccolti ed illustrati dal DqtB GastdSeNalaReEs$so
Onorato Porri, 18586), I: no. 22; James H. Stubbleliecio di Buoninsegna and hi€ SolrodPrinceton,
N.J.: Princeton University Press, 1979), 11392John Whit®uccio: Tuscan Art and the Medieval Workshop
(New York: Thames and Hudson, 1979)183% Satkowski and MaginBiaccio di Buoniress€fme Documents
and Early Souré83, no. 39Der Dom S. Maria Assugttia Peter Anselm Riedl and Max Seidel, 4 vols., Die
Kirchen von Siena (Minchen: Bruckmann, 2006), 763, no. 100.

215Boskovits, "Maesta monumentali su tavola tra Xlll e XIV secolo: funzione e posizione nello spazio sacro,"
16.
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the exterior wall, it would have covered the window, and if it were against the atigerior w
dividing the chapels from each other, it would have been visible only from a short distance,
while the image was clearly designed to be seen from a greateét®remove.
Bram Kempers presented the first theory f
confirmatory rather than problematic: Kempers postulated that the large painted panels were
in fact meant to be suspended and propped up on beams or screens, which were especially
prominent in mendicant churciEs$ndeed, the only contemporary image we bathese
image/objects, the Francisderification of the Stigmh@tssisi, shows such an arrangement
(Figure25). Kempers was followed by Irene Hueck, who made the first evidentiary argument
for the location of the panels in gtien?*Huec k 6 s wor k was partly derg
Mar ci a Hall 06s treemezalnudt imomear yorotawddy ®fn Hal | 6s
ordering of monastic church®ddu e c k ar g u e @gnissand Madd@aaso t t 0 6 s
probably made for theamezan the Ognissanti church in Florence; furthermore, Antonio
Natali and Adriano Peroni showed that the perspective and the lighting of the panel indicate
that it was probably installed on the figintd side of thieamezZ¢f Bellosi, noting that the

Rucel Madonrend the equally monumental crucifix made by Giotto for Santa Maria

216]pid.

217Bram KempersRainting, Power, and Patronage: The Rise of the Professional Artist in ti{edtadiam; Renaissance
New York: Allen Lane, 1992), 49.

218Hueck, "Le opere di Giotto per la chiesa di Ognissanti."

219Marcia B. Hall, "The Ponte in S. Maria Novella: The Problem of the Rood ScreenJiouitas},bf the
Warburgral Courtauld Instit8#e€l974); "The Tramezzo in Santa Croce, Florence, Reconsifhetédt"
Bulleti®6, no. 3 (1974); "The Tramezzo in the Italian Renaissance, Revisheelshoids of the Sacred:
Architectural, Art historical, LiturgicEheatatjical Perspectives on Religious ScreensetaSharmh\Eedt
Gerstel (Washington, D.C.: Dumbarton Oaks Research Library and Collection, 2006).

220 Antonio Natali, "Lo spazio illusivo,"lia ‘Madonna d'Ognissanti' di Giotto réFiaemass Centro Di,
1992); Adriano Peroni, "La "Maesta" di Ognissanti rivisitata dopo il restauro,” ibid., Gli Uffizi. Studi e ricerche.

79



Novella were commissioned around the same time, argued that they may have been made as
pendants for tamezzm accordance with the As¥isrificatioinesco’® Boskovits, age
shall see, did not agree.
De Marchi ds research supported what had ©b
Belting and Kempef&De Marchi provides a sheaf of evidence, much of it documentary,
for the presence of triadic panel paintings that weresthstattamezZiom around 1250
to 1350, and argues that the Hog®mat panel paintings of the Virgin and Child Enthroned
were originally commissioned as an element in these triads. The center of the triad was
formed by monumental painted crucifixes.ofher side of the#kamezawmould, he asserts,
be decorated with a hagiographic image, for example the Bardi St. Francis made for Santa
Maria Novellargure26).
De Marchi introduces his argument by looking more closely akrsowellbut
nonetheless gyorobed document concerning a large commission given by Pistoia to Coppo
di Marcovaldo and his troublesome son, S&f€ifine document is the record of a petition
brought by the Opera del Duomo of Pistoia to the government, askheyriglease of
Salerno from prison so that he might help his father complete five works all being made for
the Cathedral of Pistoia. Helpfully, the wor
crucifix and two beautiful and honorable panel paimitigs choir and over the choir of

the said church and also a crucifix with a beam above the altar of St. Michael in the said

221 yciano Bellosi, "The Function of the Rucellai Madonna in the ChuestiafM&ria NovellaStudies in
the History of At (2002): 151ff.

222pe Marchi, "'Cum dictum opus sit magnum': il documento pistoiese del 1274 e l'allestimento trionfale dei
tramezzi in Umbria e ToscdreDue e Trecento."

223The document is well known partly because it was published relatively e@perA@PS Ja@i{R) 9,

published ifPéleo Bacci, "Coppo di Marcovaldo e Salerno di Coppo: pittori fiorentini deLM@@lf1l
(1900): 388;Documenti toscani per la storigfleli&rte: Gonnelli, 191@), II: 3235, doc. 3.
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church and also a picture on the tomb of St. Michael, and also in this panel should be figures
of the Vi r g#lnisimporthnt 8 hote hereotianthe évorks in question were
intended for Pistoiads Cathedralmaestiabt hough a
were made for monastic churches.

As De Marchi recognizes, the dorection 0i
images meant to be placed dramezzdlso suggestive is the fact that the second
crucifixi that for the altar of St. Mich@gh a s a téabgendicating €ither the
reinforced foot that would stand on top of a screen, or perhaps even pageofsareen
itself. In Pistoia, the holes in the walls of the choir complex that anchiratélzeo
remain, allowing the location of the screen to be precisely determined. Later evidence comes
from 1471, when a docume nwashrhe crifixcaisdthe he pur ch
ot her panels that are r a@%Lsoatihgthebdaoge ganetsbne mi d d |
tramezzlso explains why they were built as strongly as thés? were.

Boskovits, however, has disagreed with the idea that the qotyi@ismmissioned
maestagere necessarily placed tramezzin a specific discussion centering oriRiineellai
Madonnaithin a larger article on the question of the placement on monunsagtzs

Boskovits argues that locating a privaigiywnize image on the|amezzeould deny the

249 Unu m c r u chrumethanorabilem atlduas tabulas pulchras et honorabiles in coro et super coro
ipsuis ecclesie et etiam unum crucifixum cum una trabe super altare sancti Michaelis dicte ecclesie et etiam una
figura seu sepultura sancti Michaeis, in quibus etiamdablliet esse figura beate Virgio:i

25 sapone da panni per lavare il crocifisso e | daltre
Alfredo Pacinil-a chiesa pistoiese e la sua cattedrale nel tempo18@8)1A&als. (Pistoia: C.R.T., 1994),
Il:97.

226 De Marchi, "Cum dictum opus sit magnum': il documento pistoiese del 1274 e l'allestimento trionfale dei
tramezzi in Umbria e Toscana fra Due e Trecento," 608.
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patron privileged access t8’itn addition, Boskovits thinks tHatdeshembers
congregating around an image located dretinezzuight have physically interfered with
the normal monastic routine. These ark éotellent points. Boskovits also argues that the
Assisi image, an important piece of evidence in all these discussions, shi@useaaba
proper but draber travgbeam), which might, for example, be used to wall off chapels, and
that the image dhe Virgin and Child at Assisi, while formally similar to the images in
guestion here, is not as big as the monunmea&sti#§He believes that the very large
panels including ti@gnissamtnd theRucellavere hung on walls near doorways, as this is
their frequent location in inventories and other records beginning especially in the
Quattrocenté®Unf ort unately, much of Boskvitsd prim
panels dates from over a centurycomirter the w
with Boskovitsd belief that the panelsd | ate
as their original placement.
We may indeed be dealing with formally similar images but different classes of
images: some of theaestassuch as that ddied by De Marchi from Pistoia Cathddral
were clearly used to decotedenezzhowever, as Boskovits asserted, the images springing
from confraternities seem unlikely to have been placed in suetealudad spot. In any
case, it seems most likely thatSienese images we will deal with below were not originally

used as altarpieces proper.

227Boskovits, "Maesta monumentali su tavola tra Xlll e XIV secolo: funzione e posizione nello spazio sacro,"
16.

228|bid., 15.

229]pid., see especially the conclusion, 21.
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PostMontaperti Politics and the Rise of the Sienese Guelfs

While the victory at Montaperti was celebrated by the Sienese, and continues to be held up
as some kindf paragon by historians, it quickly led to serious, and eventually disastrous,
consequences for the city of Siena. Just a few months after the Battle of Montaperti, by
November of 1260, Pope Alexander IV had placed Siena under fffterdiodict and
excommunication were major economic weapons that had important effects upon law and
social order. Church bells, which marked time and which were therefore essential for
business, were stopped. The excommunicated were also removed from the moral and
judicialsystem of the Church, a very dangerous situation for bankers, whose success often
hinged on their ability to coerce repayment through legal but also politicit means.

It is perhaps surprising that the Church did not excommunicate Siena before the
Battle & Montaperti, but in fact Pope Alexander had tried to tread carefully in Siena, as he
was extremely close to and dependent upon his Sienese bankers, especially the Bonsignori.
Sienads relationship with the paeeledion wor sene
of Urban IV in 1261. Urban renewed Al exander
lands owned by Sienese citizens, and forbade debtors to repay Sigheggtéoans

problem for an economy dependent upon barAkiHgwever, the Bonsigriavere not

230TommasiHistorie di Siehalibro 6, 13; Donati, "Lettere politiche del secolo XllI: sulla guerra del 1260
fram Siena e Firenze," 102,-103; Jordart,es origines de la domination angevihe2a2aedijeChiaudano,
"Le compagnie bancarie senesi nekbnto," 22; Mucciarelli, "Il traghettamentordecatockd fronte
imperiale allpars ecclesidé. The most thorough work on the issue of excommunication in Tuscany,
however, retas to Florenc&ichard C. Trexlefhe Spiritual Power. Republican Florenadiafideidarie

Brill, 1974).

231See the famous surviving Tolomei letter that explicitly deal with thiSéssume:Paoli and Enea
Piccolomini, esl,Lettere volgari del secolo XllI scritte(Bal&gmess. Romagnoli, 1871), 41; Arrigo
CastellanL.a Prosa italiana delle pfigiois. (Bologna: Patron, 1982), |, TrascrizionR8¥,77, 284288.
Partly published iMucciarelli, "Il traghettamento degércatorkd fronte imperiale apars ecclesia@.

232\Waley Siena and the Sienese in the Thirteergi.Century
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only exempted from these rules, but enjoyed
English crowr® It was probably the troika of the Salimbeni, Piccolomini, and Tolomei
bankers that would suffer most lticaPlercauldof Ur ba
not only separate the interests of the richest Siense from their government, but fracture the
interests of the banking clans from each other.

Urbands attempt to drive a wedge bet ween
hostile governnm worked: In April 1262, the powerful Ghibelline leader, Provenzano
Salvani, was personally but unsuccessfully attacked, ascheftt began in the
Campd?*Worse, in the autumn of 1262, as the banking companies were clamoring for a
truce with the&Guelfs in order to preserve their businesses, a Salimbeni assassinated a
member of the Twenty Four Priors, the highest government&ti&alyani, according to
the Anonymous Chronicle, urged the city to attack the Salimbeni palace in retribution. It was
indeed burned dowf.

Sienads Ghibelline government, which had
papacy even while they continued to pursue sever@y@htneasures, now shifted
course. In 1261, for example, the Sienese, $advgavernment hdwlped form a

Ghibelline league, but the express intent of the group was to rout out Florentine Guelfs who

233|_es registres d'Urbain 1V,-1264 recueil des bulles de ce pape publiées ou analysées d'aprés les manuscrits originau.
Vaticaned. Jea@lémencet Suzanne Guiraud, 4 vols. (Paris: A. Fontemoirt93899I: cameral nos. 51,
52.

24 ASS Consiglio Geng2&80v, partly printed in BSSP 42530Siena and the Sienese in the Thirteenth Century
98.

235 ASS Consiglio Gengldle95r, (3 dicembre 128mmasiHistorie di Sietalibro 6, 22Jordanles
origines de la domination angevinié 84 1talie

236"cronaca senese di anonimo.Cinnache SeeesiAlessandro Lisini and Fabio lacomedtijiR italicarum
scriptores (Bologna: Nicola Zanichelli, 1931; 193?), 62.
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had taken refuge in Lucca, not to directly target papal irftékemsigever, by late fall of
1262, the Ghibelline government recalled bankers femoeFand the papal court,
measures aimed at crippling the Curia bt algen primarify the Bonsignori compa#y.
With each side hardening in their positio
families, including the Salimbeni, Piccolomini, and Tiplgr@up comprising over 100
bankers, went into exile in December ti28Bether forced or sathposed is uncle®f.
One chronicle recorded that the city promptly burned the Salimbeni, Piccolomini, and
Tolomei palaces in retributitihCertainly the greatagnate clans suffered enormous
financial damage at the hands of the Ghibelline govefindentges that would have to
be repaid when they werdntegrated into the city a few years 1&tker another attempt to
split loyalties, Urban rewarded the govemnmé s acti on by exempting 1
companies from sanctions in January ¥268.was already allowing them to live on a

small piece of papal la#tl.

237 es origines de la domination angevine@@iglie

238 ASS Consiglio Gendr@8889;English Enterprise and Liability in Sienese BankirRpQ123Gor a good
overview of the political and economic punishments meted out against political Gudiarszilani,
L'esclusione dal comune: conflitti e bandi politici a Bologna e in altre citta italian&ltravKsitedK ftosiecolo
(Roma: Istituto storico italiano per il Medio Evo, 2003).

29ASS Consiglio Gend@d)®5v;Jordan|es origines de la domination anigdieiie3#8| TommasHistorie di
Siendll: libro 6, 23; Walegiena and the Sienese in the ThirteerithT&fteoiarelli, "Il traghettamento dei
mercatodkd fronte imperiale ajpars ecclesi@e83.

240"cronaca senese di anonimo," 62; Jotamprigines de la domination angevihe348;Itdiglish, "Urban
Castles in Medieval e The Sources and Images of Power," 189.

241 Mucciarelli, "Il traghettamento degrcatods fronte imperiale ajjars ecclesi@@87, footnote 58ee
also primary documents related to the paying of damages publigfe&indoMondolfo,ll populus a Siena:
nella vita della citta e nel governo del comune fino alla(EenoeadélckB¥@gini, 1911);81L

242| es registres d'Urbain 1V,-1264 recueil des bulles de ce pape publiées ou analysées d'aprés les manuscrits originau
Vaticanll: ordinaire no. 175

243|bid., II: ordinaire no. 274.
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Sienads Ghibelline government realized, h
would eventuallbecome problematic. The loss of capable and experienced administrators
was also quickly féitThe German soldiers used at Montaperti did not come cheap, and
even by 1261 the government was in serious financial distress, which would continue for
severayears* Soon enough, the government attempted to placate the exiles, especially the
Tolomei. TheGhibellinecity even payed the ransom for a group of exiled Guelf Sienese
bankers when a German mercenary band took them hostage{-1@6312611265,
andespecially in 1262 and 1263, both Pope and commune fought to win the loyalty of the
magnate clans. The 1263 alliance between Charles of Anjou and the papacy further
strengthened the Guelfs and by 1265, the exiled Sienese bankers had entered the Guelf party
as captains, launching them officially into armed opposition against the Ghibelline Sienese
government!’

The Sienese magnates were interested not only in the business of the Curia, but
increasingly in that of the Southern Italian Angevin empire. Theypdimancial
opportunity in the Angevin court would not be loans to the crown, but rather the potential
to collect taxes on its behalf, a practice called tax farming that was (and is) extremely
lucrative. Tax farming had enriched the Sienese banker€aofithduring the early
Duecento; by the T4entury, as Siena moved off the international stage, the Sienese

magnates shifted their tax farming and loan business to-sitateitiself, as we shall see.

244Mucciarelli, "Il traghettamento deércatods fronte imperiale appars eccle'Sia.

245\WaleySiena and the Sienese in the Thirteerith@lé&mtury

246 ASS Diplomatico Riforma@8rmsettembre 1263.

247English Enterprise and Liability in Sienese Bankli3%012895; Jordar,es origines de la domination angevine

en ltaljidl: 347349 Mondolfo,ll populus a Siena: nella vita della citta e nel governo del comune fing alla riforma del 1277
4344,
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Southern Italy and the Angevin court was a tamkée rise and one that the
Sienese companies had not penetrated; as the Champagne fairs ceased to provide revenue, as
the opportunities in northern Europe dried up, and as the Hohenstaufen court and its allies
weakened and became more indebted ir2@ts,1Sienese bankers looked instead to new
opportunities in the Soutfiin fact, in 1265 and 1266, Sienese bankers helped to finance
Angevin military action against the Ghibellines both directly, through massive loans to
Charles of Anjou, and indirectlyough collection and distribution of papal faxesch
of which was earmarked for campaigns against the Hohenstaufens and Gffibellines.

The exile of the great banking families and the political alignment of the city against
the Papal States would contrédto the failure of the Bonsignori company at the turn of the
14" century’® Several major corporate bankruptcies followed, and, lacking a coherent legal
framework for private default, Sienads reput
year$>Indeed, many banks failed in this period: as the historian of Sienese finance Edward
English noted, oWith a few minor exceptions,
1290 had been compl et el yY*?Thedgudofneweiovestmgnt ot her f

opportunities abroad may very well be one reason that Siena turned so much attention

248English Enterprise and Liability in Sienese Bankii3$1280

2491bid., 2527; Chiaudano, "Le compagnie bancarie senesi nel DuecetpNaifman HousleYhe Italian
Crusades: The Papgévin Alliance and the Crusades Against Christian LaylB4g(€rsfot@sMlew York:
Clarendon Pres@xford University Press, 1982),-296

250English Enterprise and Liability in Sienese Bankii3§01Bapter I, "The Failure of the Bonsignori,”
5578.

251 bid., Chapter V, "The Papal Investigation into the Debts of the Bonsigneti10101

252|hid., 60.
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inward, building the Palazzo Pubblico, the Campo, reconstructing and decorating the
baptistery, Cathedral, and many city gates.

At the same time as Florentine bankersneanmarkets through their Guelf
alliances, the Florentine currency began its rise to become among the most powerful in the
world. The reliable, tightly controlled gold florin would become the de facto currency
throughout much of Italy, including in Si&a8.i e n a 0 s -based currencylrapigly
deteriorated against the gold florin: from 1287 to 1350, the Sienese unit of aclv@unt, the
suffered a devaluation of 50% against the f6Effectively, Sienese money was worth less
and les$ especially fanajor expenditures like war, grain, and trade, which were
denominated in florins.

As Sienads position between a political
untenable in the decade following Montaperti, treaties were negotiated in 1267 and 1268, but
they were by no means uncontested: A commi
discuss allowing exiled Guelfs back into the city in 1268 was attacked by a Ghibelline force,

and a fire (deliberate or accidental is unclear) broReTtietdamage was extensive that

2530n the florin, seRichard A. Goldthwaitdhe Economy of RenaissancéBébimoce: Johns Hopkins
University Press, 2009), I.1.A568

254 A unit of account is a monetary unit that has no actual currency equivalent: for example, the US budget is
often denominated in trillions, though there is not tAtlatar bilfi trillions are effectively a unit of account.
William M. Bowskylhe Finance of the Commune of SiEBa5(28@rd: Clarendon Press, 1970), 46;
Tangheroni, "Siena e il commercio internazionale nel Duedeaterto," 103.

255Treaties are found in AZ8plomatico RiformagiRétagosto 14 and ABflomatico Riformafzge

maggio 13. For accounts of the riots'semaca senese di anonimo,"” 66; "Cronaca Senese conosciuta sotto il
nome di Paolo Tommaso Maari," inCronache serdsiAlessandro Lisini and Fabio lacometti, Rerum
italicarum scriptores (Bologna Nicola Zanichelli, 1933), 223; Butzek, "Chronol&ge,at®ucciarelli, "Il
traghettamento deiercatoks fronte imperiale afhars eccles@k The 1268 documents are published in

both Mondolfo,ll populus a Siena: nella vita della citta e nel goveinm alkl déormaede! 1ZE81; Andrea

Giorgi, 'Quando honore et cingulo militie sRiflessamrti sull'acquisizione dall dignita cavalleresca a Siena nel
Duecento," ifFedelta ghibellina, affari guelfi: saggi e riletture intornersdldratoniee ¢ SiecmhtGabriella
Piccinni, Dentro il Medioevo (Ospedaletto (Pisa): Pacini, 20689219de als&nglish, "Urban Castles in
Medieval Siena: The Sources and Images of Power," 189.
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it destroyed part of the attacQP&adongat hedr al &
does this incident illustrate the extremity of political turmoil in Siena in the years after
Montaperti, it also shows the degree to which the asidopathedral could be politicized.

Not everyone held either sacred.

The Battle of Montaperti and the Rise of Confraternities

Just weeks after the Battle of Montaperti in 1260, a series of flagellant processions in Guelf
controlled Perugia were spurredhgypublic preaching of the hermit Ranierus Fasanus;
their focus was on the oOpublic expatiation o
and m%&Accoydiing t@aPerugian chronicle, participation was extremely widespread,

i ncl udi ang plebespoltl larel young, evgnéba r o | d ®tt s Heehr e n é 6
widely interpreted that the flagellardisciplinatonfraternities arose from this popular
movement. The preminent historians of tliksciplindtave suggested that the 1260
phenomean itself was inspired by the need to atone for the Guelf loss at Montaperti, and

to create social cohesion in a time of political conflict, civic unrest, and both internecine and
international violené€Indeed, the number of confraternities throughaily #eems to

have exploded after 1260. These groups would commission the momoaessitdisht

Ducciods high altarpiece appropriated in the

256Giorgi and Moscadeliostruire aigattedrale: 'Opera di Santa Maria di Siena tra XIl e 28V secolo

257Rondeau, "Lay Piety andr8pality in the Late Middle Ages: The Confraternities of Moattral Italy, ca.
12501348," 37.

258 A\ transcription of the Latin account is founMieersseman and Padido fraternitatis: confraternite e pieta
dei laici nel MedjelB&

259bid., I: 457463; Raffaello Morghen, "Ranieri fasani e il movimento dei disciplinati del 1266yirmento
dei disciplinati nel VII centenario del @emugiaidDeputazione di Storia Patria per I'Umbria, 19638, 35
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Two distinct types of confraternity emergedatidesind thedisciplinaBoth were
often,but by no means always, founded within existing confratéitifieest all of them,
everywhere in Italy, were dedicated to the Virgin. The primary devotional practice of the
laudegroups was the singinglafider songs of praise, while tfisciplitigoracticed self
flagellationDisciplinatvere always regarded as more potentially destabilizing to the political
order; in Florence, as we have seen, an early lay brotherhood not only committed violence
against the state, but was instrumental ingurnin h e ci t y 6 s *'Qistiplivati n me nt G
groups seem never to have bedaudegraupsywerp opul ar
numerous®?

Laudesiompanies probably developed in response to the same social pressures as
thedisciplinabut wh e r e adisciplinadhtleok was Christoentric and world
renouncing, 6 as hi st or i anlaudebiaskixed othdirs on wr i t €
human and humane s &Umsurmisingly it iatHeodedateesthanal cour t
thedisiplinatthat commissioned the monumental images of the Virgin and Child
Enthroned. The origins tdudesompanies are significantly less well documented than
those of thalisciplinatiut thelaudesire generally thought to broadly jutzge the

disglinati Thelaudesvere comparatively populist: whereadigogplinagervices were

260Meersseman and Pacido fraternitatis: confraternite e pieta dei laici e B45]i0Z60.

261]pid., II: 451; Gennaro Maria Morite confraternite medievali delédli Iéa)id vols. (Venezia: La nuova
Italia, 1927), 19202.

262Ursula Lucille Betka, "Marian Images and Laudesi Devotion in Late Medieval Italy18801260
(University of Melbourne, 2001), Appendix 1, "Marian Laudesi Confraternitid87;48@ndeau, "Lay Piety
andSpirituality in the Late Middle Ages: The Confraternities of-Rerttral Italy, ca. 128348," Appendix
1, "List of Confraternities by Place and Date 3397

263\Vilson,Music and Merchants: The Laudesi Companies of Rep35liddadrkzemas and Pa€inio
fraternitatisonfraternite e pieta dei laici ne] MéHdevo
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usually conducted in Latiaudeservices were entirely vernacularig@plinatiet
privately and their rituals were supposed to be kept secret|dudéiseet openly in
churches, and their services would have been publicly visible, audible, and comfffehensible.
Primary documents attest ttaatdegiroups met nightly. However, whether or not
all members were present every day is uh@adesilso met p special occasions like
feasts, and both conducted funerals for their members and commemoratively prayed for
their salvation; as tleudegiroups took on these latter functions, they became the object of
bequests. By the Trecentmdegiroups were tdn welendowed institutions with
increasingly burdensome financial, legal, and practical duties tied to their association with
funerary rites and perpetual commemorations for their dead n¥€mbers.
It is reasonably assumed that the confraternities attogtadging obudérom
the monastic preaching orders. The preponderance of suaudgvghich are vernacular
texts set to music that was probably popukdhyenced, are dedicated to the Virgin. The
laudéradition in the west was preceded byeekstradition of songs of praise that were
sung to the Virgiff°Singindaud® was deemed st r &hagdusupliyr i t ual
focused on the Virgin, her sorrows, and her power as an intercessor. The focus on the Virgin
in part may have grown out of thadesistablishment within extant confraternities, most of
which had been formed during the populistemétial religious movements of the 1240s

and 1250s. Indeed, as their historians have noted, the earlyldnadisg plarticularly

264For a set of transcribed and transl&tedesee/incenzo Travers@ihe_aude in the Middle Adew York:
P. Lang, 1994)acopone da TodiZ361306)emains the bekhown composer dadudelacopone da Todi,
LaudéRoma,; Bari: G. Laterza, 1974).

265Traversalhe Laude in the Middle Yages

266\/ictor leronim Stoichita, "Duccioa faniera greca&yevue des EtudeESuUguropéenii&g79).

267\Wilson,Music and Merchants: The Laudesi Companies of Republican Florence
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pedagogicd® The mother Church favoréaldesand granted papal indulgences for their
practices, which probably helped dtivet gr oups® appeal

The devotion practiced within confraternities was surprisingly political, which is
important for understanding not only the reception of the monummarstigis but Ducci 00 s
high altarpiece, which included imagery developed in aescoafrebntext. Saints
functioned much as secular patrons, interced
or, rather®0neds isnaretbeareade 6i n purgatory, whic
kind of spiritual deymattoofspistualclientfiggrayersh was 0 mi t
charitable acts, bequests for masses and vigils, processing, burninguesaigsg,
etchexecut ed on b?@Asavilsbn fusttier poihtseoutdasvgeds andl spiritual
intercessors,tib,0d hr «ead rhreaeln deads viorc adr accomand a
secular courts and those that enforced divine justice. Purgatory was further characterized as
an afterworldly exile, with worldly exile being an extremely common political puAishment.

On a practiddevel, confraternities provided widespread access to the mechanisms
of social organization, not only creating a
but an alternate structure of governance that included participating in electiong, collectin
revenue, and making disbursements. For this very reason, confiatiékeigesds, on

whose statues those of confraternities were midekye often viewed as potentially

268]pid., 32
2691pid., 15.
270 bid.

271|bid., 15, 286.Christ and Mary were both frequently calthacatas were all sain@od the father was
of teniudeabbl ed o
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dangerous to the statéSiena carefully regulated its guild system for thiseaspA’”> But
to understand how these various political situations and social organizations may have
functioned on a more specific level, we can follow the fascinating history of the first known

monumental Sienesmestéhe 126 Madonna del Bordone

The Case of the Madonna del Bordone.: The Servite Order in Ghibelline Siena

TheMadonna del Borbgr@oppo di Marcovaldo serves as an interesting case study for the
development of the monumentaest&or one, it is the first of its type that we know of,

and may represent an essential development in the tradition of Marian panel painting in Italy;

more specifically, however, Miadonna del Bordon&ins subtle political references that

il luminate some aspect Madonha @®udawntam® s hi gh alt
allusions to kingshi plaestdanadutinga tyrbackecdwoedent f r om L
throne and a textile decorated with the imperial heraldit ‘€ggdegh Duccio would

clearly postulate the Virgin as the Queen of Heaven,ishessltarpiece, so defined by

her depicted social placement and position, rather than by symbols of royalty.

Comparatively, then, Duccio shows a ruler whose power is socially constructed, a ruler who

in some ways more closely mimics the governancderstniche Sienese state.

272The Sienese government tended to have a decent relationship with confraternities but at times even
outlawed guild&ntony BlackGuilds and Civil Society in European Political Thought from the Twelfth Century to the
Presefitonda: Methuen, 1984), 11.

2713MaginnisThe World of the Early SienesgfRainter
274For the clothing in particular 46k YawnBonghi, "A Case of Careful Tailoring: Costume and Meaning in
Coppo di Marcovaldo's Madonna del Bordone" (University of North Carolina at Chapel Hile& 29€0).

Folda and WrapsoByzantine Art and Italian Panel Painting: The Virgin and Child Hodegetria and the Art of
Chrysograph92168.
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TheMadonna del Bordooepies a fraught political space that provides a clear
precedent for the political meaning of Ducci
Madonna del Bordompossibly even the fact of itswgossioning, may have been shaped
by Sienads politics in the wake of Montapert
the Servites, a group explicitly tied to Florence and to the Guelf party, to negotiate the
Ghibelline power structure, whosersopacy in Siena was consolidated after and ensured by
Montaperti.

TheMadonna del Bordsed to be citegls the foremost examplewdfat was called
0l tBaylzoa nt i n,déu is gtilhcomntonlynuged in the classroom as an example of
high medieval dfian painting, against which the work of Giotto is often illustfadeer
the yeardhe Madonna del Bortaadeen the subject of much study; the early generations
of art historiar® and many contemporaryofiesonsi dered it the oObasis
Tuscan paintingg® While there are surviving Italian images of the same basic image type and
on the same scale, ladonna del Bordotie first of its specific form that survives: a large
panel painting of a fu#ngthhodegetviariant, which is tdtg integrated into the pictorial

field?”’ The form of earlier monumental images of the Virgin and Child Enthroned, for

25T he t e rBny zdalnttalnoe 6 (| i kmanieralgpéedaoh dser f a VMbhuwswasthean of f avor
category in which these objects and images were placed in the early scholarship. For an Bobelie®. see

Nelson, "Byzantium and the Rebirth of Art and Learniktglyrand France," Byzantium: Faith and Power

(12611557) ed. Helen C. Evans (New Haven: Yale University Press, 2004), espexisliy\ved lassic

essays on the subject@to Demus, "The Dawn of European Painting," The Wrightsman Lectures (New

York: New York Universty Press, 1970); Ernst Kitzinger, "The Byzantine @iontii Western Art of the

Twelfth and Thirteenth Centuries,Time Art of Byzantium and the Medieval West: Seledted Sudjese

Kleinbauer (Bloomington: Indiana University Press, 1976), see espe8idlysgggalshlina, "Coppo di

Marcovaldo's Madonna del Bordone: Political Statement or Profession of Faith?," 237.

276"Studies in Marian Imagery: Servite Spirituality and the Art of Siena (. 113228)," 77.
277For a discussion s€errie, "The Political Meaning of Coppo di Marcovaldo's Madonna and Child in
Siena," 6Zorrie points outhat images in apses provided images of the Virgin on this scale. The Kahn and

Mellon Madonnas are really the most similar images but their origin, use, and placement remains unknown
(Figure29andFigure30). For an overview sé®lda, "The Kahn and Mellon Madonnas: Icon or Altarpiece?."
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example the Santa Maria Maggiore panel in Florence or the Bigallo panel also in Florence or
another surviving in Abruzzo, includesaiVimg whose head and hal o obr
the work Kigure27 andFigure28) 2 Later artists in Tuscany came to favor the peaked panel

over Coppods Boutzantmted to place teedviadomma dnak her halo entirely

within that space. There are also eailggranels, for example the Bardi St. Frarigise

26), in which a figure is totally contained within a peaked frame; theset,hoelatie

narrative scenes arranged vertically around the main axis of the figure.

The inscription on the frame of theolf*s i zed 7646 x 4630 (225
MadonnadelBordoeea ds: OA. D. MCCLXI COPPOheD6 FLORENT
painting has alwaypeen associated with the Servite order. These facts in fact speak volumes
when explored more fully: Coppo di Marcovaldo appears to have fought in the Florentine
Guelf army in the Battle of Montaperti. The Servite order was founded by Florentines,
withina couple of decades before Montaperti, and in Siena the order was patronized by a
group that would become highly prominent Guelfs just a few years after M&fEperti.
rise of the Servites mirrored the growing popularity of the mendicant orders ted, foun

the 1230s or 40s, it was not one of the original preaching orders and was probably never

278|n fact in theMadonna del Bordont he Vi rgi nds hal o ooverlapsé and obsc
Orvieto Virgin and dhd enthroned, also made for the Servites and usually attributed either to Coppo or his
son Salerno, the frame slightly overlaps the halo.

2%9 [ in the] year 1261 Coppo of Florence painted me. 6
late 19@s and published by Cesare Brandi. The inscription was known before, as ifi et bestaly, as

the restoration showdecorded by Chigi already in 1&&sare Brandi, "Il restauro della Madonna di

Coppo di Marcovaldo nella chiesa dei Servi di Sdnd,"e t t B5n(19501 @agsimt Reléo Badeienco

delle pitture, sculture e architetture di Siena, corifilate meli®&2ta: Lazzeri, 1939), 3t panel had

been cut down along the sides and a new frame was superimposed ovegrthea@a | ar ound 1700, i n
opinion. The height of the current panel, however, is the same as the original.

280Franco Andrea Dal Pinbfrai Servi di S. Maria dalle origini all'approvazion&30233wals., Recueil de
travaux d'histoire et de philologie (Louvain: Bureau du Recueil. Bibliotheque de I'Université, 1972), I1.2: 1;
Mina, "Studies in Marian Imagery: Servite Spirituaithe@ Art of Siena (c. 12&1 1328)," 27The main

historical work on the OrderD&l Pino| frati Servi di Baria dalle origini all'approvazione {12348)ca.
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truly a mendicant ord&Nonetheless, the Servites somehow managed to bypass the

official 1274 Second Council of Lyon ban on mendicant orders founded fftealdist

certainly a mark of extreme papal favor. It is probably not an unrelated fact that in Siena, the
Servites were patronized by the Guelf Tolomei, who in £2& pavrt of th&ienese

government.

Because Coppo di Ma r c otvobshieldoe@rsrs aithene appear

allied Florentine army that fought at Montaperti, art historians have long suggested that the

picture may have served as*®HDogeg,adskofasnsom f

made for and housed in a private religiousiaegeon could not have served as a ransom

directly to the stat&®But the painting might have beernnalirecansom: perhaps the

Servites paid f or-pa@woeptpdhénswastadpeaflelse and hi s
Unlike the other surviving monumental Siemessta®r whom théMladonna del

Bordoneas initially made is uncertain. However, the name of the panel suggests that it was

r

r

made folaudesi whi ch f ocused on dbeovrodsatyenadi! si ngi ng,

melody’® It is possible that the Senvitiars rather than members of the lay confraternity

281 A good discussion of this somewhat contentious issue can be fdimeal itStudies in Marian Imagery:
Servite Spirituality and the Art of Siena (c-1268B28)," 231.

282 ASS Diplomatico Riforma@8rsiettembre 12634, English Enterprise and Liability in Sienese Banking, 1230
1350

283Mina, "Studies in Marian Imagery: Servite Spirituality and the Art of Siena¢c1328}," 10210.
Some of Mi nsadts speculagive,me she does take a critical view towards the earlier scholarship
on the subject.

284Tangheroni, "Siena e il commercio internazionale nel Duecento e Trecento," 52; Didtikgtebband
Pilgrimage in the Medieval kiéetternational Library of Historical Studies (London: I. B. Tauris, 1999)
"Petition before the Consiglio Generale of Siena: 1333, February-106.105

285Scholars havel@anced several theories as to the origin of the name ofitiduding the idea that it was

a corruption of a name or resulted bordodm ptiol gtrhiems
image. However, the musical identification is noasailmiversally accepted and is absolutely the most
straightforward theory. For a discussion of the sources and deldditgas&€€oppo di Marcovaldo's

96

don

C



used the image as the focus for singing, or that the panel acquired its musical denotation
later in its life, but on balance the available evidence pointsttrena del Borbdemg

made for the usaf a confraternity. In any case, the Servites as an order were unusual and
politicallycharged, as they were a Tuscan sect that had been very recently founded and that

had even more recently moved into Siena from, of all places, rival Florence.
The Servtes and Siena

The formation of the Servites was part of a larger movement, the establishment of the
popular urban monastic orders and their eventual but uneasy integration into the structure of
the mother Churct®The 12' century saw grand shifts in Ciais piety towards the
pedestrian, seeking Godods de $iAghistoiian t he secu
Jenni fer Fisk Rondeau writes, oOlncreasingly
formerly, in a cosmic struggle between God dand$a over the fate of men
rather within individuals, as they sought God through mystical union and exploration of the
real m of their o%®Thetaytpledamettzelfocus & myxlraligiaus . 6
activity; charismatic leaders begamnindster to them in a kind of populist social outreach.

This was not necessarily a moment of populist religiosity, but rather one in which

religion was copted by populist politics. A&sones wr i tes, OMore than |

Madonna del Bordone: Political Statement or Profession of Faiti?44 20&rc Wilde, "Das unbekannte
Schlusselwerk: die MadonnaBietone des Coppo di Marcovaldo in Siena,” (Weimar: VDG, 2604), 44

286 A good condensed overview can be foudima, "Coppo di Marcovaldo's Madonna del Bordone:
Political Statement or Profession of Faith?;2231

287Rondeau, "Lay Piety and Spirituality in the Late Middle Ages: The Confraternities@émiatttaly, ca.
12501348," 21MarieDominique ChenWlature, Man, and Society in the Twelfth Century: Essays on New Theological
Perspectives in the Lati(OMeago: University of Chicago Press, 1988),202269.

288Rondeau, "Lay Piety and Spirituality in the Late Middle Ages: The Confraternities@émiathtaly, ca.
12501348," 23Wilson,Music and Merchants: Thedialompanies of RepublicanlBlorence
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characterized ltalywash e pol i ti ci zation, the ci®ic vocat
The preaching orders promulgated a personal style of affective devotion, inspired by the

exemplat Mary, Jesus, and the saints. These figures were all potential intercessors,

mediabrs, and negotiators, and the relationship of the lived to the divine world came to

resemble, in many ways, the political world of patronage and affiliation.

The preaching groups that arose during this period were initially seen as a dire threat
tothensti tutionalized Church, which eventually
assimilated them under a compromise choice for Pope, the conciliatory Honorius IIl.

Honorius Il approved the Dominicans in 1216, the Franciscans in 1223, and the Carmelites
in 1226 Early confraternities, founded under monastic auspices, seem to have been founded
to combat heresy, which was seen as a serious problem in tHatateesfecially the

early 18 centuries® The popularity of previoustyentioned Catharism, whiclemed the

Virgin birth, is considered to be one reason that the popularity of images of the Virgin grew
in the Duecento. Thus even the broad use of Marian imagery in Italy itself might have roots
in struggles for political power.

The order most asso@dtnot only with worship of the Virgin, but with the
promulgation of her imagery was the Dominicans; Dominic himself had preached against

heresy in Florené&At least two of the earliest recorded urban confraternities were

289 JonesThe Italian Gitate: From Commune to SRg&ria

20Though confraternities were not government al or oOci
politics and social organization, an aspect of theméhatai ns severely understudied.
groundbreaking work is the exception. She particularly points out the sexual and gender dynamics of

confraternities and the fact that the giving and getting of wives (and their dowries) was a major source of

contention among the ruling classes, and could even spark violent civic unrest in especiahdtbartjue
TrecentoRondeau, "Homosdality and Civic (Dis)Order in Late Medieval Italian Confraternities."

291 Jonathan Sumptiofihe Albigensian Crusadelon; Boston: Faber, 1999), 41.
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established by the Dominicangressly to combat heré&yThe popularity of

confraternities in Tuscany seems to have first gained momentum after the Dominican Pietro

da Verona (|l ater St. Peter Martyr) preached
electrifying preaching helped lead the Guelf resistance to the Ghibelline government in
Florence; the square around Santa Maria Novella in Florence even had to be enlarged to
accommodate the crowds that came to heaf*him.

Accor di ng tLegentdahde OrfgirerOvdinis Begtvdnum Virginis Mariae
composed around 1318, the orderdés roots reac
decided to retreat together iatwirtuous Christian lif¢. There is no indication that they
intended to found an ordper seln 1245, a civicodument shows that a group in Florence
called the oO0servi di Mariad was given the ri
di Fonteviva or Fonte Viva (also called the Ospedale di Servi and later th&Bigallo).
earliest surviving documentasyrse regarding the Servites is a letter written in 1249 to the
order in which the cardinal | egate 0ok then

The letter relates that by this time, the Florentine Bishop Ardingo had allowed the Servites

292These are the Milizia di Gesu Cristo of Milan, founded around 1232, and the Compagnia della Vergine di
Santa Maria Novella in Florence, founded in Muii, Le confraternite medievali dell'alta e ple@ia Italia
Betka, "Marian Images and Laudesi Devotion in Late Medieval Italy,-68502623.

2935tefano Orlandil VII centenariella predicazione e ricordi di S. Pietro Martire a B®dbzesir24 dalle
Memorie domen{€aeaze: Il Rosario, 1946), 32.

2%4Dal Pino|l frai Servi di S. Maria dalle origini all'approvazion&3Q28B84.62.For a nuanced discussion
and citations also seendeau, "Lay Piety and Spirituality in the Late Middle Ages: The Confraternities of
North-Central Italy, ca. 128348," 52, footnote 12.

295The document can be founditeersseman amthciniOrdo fraternitatis: confraternite e pieta dei laici nel
Medioevid: 1004.

296Dal Pino| frati Servi di S. Maria dalle origini all'approvazioH83Xcd.; Mina, "Studies in Marian
Imagery: Servite Spirituality and the Art of Siena (e.c12@P8)," 27The Servites actually did not follow
exactly the Augustinian rule but actually the Dominican Constitetiaiie;The Martyred Inquisitor: the Life
and Cult of Peter of Verona ([Martyred11252)

99



to live on Mt. Senario near Florence, land that was owned by the bishopric. He further
approved that the Servites would formally follow the Augustinian rule anddesetid
under their own constitution.
As Rondeau rightly noted, the growth of the Semnd& at this time must be put
into its political context! In Florence, the decade leading up to Montaperti was a
tumul tuous period in which, as historian Don
and religion was becoming obscured to the poihi o6 a p p &%t is therefoee. 6
unsurprising that the second documentary source concerning the Servites, from February
1250, is expressly political: In a letter to the order, the Cardinal legate granted the friars the
right to absolve from excommunicatamy former Ghibellines who entered the cfder.
Effectively, joining the Servitescaerldse ne 6 s (i ncreasingly perilou
At a moment in which citizens were being slaughtered for such ties, this was no minor perq.
On the same day 1250, the Cardinal legate wrote to the Bishop of Siena, who was also the
acting Bishop of Florence, to recommend that the Bishop allow the Servites to build outside
of the Florentine walls. By July, land had been acquired in Florence and by Saptember, t
Servites had gained a foothold in Siena, when the communal government granted 20,000

bricks to constru®t a OoOhouse and oratorio. o

297Rondeau, "Lay Piety and Spirituality in the Late Middle Ages: The Confraternities@émiatttaly, ca.
12501348," 29.

298Prudlo,The Martyred Inquisitor: the Life and Cult of Peter of Verona ([Vé@tyred] 1252)

299Dal Pino| frati Servi di S. Maria dalle origini all'approvaziode8()3Xc&.Mina points out that the
ability to absolve excommunication is ¢ffotio be one reason that the order was able to expand into
Ghibelline Germaniina, "Studies in Marian Imagery: Servite Spirituality and the Art of Sienadc. 1261
1328)," 39, ftnt 21.

300What was being built at the time remains unclear, but it probably was livingDaldPiews| frati Servi di

S. Maria dalle origini all'approvazione-{B2g3 It8: 13, 1lI: 14; Betk8Marian Images and Laudesi
Devotion in Late Medieval Italy, ca. :2880," 56.
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To return to the history of the order in Siena, in September af 2@ height
of tension between Ghibelline SierdarmawGuelf Florenc@ the tone of the Sienese
government 8s recorded inter acpodestomnvs wi t h t
directed the Servites to oOoreturnod to the
and construct a church okth Vi r g i n . épodessnauncedithatyonly updn éheir
return, o6and not before, 6 wWbuld 50,000 br
On the one hand this brings up the question of where the friars had gone, and why.
Another question is why the governtwesis so focused on housing the Servites in the city;
but when the commune had required others to abide within the walls, specifically various
nobles in the 2and early ¥3centuries, it was a means of allying them with urban interests.

Perhaps the Siese government was attempting something similar with the Servites, which

he

hil

c k

mi ght i mply that the government was concerne

Ghibelline government may have had good reason to doubt their loyalty, considering not

onyhe Servitebds Guelf past, but Atamagnate cont e mg

clan that would come to be at the forefront of the Sienese Guelf movement within a handful
of years, due to its extensive economic ties to thé®€uria.

In November of 125%everal members of the Tolomei family donated land in the
area of San Clementeoatrad&ienese neighborhodk¢y dominated, to the Servites.

They stipulated thatServitec hur ch be bui | t **Oretmetonethand,y 6 on

301Franco Andrea Dal Pino, "I Servi di S. Maria a SMékhges de I'école frangais a Rome. Moyen age, temps
moderng8, no. 2 (1977): 79.seems that the first cetnuction in the city was for the living quarters and that

the Servites first occupied the church of San Clemente, which they officially took oveMinal 268ppo

di Marcovaldo's Madonna del Bordone: Political Statement or Profession of Faith?," 244.

302Roberta MucciarelliTolomei banchieri di Siena: la parabslataingh Xdl e XIV se¢Slena: Protagon,
1995).

303pDal Pino| frati Servi di S. Maria dalle afigipprovazione (12313364) 1.2: 966961, 11.3: 38.
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patronage of th8ervites might have allowed the Tolomei to tighten Guelf alliances; but at
the same time, the Tolomei could conspicuously support the local Ghibelline powers by
helping them to achieve their stated goal of securing the Servites within the city walls. And
the Tolomei were successful: In February of 1260, the Servite prior purchased land and a
house in the San Clemectatrad¥ In 1261 and 1262ivic donation documents indicate

that the order was finally located in Siena piSpé&ough art historian Diasiebb
asserted that the government oOshoweredod

Betka rightly counters, government contributions to the Servites were

t

he

in fact o0similar to tho%e granted to other

Thus, the Servites wessaciated with Guelfism and were clearly Florentine by
origin. They moved into Siena proper as the political and economic dust of Montaperti was
still settling. The Servites were patronized by the Tolomei, probably the single most
destabilizing magnatercia all of Siena. The order must have found itself in a rather
awkward or even dangerous position after Montaperti, when the Ghibellines, fresh from
their overwhelming victory, truly consolidated their grip on the government. Within this
context,thefaa f t h e M&lennavdel Barddremissioning falls more clearly into

place, as may some unusual aspects of its content.

3041bid., I1.3: 41.

305Un gruppo evangelico del duecento: i sette Fondatori (RRividgiamdi(Megizze): Convento di Monte
Senario, 1969),-801; Vittorio Lusini.a basilica di S. Maria dei Servi i(B&eaaS. Bernardino, 1908, 2
Zita Pepila basilica di S. Maria dei(Sema: Il Torchio, 1970)-32; Corrie, "The Pitical Meaning of
Coppo di Marcovaldo's Madonna and Child in Siena," 69, ftnt 2.

306 Diana WebbPatrons aBefenders: The Saints in the Itasat€itternational Library of Historical

Studies (London: Tauris Academic Studies, 1996), 255; Betka, "Marian Images and Laudesi Devotion in Late
Medieval Italy, ca. 126850," 56Such donations were normal throughout the area: on San Gimignano, for
example, sddann, "From Creation to the End of Time: The Nave Frescoes of San Gimignano's Collegiata
and the Structure of Civic Devotion," 72.
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The Politics of the Madonna del Bordone

Not only was the order for which it was made politicized, so the basic imagery of the
Madnna del Bordmatta political background. The Enthroned Virgin as an image type
carries historical implications of royalty, bumadonna del Bordivasses the connection

with the inclusion of a Iylecked throne and textile decorated with theriedgagle.

The lyreback throne originated in Byzantium, where it was used in images of both
secular and divine rulers, including Christ and more commonly, the Virgin afdraild.
lyreback throne became popular in Rome in thad@ 18 centurie®®®the art historian
Ursula Nilgen argued that the image type in the West constituted an attempt to depict the
Virgin not only as the Queen of Heaven but specifically as the patroness®*tfGoriee.
points out that the characterization of the VirgtheaQueen of Heaven perfectly suited
the Servite order, which was particularly focused on devotion to the Virgin and which would
even come to claim that she was the founder of the ordélitself.

The decoration of t he Vihrogndelshsaringthet | e,
imperial eagle, is another important iconographic moment in the picture. A heraldic form,

the eagle is splayed, with its head in profile over one wing, and its tail feathetigspread (

307Breckenridge, "Christ on the LyBacked Throne," 2451.Cutler believed the lybacked throne be

related to Orpheus, and associated primarily with the Child as the Incarnation of the Word. Breckenridge and
Cutler also take up the issue if whethelytedacked throne were ever a real piece of furniture, which
Breckenridge believed it w@stler, Transfigurations: Studies in the Dynamics of Byzanti8,|&@nography
Breckenridge, "Christ on the LyBacked Throne," 259.

308"Christ on the Lyr@acked Throne," 259; Cutl€ransfigurations: Studies in the Dynamics of Byzantine
Iconograph®, 33, 5@ orrie summarizes their positioc@errie, "The Political Meaning of Coppo di
Marcovaldo's Madoarand Child in Siena," 71, ftnts 17 and 18.

309Marion Lawrence, "Maria Regirihe Art Bulletih(1925); Marina Warnétpne of all her sex: the myth and
the cult of the Virgin Nideyv York: Knopf, 1976), 1443 6; Ursula Nilgen, "Maria Regftiia politischer
Kultbildtypus?,Romische Jahrbuch fur Kunst&schiedig: 30.

310Dal Pino| frati Servi di S. Maria dalle origppadVazione (123B3¢k1) I: 960961.
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16) . P e r c yclassc and extamsiiesexamination of imperial imagery demonstrated
that this symbol appears to have been developed in thé atti/ and was used under
Frederick Il and Manfred.-Frederick, whose intervention swayed the battle of Montaperti
in fava of the grossly outnumbered Sienese, was known for wearing garments decorated
with this stylized eagléGhibelline Pisa, always the regional power most closely aligned
with the Hohenstaufens, also adopted the eagle as its*sy@bob. v a n n i Rforsanods p
the baptisterincluded an eagleigure94), whichwere quite commonly found on lecterns
and pulpis throughout Europehé¢ eagle also appeared on Pisan®bins.

Corrie rightly associates the eagle iM&donna del BordatheHohenstaufen
heraldry and argues that it would have tiedldlg®nna del Bortiotiee imperial cause after
Montapert?** Another of the art historians who has written most extensively on the
Madonna del Borddrsella Betka, went to some lengthsteypret the eagle not as imperial
but as Servite imagery. Betka demonstrates that the eagle could be used as a symbol for

Christ, his resurrection, and his ascension, and that it could also be a symbol for baptism,

3 For the specifics of t he PdroyltEmst Schramnfaadlozechserd s |1 c o n o ¢
Friedrichs II. Hetraftszeich®iphandlungen der Akademie der Wissenschaften in Gottingen. Phiologisch

Historische Klasse (Géttingen: Vandenhoeck & Ruprecht, 1955);2i§s4@47, 83, 84-or a more general

discussion segorrie, "The Political Meaning of Coppo di Marcovaldo's Madonna and Child in Siena," 66.

Wilde accepts all of thrarious symbolisms of the eagle, saying that it is essentially muNiaéeriDas

unbekannte Schlusselwerk: die Madonna del Bordone des Coppo di Marcovaldo in/diena," 72

312Corrie, "The Political Meaning of Coppo di Marcovaldo's Madonna and Child in Si€paijie73.

mentions articular imperial seal from around 1215 that features an enthroned Frederick Il wearing a garment
covered in a pattern of these eagles.

313Christopher Kleinhenkjedieval Italy: An Encycl¢NesiaYork: Routledge, 2004), 1013.

314Philip GriersonMedieval European Coinage: With a Catalogue of the Coins in the Fitzwilliam &tliseum, Cambridge
M. A. S. Blackburn, 14 vols., vol(@dmbridge: Cambridge University Press, 1986), 291; Kldifddinzal

Italy: An EncyclopetB®.

315Corrie, "The Political Meaning of Coppo di Marcovaldo's Madonna and Child in S&ha," 65
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and for the Virgin; in addition, themn@ references to eagles in Servite’teRetka hedges
her argument by suggesting that if the eagle was taken as an imperial rather than a
theological symbol, it was irded to image royalty in geneasther than a Hohenstaufen
alliance in particulaand therefore to depict the Virgin as the Queen of Heaven.

But there are flaws to Betkads | aborious
particulary common in | ecterns on pulpits, E
associations are both tmomerous and too weak. A symbol cannot symbolize so many
different things and still be strongly effective to the viewer. Further, the eagle was by far
more commonly used as a symbol of Christ than anythifgnelgeServites were really so
very committé to eagle imagery, we would expect to frequently see eagles in medieval
Servite images and buildings, or frequently hear about them ina8egyifEhe Madonna
delBordéine eagl e decoration is duplicated in the
Senvies, in the cloth of honor hanging behind the Virgoré20) 3®But it also occurs in

both theSan Bernardino Mad@wee18) and thePalazzo Pubblico Madpignas), which

316Betka, "Marian Images and Laudesi Devotion in Late Medieval Italy,-6¢85026002.

3171t does, however, recur in the cloth of gold in the panel in Orvieto, sometimes ascribed to Coppo and

sometimes to his son Salerno, which was also made for the Servites. However, it was produced within a few

years of the Sienese panel, and could vehawelplayed upon the same connotations. The Orvieto panel is

not a copy of the Sienese panel, but they are very closely related images. In Orvieto, the depicted cloth of gold
hung from the Virginds throne i &vedysimiarbatnotidentical:t h eagl e
one, the eagle in Orvieto looks over its right shoulder, whileMadioana del Borddoeks over its left; two,

the pattern between the roundels is slightly different. On the other hand, the proportions offiatetanse

are close enough to suggest the possibility that the Marcovaldi were working from an actual textile. It might

have been a textile owned by the shop. Orvietods poli
t han Si e n asftke.city pranted dorme Hbl®lst@aufens including Manfred citizenship, but by the time

of Montaperti, Orvieto fought on the Guelf side. The Pope resided in Orvieto for two years just after

Montaperti, from 1262264, but left because of a political dis@aEaniel Pllip WaleyThe Papal State in

the Thirteenth Celliarydon: Macmillian, 1961), 1A7.

318Though it has been more recently suggested that the Orvieto Madonna predates that from Siena, the history

of the Serviteds pr es diteanbkely. or ahoougleandmostlg reasanablehi s s eem
discussion seédina, "Studies iNarian Imagery: Servite Spirituality and the Art of Siena (ac.1P828),"

110118.
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were ot Servite images. The eagle motif spread outside the Servites. Only one surviving
Servitdaudaises an eagle metaphorically, and here both briefly and tenuously; these are too
few references to be a convincing proof of the supposed importance ofeegglefonthe
Servites'®

Second, even if the eadjidevoke theological ideas that the Servites favored, it is
likely that the Sienese would have understood the eagle as an imperial symbal in the mid
Duecento. The religious symbolism of eagles mayvedbéen terribly obscure, but the
Sienese had just gone through a major battle in which foreign troops were housed in the city
for several months and would have been seen around town with the same imperial eagles on
their clothing, equipage, and banneis simply impossible that the imperial symbolism
would not be accessible to the average Sienese, especially given that we are not referring to
just any depiction of an eagle, but quite specificallyHohleastautsayle.

Taken together, the facttbbEMadonna del Bo@ene c o mmi ssi oni ng by t
just after Montaperti, the unusually prominent signature, and the depicted (but probably not
very vVvisible) i1imperial textile of the Virgin
part an #ort on behalf of the Servites or their patrons to ingratiate the group with the
increasingly haithed Ghibelline government. The Servites were founded by Florentines,
within perhaps ten years of Montaperti, a time of extreme tension between Flibrence an
Siena and of bloody internal politics, especially in Florence. Religious groups and institutions
outside of the Church proper could pose severe threats to civic stability and would prove to

be effective political forces: As we have seen, an indeperdaetigious militia helped

390 Aqui | a@digersguekhi/ mmiulans roskcamulam virentem /nostrumdida ui di vi cit bel |l a.
ibid., Appendix IVA.
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to violently wusher in Florenceds own Guelf g
also seen, the Sienese government took sonie gathpaid a significant sinm order to
coax the Servites to reside within the citg.wall
The originally Florentine Servites may well have been the object of unwelcome
attention during the period of Montaperti. But the commissioningMatienna del Bordone
shows that they were by no means attempting to lie low. The Servites welatmtheng
city, and their new building was going up or being finished, so the timing of a new
commission may have been tied to construction, buiaithenna del Bordangd have
been an attraction in 1261, when furthermore the aftermath of Montaperti was still very
much being played out. The Sienese Cathedral itself probably did not have an image as large,
as expensive, or as sophisticated &datlenna del Bordooeumental panel paintings
seem to have been a new phenomenon, in a world that was not yet rich with images. If the
Servites called attention to themselves with the fact of the painting, they also acknowledged
their origins as Fkogeatiumes wethaCoppgods sl a
FIl orence. 6 Some historians have suggested th
FIl orentine, but this seems unlikely given th
Rather, thiMadonna del Bordounklbe read as a light, pictorial statement of the
Serviteds loyalty to the prevailing Ghibell.i
with Hohenstaufen eagles just after Montaperti, and by announcing their Florentine
affiliation on an ostentatiousmang, the Servites (or their patrons) managed to soften what
might have been seen as a statement of loyalty to the Church into what could be read as an
acknowledgement of the authority of the Emphe.statement was mild because the eagles
would in angase probably have not been ostentétiespecially if the picture were placed

on atramezznd therefore rather far away from the viewer. If the city was in fact dedicated
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to the Virgin via an image of her the eve of Montaperklaienna del Borthkes on a

whole new set of meanings. Essentially following the form of a protective icon, it could have
explicitly recalled the Ghibelline victory and affiliated the panel with the government, which
identified with the figure of the Virgin. But withoutwimg the exact circumstances of the
commissioning of the panel, who paid for it, and their political and economic ties, it is

impossible to offer a definitive reading ofMiaglonna del Bordone

From Coppo to Duccio. Political Transition from 1260 to 128

Unlike probably all of the monumental Siemesstd3ucci o6 s came out of a
politically stable, Guelf aligned, and economically contracted world. The long period of
Guelf domination in Siena began IsanAgdn2 69, wi t
it was the aid of foreign powers that swayed the battle, but this time Guelf Florence was the
beneficiary, fighting with the help of troops sent by Charles ofiAnfauwas financed in
no small part by Si en e sndchlefGhibelimre Prover@dn@ nads | o
Salvani was killed at Colle, opening the way for a return of the magnate classes to Siena. In
1271, Sienads government became officially C
and burned: Sal v aoaoméiswouldasettha stones toeebuilcetieiy t h e
own palace¥’

It would take fifteen years for a new regime and new political alliances to coalesce,
and intermittent violence and disorder punct
political and econamfactions worked out new alignments. The pendulum first swung

strongly to Guel fi sm, b u termhhardineGuetfigmd s 1 nt er i o

320"Cronaca Senese conosciuta sotto il nome di Paolo Tommaso Montauri," 224; English, "Urban Castles in
Medieval Siena: The Sources and Images of Power," 189.
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untenable. In 1276 a noble magnate faction, supported by some of the lower classes,
attempted a coupubsucceeded only in besiegingtigestand his household for two
days. This was too much disorder, and in 1277 the city passed thenfissfreaté laws,
barring the richest and most powerful clans from the highest echelons of governance. In
1280, amew magistracy attempted to move past the period of discord by eliminating not only
the government position that had been called the Capitano del Parte Guelfa, but by
abolishing the use of the terms Guelf and Ghibelline altogether.

Eventually, stabilityas attained when an alliance of noblep@yali minthiat had
developed in the early 1270s was trumped biotheof the successful capitalists pthpoli
grasgr grosgbeginning in 1277 and finding its ultimate expression in 1287 with the
insttution of the Government of the Nine. The new ruling class was supported by select
members of the magnate houses, though the magnates were excluded from the Nine
proper?*Thus like théMadonna del Bordbd261, th&San Bernardino Madoinb262 and
the Palazzo PubbhMadonnaf the late 1260s or early 12%@se all made during a period of
political instability, and may all have been made under the Ghibelline government.

The Nine has reached a level of international fame as an unusually successful
medieval government; the Nine was the triumph of the small capitalists, but they were allied
with the great magnates as well.riikker c hant 6 s Mescanpigeffecitely on, t he

directedhe Nine by electing, in a very controlled ratherttieamsuallgpomewhatandom

21 abolita omnino partium ghibelline et pgusexiitif e memor i «
et regnavit in civitate et comitatu Senensis sint rufg
the parties of guelf and ghibelline, which in the past these parties guelf and ghibelline have hithero risen up and
reignedin he city and commune of Si en aCecchinikCaleflfovdcehn and e mj
del comune di SIEn&145, n. 914.

322Mucciarelli, "Il traghettamento degrcatorks fronte imperiale afars ecclesig.
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mannemused for elections t hr ee of t ®FWhildsometndes chanacterizes Bss .
a more populist government than those formed in the Guelf, rrdgmatated 1270s and
early 1280s, the Nine was in fact an extremely clever forgauiahgl, one which provided
a veneer of soci al mobility and democratic s
lucrative association with their own local government. One of the great historians of Siena,
Ferdinand Schevill, would even call tedNi a o di st rf{Abhddthaughthey r anny . 6
magnates were technically excluded from the Nine, they were extremely active in
government. As Daniel Waley writes, thenaatig nant e | egi sl ati on expr e
oligarchi cal mo nahpppdsifon wak ultnatelyeneffedtiveb ut s u

The bankers as a claggarticularly the largeale magnafesiad been burdened by
enormous defaults in the late Duecento and found their international position quickly
eclipsed by the leapfrogging Florentines cahm to dominate the desirable southern,
Angevin markets to an astonishing degree; as larger markets closed to Sienese bankers, those
same bankers found lending to the Sienese government and farming Sienese taxes more
attractive. Th ¢atloie sgyeched to ytsdolsysidalrewieoanent:at was
under the Nine that the Palazzo Pubblico was built and frescoed, the Campo developed and
decorated, the Duomo Nuovo construction begun, and of course it was under the Nine that

D u ¢ c Maestass mad.

323BowskyA Medéval Italian Commune: Siena under the {118%5 2228728
324SchevillSiena, the Story of Mediaeval Cb&Tmune

325\Waley Siena and the Sienese in the ThirteertB3entury
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Par't | | :Madsmaicrc | idesnads Civiec Cathedr al

As we have Maestook up dhd forwardedimagery used in monastic contexts,
though it greatly expanded that imagery, as well as expanding the image and object types that
preceded it in the Cathedral. For explanations as to why the high altarpiece was
commissioned, what ge#k designers sought to achieve, and what the ramifications of

those decisions were, we must look beyond pictorial history and the history of panel painting
and turn to different frameworks, especially the space for whHithetbtevas made.

Si e n & Gahedral exercised particular pressures upon the high altarpiece, from
pressures related to the altarpieceds physic
altarpi eceds irutcoHessioonatfielcrdiian withim Siénese sogiat
large. The imagery of the high altarpiece may have played upon and spoken to, and was
certainly affected by, its placement in the Cathedral, and its relationship to key features
including the dome, the crossing, the raised presbytery, and th@Cathedr st r i ped mar
decoration. It also was beholden to and even itself depicted the power structure of the civic
Cathedral, over which the government exercised control. The high altarpiece finally was part
and parcel of t he g deyenforcepp@achniagnsy the Fehstohtheg s t o r
Assumption, which among other things provided most of the Opera debDu@ ann u a |
revenue; political and economic records indicate that the Opdestabiizedand the

subject of reformin the years immedibtdefore the commissioning of the high altarpiece.
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Chapter 3: Contextualizing Marian Devotion: The Incarnation an&cclesia

TheMaestas extraordinary size and unprecedented

responses to the lack of space for imagésdean the Cathedral. With the walls coated in
expensive marble, but with extensive image programs becoming increasingly popular,
Duccio may have been required to fit a whole image program onto an altarfuiece

that had hereto been the carrier fanast a handful of images. The designers and

commissioners of the Cathedral and its furnishings must have known that the architectural

setting of the high altarpiece would be subject to change, and that a moveable panel painting

would offer the greate$eXibility in the future. Formed in part as a response to its
architectur al &aestin turo ampldiedthe celralizingispatalseffect of
that same environment, intensifying the circular,neék e qual ity of the
unusubcharacteristic, its hexagonal crossing.

However, resituatind® u ¢ ¢ Maesttekes some imagination, as the work has been
dislocated and dismembered. In 1506, the painting was removed from the high altar of the
Duomo and moved to the left transept vimside an altar dedicated to St. Sebastian; for
sever al hundred years, therefMaesgaspaitaf has
the Cathedral complex for which it was desijtiEae task was made even more difficult
by the dismembermemdiremoval of the altarpiece to an entirely different building, the

church of San Ansano, in 1777. There, still extant documents record that the panel was

326The removal was at the behest of latetdr Pandolfo Petrucci: AOMS 590, 1498, folidbtizek,

"Chronologie," 178-or a lomer discussion on the situation in 1506, including a personal and political analysis,
see'Un dibattito sul luogo idoneo del coro dei canonici e sull'altare maggiore del Duomo di Siena (1492)," in
Honos alit artes: studi per il settantesimo compleanno,didMMaridgeseheri, Paola Maffei, and Gian Maria
Varanini (Firenze: Firenze University Press, 2014).
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sawed into seven vertical panels and where the front and back panels wer&’détached.
frontand ba k f a c e s MaebtewveReuhercdismagesl as two pendants in each of the
transept arms®Other, smaller panels, including the predellas, were kept in the sacristy. By
1789 the pieces were moved back to the Cathedral; finally, in 1878 and 188@nthe su
panels were moved to the Opera del DuBfiftowas probably around this time that the

small narrative panels now in museum collections in London (National Gallery), New York

327There has some confusion surrounding the date, which is taken from a marginal note made in an inventory.

In 1951, Brandi followed Lusini (1912) in dating the move to the 1 August 1771, but B&ulistnedi the

documents as originating in an inventory of 1776, which accords with manuscript AODS 1511, an inventory

dating from 1776 795. The mar gi nal note on folio 44r reads: 0/
nellacheisadi Santo Ansanol a | ampada fu messa in faccia alldaltar
tavol one fu segato in pi% pezzi e furono trasportati
Rettore per farne quadropressodeb®S a carlal mbean!thoemaeiodiODSS. Ans e
beni mobili e immdiilEL, folio 442¢éleo Bacckrancesco di Valdambrino, emulo del Ghiberti e collaboratore di Jacopo
della Quer¢&iena: Istituto comunale d'arte e di storia, 193€)8686esare BranbDiJcci{Firenze:

Vallecchi, 1951), 147; Judith H&ikna, a City and its Hidtondon: H. Hamilton, 1979), 77; Satkowski and
MaginnisPuccio di BuoninseteaDdcuments and Early I@B8c£68; AscheMontaperti: per i 750 anni dalla

battaglia: aspetti della guerra e della pace nel Mediocdeoeseovilla iGiigi Saracini, Castelnuovo Berardenga (Sl),

5 settembre 2@&B6.For a cogent discussion of the issue of the datBdlseeGordon,The Italian Paintings

before 14Q0ondon; New Haven: National Gallery Co.; Distributed by Yale University Press, 2011), 177; 184,

endnote 24.

328 SeaVlulvaney, "Duccio's Maesta Narrative Cycles: A Study of Meaning," 9; Butzek, "Chronologie," 241;
Guglielmo Della Vallégttere SanesiBzre M. Guglielmo Della Valle Minore Conventuale Socio Dell' Accademia Di
Fossano &c. Sopra Le Bell8 adiis. (Rome: Salomoni, 1785), [ISTrehlke suggested that the placement

was the reason that Vasari could not locate the altarpiece, which he supposed tesigedoabit

following Ghiberti, of the Coronation of the Virgdarl Brandon StrehlKkéglian Paintings, 1231®0, in the

John G. Johnson Collection and the Philadelphia §RiskdualphiartPhiladelphia Museum of Art: In

Association with the Pennsylvania State University Press, 2004), 127; Dillian Gordon, “ahidteenth
FourteentkCentury Perugian DoubBided Altarpieces: Form and Functi®bties in the History ¢200R):

177.

32Duc cMaestisas moved into t heomdlini88q thadighlsdmé €2poadargsowraes D u
mention 1878; it seems that a few predella panels only may have been moved at the@arlznrtate:
RagionieriDuccio: catalogo completo dEirdipaeti Cantini, 1989), 46; Butzek, "Chronologie," 254;
StubblebineDuccio di Buoninsegna and hik 3&B6dDiana Mellon, currently an art history doctoral

candidate at Columbia University, has worked on this issue, partly at the National Gallery of Art in

Washington, DC.

113



(Frick), Washington, DC (National Gallery), and Ft. Worth, Texas (Kim&allny) left

Siendl n 1879, four panels from thé!' predell a w
TheMa e snbderd swtilated and dispersed state has histarmhlly

understandablgd scholars to prioritize reconstructions of the work over intepretati

and has especially impeded contextual analyses of the high altarpiece; in addition, the

interaction among paintings, their placement, and their architectural frames has never been a

major focus of scholars of Italian medieval art in géfeatil recently, almost all of the

writing on Duccio has occurred in monographs, the last of which was an extremely valuable

330Butzek, "Chronologie," 2265.For example, the National Gallery London bought botArthanciation
and theMan Born Blirid 1883. The provenance for the Nativity of the Washington, DC, National Gallery
panels begins in 1879; it was sold to #redkdegalerie der Konigliche Museen, Berlil884Eduard

Dobbert, "Duccio's Bild "Die Geburt Christi" in der Koniglichen GentGddierie zu BerlinJahrbuch der
PreRischen Kunstsamrél(t@gs)Beschreibeh@eseichnis der Gemgaelin: W. Spemann, 1891), 77, no.
1062A; Duveen BrotheBuveen Pictures in Public Collections (dfetwn¢oida The William Bradford Press,
1941), 6GGemaldegalerie Berlin: GesamtyvdBeitthn&taatliche MuseerBerlin, Preussischer Kulturbesitz,
1996), 601.

331Gordon,The Italian Paintings beforel68)@ndnote 3€atalogo degli oggetti d'arte antica presentati alla mostra
comunale di Colle di Val d'Elsa tenuta nei giorni 6, 7 e 8 settembria t8v@aqoitegigiguida artistica della citta
(Colle: Arnolfo di G. Bastianoni e ff., 1879), ne8380

332This is much less true in the history of Northern medieval art, where authors have lmtmetbte

these issues, in part because the sculptural and/or pictorial programs of some northern churches have survived
relatively intact. Paul Crossleyds famous essay, O0The
altarpieces, liturggnd architecture in NirembuRgaul Crossley, "The Man from Inner Space: Architecture

and Meditation in the Choir of St. Laurence in Nurembetggdireval Art: Recent Perspectives: a Memorial Tribute

to CR. Dodwekd. Gale R. Owebrocker and Timothy Graham (Manchester University PressSt@a@so
Katherine Morris Boivinds important dissertation exar
liturgical and political spa&therine Morris Boivin, "Holy Blood, Holy Cross: Architecture and Devotion in

the Parochial Complex of Rothenburg ob der Tauber" (Columbia Universit)r20EEan art, Donal

Cooper has emerged as a leadingasatfatontextual studiddonal Cooper, "In Medio Ecclesiae: Screens,

Crucifixes and Shrines in the Franciscan Church Interior in Italy (€c12300)" (University of London,

2000); "Raphael's AHRieces in S. Francesco al Prato, Perugia: Patronage, Setting and Foaedsiorifigton

Magazine43, no. 1182 (2001); "Fracais Choir Enclosures and the Function of DeBlled Altarpieces in

PreTridentine Umbria."; "'In loco tutissimo e firmissimo': The Tomb of St. Francis in History, Legend and

Art," in The Art of the Franciscan Order @dltéjlliam R. Cook (Leid&uston: Brill, 2005); "Redefining the

Altarpiece in Renaissance lItaly: Giotto's Stigmatization of Saint Francis and its Pisai\E listat36

(2013); Donal Cooper and Janet RobBoa Making of Assisi: The Pope, the Franciscans anfithige Painting o

BasilicBNew Haven: Yale University Press, 2@l8)e al so Gr i ffith Mannds excellen
unpublished dissertation, whose project is similar to that of this dissdftion:From Creation to the End

of Time: The Nave Frescoes of San Gimignano's Collegiata and the Structure of Civic Devotion."
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translation and compilation of primary source material on the painter, publishetin 2000.
The prior three monographs on Duccio, by Johmeé\Mames Stubblebine, and Florens
Deuchler, focused on establishing the artist
reconstruction of thlaest®*Peter Seiler and Machtelt Israéls examined functional and
formal aspects of the work.

Several autits, including Hans Belting, Ann Derbes, Florens Deuchler, Jules
Lubbock, Ruth Wilkins Sullivan, have engaged with the content and meaningaesitéhe
but havdocused omparticular aspects of the work, notably the Passion sequence on its back
face®**Only two works analyziee central image depth one is a marvelous but (literally)
tiny book in Italian by | iter aMagstmcr i ti c Omar

di alogue with that by Si mone Maranhtlyni i n Sien

333Satkowski and Maginrnjccio di Buoninsegna: The Documents and. EaslywSdbroentioning that

Ernest DeWald reported that he was working on a monograph in his 1955 artid#aestéBeich a

monographwasweer publ i shed, but DeWal d6s paper s, compri sin
Firestone libraryDeWald, "Observations of Duccibsesta 368.

334\White,Duccio: Tuscan Art and the Medieval V&tukdhelpind)uccio di Buoninsegna and hiElSahwol
Deuwchler,Ducci¢Milano: Electa, 1984)here are other apparent monographs that are in fact very large picture
books.

335Seiler, "Duccio®laestarhe Function of the Scenes from the Life of Christ on the Reverse of the
Altarpiece: A New Hypothis."; Israéls, "An Angel at Huis Bergh: Clues to the Structure and Function of
Duccio's 'Maesta'."

336 Jules Lubboclgtorytelling in Christian Art from Giotto to (Mewatieldwen; London: Yale University Press,
2006); Anne DerbeBjcturing thadBion in Late Medieval Italy Narrative Painting, Franciscan Ideologies, and the Levant
(New York, Cambridge: Cambridge University Press, 1996); HansTBeltingage and its Public in the Middle
Ages: Form and Function of Early Paintings of hesvFReslozlle, N.Y.: A.D. Caratzas, 1990); Mulvaney,
"Duccio's Maesta Narrative Cycles: A Study of Meaning."; "Gesture and Audience: The Passion and Duccio's
Maesta."; DerbeBjcturing the Passion in Late Medieval Italy Narrative PaintingoBrescistwhihkelépvant

Ruth Wilkins Sullivan, "The Anointing in Bethany and other Affirmations of Christ's Divinity on Duccio's

Back PredellaThe Art Bulletdv (1985); "Duccio's Raising of Lazarus reexamiiedArt Bulleti#®, no. 3

(1988); Isa Rmsa and Ruth Wilkins Sullivan, "On Duccio's Cycle of the Infancy of Christ: The Flight and the
Return," ibid.69, no. 4 (1987); Ruth Wilkins Sullivan, "Some Old Testament Themes on the Front Predella of
Duccio's Maesta," ibid.68 (1986); Florens DeucdBblercib Doctus: New Readings for the Maesta," ibid.61

(1979).
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exami nes bot h *4dhs secopdddaiugeful dissertatiorepxltlished ih German

on themaestubject as it was produced Siena, whose author is now an art dealer in Munich

and (unfortunately) no longer publishing on the sdBjeci998 Christoph Wagner

published a newly interpretive &tan the high altarpiedéeo | | owed Roger Tarr 0:
thorough and also interpretive @200 | e on th
The interpretive strain was furthered by twdlert@nd similar articlésoth published in

2012y Gervase Rosser and Gavin Wienseable x ami ned Ducci ods met ap
of doorway$®®F i n al | yMaesatsaoftem éhantioned in works that examine the

history and construction of pictdspacé! Again, the Passion sequence receives the most
attentior®*?In addition, art historians have begun circling around the Trecento in particular

as being an important moment in not only Sienese art history but Italian art history. Two

3370Omar CalabresBuccio e Simone MaatiMiaksta come manifestpRiotitébiblioteca d'arte (Milano:
SilvanaEditorale, 2002).

338Riedl,Das Maeskild in der Sieneser Malerei des Trecento: unter besonderer Beriicksicimidralgziwr Darstellun
Comunale von San GimiBede currently runs the Galerie Dr. Riedl in central Munich.

339Christoph Wagar, "Metaphern der Blindheit und des Sehens in der Dantezeit: Beobachtungen zur "Heilung
des Blindgeborenen" in Duccios "Maesta'Festschrift fr Christian(l888); Roger Tarr, "Ecce Virgo
concipiet: The Iconography and Context of Duccio's LoAdoanciation, Viator31 (2000).

340Gervase Rosser, "Beyond Naturalism in Art and Poetry: Duccio and Dante on the Road to Aitnmaus,"
Histong5, no. 3 (2012); Gavin Wiens, "Spaces Made Strange: Architectural Oddity as Devotional Catalyst in
the Passion Sequence of Duccio's Madéstius et Historg@ (2012).

341 John WhiteThe Birth and Rebirth of PictorigCapauédge, Mass.: Belknap Pi3&7) Keith

Christiansen, "Duccio and the Origins of Western Pairiimg Metropolitan Museum of Art 8&illetnl

(2008); Fiona Carroll, "The Spatial Development of the-Mistrative fromPrehistoric Cave Paintings to

Computer Games," (2009); Wiens, "Spaces Made Strange: Architectural Oddity as Devotional Catalyst in the
Passion Sequence of Duccio's Maesta."

342Emil Braun, Francesco von Rhoden, and Bartolommeo BarfDeeifiassion of our Saviour Jesus Christ
Painted by Duccio Buoninsegna for the Cathdtedteigf S¥gend, 1848); James H. Stubblebine, "Byzantine
Sources for the Iconaphy of Duccio's MaestdHe Art Bulletdv, no. 2 (1975); J.H. Stubblebiie Back
Predella of Duccio's Ma8g8); Deuchler, "Duccio Doctus: New Readings for the Maesta."; Phillip J.
Earenfight, "Manuscript to Altarpiece: Duccio's "Maesta" P&sailenand Medieval lllumination$gtes in

the History of AR, no. 3 (1994); Mulvaney, "Duccio's Maesta Narrative Cycles: A Study of Meaning.";
"Gesture and Audience: The Passion and Duccio's Maesta."
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recenttomesoart i n Siena signal a recent resurgen
a kind of o0pr ef &RemissantedSienahAet foleuibiydy Leke Sysan,e :
and the exhibition catalogba Jacopo Della Quercia a Donatello: Lenarilal £rimo
Rinascimergdited by Max Seidél.

Scholarship on the Cathedral has also tended towards the recoriétGmimel
volumes on the Duomo from the Kunsthistorisc
churches in Siena have already aggbead provide a comprehensive overview of the
primary and secondary materi al *Havevart i ng t o t
the project of these works is not primarily interpretive. More recently, Marvin
Tr ac ht 8ulding in gifiesvided a new theoretical framework for the interpretation
of major medieval and Renaissance civic construction projects, including Sien&@*Cathedral.
Trachtenberg, however, does not examine the
comprehensive and synthetic wamkSiena Cathedral together with its images remains Kees
v.an de Art, Rrthieetgd and Litpgylished in 1995.

It is especially striking that the art historical scholarship on the Cathedral and its

images remains largely unconnected ticpbéind financial histories of Siena, given that

343 uke Syson, eRenaissance Siena: Art foflao@ityn: National Gallery, 2007); Max Seiddleeatti a
Siena nel primo Rinascimento: Da Jacopo della Queiditaa® dnatizl|2010).

344Carli,ll Duomo di Siend@uomo di Pisa: il Battjst&€ampanilehiese monumentali d'ltalia (Firenze:
Nardini, 1989); Vittorio Lusidl,Duomo di SieBavols. (Siena: S. Bernardino, 1911); Carla Pietrathellara,
Duomo di Siena: evoluzione della forma dalle origini alla(fire izt TEdot880).

345Haas and Winterfeld, "Baugeschichte."

346Marvin Trachtenber@uildingn-Time: From Giotto to Albertaddrn Oblividdew Haven: Yale University
Press, 2010).

347van der Ploedyrt, Architecture and Liturgy: Siena Cathedral in the KiddésmAigégsostomo Trombelli,

ed.Ordo officiorum Ecclesise Senensis, ab Odorico, ejusdem ecclesise canonico, anno MCCXIIl. compositus: et nunc p
J. C. Trombelli ... editus, et adnotationibus illustratus{Bomdinga1SHles).
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the cityds medi eval past has HA¥emuryt he subjec
Many primary documents relating to the cityd
available in print faver one hundred yedtsSome of these primary sources have been

extensively studied and analyzed, notably in the modern era by Daniel Waley and William
Bowsky?**However, there is also an extensive body"afrid®early 2Bcentury literature,

heavily focused on primary documentation, with which Italian art historians seem more

familiar. Excellent newer studies on Sienese institutions like the Ospedale and its bank by
Gabriella Piccinni, on the Opera del Duomo by Andreai @madstefano Moscadelli, and

more particular works that focus on, for exa

social position of the oftaebellious butchers, have filled in important aspects of our

348|n particular the seri@illettino senese di storidviistedanea storica, f2o@smenti di storia Italihea

publications through the Sienese archives, and the work aiidsfiiekauer were key promulgators of

Sienese history and original documentafioratori and ArgelatRerum italicarum scriptores ab anno aerae christianae
quingentasi ad millesimum quingentesimum quorum potissima pars nunc primum in lucem prodit ex Ambrosianae, Este
aliarumque insignium bibliothecarumlcodibili©rdo officiorum Ecclesiee Senensis, ab Odorico, ejusdem ecclesise
canonico, anno MCCXIlIpasitus: et nunc primum a D. J. C. Trombelli ... editus, et adnotationibus illustratus,
vindicatusgw@élani,Cronica a miglior lezione ridotta coll'ajuto de'testi a penna, con note filologiche di | Moutier e con app
storiegeografiche compilatargPorri et alll primo libro delle Istorie sanesi di Marcantonio Bellarmati; due narrazioni
sulla sconfitta di Montaperto, tratte da antichi manoscritti; cenni sulla zecca sandsiéipporPadicomeamnis inediti

Luciano Banch§tatutsenesi scritti in volgare ne' secoli XIIl e XIV e pubblicati secondo i testi del R. Archivio di stato in
Siena3 vols. (Bologna: G. Romagnoli, 1863); CesardIR#wmlg di Montaperti (an. MCCD$cumenti di

storia italiana (Firenze: G. P. VieussBg89)ll Libro di Montaperti (an. MCCBX).odovico Zdekauer, "lI

frammento degli ultimi due libri del piu antico constituto senesel 2FZH2Bullettino senese di Stori@ Patria

(1896)]I constituto del Comune di Siena dell' anno 1262¢tailgiili@aspici della Facolta Giuridica di Siena da

Lodovico Zdekalsnnales Senenses,"Monumenta Germaniae Hidtamceverae: Hahr);constituto del

Comune di Siena dell' anno 1262, pubblicato sotto gli auspici della Beamdtal&iottheadiZdekaneto

di Tura, "Cronaca senese attribuita ad Agnolo di Tura del Grasso detta la Cronaca M&ygimaetieisenesi

ed. Alessandro Lisini and Fabio lacometti, Rerum italicarum scriptores (Bologna: Nicola Zanichelli, 19327?;

19347?; 1935938); Commissione senese di storia patria, "Libri dell'entrata e dell'uscita dell Repubblica di Siena:

detti del Camarlingo e dei quattro Provveditori della Biccherna," ed. Alessandro Lisini and Lodovico Zdekauer
(Siena: Lazzeri, 190870); ManesiDocumenti per la storia dell'arte senese: raccolti ed illustrati dal Dott. Gaetano
MilanesiAlessandro Lisirotizie di duccio pittore e della sua celé¢Bienant@zaeri, 1898); Bdaotumenti

toscani per la storia ddfi@areecomprehensive bibliography for both primary and major secondary sources on

Sienese art, sBatkowski and Maginriijccio di Buoninsegna: The Documents and, B2 &ources

349\Waley Siena and the Sienese in the ThirteentillzentityBowskydenry VIl in Italy: The Conflict of Empire
and Citgtate, 1311B13(Lincoln, Nebraska: University of Nebraska Pr@&8);1'The Impact of the Black
Death upon Sienese Government and Socsgtgculudd, no. 1 (1964yhe Finance of the Commune of Siena,
12871355 A Medieval Italian Commune: Siena under the 1858, 1287
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understanding of medieval and Renaiss@maS5The newest scholarship on Siena is
increasingly synthetic: Fabrizio Nevol ads
lens of urban development and city planning, is probably the most compréhensive.

Rep | a c i n gMaPBstaithinithe iisterical space of the Cathedral reveals not
only a new understanding of Ducciobs task,

insights into the link between architectural site and pictorial form.

The Incarnation

The front fMaesavasaddbminBteddy theandssive, nearizéemage of
the Virgin and Child Enthroned and was further framed by two narrative cycles in the
predella andoronameiib@ Infancy of Christ and the Death of the Virgin, both of which

included the Virgin asprimary figure. The back of the altarpiece is however dominated by

an unprecedentedly complete Passion sequence, framed by the Temptations and Miracles on

the predella and the Apparitions of Christ octinenamentoS o al t hough Ducci

altarpiee appears at first glance to be primarily Marian, the subject of the work is more
specifically the Incarnation, and the design and composition of the work a clever

accommodation of popular devotional practices and image types developed in monastic and

S W

b
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350Gabriella Piccinnil, banco dell'ospedale di Santa Maria della Scala e il mercato del denaro nella Siena del Trecento

(Ospedaletto (Pisa): Pacini, 2012); Giorgi and Mos€aatgtlilire una cattedrale: I'Opera di SalitSibtaaitra

Xl e XIV secqglVilliam Caferrdylercenary Companies and the Decl{iBakin®esal he Johns Hopkins
University Press, 1998); Valentina Costantini, "Tra lavoro e rivolta: i carrielid irello specchio del suo
costituto in wodgdel 1303109 Dentro il medioevo (Pisa: Pacini, 2014); "Siena 1318: La congiura di carnaioli,
notai e magnati contro il governo dei No8ti Stor&?, no. 1 (2011).

351Fabrizio Nevola, "Siena: Constructing the Renaissance City," (New Haven: Yale University Press, 2007).
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conf aternal contexts into the Cathedral 8ds own
Marian, but rather squarely focused on Cirist.
If the central Virgin and Child Enthroned of the high altarpiece appropriated
popular devotional images and practicessithe framing narrative cycles that defined this
devotion to the Virgin in Christological termgu(el37#Figure153. The inclusion of the
Infancy of Christ cycle in the front predella, its placemedisfusition of its individual
scenes, its use of architecture, and the I nf
expandednaestnd the Death of the Virgin cycle on the foombnameriitsuggesa role
for D u ¢ c Maestiiscommunicatigthe Incarnation. The back of the altarpiece supports
the Christocentric content of the altarpiece most obviously through the prominent
Crucifixion and the elaborate Passion cycle, but also through direct Eucharistic imagery
including the central WeddiampCana.
The Infancy of Christ cycle is the most visually accessibl®/aiets@four smaller
narrative cycles, as it occupies the front predella. By placing the Infancy cycle below the
main expanded Virgin and Child Enthroned image, Duccio t@dtiteestory depicted on
the altarpiece sequentially, as the first image of the Infancy cycle, the Annunciation, occurs
before any others in the story. The first image in the narrative cycles, formally speaking, is
also the first image in the narrativaisege. This is an important point. The story told on
Ducci o8 s arotbegimwith teedimst sabre @sually used to tell a Marian story, the
Birth of the Virgin. Rat her, the story being

Infancycyclé ocuses clearly on him, while emphasi zi

s52Raffaele Argenziano, "The Origins and Development of the Iconography of the Madonna inT®iena," in
Palio and its Image: History, Culture and Representation ofeSieMasd-Asigbpari Ridolfi, Marco
Ciampolini, Paizia Turrini (Firenze: Nardini, 2003), 93, 97, 101.
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Formally, the Infancy cycle begins the process by which the Enthroned Virgin and

Child are literally embedded in the history

high altarpiece is physi cThd narfiveoftheased 1 n t
altarpiece begins on the lower left side of the front face wikhrnhaciati@nd continues
with paired Old Testament prophets and Infancy scenes to the lower left back face, where
Chri st ds a @ Nowniissirm dt lebseome sneme, the back predella shows the
Temptations and Miracles, beginning with a lost panel of the First Temptation and ending
with the Raising of Lazar&gy(re160. The narrative picks up again on the |tfieof the
main back face with the Entry into Jerusalem, which begins the extensive Passion cycle. This
concludes on the upper right of the main central panel, where the narrative jumps again to
the left to begin theoronamembstResurrection scenegy(re168Figurel73. The story
then wraps around the panel again todhenamemgginning on the upper left side of the
altarpieceds front face, startingdendind h t he
on the upper right with a scene from the Death cycle, probably the Resurrection of the
Virgin. Thus the monumentabestf the Duecento is contextualized in the narratives of
Christdés |ife, deat h, and largesssinglefiguretontben, an
altarpiece, the story is primarily focused on Christ.

The differences in the Infancy cycl eds
high altarpiece signal its iIimportance to t

with its interspersed figures of standing prophets, is set apart from all the other narratives in

353Stubblebine thought that that altarpiece might have used a box predella and therefore that narrative scenes
may have been placed on the sides of the image as well. However, the proposed arrangement of extant scenes
within this framework is not formally cing.James H. Stbkebine, "The Back Predella of Duccio's

Maesta," irstudies in Late Medieval and Renaissance Painting in Honoy ef MidlaresMeidélhelm, Irving

Lavin, and John Plummer (1977).
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the high altarpiece in two ways: one, it is the only place on the entire altarpiece in which Old
Testament images are found; and two, it is the onlynoytlielh any narrative scenes are
interrupted by iconic imag®sThe ordering of the cycle is particularly meaningful: each
Infancy scene precedes the image of the prophet who foretold that scene. The prophets hold
readable scrolls, so there would be nfusmm as to which prophecy matched which scene.
However, a purely temporal ordering would place the figures of the drefuiis scene
depicting the fulfillment of their prophecy. Here, the Christian story takes visual and
narrative precedenemd the Hebrew word is cast as supporting evidence.

Roger Tarractdaly saw t he ver yinfancyrcwi@thescene i n Duc
Annunicatiofi as a condensatioot onlyof the message of the Incarnatonif its
evidentiary texf& Through the depictioof the legible book, the door, and the dove of the
Holy Ghost, oO0the whole central sequence of L
| sai ahds Ol d Testament prophesy is contained
points to the novelse of text, depiction of clothing, and depiction of architecture as various
means of conveying the Incarnation, which to
only to give a new interpretation to the scene itself but also to show its prophieticg@resc

in relation to Maryod6s subsequentMadstarfde and de

to those of CFPoFurteet, sapsTarr thedigute af Miry hierself collapses

354The Infancy cycle comprises, from left to right: the Aretiogi Isaiah, the Nativity, Ezekiel, the
Adoration, Solomon, the Presentation of Christ in the Temple, Malachai, the Masscare of the Innocents,
Jeremiah, the Flight to Egypt, Hosea, and the Dispufationell 37#Figurel4§.

355 Tarr, "Ecce Virgo concipiet: The Iconography and Context of Duccio's London Annunciation," 191, 198;
Gordon,The Italian Paintings beforel 54063.

356 Tarr, "'EcceVirgo concipiet': The Iconography and Context of Duccio's London Annunciation,” 198.
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time, for oOthe past, thetpredghesay,d tthe fdgrud ue
presence in her womb® are held in a single i

Tarr argues that the specific use of the Isaian text allows the Christian story to take
precedence over the Jewish, like the ordering of the prophets after the gdenewmlthe

In the Annunciation of the Birth of Christontlaesta Ducci ods Virgin hold

|l egi ble writing; she is reading the I saian p
prophecy, Onomen eius Emanuéhételids mame VEma
text reads only: OEcce virgo concipiet et pa
conceive and bring forth a son and shall cal
name OEmanuel 6 i mpl neshé€abepekcdsdparcenei pape
speech as reported in Luke 1:31: OEcce conci
JESUM, 6 or oBehold you will conceive in your

hi s name Joe shuesl.ide vleasr rt hadts t he contrast betwe
the third person and Gabrields more intimate
herself and to emphasize the personal human
beh#% f. 6

Another means by which the message of the Incarnation was carried on the
altarpiece, and specifically communicated in the Annunciation, is in the use of chrysography.
Most of the chrysographythe altarpiecappears inthe peste sur r ecti on scenes:
clothing has none until the beginning of the Apparitions on the back face, where his entire

garment is decorated. Likewise, the Virginods

357Tarr thinks that these variations indicate the Duccio was working directly from the text of Luke rather than
from a glosdbid., 200Tarr includes references to all of the various glosses available in the early Trecento.

358|bid., 199.
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with the Pentecost on the badtonamemtiod continues to be decodatath gold
throughout the rest of the scenes in which she appears, notably the Death of the Virgin cycle
on the frontcoronamendowever, there is an exception to theR@surrection plainness: In
t he Annunciati on of t hdergo®n, antd dnly bef undetgown,sst , t he
striated with gold, calling attention to her belly and indicating the divine presence within her
womb. Maryods gol den undergarment in the Annu
the Incarnation but, because @& tise of chrysography elsewhere in the high altarpiece, ties
it explicitly to the Resurrection. |l ndeed, t
sacr al i z edeathtelhtiag it\Voi the divine @ystery of the Incarnation and arguing
that theDeath of the Virgin is among the most transcendent aspects of the entie story.
This emphasis on the Virginds miracul ous dea
to her Assumption.

Tarr argues for the importance of architecture in the Infgdeyspecifically but
also the narrative cycles as a whole. The An
the entry of the Christian story through the Incarnation, but it is novel. It also specifically

refers to Ezeki el &snepcrtoepdh ewciyt,h whhiec hv ibregcianmeb ic

haec c¢clausa erit: non aperietur, et vir non
shall not be opened, and n®®EzeklisfouidInthe ent er i
Infancy cycle aftéerh e Nat i vity, which Tarr characteri z

when the gate cl os éfdlantalso tmmksthat Dsiccib attenptsoy o p e n e

359]pid., 190191.
360hid., 200.

361]hid., 206.
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reconcile the contradictions of I saiah and E
thepanégl | sai ahés on the Virginds book, and Ezek
doofibut by depicting the rays *%f divine |ight
The innovative imagery of the open door in the Annunciation scene stands in
contrast to themphatically closed doors in the fossurrection scenes of the Apparition
behind Closed Doors and Thomas Verifying the Wounds on theobackmefittn the
Pentecost, the episode in which the Holy Gho
them b spread the Christian message, we again see an open door; and indeed, the Pentecost
is another kind of Annunciation, an initiation and new begifthing.
A less novel way in which architecture is used to communicate the Incarnation
message is the fairlylvestablished connection of Romanesque architecture to the Old
Testament and of Gothic architecture to the New, with the Virgin associated with the latter.
In the Annunciation, the arches over the Virgin and Gabriel are both pointed, while the
archesommte si des and back of the Virginds depi ct
the depicted Temple in the Presentation and Disputation$tienix Presentation,
however, as Tarr noticed, the Romanearch i s
more signifying the advent of t*he new di spen
Formally, the Infancy cycle also grounds the enormous centraifithadegh

altarpieceThe presence of the prophets effectively slows down the narrative of the lower

362|pid., 201.
363]pid., 206.
364]pid., 207.
365]hid., 192, 202203.

366]bid., 203.
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predella, lending the Infancy cycle a greater visual weight than any of the other narrative

cycles; the interruption of the narrative with iconic prophets helps to anchor the object
visually; oneds eye c¢ann¥Theiramiogefthapoptetss t he b
within their own panels is also consequenti a
bottom of the altarpiece. The framing elements form slender but regular vertical elements

below the centrahaestand the squaring off of the mdi d u a | panel s®& corners
of base and capital to the o0columnsoé of the
much more visually stable than it otherwise would have been. In fact, the shape and

proportions of the vertical framing eleta@ramong the few that survivelosely resemble

those of the depicted columns of the back of
Passion cycle (from Christ Accused by the Pharisees to the Washing of the Hands). The

visual weight of the lower pedld, the placement of the Infancy cycle at the bottom of the
altarpiece, and the vertical ocolumnsdé of th
a foundation on which the altarpiece O0Orests.
inwhi ch the Virginds role as the mother of Ch

important to the work as a whole.

The Virgin, the Passion, and the DoubleSided Altarpiece

Duccio set the central Virgin and Child Enthroned like a gem within thea r pi ec e 0 s

narrative bands, for the central image is not just bracketed by narratives above and below but

367Early scholars rightly recognized the same solutioa €arlier Pisani pulpits in both Pistoia and Siena;
Sullivan convincingly argues that the text of the Gospel of Matthew itself might have been an inspiration for
the desigrSullivan, "Some Old Testament Themes on the Front Predellecaf DMaesta," 60DeWald,
"Observations of DuccioMaesta379; Cooper, "A Reconstruction of Duccio's Maesta,S&éé%lstsa

Ragusa and Ruth Wilkins Sullivan, "On Duccio's Cycle of the Infancy of ChEEghtlaed the Return,"

ibid.69, no. 4 (1987).
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backed by narratives as well. The back of the altarpiece is devoted to narratives that focus
more squarely on Christ, especially the extensivanRgste; indeed, the matching of the
iconic Virgin on the front with the Passion on the back not only implicitly related these
subjects to each otlfieand therefore emphasized the Incarn@tiout also implied that
narrative might reach a devotional st&tsnally, the two sides are very different and
demand different kinds of interaction, implying two different modes of looking in the
divided audience that the doutitted altarpiece necessarily presumes and indeed creates.
The fact o fdoubleseledaetstisaomepfiitencost dnsisual features and
the reason for it remains uncertain. Images on the back of the altarpiece imply that there was
someone looking at the back of the altarpiece; therefore, understanding how the back of the
altarpiecemerated or why it was doublgdedi necessarily leads us into questions
surrounding placement and frame: we must consider the architectural envelope of the
buil ding as well as the Cathedral s | iturgic
altapiece faced at least some of the choir stalls when it was originally set up in 1311; it is
unclear if the back of the altarpiece had a liturgical function or not, but it clearly refers to the
Eucharist and may even have decorated a consecrated double alta
One explanation favhy Duccio was commissioned to make a dsidgehigh
altarpiece was thaich an arrangemenay have reflecedh earlier decorative and/or
liturgical schemene thatvas left over from the previous™t2ntury version of the
Cathedral and that paired worship of the Virgin to worship of the Cross"-Eeatligy
Cathedral, which cannot be very exactly reconstructed, sat on the same site as the current

Cathedral, and was not the fingilding on the sif&The 12-century Céhedral may not

368Haas and Winterfeld, "Baugeschichte -2864
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have had a transept, and contained a crypt with several altars, including those of at least one

patron saint. Whether or not thét2ntury building had a dome is debatable: an

illustration from a 1224 document, ltiiser memorialis sdfein(Figure119, shows a domed

Cathedral. While some scholars thinkntiage represents an actual, alsiadyling

building,others have suggested that it rather repreéserdsa for the new buildiray

si mply anrudioni®&@he Imadge provites tontradictory visual evidence: the

multiple towers shown in the image seem fanciful, but the slightly ovoid dome on a drum

pierced with a window does resemble Sienads
The 12-century Cathedral was destroyeairimajor reconstructidseginning

between 1215 and 12Z6is early Duecento project reached completion around 1267, with

a newhighaltar endowed in 1259The Duecento construction formed the building for

which Duccio designed his high altarpiece, ayelylastablished the building that comes

down to us today, with both its prominent stripes and its unique hexagonal crossing.

Because of the extensive reconstruction of the Cathedral complex, and the Duecento

constructi ond s "aiuryCathedrakalnost the omly evidenoe forlthz

form of the 12-century building is a detailed Sienese liturgical tor@edthefficiorum

ecclesiae Sepemsipiled c. 1215 by the canon Odericus and published by Trombelli in the

369ASS Podwal, 1224Published ihuciano Banchil memoriale delle offese fatte al comune e ai cittadini di Siena,
ordinato nell'anno MCCXgHilenze: M. Cellini, 1875), £884.For the bibliography and a discussion, see

Haas and Winterfeld, "Baugeschichte,"38iber memori@ipart of the same codex asltier census et
reddituum

370]n 1259, a donation to the higtaais recorded: ASSiplomatico S. AgastiP®9 giugno 286ummarized in

Monika Butzek, "Chronologie," ibid., DRicument published indrea Giorgi et al., "Dokumente," ibid.,
doc. 14, 729.

128



18" century’* A later version, th®rdo officiorum qualiter in ecclesiddsenénosn the early
Trecento and is considered a condensed version of the forfiér one.

Based on his reading of thedpKees van der Ploeg thought there were two main
altars in the T2century Cathedral, a lay and a canonical, at which the Virgin and the Cross,
respectively, were worshipped. In his formulation, the new high altar endowed in 1259
combined these two separaté;dz2 nt ury altars into one, and D
later made to decorate the conjoined altars. In'theedfury Cathedral, like that that
comes down to us today, the high altar was dedicated to the Virgin As$timptiveling

to the Ordothe high altar was freestanding and raised on a platfornm sfepsi’ It

371 A martyrology identified Odericus as the author an ordinal and listed the date of his deatthah1225,

howtheOrdda s ascri bed to him and how it is dated to c¢c. 12
ArgenzianoAgli inizidell'iconografia sacra a Siena: culti, riti e iconografia a Siehé58:|\véh skedioeg,

Art, Architecture and Liturgy: Siena Cathedral in the WB@di@44daschetti argued that t¥dcsshould be

dated to the 1140s. While his theory was not widely repeated (though Kempers mentions to it, without any
references or citations), it was disproven when it was shown that th&O&iebesews from Sicardo of

Cr e mo n a oMitralis For tHe 2MBs date ddmo Marchettiliturgia e storia della chigismainel XII

secolo: i calendari medioevali della GBiesa:Sistiege storico diocesano di Siena, 19986; K&mpers,

"Icons, Altarpieces and Civic Ritual in Siena Cathedral, 1BBI)" 95For the date also sean der Reg,

Art, Architecture and Liturgy: Siena Cathedral in the W28di@0Xgmsthe comparison between the Siense

Ordmnd Si car daedzsWeinrh, Dabsde @ficiorum Senensislesdlaiieigo und Sicards

Mitralis de offi¢iBacris Erudé? (2002)-or the publishe@rdcseeTrombelli,Ordo officiorum Ecclesiee Senensis,

ab Odorico, ejusdem ecclesiee canonico, anno MCCXIIl. compositus: et nunc primum a D. J. C. Trombelli ... editus, et
adnotationibus illustratus, vindicatusque

372For a discussion of the latter gae der Ploedirt, Architecture and Liturgy: Siena Cathedral in the Middle Ages
135137.The other work to deal extensively withQheds ArgenzianoAgli inizi dell'iconografia aggiena:
culti, riti e iconografia a Siena nel X3kseespecially-52.

373Vittorio Lusini dated the dedication at least to 913, a conclusion that has gone generally ungsiniested:

Il Duomo di Siehal.In addition, theOrdcstates that relics 8hints Cancio, Canciano, and Cancianilla were

contained in the high altarombelli,Ordo officiorum Ecclesise Senensis, ab Odorico, ejusdemrecclesiee canonico, an
MCCXIIIl. compositus: et nunc primum a D. J. C. Trombelli ... editus, et adnotationibus i|l@2Batus, vindicatusque

37ayan der Ploed\rt, Architecture and Liturgy: Siena Cathedral in the, Bibdd& 2g€&sombelliOrdo

officiorum Ecclesiae Senensis, ab Odorico, ejasdrivoeeeiasiddCCXIIl. compositus: et nunc primum a D. J. C.
Trombelli ... editus, et adnotationibus illustratus, Bhdg&tus8Gue
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appears that the space Obehinddé the altar wa
described in the area tend to be the donning and doffing of garmeress)¢’>

Van der Pl oegds i erandlocatioreof adtdrs inothe presbytetyh e nun
of the 12-century Cathedral hinged on his belief thaDttealways refers to the high altar
as the altar of Mary, verbally distinguishing between it and af¥ Gttfertunately, this is
not obvious from tl text. Kees van der Ploeg judged that there was a second altar behind
the high altar because®®la ncl udes many references to act.i
in Coro.06 Van der Ploeg thought that the des
from the high altar and therefore established a second altar in tHé choir.

Van der Ploeg believed that this second altar was associated with, ttvbi€noss
we know from | ater records including i mages
mediewal relic¢’®For example, on the feast of the Invention of the Cross, and on the
Exultation of the Cross, both of which were marked as especially importatdip the
otabul ad oon whi-gihvitme wromgds oifs tdemme her at ed

was placed ontop oftheafdBecause the word used in this p

375For example, s&grdo officiorum Ecclesise Senensis, ab Odorico, ejusdem ecclesiae canonico, anno MCCXIIl. compo
nunc primum a D. J. C. Trombelli ... editus, et adnotatiosjisditattis4bel78; Struchholzie
Choranlagen und Chorgestiihle des Sie2@ser Domes

3760s, Sienese Altarpieces,14805 Form, Content, Funictidi Kees van der Ploégt, Architecture and
Liturgy: Siena Cathedral in theAdigdid. (Forsten, 1993),-78; "Architectural and Liturgical Aspects of
Siena Cathedral in the Middle AgesSiemese Altarpieces,14805Form, Content, FunetioRl. W. van Os,
Mediaevalia Groningana (Groningen: Bouma's Boekhuis, 1984), 134.

377 Art, Architecture and Liturgy: Siena Cathedral in the BRddle Ages

378 Argenziano thought an altar dedicated to the cross in the presbytery blaspossit secure, and

thought the cross reliquary was probably placed on the high altArgesetianoAgli inizi dell'iconografia sacra
a Siena: culti, riti e iconografia a Siena neBR]I833dwoCathedral sacristy for example housed a reliquary
cabinet for the fragment of the true cross; the room was frescoed by Benedetto di Bindo in the early
QuattrocentoWolfgang Loseries, "Gli affreschi di Benedetto di Bindo nella sagrestia del duenpitttie

del Duomo di Siextla Mario Lorenzoni (2008), 102.
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mention of the Virgin, van der Ploeg assumes that the writer is referring to a secondary altar
behind the high alt¥f.In addition, th®rdp r escr i bes t hat O0After ves
namely that in which the wood of the Lorddos
and placed honorably behind the altar of the blessed Virgin Mary on a very clean linen or

woolen cloth, and thereitmiise adored humbly an®® devoutly wi

3%9et nota quod hodie tabula, ubi Il i gnumare,urab f i ce cr u(
omni bus i psam cer nent iToomkeli@rdonfficiomm EcclesieetSenanisis, abaDdanido,e t u r . ¢
ejusdem ecclesige canonico, anno MCCXIIIl. compositus: et nunc primum a D. J. C. Trombelli ... editus, et adnotationib
illustratus, vindicatysf4eThe altar referred to is that of St. Crescentius, which was in the crypt. Bacci reads

the above passage as stating that the tainidaneelics of the holy cross, tisive have t o regard oul
antependium as areliquanyfoa fr agment of the True Cross, 6 which he
reading of documents whose texts are not necessarily sop®ase.t t ransl ates O0esse memol
panel on which the lHgiving wood of the True Crosc@nmemethit6 Mo st of t he i conograph)
Berardenga antependiurwhich focuses on the créise/ould nicely accord with that text. In addition, the

Berardenga antependium could theoretically have been a reliquatyc@hirid2haifelief paintingnaesta

from S Maria Maggiore in Florence was recently discovered to be a religuad/7(. As Julian Gardner

suggests, reliquaries within paintings and statues may indaed bere common than we suppose. Panels

could serve as reliquaries and Gardner quotes a-buscam Abbot i n England: oOtestatu
Genitricis imago per eum reverenter compacta, et Sanctorum reliquiis cavato loco insignita a domno vero
Radulfo@nt auri orum archiepiscopo sacrata. 6 Gardner al so
to Ghent in the early ®Zentury that was described as being a reliquary. For the Berardenga Antependium see

Michele Bacci, "The Berardenga Antependium and the Passio Ymaginig&iifica,bf the Warburg and

Courtauld Instit@®g1998): Barbara Baert, "The Retable of the Master of Tressa (Siena, 1215). Iconography

and Function,Panthe&7 (1999): 1®aert also provides the original Latin text, as published by Trombelli,

which Bacci omits. On the [8aria Maggiore Madonna €&a&tti and Frosininijmmagine antica" Madonna and

Child of Santa Maria Maggiore in Florence: Studies a2@Re&lattitmso connects the S. Maria Maggiore

Madonnao metalwork. Finally, Ciatti indicates that the entire material evidence of the panel argues that it is

not essentially of the Tuscan artistic idiom, but of the Byz#@ntne2324, 3233, 83Julian Gardner,

"Sancta DeGenetricis imago [...] reverenter compacta et Sanctorum reliquiis cavato loco insignita.' The

Altarpiece in Santa Maria Maggior€;lhimagine Antica": Madonna and Child of Santa Maria Maggiore in Florence:
Studies and RestqratioMarco Ciatti ar@ecilia Frosinini (Florence: Edifir, 2003)H6&. f oot not es For syt
groundbreaking workprsyth,The Throne of 88im: Wood Sculptures of the Madonna in RomahResde France

quote from the abbot sdeStevenson, gdhronicum monasterii de Aliogdiom: 1858), |: 48IsoArnold

FayenLiber traditionum Sancti Petri Blandiniensis: Livre des donations faites -thidtAdday@ aledSdeypuis ses

origines jusqu'au Xle siécle, avec des additiongGesu'en 1@3,31906), 130.

380Van der Ploeg dismissée fpossibility that it was an altar actually dedicated to the Holy Cross; in medieval
Germany it is quite common to find paired altars, one of which, for the laity, would be known as the altar of
the Holy Cross. Van der Ploeg believes that the functioesefaltars was to provide a prominent
memorialization of the cross in the church and that in Italy monumental crucifixes fulfilled this function. Van
der Ploeg has also argued that the second altar could not have been dedicated to the Blesséat Sacrament,
which separate altars arose only later in ItalyoSsgh Braumer christliche Altar in seiner geschichtlichen
Entwicklung vols. (Minchen: Alte Meist&uienther Koch, 1924), I: 4806; van der Ploegrt, Architecture

and Liturgy: Siena Cathedral in the Midid& B.ges

BlgQualiter adorati o cr uci sesperisdollatus drux,iscliceeilla, ula lighumi ci s pe

crucis dominicae creditur esse e post altare beatae Mariae Virginis super mundissimum linteum, vel pallium
honorifice ponatur, et ibi cum reverential et oratione discalceastis pedibus a domino epistopoiset
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Not only does this constitute rather thin
odd had the writer been referring to another altar, would he have written the location as
being oObehindssded ©HiltagirnoMathwe? bWeul d it not
to the purported second altar itself? On the other hand, if the canons were placing the cross
obehindd6é the Altar of Mary, where exactly we
reasonable. Or wetgely placing the cross on the back side of the same altar, as Argenziano
thought was most likel§#Are we even, perhaps, dealing with a double altar?

I n her published dissertation on the Cath
underminedvanderPldeg case for a second al ¥ar paired
century Cathedratigure70). In particular, she argued that the choir could not have been
located behind the high altar, as van der Ploeg thought, because & eegasdiag the
Christmas liturgi® The relevant text states that one part of the mass was sung behind the
altar and that the clerics t¥%Accordiogievant i nt o t
der Ploeg, the altar here referred to must havehgesecond altar because the altar is not
called the oaltar of Mary. 6 But iOfdsayan der F

that part of the Christmas liturgy was saefunthe second altar, which, as van der Ploeg

humiliter, et devote adoretur, et flexis genibus, et corpore prostracto [sic], singuli suae redemptionis vestigial

0 s ¢ ul wronbelli,Ordé officiorum Ecclesiee Senensis, ab Odorico, ejusdem ecclesise canonico, anno MCCXIII.
compogtiet nunc primum a D. J. C. Trombelli ... editus, et adnotationibus illustrb45s] réingliatdusiiom

van der Ploed\rt, Architecture and Liturgy: Siena Cathedral in the, Widdle Ages

382 ArgenzianoAgli inizi dell'iconografia sacra a Siena: culti, riti e iconografia a Si80a 8l Xl secolo

383yvan der Ploedirt, Architecture and Liturgy: Siena Cathedral in the, ViddleoAdesliOrdo officiorum
Ecclesize Senensis, ab Odorico, ejusdem ecclesiee@éhbrmiompositoid1€t nunc primum a D. J. C. Trombelli ...
editus, et adnotationibus illustratus, vingjdst@sque

BHopvadens i n medi Qrdo officlomum EcclesieetSenenaid, abaDdogiab, ejusdem ecclesise canonico, annc
MCCXIII. compositus: et nunc primum a D. J. C. Trombelli ... editus, et adnotationibus i|ld4fFdfis, vindicatusque

For a discussion of the musical and perfiormaignificance of the passbBgenk A. D'Acconelhe Civic

Muse: Music and Musicians in Sigrtheliiddle Ages and the Ref@lsisagee University of Chicago Press,

1997), 72.
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himself recognized, doest make much sen¥8Wh i | e Struchhol z86s reaso
of this passage is far more convincing than
perfectly interpret this kind of document.
Van der Ploeg also may have been drawn to the notion ttbtwanathe 12
century Cathedral partly because of two very similar surviving images, probably both made
as altar frontals, that he thought were both made for the Cathe@perddador(Rgure
7) and the BerardendatependiumAigure9). The Berardenga Antependivas associated
with the Cathedral because it looks so similar @pbe Madonbat also because its
narrative scenes include the Invention of the Cross, leading scholarstbtassine
Berardenga Antependium wastéteildao which theOrdaeferred®However, Michele

Bacci 6s work on the antependi umds iconograph

385StruchholzDie Choranlagen undeshiginge des SieneserDamesler Ploeg, "Architectural and Liturgical
Aspects of Siena Cathedral in the Middle Ages," 134 ff.

The Berardenga antependiumbés iconography proves t hat
scenes of the disaay of the True Cross and three scenes relating the story of the Cross of Beirut. The sixth

scene shows a martyrdom of St. Alexander, that connects the antependium to the Invention of the Cross, as

both share a feast day on teVRay. Its original insption,0 A ANN[ N] O D[ OMI ] NI MI LLESI MC
MENSE NOVEMBRI S HEC TABWUA RACGTA emST,1® 1br in the mont
panel was made, 6 has also confused historians because
the Fourth Lagran Council, often considered seminal moment in the development of altarpieces because its

first canon explicitly instructed priests to turn their back to the congregation during mass, in order that the

elevated host could be seen by the audiBme&iaeseOrdovas also complied around or in 1215. Leaving

aside the fact that there are records of the mass bei
Fourth Lateran, and that the position change has probably been overstated, theciméldiesnie probably

correlative. The date on the Berardenga antependium probably refers to the celebration of one of the stories
depicted on the antependi um. However, most of the par
official affirmatiorof the transubstantiation of Christ: both emphasiz®hismubddily presence on Earth.

Venturi was first to recognize the left hand story as the Cross of Beirut, but Bacci carried out the first extensive
interpretation of owbddyBaarkdelfb \BesturiStora detl'ayte ital@tmpls. f ol |

(Milano: U. Hoepli, 1961940), V: 882; Bacci, "The Berardenga Antependium and the Passio Ymaginis

Office."; Baert, "The Retable of the Master of Tressa (Siena, 1215). Iconography and Fuhétieor, tHé

issue of the directionality of the massQsgBienese Altarpieces;14805Form, Content, Funitigsm

Gardner, "Altars, Altarpieces, and Art History: Legislation and Usétgédnirltarpieces, 1P580: Function

and Desiged. Eve Borsook and Fiorella Gioffredi Superbi (Oxford; New York: Clarendon Press; Oxford

University Press, 1994); Fainiski, "The Thirteent@entury English Altarpiecé\tta ad archaeologiam et artium

historiam pertinetitigl1 995); Beth Williamson, "Altarpieces, Liturgy, and Dev&j@&tiurd, no. 2 (2004):

346347.

133



sources and iconography have demonstrated that the antependiudevilmgimaAbbey
of Berardeng#’
Wh et h er MBaastdecdrated tevo consecrated and conjoined altars is
unfortunately impossible to determine with any certainty, though many scholars have
accepted van der Pl oegds conclusion, and con
with the canonical hou¥¥Theback of the altarpiece relates to the message of the
Incarnation not only with the unprecedentedly elaborate Passion cycle, but through an
association with the Eucharist. Even the date of the installation of the new high altarpiece is
an important piece evidence: Perhaps surprisingly to those who characterize the high
altarpiece only in terms of its Marian resonance, the installationaét@as not
connected to any Marian holiday; rathettmstavas brought to the Cathedral on the day
beforeCor pus Chri sti . As Peter Seiler correctly
related not just to the cityds ®ult of Mary
The centr al i mage on the back prgadel |l a of
Cana, which has strong Eucharistic content. Its analogue on the front face is the
Presentation of Christ in the Temple, which also carries Eucharistic symbolism. In fact, the
central location of the Eucharistic Wedding at Cana on the back predeileuiar has
convinced many t ha tMaestha a lituagcd usé, but as Patef Seilzu c c i 0 8

points out, OThere can be no doubt that in t

387Bacci, "The Berardenga Antependium and the Passio Ymaginis Office."; Ardegptiziaizodell'iconografia
sacra a Siena: culti, riti e iconografia a Siena,ried K¥8ecolo

388\White,Duccio: Tuscan Art and ¢agelal Workshog,Sienese Altarpieces14805Form, Content, Funiction
43, 51; KemperBRainting, Power, and Patronage: The Rise of the Professional Artist in th&08lian Renaissance
Luciano BellosDuccio, la Mag#tilano: Electa, 198812.

389Seiler, "Duccio®laestarhe Function of the Scenes from the Life of Christ on the Reverse of the
Altarpiece: A New Hypothesis," 269.
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with Eucharistic symbolism, but that circumstance @ba&senot prove that a liturgical
function of the scene was intended. 6 And i nd
scenes on t he MaestlloWweda promulfate@any licurgioad s
prograny®

Seiler thinks that the back of the alt@s used as a depository for the Eucharist.
However, his argument rests on two probably incorrect translations of the Cathedral
inventories originally made by Stubblebine but repeated in van Os, which characterize two
angel s in the 1i4didéto altare sormo due gyaticolétta @ f@rrocan nna
tenda veniglia r coprire la tavola del detto altar con frangie di seta dipenta nel mezzo due
angioli che tengono uno tabernacolo dipento
angelswhotnl d a tabernacle painted with the body
to a cloth decorated wiglaintedngles holdingdepictéabernacl& However, even
painted angels and a depicted tabernacle decorated with the body of Christ atie Eucharis

symbols, even if they cannot function as a depository for the Host proper.

390|hid., 255.

¥OoUno altare maggiore di mar mo con una tavola suvi di
Santi e con tutta la Passione di Yesus Christo, colle coltarelle da epmoborgoni di ferro, con tre
tabernacoletti dento vi tre angnol ett]i rilevati et dc
con hostia et codl anbiechi e col velo per &e mani . Et
servitio del daltare dietro e dinanzi. Et ned canti di
vermeglia pr coprire la tavola del detto altar con frangie di seta dipenta nel mezzo due angioli che tengono uno
tabernacolo dipento el @oo  d i Christo. Et due cassettine dipente ¢

altare nele quali si limosine. Et due huova di struzo dinanzi al detto altare attachate ad alto con cinque
candel i eri d a c an &tefanb Mosahdellidrchiviordell'OperalelldMetrapdiitand di Siena:
inventar{inchen: Bruckman, 1995), 187; LiNioiizie di duccio pittore e della sua celeB@3akarthe
translation issue sB&ubblebind)uccio di Buoninsegna arbbit 3435; OsSienese Altarpieces14805

Form, Content, Fundti®®; Seiler, "Duccid4aestalhe Function of the Scenes from the Life of Christ on

the Reverse of the Altarpiece: A New Hypothesis2@&I&raéls also notes the correct translatlachtelt

Israéls, "Altars on the Street: The Wool Guild, the Carmelites and the Feast of Corpus Domini in-Siena (1356
1456)," ilBeyond the Palio: Urbanism and Ritual in Rengisshitglipjgadackson and Fabrizio Nevola
(Malden, Mass.; Oxford: Blackwell, 200@re is another misunderstanding of what is mistake in the writing
inventory itself: For a cogent and coregglanation of both issues &wdon,The Italian Paimgginbefore 1400
185, footnote 55.
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The Back Face of Ducciobs Maest ™~ and the Loc

Understanding the audience for the back face
determinetlte meaning of its images, especially because the front and back sides carry such
different types of images, which moreover invite different modes of looking. Though there
are few survivingdoukdei ded al t ar pi e c &lgestdhbysuggepiatthel at e Duc
altarpiecewas setinffro o f t h e c aAimoshal 6f the knawin doukdeded | | s .
altarpieces that pcea t e DMeaestvere rbasle for Franciscan churches falling under
the administrative unit of tikeovincia Sancti Fraratisaitory roughly corresponding to
modernday Umbria that was under the immediate jurisdiction of the mother church in
AssisP?
Donal Cooper has shown that all four of the known early emdéteFranciscan
altarpieces were located in front of retreashand has further demonstrated the presence
of early retrochoirs in other Franciscan institutions whose altarpieces do nét’survive.
Cooper suggested that the existence of early Franciscan retrochoirs ultimately may be tied to
the fact that the motherwitth in Assisi had a retroch@iggre77) 3% The Cathedral in
Siena is not, of course, Franciscan, and indeed seems iconographically free of Franciscan

influence: Passion scenes particularly venerated and promulgated by Fracitiasghe s

392Cooper, "Franciscan Choir Enclosures and the Function of ERidbtk Altarpieces PreTridentine
Umbria," 18; Roberto Rusconi, "'Provincia Sancti Francisci": le istituzioni minoritiche nella societd umbra," in
Francesco d'Assisi: storifilarteElecta, 1982).

393Cooper, "Franciscan Choir Enclosures and the Function of ERidbtk Altarpieces in Pfedentine
Umbria."

3941bid., 32.
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Disrobing of Christ, the Mounting of the Cross, and the Nailing to the Cross are omitted
from theMa e Passiah sycl.

However, the fact that the closest formakpisting analogues of taestahare
in common a particular arrangenwdraltarpiece and choir stalls suggests that a similar
spatial arrangement for tiaestss likely, if not certain. Unfortunately, the indisputable
data points are insufficient to create a clear picture of the function of the back face of
D u c c MaestEne of the major problems in reconstructing the location of the choir
stalls, and indeed the position of the high altar, is that these locations changed with some
frequency. The Cathedral was a dynamic environment. The Sienese Duomo as it stands
today ocuapies the same site as a number of earlier versions of the Cathedral and is the result
of many amplifications and reconstructions; however, many key aspects of the building we
see today, including its unusual features of the hexagonal crossing gretitheadle
decoration, were largely determined by a total reconstruction that began in the early
Duecento and was more or less finished in 1267. This Duecento Cathedral would have been
the frame in which Duccio designed and initially displaydddstand therefore its
physcial fabric, its space, and its phases
own project.

Though the records are sket€hgonstruction on the Cathedral that would house

D u ¢ c Maestasems to have been underway 220, when a document refers to what it

395Seiler, "Duccio®laestalrhe Function of the Scenes from the Life of Christ on the Reverse of the
Altarpiece: A New Hypothesis," 265; DerBaguring the Passion in Late Medieval Italy Narrative Painting,
Franciscan Ideologies, and the- 1 evaB&L57.

3%6The literature review in tKérchen von Sksrées is exhaustive. Be sure to also see another volume in the
KirchereriesGiorgi and Moscadelostruire una cattedrale: I'Opera di Santa Maria di Siena tra XIl e XIV secolo
There are the more recent publications onriipt:Marilena Caciorgn@iena: Cathedral, Crypt, Baptistery:

Virginis Templghivorno: Sillabe, 2013); Castiglliduomo di Siena: Excavations and Pottery Below Siena Cathedral
Another volume was published on a seismic asseasitheaiediation of the donherca Giorgi, Gianni

Bartoli, and Pietro Matrehi,Cupole medievali: il duomo (kiBara: Alinea, 2018).addition, see the newer
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calls oOnew wor k out si’b&228, thecivimagounts re®id ¢hate s e
large quantities of black and white marble were purchased and trénspadéedy for the
Cat hedr al 8s sing¥The €athedmabsedms te havelbaed mkaring completion
by around 126@igures6), when major purchases for furnishings and materials and
construction that logically pertain to late stages of construction were made in 1259 (choir
galls), 1260 (vaulting the choir), 1263 (lead for the roof), 1264 (the bronze finial on the
dome), and 1265 (the Pisano pulfiit).

Compared to the building we see now, the aisles of the building constructed in the
Duecento were narrower and shorter, astiveieeilings of both the nave and choir, with
the choir a bit lower than the nave. The choir was only two bays deep and the transepts were
two bays wide. The fagade was inserted by the addition of a new bay on the west end in the
1290s and more or lessghed in the early Trecento. Probably around131A the
ceilings of both nave and choir were raised.

In 1317, a set of sweeping architectural changes began when a new construction

project moved the heretofdireestanding baptistery under the eakbethe Cathedral,

volume of th&Kirchen von SeréesMonika ButzekGli inventari della sagrestia della Cattedrale senese e degli altri
beni sottoposti alla tutela dell'operaio del Bipthedl38&mut Philipp Riedl and Max Seidel, 4 vols., vol. 4,
Kirchen von Siena (Firenze: Edizioni Polistag{i) Also seéll Duomo di Siena: ipotesi su alcuni

documenti del Duecento e sulle vicende costruttive della parte orientale della chiesa."

¥oopera nova de sfeonreiBscchzaliGalaffo \eccleiadel koenanie HiNRlieha4.

Butzek actually thinks that the work was begun in thettaterit@ry, because this is when the first references
to the Opera are founButzek, "Il Duomo di Siena: ipotesi su alcuni documenti del Duecento e sulle vicende
costruttive della parte orientale della chiesa," 111.

3%8Documents published 8ienal.ibri dell'entrata e déffiudell Repubblica di Siena: detti del Camarlingo e dei quattro
Provveditori della Biccherna. Libro primd® 48c@1d&@6, 27, 33, 40, 41, 44, 51, 59, 76, 81, 93, 96.

Summarized iButzék, "Chronologie," 10; Pietramell@dr@®uomo di Siena: evoluzione della forma dalle origini alla
fine del Trece®Bo Giorgi and Moscadellpstruire una cattedrale: I'Opera di Santa Maria di Siena tra Xll e XIV
secol¥ll.5, "Marmi e altri materiddipidei,” 21-229

399Butzek, "Chronologie," 11.
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thus destroying the crypt. The presbytery in
brought up into the main body of the church. The choir was extended back over the new
baptistery and the northernrisapt was built out. Ti@perahad intended to reconstruct
the civic baptistery, which was reported to be in disrepair, as early as 1296ppédraiothe
was directed to purchase land and houses around the old b&ptstesyer, there was a
delay: the order was repeated if7 1@&nsidered in 1298, and again enjoined in 1309, before
the reconstruction was finally carried out in ©3IRe delay probably had partly to do
with the fact that the Palazzo Pubblico was constructed in the same period, and may have
taken focus and fuirdy away from the Cathedral projé&€ts.
A plan to rotate the Cathedral building by 90 degrees and use the current Cathedral
as the transepts for a gargantuan building called the Duomo Nuovo may even have been
discussed by 1317, but work on that projdatati begin until the 1320s. Although multiple
experts cautioned against the Duomo Nuovo construction project as early as 1322, the city
went ahead, buying houses in the area in 1325 and 1329, building the new nave and aisles,
and even roofing the aislesfore finally being forced to admit that the project was
structurally unsound in 1357, after the plague wiped otiatfieef t he ci tyds popu
(Figure67).*% The liturgical space within the Cathedral was further altered arouh@871860

and decorated in the 1370s and 1380s.

400ASS Statuti di Sie@afol.39v 43v, 2 The documents in question were publish#dlfgang Braunfels,
Mittelalterliche Stadtbauhkutest Toskafierlin: Gebr. Mann, 1953), 162,-258;Der Dom S. Maria Assunta

lll: 753.See alsButzek, "Chronologie," 28; Walter Haas and Dethard von Winterfeld, "Baugeschichte," ibid.,
454456.

401 ASS Statuti di Sie@afol. 49r; ASEonsiglio Gené&2)dol. 2527r; ASSConsiglio Genéid)dol. 23125v.
Published iBraunfelsMittelalterliche Stadtbaukunstaskkena 62, 258)er Dom S. Maria Assurtd See
alsoButzek, "Chronologie," Z81; Walter Haas and Dethard von Winterfeld, "Baugeschichte," ibih6 455

402BraunfelsMittelalterliche Stadtbaukunst in der, T63ké&Ba
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In the earlier, 2century Cathedral, directions given irCttdgindicate that the
choir stalls most likely stood in front of thar&l*New choir stalls were commissioned
along with the completion of the new Cathedral in 1259, but where they were located was
not recorded, and it is assumed that these 1
new high altarpiece was delivere8Biril. An unrealized plan for the Duomo Novo, dating
as early as 1322, shows apparently quite extensive choir stalls, which stretch irira rectangle
fronof the altar only and into the nawvigure72); of course, the plan is foclaurch that was
not actually completéiBetween 1362 and 1370, the high altar was moved back into the
choir from an undetermined position near or in the crossing, and new choir stalls were made
(Figure190.°°In 1378, yet another s#tstalls was ordered to furnish what had come to be
called theapella maggeretrochoir of stalls behind the akajufe74). According to
surviving records of payments to workers, part aijheellfaaggionas decoratealith
paint and silver and gold I&4f.

But the relationship of the choir stalls to the high altar in the early Trecento must be

inferred, and even then, it must be assumed that there was no major spatial reformulation in

403 Construction was stopped in June 1357, and the committee recommended that parts of the structure be
demolished. AOD%.ibro di Documenti ArtiStidiilanesiDocumenti per la storia dell'arte senese: raccolti ed illustrati
dal Dott. Gaetano MilaheX$457; Butzek, "Chrwlogie," 37 ff; Walter Haas and Dethard von Winterfeld,
"Baugeschichte," ibid., 4621.The 1322 document specifically refers to the extension over the new baptistery
but touches on the larger project.

404 StruchholzDie Choranlagen und Chorgestiihle des SjdriieSee Rtsudeotnot835378

4W05De Mar chi , " programmo di |l "all estimento delle pal
575.ibid. De Marchi also thinks that the arrangement of the chapels of the patron saints, which are listed on

the parchment, argues for a date before the patronal altarpieces were planned, because the order of the chapels

is out of sync with the images that cantetmade for them. The altar of St. Crescentius, on which

Ambrogiobds Presentation of Christ in the Temple woul c
is actually the last in the presented sequlkeidce577.

406 Sedbid., 578.

407 AOMS 25 (30), doc. 12, publisheMilanesiDocumenti per la storia dell'arte senese: raccolti ed illustrati dal Dott.
Gaetano Milané&sno. 73, 274; Butzek, "Chronologie," 81.
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periods in which the documentsslenfi i.e., we must assume that the situation in 1259
(which is not perfectly clear anyway) held until around 1360, and-it8¥@qsdriod held
until 1420. Given the frequent renovation and redecoration of the Cathedral, however,
assuming stasis in tlesence of evidence is not evidence of absence.

Because Ducciobs altarpiece is painted
that the choir stalls were, by the early Trecento, at least partly located behind the high altar.
White, for example, positeahthe choir stalls partly in front of and partly behind the high
altar €Eigures9).*® According to Julian Gardner, whose short and relatively cursory survey of
surviving doublsided altarpieces remains the most cited work on thenpdreon, other
contemporary doubkided altarpieces were generally a response to an unusual setting or
audience, were made for locations where the area behind an altar was regularly used, often
where a deep altar allowed for services to be conductdtbosidé of the altarpietd.

Gardner also judgéidat there was a tendency to pair iconic representations on the front of
a work with narrative on its back, but this conclusion has been more recently contested, as
the position of surviving faces of ofteemembered and dispersed doesioled altarpieces

are generally unknowhAs Peter Seiler argues in a more recent overview, the evidence on

408\White,Duccio: Tuscan Art and the Medieval V988&h8piler, rathamcritically following Struchholz,

thought that the back of the altarpiece had nothing to do with the canons but was rather a repository for the
Eucharist. Of course these ideas are not mutually ex@trsigkholzDie Choranlagen und Chorgestiihle des
Sieneser Dorhié83; Seiler, "Ducciddaestalhe Function of the Scenes from the Life of Christ@n t

Reverse of the Altarpiece: A New Hypothesis," 2526865eiler however mistranslated key documents so

his argument should be tehtvith caution: see footn@el

409 Julian Gardner, "Fronts and Backs: Setting and Structluee giftura nel XIV e XV secolo: il contributo
dell'analisi tecnica alla storia, @ell'atémk W.an Os and J. R. J. van Asperen de Boer (Bologna: CLUEB,
1983).

410Seiler, "Duccio®laestarhe Function of the Scenes from the Life of Christ on the Reverse of the
Altarpiece: A Newlypothesis," 2640r reconstructions of the altarpieces in questiddiliaa Gordon, "A
Perugian Provenance for the Franciscan DQitdal AltalPiece by the Maestro di S. France3é®"

Burlington Magaiiné (1982): 76; Gardner, "Fronts and Backs: Setting and Structure,"” 299; ... Ante et super
altare ...": From Antependium to AltarpiecelDas Aschaffenburger Tafelbild: Studien zur Tafelmalerei des 13.
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doublés i ded altarpieces 0does not yield suffici
reconstruction of thesewokksc cor ding to a more or | ess bind
Rat her , 0Oin most cases, we are dealing with
deci si off making. 6

Whether or not thaesth o | | owe d a o0 f-sidedmltdrpiedesi$ or doubl
thereforeunknown, but the imagery of tleestas f r ont and back faces
different kinds of viewing and therefore either two different kinds of viewer, or two
different uses by the same viewer. The front face Mk clearly designed to be
viside at a distance, while the back face must be observed more closely. The exquisite detail
of the back of the work especially rewards careful looking and implies a longer engagement
with the work on the part of lliaditsclogeste wer s. Th
doublesided precedents, suggests that the back of the altarpiece was used, and used
differently or by a different audiertb@n the front face.

The early Trecentordanakes it clear that the back side of the high altar was used in
theliturgy, wherever the choir stalls were located: the Christmas office in the Ordeento
likethec.1216rdop i ncl udes the i nstrucAntesaecisa hat oLi k
begun by the cantor and it is sung in polyphony up Rsttemavdam and the choir
[sings]Et Spiritu Sancémd thus one part is said behind the altar, and the other part in the
choir.é6 And of the ChOQrdosttantaess e veWmedaest, hd hppes a

Dominum de ceefisished untiln sanctisisihe choir immediately begPastores dicite

Jahrhundgitéiinchen: Lipp, 1997), 14; "The Altace by Meo da Siena for San Pietro at Perugia: Tradition
Versus InnovationStadelahrbud® (1997); Cooper, "Franciscan Choir Enclosures and the Function of
DoubleSided Altarpieces in Pfedentine Umbria."

411Seijler, "Duccio®laestarhe Functin of the Scenes from the Life of Christ on the Reverse of the
Altarpiece: A New Hypothesis," 264.
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Afterwards two children behind the altar of the Blessed Virgin shall say imfansam
vidimus6Thi s seems to indicate that the area bel
By the time of the fitsurvivingdetailedCathedral inventory, dating from 1420, the
position of the stalls is relatively clear, and indicates that there were two main spaces, an
antechoir in front of the high altar and a retrochoir beHititiét:1420 inventory mentions
twoeparate choirs: one odintornod6 or o0in the
mezzo, 6 possibly meaning under the dome, wit
hours?*De Marchi makes an important point on the splitting of the chair(staiith he
thinks does n o tsidédeesspt tidaes)@vhithhsahatd allowed fer a
maximum spectacle because it effectively created two areas for performance, and also
allowed for an articulation of authority within the space ohthiet™>However, even if
the Sienese choir waslocated behind the high altar in 1311, the primary audience for the
back face would still have been the Cathedral clergy, who would have interacted with the
altarpiece most often, most intensely, andtfiershortest distance.
Other theories explaining the doedidedness of the high altarpiece also relate the
panel painting to architecture, but do not t
determinative factor. Machtelt Israéls stgyges the back face was painted as a substitute

for the frescoes that decorated the lower church or crypt that was destroyed in the plan to

412Gordon provides the translati@ordon, The Italian Paintings beforel79Fr the Trecent@rdasee
van der Ploedjrt, Architecture and Liturgy: Siena Cathedral in the BiE®le18Jes

4BDe Marchi, "1l programmo di l|loatidliesavoeatioddreeél edpal
578.The earliest surviving inventory for the cathedral dates from 1389 and concerns furnishings only: AOMS

864.

4141bid.

415|bid.
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expand the Cathedral eastwards beginning if*3awever, this assumes that the
authorities planned to destrbeg trypt already before 1311. Christa Gardner von Teuffel
argues the iIimages on the back of Ducciobds hi
panel made it impossible for anyone on the back side of the altar to see the cross that was
necessary foh¢ celebration of the mass, von Teuffel therefore assumes the presence of
celebranfs and likely choir stafisbehind the altdt!

Edith Struchholz believes that the back face didestevas meant to be seen by
the citizens of the city when they progreaseund the altarpiece in a circumambulation of
t he Cat he dircdsidgsrrindyimporagt éeast deyd-However, this makes no
formal sense. The back of Maestaomprises small scenes that are clearly designed to be
seen from close up. The qaexity of the back face rewards {tergh analysis and requires
a good deal of time to take in. It is simply not designed for a circumambulating procession
of tens of thousands of peofffe.

Struchhol zds idea rests pckoftht@athedral, t he i ss
which were the focus of a great deal of concern from tHRuawbNnto Kigure48). Issues of
access were clearly important, with many documents citing opinions that various doors

shoul d b e**Thé problem vatipad of theé documents is that we no longer know

418|sraéls, "An Angel at Huis Bergh: Cluesadtnucture and Function of Duccio's 'Maesta';1326180,
footnote 49.

417Christa Gardner von Teuffékom Duccio's Maesta to Raphael's Transfiguration: Italian Altarpieggss and their Sett
(London: Pindar Press, 2005).

418 StruchholzDie Choranlagen und Chorgestiihle des Si@&3ser Domes

419Sejler made the same observaleiter, "Duccio®laestal he Function of the Scenes from the Life of
Christ on the Reverse of the Altarpiece: A New Hypothesis," 255.

420For a disussion of the issue in full #ae@rea Giorgi and Stefano Moscadélli,Homines et persone possint
comode ingr@utettrici viarie e accessi orientali del domo di Siena nella documentatzione dei secoli Xl e
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to which doors they refer. Physical evidence shows that the southern exterior door to the
lower church or crypt was widened. Struchholz postulated that the widening of this
particular door v&to allow for processions to enter and climb the stairs immediately in
front of the door that connected the lower chorctrypt to the crossinghe also thought

that citywide processignsamely that which was part of the annual Feast of the
Assumptioi would use this route because it was the closest one connecting the Cathedral
to the Palazzo Pubbli@®igure42).#?*

Struchhol z6s argument on the *®lfthmue of t he
southern external doorway of the lower church or crypt space was used in processions, it
would explain the need to widen the doorway: perhaps squashing people and squeezing
images and banners through the smaller portal would have proven ignonanious
otherwise formal proceeding. Or it simply may have slowed down the pace of a procession.
However, there is no reason to think that a shorter route would necessarily be preferred for
any and all processions. Processions were a social displaitualcavipersonal identifier.

For the Feast of the Assumption especially, it seems unlikely that the back door to the
Cathedral would be extremely important. The Cathedral was, after all, the destination for the
procession, and would certainly be mognifieent when viewed from the western end, as

indeed the closest historical image of the procession Bhows2§. It is more possible

XIII.," in Sotto il Duomo di Siena: scopeltgiahehearchitettoniche g figumdbiberto Guerrini and Max Seidel
(Cinisello Balsamo, Milano: Silvana, 2003).

421 StruchholzDie Choranlagen und Chorgestiihle des Si@&3ser Domes
“22Recent scholarship has generally accepted Struchhol:
doing:Seiler, "Duccioslaestarhe Function of the Scenes from the Life of Christ on the Reverse of the

Altarpiece: A New ¥pothesis,"” 255; Israéls, "An Angel at Huis Bergh: Clues to the Structure and Function of
Duccio's 'Maesta'," 130; Gordd@hg Italian Paintings beforel 7400
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that the southern door in the eastern crypt wall was an outlet rather than an inlet for the
Feast procession, if it was used &tall.

The issue of the location of the choir stalls is important for our understanding of the
meani ngs MakstaDuaoacipad$ because the viewersodo pe
have responded to the architedtse#ting in particular ways, but also because the altarpiece
may have depicted its own location under the Cathedral dome in order to posit the Virgin as

a symbol oEcclesia

The Maest ~ and Cat hedral Architecture and De

WhileD u ¢ ¢ Maestaludes the image of the monumental Virgin and Child Enthroned

that had proved so popular in the half decade before his work, the high altarpiece is much

more complex than the earlier monasbfi c | mage
individual fields, several extensive narrative cycles, and even its great central panel moves far
beyond the established imagery of the ltalgastavith its relatively simple Virgin and

Child Enthroned. The particular ways in which Duccio lnakethe established image

type all serve to cast the Virgitaslesidhe spatiality of the central scene as well as its

references to real architecture not only argue for the figurative centrality of the Virgin within

the Christian story and her apilo connect the viewer with the divine, but suggest that the

Enthroned Virgin on the high altarpiece is located in the Cathedral itself. The figure of the
Virgin al so communi c-existegMaman imagery inceidinGthe he dr al 6
Cat h eedrly atdin@dsglass window and, possibly, sculpture that once decorated the high

altar.

423 Augustine Thompsogiities of God: The Religienltalian Communes;13ZFUniversity Park, Pa.:
Pennsyl vania State University PRHM&ss, 2005), o6Communit
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The extremely unusual inclusion of the civic saints asou@asfigures suggests
the economic and political reality that the secular state, rather than thie brstapons,
oversaw and financed itahappaEraly nimprecontempdrary phy si c a
political issue. The arrangement of the figures around the Virgin seems also to refer to the
fact t hMaestbeecrced dass t he &nauvalbfficaleipc holiday,thbe ci ty
Feast of the Assumption, whose main event was a procession in which the entire adult
population of Siena was required by law to present candles to the Virgin. Though
characterized by modern scholars as a ritual oftcedaaion, the Feast of the Assumption
was one that displayed social stratification and state control over the population. It was an
event that was particularly important to the Nine, who enacted legislation to promote the
Feast. Fi nal tted positioh & thé/head gfia divinge codrecasts her as the
primary leader of the city that was in fact without a single leader, helping the acfual leaders
the increasingly strict Nine and their affiliated lenders and bureaucrats from the magnate

classds to deflect attention away from their own tightening grip on the city.

The High Al tarpiece and the Cathedral 6s Mari

The Cathedral ds first monumental i magery was

window, made around 1287/8&y(re61).*** The window is divided into eight segments

“2Four documents attest to the windowds creation and
document sttes that the oculus in the apse must be glazed, another document from 1288 affirms that the

government would bear the cost of the new window (and threatens a fine if the officials do not pay up), and

the two last, from later in 1288, discuss payments.id@mtion an artist. In 1946, Enzo Carli proposed that

the window was designed and even painted by Duccio himself. The attribution was stylistic, and many
subsequent historians have accepted Carlsig@ied vi ew. Hov
the window, much less painted it. Formally, the rigid, frontal and essentially Romanesque style of the window

stands in contrast to every known work by Duccio. John White, also stylistically, attributed the window to

Cimabue, whose style the windaems to fit much more closely. However, stained glass was a highly

technical art form, and it seems most likely that an artist or artisan experienced in the materials would have

been commissioned. Also Siena was not a center of stained glass probuttiowir@ow and its

documents seAndrea Giorgi and Stefano Moscadelli, "Fonti documentarie e storia dell'arte: la vetrata
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surrounding a central square, creating a total of nine fields. Iconic, freetadtfull
representations of the cityds four patron sa
which is depicted a Coronation of the Virgin and below which a Dormition is shown. Read
from the bottom to top, these three i mages ¢
dies, like a human; like Christ, she is bodily assumed to heaven; Bh€lsristowned a
regent of heaven. The axis of the story is vertical, the thrust of the narrative upwards, as
Mary ascends from the earthly to the divine realms. The strong and static horizontal axis
stabilizes the visual structure of the entire wingdloNe the vertical axis provides
movement and narrative.

Diana Norman described a third, diagonal direction of meaning connecting the pie
shaped fields of the oculus that display the evarfgastshis axis, the central figure is
still the Virginofte Assumpti on. Nor man reads the diago
Church represented by the authority of the of the four evangelists and the person of Mary,
herself widely understood to have been a personificaioolesian me di eval Chri st
Thus the oculus includes three oO0celebrations

saints of Siena; and diagonally, the Chifedrmally, all three share the same literal and

ducesca nel Duomo di Siena,Goulus cordis: la vetrata di Duccio stile, iconografia, indagini tecniche, restauro: atti del
convegno internazionale ddstddrilena Caciorgna, Roberto Guerrini, Mario Lorenzoni (Siena, Spedale di
Santa Maria della ScdDpera della Metropolitana di Siena, 2007ttribution seé€nzo CarliVetrata
ducceg€d@renze: Electa, 1948)culus cordis: la vetrata di Duccio stile, iconografia, indagini tecniche,
restauro: atti del convegno internazionale di studi”, (Siena, Si&atake Maria della Scala, Sala Santa
Caterina, 2005); Alessandro Bagnoli and Camillo TBuzzi: la vetrata del duomo di Siena e il suo restauro
(Milano: Silvana, 200Bhr attribution to Cimabue s@#ite,Duccio: Tuscan Art and the Medieval Vi8ikshop
139;Art and Architecture in Italy, 1250 toThdOBelican History of Art (BaltimoPenguin Books, 1966),
157.0n stained glass, the classic medieval treatise on stained glass is from the monk Theophilus;

John G. Hawthorne, and Cyril Stanley S@ith)ivers Arts: The Foremost Medieval Treatise on Painting,
Glassmaking, and Metafiwevk York: Dover Publications, 1979).

425Diana NormanSiena and the Virgin: Art and Politics in a Late Medie & edityiSvate Yale University
Press, 1999), 37.

426 bid.
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met aphori cal Assemptives to whipm thdnemtiratfedralis ohcourse
dedicated. The oculus is in fact a rather elegant argument for the centrality of the Virgin in
the Christian story, in the civic story, and in the ecclesiastical story, a complex relationship
similar to that taken on by the high pleare.
Until William Tronzexaminedheimagery of th€ a t h esthineal gl@ss window

in 1988, no scholar seems to have noticed how extremely unusual its Dormition scene is.
Dormitions appear to have been uncommon at this point in Italian art in ehénal
normal iconography shows a horizontal Virgin lying in a tomb or on a bier, surrounded by
the apostles and Christ, who stands in the center of the image holding an upright swaddled
infant that represents thetWerPuoedsoatbul Bs
believes hat t he scene i gstainedlglass@ndevrepesents@alitfeheatdr al 0
moment in the story altogether, taken fidra Golden Legend

The Apostles then laid Mary in the tomb, and sat about her, as

the Lod had commanded. On the third day Jesus, coming

with a multitude of angels, gredtesm saying: Pax vobis!

And they responded: Gloria tibi, Deus!...And the Lord said to

the Apostles: oOoOWhat of grace and honor

confer on My monstwer@d: ThE&€o thy servant

Lord, it seems right that as Thou, Jesus, should raise up the
body of Thy mother, and place her at Thy right hand for all

eternity!é He nodded his consent, and
Archangel appear edubefaratdhe presented Mary
Lord. Then the savior spoke, saying: O

dove, tabernacle of glory, vessel of life, heavenly temple, in

order that, as thou hast not felt the plague of sin in carnal

dealings, so thou mayest not suffer the corruptidre dictdy

in the grave!déd And straightaway Maryos
body, and she came forth glorious from the tomb, and was

assumed into the heavenly bridal chamber, a multitude of

angels mounting witHal.

427 Jacobus de Voraigidie Golden Legeads. Granger Ryan and Helmut Ripperger (Nekv Xioro Press,
1969), 454&romWilliam Tronzo, "Between Icon and the Monumental Decoration of a Church: Notes on
Duccio'sMaestand the Definition of the Altarpiece,'l@oned. Gary Vikan (Washington, DC; Baltimore:
Trust for Museum Exhibitions; The Walters@allery, 1988), 44.
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Tronzo believes that the lower central parteke stained glass window represents the
moment in which Christ ocalls forthdoé the Vir
preceding the Burial of the Virgin, which all scholars have placed as the rightmost surviving
image in the front upper ndiva cycle, an issue revisited |&tgurg152 .42

Tronzo postulatésinterestingly but not convincinlyhat the front face of the
Maestavas designed to work in concert with the stained glass window, which would have
provided the final three O0stepso6 in the GIlor
assumption, the Assumption, and the Coronation; indeed, he thinks these scenes were not
depicted on any pinnacle panels on the front of the high altarpiece, but rather that the
crowning scenes were supplied only by the stained glass window. While a fascinating idea, it
seems unlikely, given the r elsMdestatoedoveac k of v
15 feet high before being placed on the sdtdarwould be hard if not impossible to see
over its front face; though we dondt Kknow ex
the choir was only two bays deep, which wouldnmade the oculus significantly less
visible than it is now.

Two more decorative aspects of the Cathedral that should be mentioned are the
pulpit and the altar on which thieesteested, and which does not survive. The pulpit
interacted especially witle timfancy cycle of the high altarpiece, and will be discussed later.
As for the altar, in 1870, a stone panel <car

surrounded by the symbols of the four evangelists was excavated from under the Cathedral

428"Between Icon and the Monumental Decoration of a Church: Notes on DMeeistand the Definition
of the Altarpiece," 436.
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floor (Figure54).**°In 1904 Supino identified it as part of the altar that was installed around
1260; Lusini believed that the carving was a synibmtle$i# Middeldorf Kosegarten
thought the panel may rather belong tc#@meellander Ploeg, however, correctly noted
that the desibpaesimampanetlylies afuittleecdiellof er ent t |
panel$* And as we have seen, a high altar that included represent&imtessaould
nicely accord with the themati€¢®ther images in Siena Cathedral. While it is entirely
possible that the panel came from the Duecento high altar, it is by no means certain, so we
unfortunately cannot draw strong conclusions from this piece.

Finally, there is the issue of thefrescoe n t he Cat hedr al 6s | ower
spaceHigure80-Figuresd). The frescoes include Marian and Passion imagery, with Christ here

clearly being the focus. While some of the images are quite powecfallyatpeeKiss of

Judas), they are muscular, high Romanesque I
delicate Gothic portrayals. The cryptods focu
must have resonated with the back face of the new highplt ece; however, the

focus shows a different set of concerns t han

The Expanded Central Maesta in the High Altarpiece

There are some notable aspects to the pictor
highaltarpiece, including the centralized perspective used to depict the throne, the location

and gestures of the civic saints and angels, the gallery of the apostles, and an extremely odd

429van der Ploeg, "Architectural and Liturgical Aspects of Siena Cathedral in the Middle Age§fet@3eOs,
Altarpieces, 124860: Form, Content, Funictic®; Kees van der Ploagd, Architecture and Liturgy: Siena
Cathedral in the MiddlebidygEorsten, 1993), 92.

430], B. SupinoArte pisan&irenze: Fratelli Alinari, 1904), 182 ff; LuiBiyomo di Siehad5.

43lyan derPloegArt, Architecture and Liturgy: Siena Cathedral in the, Bddle Ages
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omi ssing pieceod6 in the arms otddasnaliaeael, wher e
t he Vi r g-waorkdtlsonecas laakiagtamy decorative facing. All of these features of the
maesitnage formally argue for the figurative centrality of the Virgin within the Christian
story as well as her ability to connect theevieith the divine; here, she is posited and
portrayed as a monumental figurEadlesidhe relationship of depicted architecture to real
architecture, specifically to the unique hexagonal crossing of the Cathedral and to the
Cat hedr al O0haradteaze thel\érgin Beclesao ¢

The throne is the most important contributor to the depicted spatiality of the central
panel. The throne is constructed, unusually for this time, using aaeistraiepoint such
t hat both the arms of t heaestismohediomngeDdc ¢iood
Rucellai Madoteraded to employ an oblique viewi n whi ch t he Virginodos
be viewed from the left, with the far arm open to thweeri and the near one closing off
the space of the Virgin from the viewer. An exception is the Santanaéestldy Cimabue
and generally dated c. :2800(Figure22, whi ch, | i ke Ducciods, emp
perspective for ththrone. The throne of the high altarpiece in Siena draws the viewer into
the picture by inviting spatial participation and by openly displaying the Virgin and Child to
the viewer, to whom she is spatially connected. The civic saints also provibin& spatia
between the larger Virgin and the viewer, by implying, along with the attendant angels and
standing saints, depth within the picture plane. The intermediate position of the civic patron
saints between the Virgin and Child and the viewer alsotbrikendy shading the
distinction between human and divine being. But the civic saints and the attending saints and
angels also socially locate the Virgin and Child, relating the figures to a body of others and

inviting the viewer to compare individualsach other and to groups.
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Another small but truly remarkable spatial detail is a dépmt#d afouedaat
the end of t he armgwel79f°The threne tselfisguniotheés s t hr one (
innovation: prior images of the Virgin and Child Enthroned show a wooden chair rather
than a marble one. Marble and wooden chairs both could be used in either ecclesiastic or
secular setting€The entire throne is represerdwcdeing made of marble and covered in
Cosmati work; however, the |little peaked end
colored tesserae, there is no carved mairdeed, the areas seem to be without marble
entirely. Rather, the spaces ar&raldn color and texture. They mimic no obvious
substance or material. Their lack of decoration is made the more apparent by the extreme
presence of decoration throughout the rest of the throne. Here, a metaphorical space is
created by a clear referemmarchitecture: the vertical sides of the void are pilasters with an
acanthus mol ding at the joint between the pi
void is that used to depict the most basic dwelling or shelter endwearly Trecento
ltaian art, and it also recalls the proportion
The position of the voids is ostentatious. Not only are they literally front and center,
but the voids are located just above the open hands of the civic saint® tiearéstin.
The patron saintsd f i ng e r-lkeemantfofethethioneomr eac h t
which the Virgin sits. The civic saints do not, as we have noted, offer models of the

Cathedral, a miniature altarpiece, keys, or a modetafth® the Virgin, but they do

432To my knowledge, this detail has gone unremarked upon within the literature on Duccio.

433See for example the chair of St. Elias in Bari, from around 1100, and thelpéathnore in Aachen
made from panels taken from the Holy Land. In wood are the Throne of St. Peter, the coronation chair of

Edward | in Westminster. I n ivory, see the bishopds t
include thatin SantaMari Basi | i ca, San Lorenzo Outside the Wall s,
Agnagni Cathedral ds bishop6s thrones.
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suggestively proffer this enigmati c, symbol i
i mportant ovoiddé of Christian mythology, as
gains his human character, and it is thisphet of the Virgin as a house that underlies her
symbolism aBcclesi®r, even more esoterically and in the words of Gervase Rosser when
considering the void of the blackened oOopeni
oOYet the blgaektwoicdsnmaini cqate the ineffable.
spiritual writers, Duccio had recourse to a negative theology: the divine being not of this
world, it can be r*¥presented only as absence
Another detail of the figures that contributesiéocomparison between the image
and real architecture is the position of the accompanying angelsn&estusth
accompanying figures showed the angels with
D u ¢ cRucefasMadonih@angels kneel and hdis¢ throne, apparently upward bound.
Ci mabue s maestatsorstoow thd angels with their fiandw limp and
decorativ@é upon the throne. But even in these images, the implication is that the angels are
bearing, or ready to bear, the throne into leea . However, Ducciods hi gl
entirely different spatiality, one that is resolutely grounded. There are no floating or flying
figures. The angels do not hold the throne; at the back, in fact, their gestures make an
opposite indication: trengels behind the throne rest their heads adoringly upon their hands,
which are folded over the back of the throne. They suggest that the throne is not moving,
and their resting heads convey an impression of weight pressing down upon the chair.
The overdlimpression of the high altarpiece has long been linked to real architecture

as wel | , not | east because the workds size i

434Rosser, "Beyond Naturalism in Art and Poetry: Duccio and Dante on the Road to Emmaus," 494.
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schol ar s, i ncl udi ng G&liemodalla €allef havikéned gr eat ar

DuccMaesthso Gi ovanni Pi sanods extraordinary
would have been completed by the time Duccio was commissioned to make the high
altarpiece in 1308.Giovanni Pisano had been commissioned to create the nevinfacade

1284/5 by attaching a new bay onto the western end of the Catiwyedssd-Eigures57).

This unusual manner of construction foll owed

facade was also built indepenigeand attached to the body of the builtRigiovanni
Pisano is documented in Siena until 1297; the upper part of the facade, with the apostle
gallery surrounding the large oculus, has generally been dated to ardi8id ¥z

32) .437

Besides its size, the basic formtatde c o n st r u digh atianpieeef Duc c i

would have recalled the Cathedral dos fa-ade,

crocket$¥*Though the framing elements of the high altarpiece areelbstyeva rough

00

sense of what it comprised. The two Quattroc

altarpiece show a robust and highly decorated stregjukg (8andFigure12l). The

435Della Valle alsomen o ns t hMaestbobks kike thedatadeella Vallel ettere Sanesi Del Padre M.
Guglielmo Della Valle Minore Conventuale Socio Dell' Accademia Di Fossano &¢IISGRrSee fdelle Arti
exampléMulvaney, "Duccio's Maesta Narrative Cycles: A Study of Meaniridh5;1S8ilefDuccio’'sMaesta

The Function of the Scenes from the Life of Christ on the Reverse of the Altarpiece: A New Hypothesis," 273,
footnote 42.

436 Antonio Milone, "ll Duomo e la sua facciata)t buomo di Pjsal. Salvatore Settis (Modena: Franco
Cosimo Panini, 1995).

437The relevant primary documents are summarized and &itegdek, "Chronologie,” Z8.Documents
also cited and transcribed@culus cordis: la vetrata di Duccio stile, iconografia, indagini tecniche, restauro:
atti del convegno internazionale di studi

438The main proposed reconstructions of the framing elements are fGhnidtan Gardner von Teufféhe
Buttressed Altarpiece: A Forgotten Aspect of Tuscan Fourteenth Cent(BeAitarddiace, D63i8)) John
White, "Measurement, Design andp€airy in Duccio's Maesta, Part Titfe Art Bulletdb, no. 4 (1973).

preferGar dner von Teuffelds hypothesis because it accord

The pinnacle angles have | onngPerbgmen tied to Vigoroso
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roughly contemporafgnd also doubfsded) Stefaneschi altarpiece helpfully includes an
image of itself being donated, and the structure of that depicted altarpiece similarly shows
towers, pinnacles, crockets, and tdr@ensional framing elements around the individual
fields Eigure184.

The connection that so many art historians have seen between the altarpiece and the
Cathedral facade is due notonly tiMeestas si ze, but to the fa-ade
al tarpi eceds c o mofferexampleFrehch athic tathedrals, ghatend e s
Siena looks like what it \itaan independent work that was joined with an extant building
(Figure119.**1t is less a decoration of a structure than it is its own structure thatdecora
another. The facade is unusually high, with unusually petite towers and unusually shallow
architectural moldings, and therefore can appear unusually flat.

The large discrepancy between the height of the fagcade and the nave beneath it is
also very agent in Siena, where the main entrance to the Piazza del Duomo is set on an
angle so that the most extensive view of the buildingfaces bui | di ngds sout hw
Though this view would have been obscured before the demolition of the attach&dbishop
pal ace, given the relatively great heights o
would not have totally hidden this view. Furthermore, the decoration of the facade is quite
flat: The portals recede somewhat from the main plane of hiildittgey are shallow
compared to high Gothic French examples. The gables of the portals distinctly project, but
only slightly. The framing elements of the architecture are generally flat and rectangular,

much like the framing elements on contemporayptyohs.

439Colli, Montaperti: la battaglia del 1260 tra Firenze e Siena e il c&stellsl Atradd8y Antje Middeldorf
Kosegarterienesihe Bildhauer am Duomo Vecchio: Studien zur Skulptuf BBS(etizndi2&:
Bruckmann, 1984),-33; van der Ploefrt, Architecture and Liturgy: Siena Cathedral in the Mddle Ages
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Two details in the design of taestparticularly encourage the association
between the altarpiece and architecture: the apostlgriailetyand the front predella
(Figure13#Figure149. The apostl e gallery, which stretche:
head, includes from left to right: Thaddeus, Simon, Philip, James, Andrew, Matthew, James,
Bartholomew, Thomas, and Matthias. The apostle gallery is an thiglitygh altarpiece:
the figures are the size of no others, smaller than either the pinnacle angels or the saints and
angels surrounding the Virgin in the main panel, but are larger than the figures in the
narrative panet® The frontal poses of the agdedigures seem to flatten the upper reaches
of the panel, whose lower part is paradoxically unusually suggestivelioi¢hsenal
space within the picture plane.

But if we project the missing framing elements back onto the apostle gallery, it looks
more like real architecture. Such a gallery could be part of real architecture, and in addition,
the smaller size of the figures compared to those in the central scene suggests distance, as
though the apostles are standing in a geghdethe main spaaeccupied by the Virgin and
Child, angels, and civic saints. Therefore the apostle gallery is also an important factor in the
creation of a sense of depth in the picture plane, depth that is largely lacking in the earlier
models of the monumentabestabhe apostle gallery could also be related to the gallery
surrounding the rose window on the facade of the Cathedral, where singagthust
figures all of the same size peek out of niches.

The front predella of the high altarpiece also contributess aochitectural

sensibility of the work by presenting a fict

“9Hager imagined that Cimabueds | ost Pisa retable incl
Teuffel disagreeldagerDie Anfange des italienischen Altarbildes: Untersuchungen zur Entstehungsgeschichte des
toskanischen Hochaltarrdte®e@ardner von Teufféhe Buttressed Altarpiece: A Forgotten Aspect of Tuscan

Fourteenth Century Altarpiesigit44.
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metaphorical church. We will return to this issue later when looking at the formal depiction

of space within individual images in the higipadtz, but suffice it to say for now that the

central scene on the front predella, the Presentation in the Temple of the Infancy cycle

(Figure140, shows a vaulted interior that is, relative to the main work, the size and shape of a

portal and that provides an imaginary oentry
Working in consort with the open marble throne is the unusual footrest of that

throne, which is a half of a hexagon. The hexagonal sense of the footrest is supported by the

back ofthethrom, whi ch gives the appearance of the

footrestds front ohalf.déd Although the back o

way in which the halo intersects it, as well as the dtraighte o f t he sthegel s ha

i mpression that the thronef6s top is also a h

must refer to the absolutely unique hexagonal crossing of the Cathedral, linking the

depiction of the Enthroned Virgin to the dome and crossing of tived@a. In Hans

Beltingds words, oOthe residence of the Madon

within a picture on the panel. o6 I n fact this

brings up the extremely important issue of wherggheltarpiece was originally placed. If

the altarpiece were located under the dome proper, the reference to the hexagon in the

depicted throne would even more strongly suggest the Virgin as a Egakesatith the

hexagonal crossing and dome derpf the Cathedral resonating with the Temple of

Solomon.
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The Virgin in her Church. The Cathedral Crossing, Stripes, and the Dome of the

Rock

Siena Cathedral 6s hexagonal <c¢rossing iIs tota
reconstruction that ated the version of the Cathedral for which Duccio designed his high
altarpiece. Talking about the Cathedral ds he
aspects of the Cathedral that are crucial to our understanding of Mawdtégerated
spatially: the vertical organization of the church, or the location of the raised presbytery, and
the location of the high altar, because both of these issues are inextricably tied up with the
Cathedral crossing. First we will look at the hexagonal caossitgyeffects before moving
to the widelissues surrounding thaestand its placement that are not only crucial to
reading the work as a whole, but understanding the particular depiction of the Virgin as a
monumental vision d&cclesia

As mentioned above, the Cathedral for which Duccio made his high altarpiece was
largely built during the Duecento, beginning by Th2a is no record of designer or
architect, though it is clear that the city government was heavily involved with the
planningi though whether that was ever truly directive or mapisssible to read from the
textual sourcé$Ther e are onot infrequemwhobctualgnt i on of

planned the building in its various stages remains unknown.

441The most important document for the involvement of the government is that committee meeting report

dated 28 November 1259, which states that o0the altar
be built beneath theeat dome, with steps on all sides so that people can ascend to the choir and altar of said
church. 6 The Duecento documents that survive come frc
demonstrates the primacy of the government in the coiustroicthe Cathedral. However, who might have

had a hand in its design is not something that can be even guessed at; Duecento documents tend to concern

money and deadlines and are usually brief at best. See &@dtnote
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Archaeologidaxcavations under the Cathedral have shown that major changes to
the plan of the new Cathedral were made in the 1240s, as construction was welttinderway.
The new plan instituted in the 1240s incl ude
hexagonal ossing, probably also a new dome, and the lowering of the crypt, which was
originally planned to be extremely high, higher in fact that any cathedral sav@&Speyer (
52).43|t seems possible that the 1240s change was tiedng Shdtiese politics: high
crypts allowed for greater access to relics, and relics were major economic resources, usually
controlled by the bishop and/or canéti®erhaps the reduction in the crypt space was a
means to diminish the position and finances®bf these groups.

The Cat hedr al 6 s Hhaas and \Yioterfelthve pomtedsoat, stnikgs a s
us as odd largely becauseribfan octagoff®In addition, the hexagon fits no other aspect

of the design or measurements of the Cathedral.rS¢tanla been drawn to practical

442Haas and Winterfeld, "Baugeschichte 4454 StruchholBie Choranlagen und Chorgestiihle des Sieneser
Domed?7.

443Seidel, "Tradizione e innovazione. Note sulle scoperte architettoniche nel duomo di&5e Batzag,
"Literaturbericht," 28282; Walter Haas and Dethard von Winterfeld, "Baugeschichte," inl@1 SEE

ALSOibid., 404; Benjamin David Brahidly Treasure and Sacred Song: Relic Cults and their Liturgies in Medieval
Tuscar(®014), 124; Butzek, "Il Duomo di Siena: ipotesi su alcuni documenti del Duecento e sulle vicende
costruttive della parte orientale della chiesa.”

444Brand Holy Treasure and Sacred Song: Relic Cults and their Litalriescay@texpeer 4: "The Bishop's
Eclipse, 1032118," 72110.

445Haas and Winterfeld, "Baugeschichte,"Hdr3he year 1245, Orlando Malavolti recorded in his history of
the Siena that the cathedral was enlarged to a plan of NicolaVvRikaraiti Dell’'Historia di Siena scritta da
Orlando di M. Bernardo Malavolti ... La PrihébPaRemagnoli said Malavolti was following the Tura
acount, but recent scholars have been unable to verify thBut3ele: "Chronologie," 123, footnote 171,
"Literaturbericht,” 28@xtra master masons were hired in 1246 (bringing the number to 6) and 1251 (10),
pointing to an acceleratiofitbe construction and probably to the building of the complex dome structure:
On the number of masons s&hronologie," 1-A3; Walter Haas and Dethard von Winterfeld,
"Baugeschichte," ibid., 4Ibese are the only records for payments to masoitssdems like a small

number for such major construction. They may have been supplemented by workers on a different payroll or
had their own apprentices and assistants. Monika Butzek postulates that the new church as it had been
originally planned wasttike the old one and that the Sienese required something Gnatzd&r:"I|

Duomo di Siena: ipotesi su alcuni documenti del Duecento e sulle vicerttieecdstta parte orientale della
chiesa," 113.
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explanations for Sienads hexagonal crossing,
pentimento or an accommodation to the building*&fer example, Antje Middledorf
Kosegartefjudgeshat the designers of the Cathedraldte d t o enl arge t he C:
dome after the foundations for the eastern and western crossing piers had already been laid;

the easiest way to accomplish this expansion would be to move the northern and southern

piers further apart, resulting in a hexaétaas and Winterfeldn the other hand, believe

that the hexagon must have been planned from the very beginning, based on their

convincing reading of certainr r e gul ar i t i e s *They, tod) lowevar,gseesi ng o s
a practical reason for the hexagon: the hexagonal crossing was probably the simplest way of
enlarging the crossing from the predetermined form of the earlier church, which had a three

aisled nave and tvaisled transeptigure43.*** The hexagonal form also allowed for a dome

larger than the initial rectangular bays wouldfave.

446 There is no other known contemporary church that was built with a hexagonal crossing, though the domed
dining hall from the early &ntury Palace of Antiochos in Istanbul was hexaganakQ7). This had

become a church by the eaiycéntury, and by the eartycéntury had received the relics of St. Euphemia.

The church survived into the Pébgean period (1260153) and was redecorated with frescoes in the mid to

late 1% century. It might theoretically have been known to Sienese builders, designers, or committee members,
especially since Sienese merchants had ties to the Middle Easharh&dRwple to Jupiter in Baalbek built
underEmperor Septimius Severus (293 CE)lso included a hexagonal atrium, but this was not domed
(Figure97?). The primary ark on the St. Euphemmaartyriois Rudolf Naumann and Hans Beltibgg

Euphmiakirche am Hippodrom zu Istanbul und ih(Bé&eskdann, 1966ee alsAndré Grabar, "Etudes
critiques,'Cahiers archéolodiq(#959): 254; Thomas F. Mathewihe Early Churches of Constantinople:
Architecture and Lit(ligyversity Park: Pennsylvania State University Press, 137 1IEu@ihemia, Church of
Saint,'in The Oxford Dictionary of Byzargbil@w X ork, NY: Oxford University Press, 1991); Cecily J.
HilsdaleByzantine Art and Diplomacy in an Age @@eYliigSee alsBnne Derbes, "Siena and the

Levant in the Later Dugentdzest&8, no. 2 (1989).

447yan der PloedArt, Architecture and Liturgy: Siena Cathedral in the Bliddle Ages
448Haas and Winterfeld, "Basghichte," 41213.
4491bid., 413.

450van der Ploed\rt, Architecture and Liturgy: Siena Cathedral in the, Bliiddle Ages
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Because numbers and shapes in architecture sometimes hold symbolic meaning in
Gothic cathedrals, it may be interesting to conseleo#sible numeric or geometric
resonances of the hexagdihough hexagonal Late Antique fonts are found especially in
Northern Italy, Bxagons are not terribly common in any media of Romanesque or Gothic
art, and are even less common in architectawdylition, there are no obvious meanings
attached to hexagons as there are for example with at¥8jans a doubling of the three
that creates the Christian Trinity; it is so
number of days that man labansl the number of the dag which man was created, as
well as the day (Friday) on which Jesus was$*illed.possibility that the hexagon plays
upon geometric poetics seems more fruitful: a regular hexagon can be subdivided into six
equilateral trianglethemselves a perfect symbol of the Trinity. However, if we take the
Duomods hexagon as an evocation of the Trini
still left with the problem @ixtriangles.

Somewhat more i ntr itignshiptog StarefDavidlea hexagonds
hexagon is also at the center of a Star of David and a hexagon can be extended into a Star of
David. What is appealing about an association between the crossing and a Star of David is
that the incorporation of the symbol @tar of David would not be a totally unexpected

feature in a Cathedral. However, all of these associations seem tenuous at best. In addition,

451Stephen Murray and James Addiss, "Plan and Space at Amiens Cathedral: With a New Plan Drawn by James
Addiss,"Journal of the Society of Architectural49igic@e)See alsMariePierre Terrien, "Religious

Architecture and Mathematics During the Late Antiquitilaihematics and the Divine: a Historieal. Study

Teun Koetsier and Luc Bergmans (Amsterdam; Boston: Elsevier, 2004).

452Geoffrey Wainwright and Karen\Besterfield Tucketfhe Oxford History of Christian Wosdhip; New
York: Oxford University Press, 2006), 800.

453E. W. BullingefNumber in Scripture: Its Supernatural Design and Spirit(lab &dgmifiEgmeeand
Spottiswoode, 1894), 150.
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these ideas are extremely abstract and would be greatly aided by seeing or thinking of the
building in plan. WHilthe builders of the Cathedral were certainly able to draw and envisage
the Cathedral in plan, but there is no particular reason to think that visitors would. Even if
the designers of the Cathedral had numeric or geometric symbolism in mind, it seems
unlikely that the vast majority of visitors would have had any experience of that layer of
meaning.

Renate Wagn®&eiger suggested that the Sienese hexagon may have been some kind
of architectural copy, and pointed out that centralized buildings tendesptefentations
of holy site8 notably the round Church of the Holy SepulthBut since no clear
ooriginal 6 is known for Siena, she |l eft i
contemporary hexagonal structures on smaller scales, including the twall&gagb
pulpits in the baptisteries of Pisa and Pistigiaed4). The prime architectural example
outside of Sienaut within western Europe the Gothic baldachin over an altar of the
Virgin in the shrine of St. Satumus wihin the church of St. Sernin in Touloursgufe
96).*°Intriguingly, the important pilgrimage church of St. Demetrius in Thessaloniki once
housed a hexagonal structure that sat over what was supposedly the tomb of St. Demetrius,
in the lefthand side of the main nave @8®.h e ci bor i wandiscovdreW it pr i nt

excavations after a major fire in the eaflg@@tury reproduced in mosaics, it was large

454Renate Wagn@iegerDie italienische Baukunst zu Beginn, &evé@atiiGraz: H. Bohlaus, 1956), 1.

455\WagneReiger and Middeldorf Kosegarten both mentioned the Toulouse hé&wagoktidceldorf
Kosegarten, "Zur Bedeutung der Sieneser Domkuptigl¢hner Jahrbuch der bildenddn(Kana): 74;
WagneiRiegerDie italienische Baukunst zu Beginn, dier2G8tik

456Demetrios I. Pallas, "Le ciborium hexagonal de3&inétrios de Thessalonique. Essai d'interpretation,”

Zograf0 (1979); Robin Cormatlriting in Gold: Byzantine Society andUtsttmmsGeorgeilip, 1985),
60.
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enough to enter and appears unigue to the ciliv¢hat, if any, connection Siena might
have had to St. Demetrius or to his shrine at Thessaloniki is unclear; rather the congruence
of forms might be correlative, and the hexagonal ciborium in Greece a piece of evidence for
the possibility of various polyg shapes to be used in commemorative structures like
ciboria.
There are other examples of hexagonal baldachins and ciboria: The Capella Vecchia
degli Santi in Santa Maria Nova in Rome contains a fresco with a representation of a
hexagonal Temple thathe size of a real ciborium; Middeldorf Kosegarten suggested that
it might be a picture of a ndast ciborium once housed in the chdrtim Siena itself, the
Crucifixion panel on the Pisano pulpit includes an angel holding up a small hexagonal
ciborium,or even a model of the Sienese d@&mer€ds): the squat dome, with a crowning
melalooks very similar to the original Duecento Siene$glortbe early Trecento, Pietro
Lorenzetti would set his unusual Last Supper frescosnidssiancifully hexagonal room.
Following Staale Sindibgrsen, Middeldorf Kosegarten more broadly connected
Sienads hexagonal crossing and its dome with
Solomon, which was always depicted as a centraljggghpbbtructure with a dome or
pointed roof®®In medieval Europe, the Dome of the Rock in Jerusalem was generally
thought to have originally been the Temple of Solomon; interestingly, the Pisan and Sienese

domes shared some formal characteristics witlothe of the Rock, including its high

457\Writing in Gold: Byzantine Society andofs T)rés.
458 Middeldorf Kosegarten, "Zur Bedeutung der Sieneser Doaikupp
4891bid., 90.

460|bid., 85. ff; Staale Sindibgrsen, "Some Functional and Iconographical Aspects of the Centralized Church
in the Italian Renaissancicta adrahaeologiam et artium historiam gefiio@htia
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drum pierced by windows, features that have also been connected with the Palatine Chapel
in Aacheri®*Broadly, the real architecture of the martyrion, which the Dome of the Rock
itself followed, not only generally utedethe centtaed polygonal structures aegd by
Western painters, but may even specifically
dedicated church to her cult wasuilding very similar to the@me of the Rock, an
octagonal martyrion thatiinad a natural stone outci@gurelo00fi her e desi gnat ed N
0Oseat o6 dFf oOthrone. 6
Medieval representations of the Temple of Solomon might also be cdonected
Jewish architecture or sacred space, which generally has noirsiviope and whose
prevalence is frankly unkndwtherefore any comparison with such spaces is highly
speculative at beé&tHowever, in synagogues, iaa raised platform from which the
torah is read, located opposite the tabernacle in which thectoishare held, was a
centralized structure that was often polygonal and sometimes hexagesa'{*

Theoretically, then, the Sienese hexagon might have also resonated with synagogue

461Pamela C. Bergdihe Ceeent on the Temple the Dome of the Rock as Image of the Anci@uastewish Sanctuary
Brill, 2012), 556; see also illustration 6.2a, 96, showing a represent&joragbgiaaring a crown shaped

like the Dome of the Rock on the tympanum of the southern portal of the western fagade at St. Gilles du Gard,
11501180Kathryn Blair Moore, "Textual Tremission and Pictorial Transformations: the Bosiade

Image of the Dome of the Rock in ItaMUgarnaa?7, no. 1 (2011): %B; Gustav Kuhnel, "Aachen, Byzanz

und die frihislamische Architektur im Heiligen Land&tudien zur byzantinischen éhiobtge&estschrift fir

Horst Hallensleben zum 65. geduirBtiagitt Borkopp, Barbara Schellewald, and Lioba Theis (Amsterdam

Verlag Adolf M. Hakkert, 1995), 49.

462 Avner, "The Initial Tradition of the Theotokos at Kathisma."

463Nina RoweThe Jew, the Cathedral and the Medieval City: Synagoga and Ecclesia in(Baribiitignth Century
New York: Cambridge Unigity Press, 2011), Chapter 1: "The Jew in a Christian Wedld," 15

464 Joeph Gutmann and Th P. van Baatemnography of Religions. Section ZBeiliefairill, 1983), 15.

Late antique Syrian churches aEmnmalLoosigThelAdchitdctuee r ai sed
and Liturgy of the Bema in-Fe8mthCentury Syrian Chufchiten: Brill, 2012).
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architecture, though such a connectiohinnigve been correlative rather than causative and
is probably impossible sapport

Middeldorf Kosegarten furthermore tied similar polygonal constructions to
depictions of the Virgin as a symbol of the
arguing that in Siena the hexagonal crossing and dome could have worked together to form
a complex architecture of meaning that related the Temple to the Virgin and the Virgin to
Christ. Indeed, Middeldorf Kosegarten even considers the potsattlith e Cat hedr al 8 s
unusual architecture may have grown out of Marian de¥dtidnile it seemore likely
that the hexagonal crossing was ultimately a result of practical factors, it is possible that
Siena Cathedral 6s hexagonal <c¢crossing resonat
I n fact, t he c eNaestaagyests socirepeing,ddr hei® we see tleed s
Virgin in front of an architectural gallery filled with apostles and occupying a monumental
marble throne, whose suggestedheddgonal footrest seems to place her physically in the
crossing of t hKaesibedorhes anrembdodimebDHrfdesia o 6 s
monumental figure occupying her native space, the Temple of Sélomon.

Another unusual aspect of the Cathedral, its strongldmekrand white marble
stripes, may also support the reading of the space as onegstnuhtbe supposed
Temple, for the use of colored marbles in Romanesque buildings has been tied to Western

interest in the Dome of the Rock, and the mistaken understanding that the Dome of the

5Mi ddel dor f Kosegar t e n-postfaeto agalysiseohpoetids and méanirigsnthdughl v an e
whether or not those meaningsaa@asative historically cannot really be deterfinaeedhe herself cautions.

Nonetheless, she offers an elegant, fully coherent and cohesive reading across many different media. And

indeed, placing tidaestander the dome would have allowed for the pliaesymbols and meanings

Middeldorf Kosegarten sebliddeldorf Kosegarten, "Zur Bedeutung der Sieneser Domkuppel,” 80.

466Rowe,The Jew, the Cathedral and the Medieval City: Synagoga and Ecclesia in tDeaptétéenth Century
"Ecclesia and Synagoga: The Life of a Moti#§140
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Rock was the original Temple of Solofibth.h e Si e n e extensiZeistaping ray
not have been meant to explicitly recall the
intended to make the Cathedral look expensive and cosmopolitan; however, especially when
coupled with the Cat he ctripes coud havelldbenmeadkaa g onal ¢
meaningfully Ilinked to the o0Temple, 6 or rath
Whil e the specific form of the Cathedrald
privileged architectural ornamentation throughout Romanesque andrGsthny was
multi-colored ston®&8The blackgreen serpentine and white marble of the Sienese Cathedral
communicated expense in part because it necessitated using two differetagmaorees
expensive and less efficient mode of producing raw m&feviate. abstractly, marble
decoration such as that in Siena communicated an organized system of construction, for the
marble is a structural element, built into the thickness of tHé@adktruction therefore
had to be continuous: if the supply of mawateout, then building stopped. Thus marble
facings also communicated engineering prowes
its capacity to make regular payments for expensive goods, and its ownership of natural
resources, as quarries weneigaly purchased to supply large projects.
Being intensely memorable, the Cathedrald

city by helpingto creaséeno nu ment t hat peopl e woul d want tc

467 See following footnotes, but particuldBirgerThe Crescent on the Temple the Dome of the Rock as Image of the
Ancient Jewish Sanctirapter 5, "The Christianization of the Dome of the Roc®3.75

468 For an overviewlichael Greenhalgharble Past, Monumental Presing Bith Antiquities in the Mediaeval
Mediterrangaeiden; Boston: Brill, 200Bpr a broader overview sealvatore Settis, éddemoria dell'antico
nell'arte italiarzavols. (Torino: G. Einaudi, 1984).

469Dr. Emmanuele Lugli, personal communication, 2011.

470Sebastiano Serlithe Five Books of Architecture: An Unabridged Reprint of the EnglisiNEditioriaf 1611
Dover, 1982), book 4, chapter 9.
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status as a waystation on theFvamcigena, there was a ready audience of pilgrims and

travelersto attrattHi st ori ans often mention Siuenads | o«
84), a collection of various routes that connected Rome with Northern Francelamdl Eng

Although there were a set of normal itineraries, the first of which was recorded in 990, Siena

was a key point on most if not all of tH&iihe travel industry must have been an

important source of revenue for Siena, which was never able to igistauels of

industry but rather was a more seswi@nted economy than most medieval HAggna

was attractive to travelers partly because of its large datbwaelhospital, the Ospedale

Santa Maria della Scala. Begun as a religious institeitaity, wrested control of the

Ospedale, and its considerable propdres,the church during the Duecefitdlhe

471Renato Stopariia Via Francigena in Toscana: storia di una stra¢féirsrezbe Glimbeni, 1984);Via

Francigena nel Senese: storia @bemreri®alimbeni, 1985;Via Francigenaa strada europea nell'ltalia del
MedioeyBirenze: Le Lettere, 1988); Raffaello Cecdlzeltia Francigena: societa e territorio nel cuore della Toscana
medievdRisa: Pisa University Press, 2082Yia Francigena: atti della giornata dvstuigiialecigena dalla

Toscana a Sarzana, attraverso il territorio di Massa e Carrara: luoghi, figure e fatti; Blaksgecamaggio 1996
(Deputazione di storia patria per le antiche provincie modenesi), nuova seria (Modena: Aedes Muratoriana,
1997)Christine Smith made a similar point in regards tdJpigstine Alison Smith, "The Baptistery of Pisa"

(Ph.D., New York University, 1975), 32.

472The earliest itinerary was written in 990 by the Archbishop of Canterbury Sigeric the Serious and includes 79

stops. Sigeric took the route to collecphis(um or cape, from the Pope upon Sige
René Crozet,'art roman en Poffearis: H. Laurens, 194BEnato Stopani, "L'itinerario di Sigeric e i percorsi

valdesani della via Francigena99il990: millenario del viaggio di Sigeric, arcivescoyvedi Banstdoury

Stopani, Quaderni del Centro Studi Romei (Poggibonsi: Centro Studi Romei, 1990); Veronica Ortenberg,

"Archbishop Sigeric's Journey to Rome in 29@yleSaxon Englahél (1990); Cecchetta Via Francigena:

societa e territorio nel dadresgeiha medj&atee Prima: "Gli itinerari della via Francigen£204.9

473The biggest industrial activity in Sienese business was mining, which allowed access to metals including
silver; some early scholars access was a primary reason for the success (mdstheintuthg @PSienese
banking. Howeverhat thesis was refuted by Mario Chiaudano in [#@8@: ChiaudandJfercanti e banchieri
senesi nel secqiidri®: La Diana, 19323. A Sienese mint was opened in 1180. However, mining only
became a major focus of public policy in the Trecento and specifically after Baiskydde Finance of the
Commune of Siena;12876365;A Medieviétalian Commune: Siena under the NitR55288219; Peter
Spufford Money and its Use in Medieval(Eanopedge: Cambridge University Press, 1988)16.15

474The Pope first made the Ospedale technically autonomous in 1194; irDthecmido theity and the

Ospedale battled for control of the institution. By the late Duecento, the city had forced the Ospedale to

di splay the communeds coat of arms. The Ospedale woul
largest bank in Siedccinnill banco dell'ospedale di Santa Bl&talded il mercato del denaro nella Siena del
TrecentbBabio Gabbrielli, "Ospedale di Santa Maria della Scala: ricerche storiche, archeologiche e storico

artistiche: atti della giornata di studi, Siena, 28 aprile 2005" (Siena, 2011).
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Ospedale, which generated large amounts of cash, was efisetivatya civic bank, and

its cashflowwasnt egr al t o {révenuecfron pilgiims oeother travetersc s

that went to the hospital might have been di
What were the Cat h erdhitexturél Bistofiams oftlael preceden

medieval period have tended to seek symbolic meariorgs amd decoration: A building

that replicates or repurposes a form used in an earlier building can be taken to refer not only

to that earlier building but to the political, social, or religious frame in which the earlier

building was locatétt Several gped churches puaate the Cathedral of Siena including

the Duomo ofSanta Assunta in P{geegun 1064pan Lorenzo in Gengeonsecrated 1118

but partly rebuilt following GueBhibelling destruction in 1296igure87 andrFiguress),

and the Basilica deBantissima Trinita Saccargia, Sardiffinished 111GFigures9). The

striping pattern was particularly popular in the Lucchese territories in Sardinia, an area later

controlled iy Pisa. Mere are also a couple of other, minor Tuscan churches that predate the

Sienese Duomo and that sport interior strigigar¢119.*’Un |l i ke Si enads Cat he

however, all of the earlier buildings are architecturally Rqu&ifiéis sum,though there

475Pjccinnifl banco dell'ospedale di Santa Maria della Scala e il mercato del denaro hefipeBialig pftérecento
prima, "Scenari senesi delilmmprmeta del Trecento,"-88.

476The seminal work on the idea of architectural refereftieBasd Krautheimerlntroduction to an
'Iconography of Mediaeval Architectudyirnal of the Warburg and Courtauldbl(E84Res

477The only local ones that giate the Sienese cathedral are the Duomo in Sovrano and San Giovanni Battista
in Ponte allo Spino (Sovicille). The Orvieto cathedral is closely informed by the Sienese Duomo and carries the
stripe motif to new heights of umnifaty, but the dark stripes in Orvieto are much lighter and display less

contrast; they also pafdte Siena.

478] g Cattedrale di San Lorenzo a Genova = The Cathedral of St. LaedeSaviatGerdetdsyols.,

Mirabilia Italiae (Modena: Franco Cosimo Panini, 2011%; A8lriano Peroni et dl.Puomo di Pilsal., 3

vols. (1995); Nicoletta Udas, Santissima Trinita di Saccargia a Co@migiemsoOristano): Iskra, 2013).

The constructio history of San Lorenzo in Genoa in particular is complicated, as the original crew that began
construction left in 1225, and a major fire occasioned by violent, internecine political fighting destroyed much
of the building in late 1296 or early 1297telas a rebuilding in the Quattrocento and the large tower on

the south side was only finished in the Cinqueden@attedrale di San Lorenzo a Genova = The Cathedral of St.
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were other striped churches, most were not to be found in Ttiseargrchitecture was
di fferent, and Sienads specilfinotexactlyaniqueer n of s
Sienads stri puassuawer e nonet hel ess

Ultimately, the use of colored and white marble facings has long been related to the
decoration of the Dome of the Rock in Jerusalem, which was controlled by Christian
crusaders from 1099874 Pisa, the closest city to Siena that used a piatiéan of
stripes in its cathedral, was one of the main transporters of crusader armies from Western
Europe to the Middle East. Pisa also usurped Lucca in Sardinia, which had a number of
churches with an almadentical pattern of stripes to that foum&ienaBy the Duecento
when Sienads 6Gt@peshmaydnotadve been sneabtuoirdfet to a specific
architectural omodel, 6 but to participate in
and sophisticated, one that particularly sglbgd its expense and even global amfiiion.
Eveni f not an intended oOmeaningdé or referent |

t he Cathedral &8s domed hexagonal crossing and

Lawrence in GeR6&3; for a poetic interpretation of the colored marble sg2B1 sads baptistery wa
actually explicithoanected to Sardinia, where one of tifecl@ nt ur y6s t wo operaios for t
voyages (in 1162) and whence he brought back marble columns for the Pisan project. Sardinia had come under

Pisan control in the earlydentury and Smith righttonnects the voyage and usspoflias a political act

of dominion. She notes in particular that the Sardinian columns were rough, and that their lower quality must

have been tolerated only because the columns functioned as symbols of politiSahifowe&he Baptistery

of Pisa," 5%8.The Sardinian churches were heavily (but not inaccurately) restored in thedatary$s.

Trinita di Saccargia: restawl8881(Roma: Gangemi, 2007).

4790n the reception of the Dome of thedR seéMoore, "Textual Transmission and Pictorial

Transformations: the PeStusade Image of the Dome of the Rock in ItMgdre, following Maginnis,
specifically writ eoenteMaestas arbpueseatationdosthe Eemple, gs infoomechby

the Dome of the Rocibid., 5961; MaginniRainting in the Age of Giotto: A HiRteeicaluatidd 3 For the
identification of the Dome of the Rock as the Temple of Solomd@ergge,The Crescent on the Temple the
Dome of the Rock as Image of the Ancient Jenisia@ané&iudriie Christianization of the Dome of the

Rock," 7593.See alséli Abu Ghanimeh, "Interpretazione e significati simbolici della Cupola della Roccia e la
suainfluenza sull'architettura europea e islamica" (Universita degli Studi La Sapienza, 1997).

480Dr. Emmanuele Lugli was kind enough to share his thoughts on architectural stripes in the summer of 2011.
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called up images of the Tempteages to which Duccio may have referred when placing his

Virgin within a suggested hexagonal space.

Effects of the Stripes and the Hexagon on Cathedral Spatiality

Whatever the intended reasons for the Cat hed
crosang, both could be read as signals pointing towards the Dome of the Rock, which
Europeans widely thought to be the Templ e in
formed. In addition, it is important to look beyond what meanings might be rézal into
architectural fr aMeestasplkaced and forlwhioh it waBdesignedo 6 s
and to consider the phenomenological consequences of both the stripes and hexagon, for
they also form an i mportant framework for Du
Whileany casual visitor will easily engage with the question of what effect the stripes
have on oneds experience of the Cathedral, s
But in the Duomods interior, thedaswtri pes ar e
insistently asserting the presence of the building. The stripes are also formally problematic:
they seem to create an environment in which the kinds of images and objects assumed
necessary to a commanding Trecento Italian cafhatteas, sculptes, candles, textiles,
and paintings would be at risk of being subsumed by their architectural frame.
In addition, intuition also tells us that these horizontal stripes counteract our
perception of one of the most important aspects of the buildimgjgits. The immense

height of the Gothic cathedral has been long considered a symbol 6t Saweny would

481The symbol can be practical as well as abbaatise the machines and techniques used to build

cathedrals were fundamentally the same as those needed to build houses, city walls, sewers and fountains, and
even war machines. Thus the engineer i nigto@agardze,f undi ng ¢
raise money, and even may have communicated their capacitprimesétin or aggression. The height of a
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the Sienese in some sengamizthe height of the &hedral through the use of strong

horizontals, when t he broughthémsagnificemce of itswieics par t |
Cat hedral, which itself was i mpressive in no
also appedo formally contradicttheat hedr al 6s Got hi ¢ model s, whi

by creating long vertical linesough the use of features like attached colonnettes, rib
vaulting, pointed arches, and painted decoration that emphasized these vertical features.

For one, the Duomods striped decoration f
Tuscan Romanesque, and tlstradvanced, groudeaking architecture in Europe:
French Gothi¢®*Si enads col ored marble, with its echo
Gothic building in an assuredly Romanesque suit, mitigating the almgstrdegant
architecture with a comfortaptraditional style. Furthermore, the strong impetus towards
architectural horizontality seems particularly Sienese, as precedents are found in domestic
architecture: the horizontatinthat decorate the local palazzo architecture and that would
cometo be promulgated by Francesco di Giorgio Martinirdgs), were originally specific
toSiend*The Duomods counterbalance of vertical s,
and the horizontal, a more Tuscan and Sienese imetgdtbe echoed in the design of

D u c c Maesiaghere a strofigeven rigifi assemblage of vertical and horizontals created

building, being especially difficult to engineer, is seen as the most important dimension in this theoretical
formulation.

482This point, as well as trdtigtiwas ganeroqusdysiigested toane bydProfessar p t o S
Francesco Benelli.

483SedaGabbrielli, "Siena medievale: I'architettura civile."; Nevola, "Siena: Constructing the Renaissance City,"
243.For their later use see for exaniplatesco di Giorgio Martiriyattato di architettura civile e militare di
Francesco di Giorgio Martini: archittetto senese del secolo XV, or2 petda(ponrzov@tzirio e Mina, 1841),

I: 5253, 185186, 206, 219, 220, 223, 225, 264, 2730R9340.
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a visual crodsracing that allowed Duccio to hold together a pictorial surface of
unprecedented siZ&.
It is impossible to determibeh e v i s u al i ntention of Siena
should consider their effects. First of all, our intuition about the visual effects of horizontal
stripes may simply be wrong. Recent optical research on horizontal stripes indicates that it is
posi bl e that the decoration of the Cathedral.
appear tallér and therefore narrowethan it really i€° Contrary to intuition, it seems that
horizontal stripes make the objects on which they are found appédalidrcand thinner
than those objects actually are. The first such indication came in 1867 from the celebrated
scientist Hermann von Helmholtz. The Helmholtz Square lllagjorsp), with two
squares composed of the same nuantmwidth of stripes, one horizontal and one vertical,
shows a clear effect: the horizontally striped image seems to constitute a taller and thinner
rectangle than the vertically striped inRRaggher amusingly, how stripes affect our
perception of sizeas been investigated largely through the question of whether clothing
with vertical or horizontal stripes makes the wearer appear thinner. Because the geometric
solid that most resembles the human form is a vertical cylinder, the information derived
from research on clothing neatly carries over into architecture.
In 2007, ShuicAiaya andKayoMiura postulated that the twlomensional
Helmholtz lllusion would not hold when applied to a iti@ensionalydinder because

first,in 2-D images, vertical stripes convey greater depth information than horizontal stripes

484See Chapter 5.

485This research was presented at the 2011 Frick Symposium.
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andsecondthe deeper we perceive a cylinder to be, the narrower it &ppeatisal
stripes on a cylinder theoretically do reveal more information about deate ithan do
horizontal stripes, because the stripes around the outside of a vertically striped cylinder
become more tightly spaced in the image received by the eye, telling us that the surface on
which they are found is curved. However, in 2011, Petap3tio and Kyriaki Mikellidou
found that while subj ect s étriped3 cylimdersavere of t he
near veridical, subjects Osysteshpedi cally ove
cylinders, 6 i ndilggrehterdepth cubsagranted byeverticahstripesie2 i ¢ a |
D are nonetheless outweighed by the Helmholtz lIt§sidrompson and Mikellidou have
postulated that the fact that the Helmholtz lllusion outweighed the depth cues of vertical
stripes may be partlyedto another optical property, the fact that contrast around the
surface of maximum curvature provio@malepth cues.

In 2000, Andres Li and Qasim Zaidi demonstrated that horizontal stripes on a
vertical cylinder provide a texture that is signiffaaotle determinative for depth
perception than vertical strigfS. hei r resul ts showédhapechat o0t he
from 2-D texture cues (i.e. stripes) is most accurate when the orientation of the pattern lies

parallel to the maximum curvature ofsher f ace. 6 Put in |l ay ter ms,

486 Shuichiro Taya and Kayo Miura, "Shrinkage in the Apparent Size of Cylindrical Pdjeettida
(2007).

487Peter Thompson and Kyriaki Mikellidou, "Applying the Helmholtz lllusion to Fashion: Horizontal Stripes
Wondét Make Yoi-Berckpb2of20llpat ter , "

488peter Thompson and Kyriaki Mikellidou, "Applying the Helmholtz Illusion to Fashion: Horizontal Stripes
Wondt Make vy dRercapidg2R11)EShaichie iTayd and Kayo Miura, "Shrinkage in the
Apparent Size of Cytirical Objects,Perceptidé (2007); Andres Li and Qasim Zaidi, "Perception of-Three
Dimensional Shape from Texture is Based on Patterns of Oriented BfigimyyReseadh(2000).
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make intuitive sense: a pattern that defines the greatest curvature of a surface will provide
the best information on that surfaceds depth
Whet her or not the str i peperceivedheigbtalee or di
stripes unquestionably serve as strong visual cues to motion. To a viewer standing at the
entrance of the church, the lines seem to converge in depth just as the size of the columns in
an arcade apparently diminishes as space éxtend¢ her away from the Vi e
marking of spatial recession towards the high altar pulls one forwards, and culminates in the
viewerds experience of the cathedral 8ds most
crossing. Itis arguable, howeye i f t he Operspectival é effect
felt by the designers of the Duecento Cathedral, since such a system of radiant, receding
parallels, as well as the very notion of | oo
Tre- and epecially the Quattrocerffs.
The Duomods stripes also create visual n o
particularly unreadable and disorient the viewer along anything but the mairfacwards
or z-axis of the church. The stripes might therioege the central axis of the Cathedral not
only by serving as a cue to forwards motion, but by engendering visual confusion along

other potential sightlines or paths of motibii.is difficult to read the interior layout of the

489 A thorough work on this questiorFidippo Camerota, "La prospettiva del Rinascimento: arte, architettura,
scienza," (Milano: Electa, 20@e alsblans Belting-lorence and Baghdad: Renaissance Art and Arab Science
(Cambridge, Mass.: Bap, 2011).

490The fact that the pattern of stripes changed might be telling. The Trecento constructions feature much less
dense striping, comprising mostly white marble with abeqtiarter the number of black stripes that

decorate the earlier colusn The width of the black stripes remained fairly constant from the tihee

Trecento programs. Interestingly, the later Trecento Duomo Nuovo displays a pattern similar to that of the
earlier Trecento choir extension, but with one notable diffetenbéadk stripes are farther apart the higher

they are located on the building, until in the highest register, they again become more closely spaced. Aesthetic
consequences should be considered: The Trecento change towards a lighter pattern méy thisothelica

Duecento pattern was too packed. Certainly the Trecento choir addition is significantly lighter feeling and less
oppressive than the parts of the cathedral that date to the Duecento.
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Duomo; the contours of éhcolumns in particular are significantly harder to distinguish or
fix than they are in churches with uniformly colored columns and walls.
Perhaps the most important effect of the interior marble cladding of the Cathedral
though, was its possible impacttmestablishment of an image program within the
Cathedral. The dense pattefstriped marblenade the inclusion of an image program of
frescoes and/or mosaics problematic. Some of the areas in which frescoes might normally
be found (for example in theerior nave walls) were largely taken up by expensive marble;
a large high altarpiece, however would have nicely exploited the visual potential of the
Cathedral 6s decoration.
The stripes would also have reinforced the strandi&ersgiatiality of #h
Cathedral ds unique hexagonal <c¢rossing; the h
have emphasized the presence of the high altarpiece by delineating only one axis of
movemerfit hat | eading to the altarpiuwetye. Si enado:
different architectonic space than the two common forms for major churches found in Italy:
the tauplan church and a church with a transept and a square, rectangular, or octagonal
crossing. Unlike either of these, the Cathedral in Siena doesapbdefathesuppresses
left-right or xaxis of vision and movemeR(re39). In Siena Cathedral, the massive side
piers standing in the middle of the side aisles and in the middle of the transept arms severely
restrict the \@ual connection between the space of the crossing and the space of the
transepts and choir; the view of the space is further complicated and confused by the

stripes”® The side piers do not allow for an obvious left to rightaaisx In fact this

“1Thesec al | ed oOpi eno i n aswiteacolummdividing i) Was mdreecdndmoraixthes (i e,
medieval period and became less used during the Renaissance, though Brunelleschi used it in the east end of

Santo Spirito. S&enato Bonelli, "Il 'pieno in asse’ e le due simmemsyetti@d 36 (1985); Arnaldo

Bruschi, "Brunelleschi e la nuova architettura fiorentirgtgria dell'architettura Italiana: Il Quatthbcento

Francesco Paolo Fiore (Milano: Electa, 1998), 110.c an al so be seen in Giottods g
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crossings not a crossing, not the point of intersection of two lines or the overlapping space
of two distinct architectural areas; instead, it an open center around with its own centripetal
architectural forc#?

The designers of the Cathedral may have beeortabid with a hexagonal
crossing because the spatial sense it would create would in fact be in keeping with buildings
that may have served as models for the Duomo in Siena. Indeed, the plan of the building
whose architecture has been seen as most @tely to that of the Sienese Duomo, the
cathedral of Notr®amela-Grande in Poitiers, also defines only one major axis of vision
and movement, and, like the Sienese Duomo, it is the foaerdr zaxis, which

terminates in a rounded, Hliké spacer{gure108.*3Churches without a transept were much

Francesco Benellihe Architecture in Gid®aihtingSambridge; New York: Cambridge University Press,
2012), 44.

492This effect may very well be more pronounced in the modern cathedral because during earlier periods the
area may have been reserved for clergy.

493MilanesiDocumenti per la storia dell'arte senese: raccolti ed illustrati dal Dqtt: G ditanesi

WagneiRieger, who thinks Siena was modeled on-Raimeela-Grandein Poitiers as well; she also thinks

the facades are relatéthgneRiegerDie italienische BaukurBeginn der Gatikl98, 205Van der Ploeg

disagrees and says Wagtere ger 6 s compar i s o wvanider Plaegrg Archiettureeand convi nc
Liturgy: Siena Cathedral in the Middi& Ahgesathedral in Fidenza deserves mention here dSgued (

110Figurel1?. Though | have never seealdsely compared to the Duomo in Siena, the largely intact, 12

century cathedral of St. Dominus in Fidenza (also on the Via Francigena) shares some unusual characteristics

with the Sienese cathedral. Some features are also shared widbrNetreSrande in Poitiers. St. Dominus

al so has flanking towers and a tripartite fa-ade (in
a fair amount of exterior sculpture. The form of the central portal at St. Dominus in particular ithaéry like

in Siena. The proportions are similar, and are unusual, and the inclusion of a narrative lintel in each is also
unusual (though Sienads current lintel dates to arour
stretches across the voussos , wher eas in Siena the | evel of the 1| in
capitals. In each, a strong horizontal defined by texture is drawn through the level of the lintel, emphasizing the

depth of the sculptural decoration. This is not trafaommon detail in Italian or French portals, where it is

more common that a narrative | intel should be |l ocatec
Interestingly, the lintel is level to the capitals of the supporting columns in tbeiet&into portal at Reims

as wefl which is also a stop on the Via Francigeigarell14. Bourges offers another examplgurell3.

Finally, both in Siena and in Fidenza, the innermost supports of tharpgigis rather than columns, and in

each the side facing the facade is left blank, as is the capital. Reims has a similar blank capital and pier. In

addition, St. Dominus in Fidenza was clearly was designed to cater to pilgrims: not only is¢here a friez

displaying pilgrims that charmingly runs around the corner of the cathedral (

Figurell , but a prominent statue of Simon Peter on the f
you the way t o Ro méesedvesinenidn fs éhe cathedralloféBiemted 6 Ahgoul ° me i n
Angouléme, in Poitou near Poitiétig(rel09. SairfPierre was begun in 1110 and finished relatively quickly,
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more common in France, and Siena Cathedral was unusual in its early attegtion of

French Gothic style

The Location of the High Altar

| f DuMaesthteedsated the Virgin and Child Enthrone
the image implies that the high altarpiece was at least designed to be located within the
crossing and under the dome proper. In fact, the location of the high altar in the early
Treento is an open issue in the scholarship on the Cathedral, but it seems likely that the
high altarpiece was indeed initially located within the Cathedral crossing, as most scholars
currently believesigure70.***Du c c i 0 6 s om neap evenprevideé evitleince for such a
location.
A new high altar was commi ssioned near th

construction, as two documents from 1259 4tt&stholars have assumed that the altar

in 1128. It also includes flanking towers and extexsaréor sculpture. The sculpture here is extremely

vivacious and animated, with figures interacting across the facade. Neither the plan nor the interior of Saint

Pierred 8 Angoul °me, however, ar e v eDygmelsGranddirRaitiers. o Si enads
However, one interior feature here is similar and that is the treatment of the arch leading to the crossing. As in
Siena, in Angouléme there is a blind arcade and a window. In Siena this was almost certainly occasioned by the
roof being raiseavhereas in Angouléme it appears to be original tottlediry structur€hristian

Gensbeitel, "L'architecture religieuse du Xle siécle en pays charentais et ses transf@miidnsdle

siécle" (Université Michel de MontaiBoedeaux Ill, 2006).

494See for exampRutzek, "Un dibattito sul luogo idoneo del coro dei canonici e sull'altare maggiore del
Duomo di Siena (1492)," 1Dk Marchi also sta¢hat Sible de Blaauw came to the same conclusion, but |

have been unable to find the reference he names, which is Sible d&Blaalwi t ect ur en | i turgi e
kathedrgal 01l ncont r i , 6-118. SeDe MarcHi)"ll prograntm® 8i |'allestiinénto delle pale per le
6cappell e ded nostri a v o c a tike &usini,Bacci,chnd White, Sttuichh®@zi ena , " 5 ¢

also favors a hexagonal form for thdrc$talls. De Marchi has presented the best (but to me nonetheless

unconvincing) evidence against the hexagonal arrangf@cheb 8, footnote 58he idea of a freestanding

altar under the dome is still not universally accepted: Gordon, for example, thinks that a document that records

the demasthing of a wall behind the altar for the building of a new sacristy does not make sense if the altar

were freestanding. However, Obehindo6é the altar is so
argument forwarded by Struchh@mrdon, The Italian Paintings beforel 780085potnote 57.

495|n 1259, a donation to the high altar is recordedDN88matico S. AgastiP®9 giugno 286ummarized in
Butzek, "Chronologie," 1Bocument published i#indrea Giorgi et al., "Dokumente,” ibid., doc. 14, 729.
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made just after 1259 was that on which Dwddasstevould have been placed, because no
other documents regarding a new high altar have been found pertaining to the period
between 1259 and the late Trecitbo we ver , t he | mmMaessae si ze of
around 15 feet long, argues for a conemthytlong altar, and it seems unlikely that the altar
endowed in 1259 would have been made so large, without a specific need to do so. We may
simply be missing the information for the extension of the higt{’ dlh&rlocation of the
high altar that wasulit in the mieDuecento is a subject of debate. Some scholars, including
van der Ploeg and Haas and Winterfeld, think the altar was located behind the hexagon, in
the first bay of the chdit Other scholars, including but not limited to Middeldorf
Kosegaen, WhiteStruchholz, Brogi, and De Marchi, believe that the Duecento high altar
was located beneath the domigues69-Figure71).*°

The primary piece of evidence for a location under the dome haslbaenent
dated 28 November 1259, which states that ot
the cathedral must be built beneath the great dome, with steps on all sides so that people can

ascend to the choi*Howened thelocumant recorfls asnmaritg ¢ h ur c h

496 See for exampMaginnisThe World of the Early SienesglRainteotnote 99.

497 Alternatively, the cathedral may indeed have required an especially large thiéelnjgtinakkar displayed
decorated candles donated by client cities and feudal
dominion. See especially footn&#3545

498yan der Ploeg, "Architectural and Liturgical Aspects of Siena Cathedral in the Middle Ages," 137; Haas and
Winterfeld, "Baugeschichte," 415, 472, 467.

499Middeldorf Kosegarten, "Zur Bedeutung der Sieneser Domkuppel,”" 74DWduie;, Tuscan Art and the
Medieval Workst8$y StruchholBie Choranlagen und Chorgestiihle des Si@4dékekridoezeBrogi, "Tempo
e immagine del Duomo di Sienal'arricerca delle origini: leggere l'arte detlaSamesBruschelli, Quaderni

del |l " opera (Siena: OPA, 1999), 57; De Marchi, "11 prc
nostri avocatid nel duomo di Siena," 593.
5pquod altare sancte Marie, et corum ipsius episcopal

episcopatus; et quod fiant gradi adnipsorum ex omnibus partibus per quos gentes accedant ad Corum et
Al tare ejusdem e pMNianestdpcanentiger @@astililatel seénesh: eadcolti ed illustrati dal Dott.
Gaetano Milanésiloc. 3, 14@1.Translation ivan der Rleg,Art, Architecture and Liturgy: Siena Cathedral in the
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opinion expressed by three members of goeirs®n civic committee; the other six
members felt that the altar and the choir on
honorable canons of the cathedral and the officialhhaf Op er a **bBWhileth®u o mo . 6
wording of the text suggests that the majority of the committee favored an arrangement in
which the altar was not located exactly under the dome, it is not clear that the majority
opinion in this deliberation was followedg r i s it compl etely obvi ou:
arrangement did not include t¥hkisdlsogoh al tar b
necessarily the case, as many scholars seem to have tacitly assumed, that if one aspect of the
minority plan was everly carried out, so was every other parti€llzteed, the most
careful scholaworking on the Cathedral, MomiButzek, has argued theithgrlan was
carried out, due to a change in the leadership of the’®pera.

There are other, indirect pieceswélence that have been marshaled in support of
an arrangement in which the Baed early Trecento altar/choir complex was located under
the dome: A parchment with a proposed plan for the later Trecento Duomo Nuovo shows
the high altar located under tiwame Eigure72). Middledorf Kosegarten suggested that this

proposed arrangement might have been a holdover from an earlier version of the church

Middle Age83.Van der Ploeg correctly interpreted this not to be a decision but a record of two different sets

of plans. I n Whiteds reconstr uc traisedandsurfowndedllyai r ar ea i
railing of some kindHaas and Winterfeld, "BaugeschichteV¥n der Pl o e gonstroctiombkfs Whi t e 8 s
the choir stalls, which in his plan extend in front of the high altar, makes little formal or liturgicai siense:

PloegArt, Architecture and Liturgy: Siena Cathedral in the Biddle Ages

501See footnote above.

502Haas and Winterfetdake much the same poidias and Winterfeld, "Baugeschichte," 411.

503See especiaBgruhholz,Die Choranlagen und Chorgestiihle des Sjdeffer Domes

504Butzek, "Il Duomo di Siena: ipotesi kwai documenti del Duecento e sulle vicende costruttive della parte

orientale della chiesa," 113; Giorgi and Mosc@dskipire una cattedrale: I'Opera di Santa Maria di Siena tra Xll e
XIV secol@374.
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interior, but such an idea does not take into account the fact that the high atm had b

moved deeper into the choir by the later 1300s: Indeed, a new high altar was begun in 1366,
when the altar would be moved into the-eapanded choir; this new altar was renovated
already in 1378, by which time it had definitely been moved bacthmihoir. A new

painted and gilded wooden baldachin was set up over the altarpiece, but installing it required
removinghe Maestfrom the altar, and the Opera took the opportunity to also restore the
stonework of the altéf. The Maestwas reinstallechdhe high altar in 1382, as documents

attest. Since a similauation can be seen in the 1¢8Bellaook coverattributed to Pietro

Orioli, it is generally assumed that the altar was still in the last bay of the choir during this
time Eigure12]).

Although the late Trecento and probably the Quattrocento saw the high altar located
in the eastern end of the choir, a later version of the altar/choir complex in the Renaissance
Cathedral again favored the central concept. EarlyahistbSiena Sigismondo Tizio stated
that in 1506 both the high altar and the choir were located under the dome in a passage
referring to the Pisano pulpit: OoMost nobl e
to the choir, which was under thee mh e *** The ahoir (but not the altawas moved out
from under the dome, Tizio claimed, against the will of the canons under the government of
Pandolfo Petrucci (Petrucci consolidated power around 1500; Tizio lived fraB28458
Ti zi o0 s tydorumentay evidénee foo an bbvious if usually unacknowledged

issue: the Cathedral was a political space, and locations withifi iincieed almost

505 AOMS 206 (357), fol. 62r/v 65r, 66r, 69r, 70r, 74v; AOMS 209 (172), fol. 5v; publigkied lilDuomo
di Siend: 322; Butzek, "Chronologie," 81.

560 Nobilissimum pulpitum mar moreuméin Magnifica Eccl e:

fuit hoc anno erécu n8igdmondo Tig, Historiae Sener®sesls., Rerum Italicarum scriptores recentiores
(Roma: Istituto storico italiano per I'eta moderna e contemporanei9®98bro X.
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certainly were tied to changing political realities. Culled from a long line of rich and
powerful Sienesclans, the canons would have formed a political consfituwerecthat
Petrucci may have sought to marginalize by exercising authority over the space of the
Duomo. Records from the Balia claimed that the change in the positiachofrtivas
made for reasons concerning the oOpropero vis
the canons would have to make do with the oc
there was also an antechoir and a retrochoir immediately pr@g>6 15
But the situation Tizio described in the early Cinquecento may have been changed
again by the late Cunegento: the historian of SieBartolomeo Benvoglientiaimed to be
present in 167 when Beccafumi laid the marble floor under the dome dhe grocess,
uncovered the crypfBenvoglienti recorded that the crypt was located under the high altar
and the dom&°Finally, support for the theory of the late Duecento and early Trecento high
altards | ocation under torerginedabhedeal, wherensuch f r om t

an arrangement, and a surrounding polygonal choir, stiflmdever, a drawing of the

507 ASSBaliab2, 58r, 59v.

508 Benvoglienti, provost of the Cathedral canons, waditeatrite his work by the archbishop Cardinal

Francesco Todeschino Piccolomini as a means to Oprove
approached the question by attempting to link Sienese and Roman architecture. Others also p#récipated in
assignment, and those works were preserved in two Sei

manuscripta ab Origine civitatis ad annum MCCCCLXXI I,
Ms. D. 166. As a work of explicémpanilisritstould be read with a strong critical eye and is of some,

though limited, historical use. For a lucid discussion of the work in corftetireee Nevola, "Revival or

Renewal: Defining Civic Identity,"Shaping Urban Identity in Late Medieval Europe = L'apparition d'une identité

urbaine dans I'Europe du bas megeMageBoone and Peter Stabel (LeuvaanG 2000), 14120.

509Bartolomeo Benvoglienbge urbis Senorigine et incremento offsieniduper Simeonem Nicolai, 1506), 12
ff., 18.A relevant extract from the text is printeRdaierto Guerrini,Parietes non deformiténpictlipinti

assai gratiosamente). Risultati e prospettive del cantiere sotto il duomo di S@ttwil Tnomo di Siena:
scoperte archee|aictitettoniche e figadhtReberto Guerrini and Max Seidel (Cinisello Balsamo, Milano:
Silvana, 2003), 25.

510Middeldorf Kosegarten, "Zur Bedeutung der Sieneser Domkuppel,” 77.
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Siena Cathedral s plan from 1658 again shows

the choir Eigure75).

Taken together, the sources indicate that 1) from around 1260 to around 1375, the
high altar was located under the dome proper or within the choir but very near the juncture
of the choir and the crossing; 2) by 1375, after the Trecento expansahoi thnd
transept was completed, the high altar was moved further back into the choir, where it
stayed until at least 1483; 3) by 1508, the high altar was again located under the dome and
stayed there at least untilZ51) by 1658, the high altar lbade more been moved back,
now into the last bay of the chaiig(re69-Figure75). How he altar and its altarpiece were
protected during early construction and various reconstructions is unknown.

The issue olvhere the altar was located on the horizontal plane of the Cathedral also
brings up the related question of where it was located vertically. The vertical location cannot
be pinpointed exactly; the main difficulty in determining the original verticad tafciie
high altarpiece lies in the fact that the exact location and extent of the raised presbytery is
unknown; at the same time, the presbytery was very high, and therefore would have had a
major effect on the vertical location of Meesfa and therfore on its visibility

The building for which Duccio made his high altarpiece included a high raised
presbytery over a crypt or underchurch. Partly from the evidence of the frescoes that survive
from the Duecento crypt, which have been cut off on dpeedge, it is clear that the
ceiling of the Duecento underchurch or crypt and necessarily the floor above it, was
originally much higheFigureso-Figures3). Enzo Carli early on suggested the height of the

underchurch or crypt might have been quite significant, as much as 1%A'iedeetore,

511Brogi, "Tempo e immagine del Duomo di Siena," 84.
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the high altar may have been set over twelve feet or four meters above the floor of the nave;
at around fifteen feet or five meters high when assembled, not inclydielgeat may
have stood aMaesteeuldihave loomead more thad sventy feet or nearly
seven meters ovédret heads of the common visitor

But where exactly was this raised presbytery floor? Did it include the hexagonal
crossing or notPhere is almost no physical evidence. There are no traces of a raised choir
on any surface of any of the piers of the hexagon; as architectural historians Walter Haas and
Dethard von Winterfeld charmingly but correctly note, this is impossible but essethel
true?Thus the raised floor of the choir must either have never touched any of tfe pillars
effectively impossible given the high crypt undefneatimore likely, the foundation
pillars exposed when the floor was sunk after 1317 were expertlyl disgpunsv marble
revetment.

There is only one other piece of physical evidence for the location of the raised
choir, and that is the remnants of a striped marble staircase on the southern wall of the
crypt, leading to the hexagon abeigares6) > Partly because of the pitch of this staircase,
and partly because of what is assumed to be the normal layout of a medieval Italian church,
most scholars place the raised floor of the choir as beginning at the eastern edge of the
hexagoracrossing. However, such an outlet could indicate that the raised choir was either at
the juncture of the crossing and choir or that it extended to the hexagon; therefore, the
staircase remnants cannot determine the exact extent of the raised chaiawohel

down the Duecento | ocation of the high altar

512StruchholzDie Choranlagen und Chorgestiihle des Si@ged¢adsommels\Winterfeld, "Baugeschichte," 403.

513"Baugeschichte," 4@03.
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Cathedral is exceptional, and normal practices cannot be assumed to have been followed
here.

The Maestaself suggests that the raised area extended wendenth. The high
altar must have been located in tbh presbytery, and the imag&rgsed previously,
suggests a |l ocation under the dome. Il n addit
high altar might have made more formal sense undentbe akrtainly the image of the
Virgin behind her hexagonal footrest made the most formal sense if the high altar were
located within the crossing.

Finally, the location of the high altar brings up isssues of access. Because of the
height of the presbytey bef ore 1317, the visibility of D
installation would probably not have been very affected by the preseaceeifitaough
it is uncertain if the Trecento church even included one. The Duecento Cathedral probably
did, aml a Bcecherna panel of 1483 appears to depicFane121).>**A canceltould have
restricted physical access, however, as could a choir screen. However, it is not until 1367 that

there is evidence for a proper choir scréenenthen, thepresumabliessaccessible back

s14Middledorf Kosegarten believes that the model faratheelieas that in Pisdiddeldorf Kosegarten,

Sienesische Bildhauer am Duomo Vecchio:KatptlieinzBireBa 12580 53.See alsBraun,Der christliche

Altar in seinesgichtlichen Entwicklu6g9 ffCar | i 6 s i dea that a set of survivi
originally came from tleancelas been generally accepfagufe54). van der Ploed\rt, Architecture and

Liturgy: Siena Cathedral in the Midd10;MgeSiorgi and S. Moscadelli, "Quothes cerei ad Opus

deveniant. Il finanziamento dell'Opera del duomo di Siena nei secoli Xl Hugdvg'Rivista Stddiea

(2001)One is mentioned in the c. 1Z&loTrombelli,Ordo officiorum Ecclesise Senensis, ab Odorico, ejusdem ecclesiee
canonico, anno MCCXIII. compositus: et nunc primum a D. J. C. Trombelli ... editus, et adnotationibus illustratus,
vinditatusgueor a discussion, quotes, and translationasegter Ploeg, "Architectural and Liturgical Aspects

of Siena Cathedral in the Middle Ages," 133A%52.the 15 century image, Van der Ploeg states that the

i mage cannot oObe convincingly interpreted as part of
reason for this conclusiofrt, Architecture and Liturgy: Siena Cathedral in the Btiddle Ages

515A second screen was added to close off the chancel and the chapels of St. Ansanus and St. Victor in the
1380sArt, Architecture and Liturgy: Siena Cathedral in the W@dle9AfEsmanSiena and the Virgin: Art

and Politics in a Late MEeGigv&tat@19, ftnt 51Gail Aronow, "A Description of éhAltars in Siena

Cathedral in the 1420s,"3ienese Altarpieces;14B05Form, Content, Funetioenk W. van Os

(Groningen: Bouma's Boekhuis, 1990), 232.
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of the altarpiece was probably visible to most people in the Cathedral: in 1339, the
government stipated that candle should light the back side of the altarpiece at all times, in
addition to the three that ady continuously illuminated the front itk.new

candelabra by Ambrogio Lorenzetti was commissioned for this purpose.

516|sraéls also calls into evidence two much more tenuous points, the Quattrocestowirag&St.

Ant hony prayi ng b e hihRgdrelI3weddhie fad that Ghibegrthrefexredttaabotip sidesc e (
of the altarpiece. Neither is true evidence for regular lay access to the back of the sig@lpie@an Angel

at Huis Bergh: Clues to the Structure and Function of Duccio's 'Maest@grd80.also mentioned thae
secondrdaefers to liturgical activity both in front of and behind the high altar. This is a somewhat odd piece
of evidence, since the fi@tdanakes the same referenGsdon, The Italian Paintings beforel7200
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Chapter 4: The City as Patron

Duccio, as we have seen, expanded the monumental monastic Virgin and Child Enthroned
into something @t became much more thamaestd he narratives on the front and back
faces contextualized the Virgin within the story of Christ and emphasized her role in the
Incarnation. The depiction of the Virgin, and particularly her relationship to the architectur
of the Cathedral, presented her as a symbottesia
In addition, the inclusion of the attendant saints and angels, and the extremely
unusual depiction of the doHike civic saints, socially located the figure of the Virgin. For
one, the positioof the Virgin with her attendants resembles a court, positing her as a
destination for the mobile vieven d b r i ngi n g raems theldestinatibntoh r pi e c e €
the Feast of the Assumption processions. It may also refer to secular state power. Further
the relationship of the figure of the Virgin to those of the civic saints indicated the
underlying power structure at play in the commissioningéagstaand indeed implicitly
refers to the larger issue at stakdy did theMaestaome to be made all? Neither
necessary for the liturgy or even for prevailing fashion, and accomplished in a different
medium than the traditional luxury goods of a medieval Cathedral, it was hugely expensive
and time consuming. The answer may lie in the politicabaodexhistory of the period,
a moment when the government was enacting stricter control over many aspects of the city,
not | east over the funding of the Cathedrald
sectarian opposition.
The position ofthecivea i nt s Maest®unigue in dtadissr medieval art,

meaningfully combining the categorieswa¢ saint and donor portrait in a manner that
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implicitly politicized the main image of the altarpieCiic saints were normally
represented as the central figures at their own altars, or as side figures in polyptychs, where
they would have been framed within individua
Sienese Duomo, for example, the fouc si&ints are represented in full length, frontally,
flanking the main images of the VifgiB.ut Ducci o0ds ci vic saints oc
pictorial space as the Virgin, rendering them physically and metaphorically closer to her.
Since the efficacysfai nt s | i es in their oOoproximityo to
depiction of the civic saints represents them as significantly more influential than prior
representations.

If the Maest&civic saints reject the normal representation of civig, $h@y also
meaningfully defy the normal form of a donor porDamor portraits in the early medieval
West generally share three fundamental attributes: the donor is shown kneeling, in profile or
in limited threeuarter view, and is physically smtéan the main figuf€.In the
Byzantine tradition, donors were usually shown kneeling or crouching, but could also be
shown standing, and might gesture towards other figures. The same gesture could be made

to a representation of a ruler in Byzantin&®amtboth pictorial traditions, donors might

517Riedel was able to find a small handful of analogues in ByzantineRiediiihas MaeskEild in der
Sieneser Malerei des Trecento: unter besonderer Beriicksichtigung der Darstellung im Palazzo 3ymunale von San Gir
plates 34.

518These saints aresth s ame as t h os eMagstapith aneé exceptionn Thdpaintiog replaces
St. Bartholomew with St. Victor. Siena won a major battle against Montepulciano on his feast day in 1229.

519There are notable exceptions including the large, standing statues of donors at Naumberg and the stained
glass window depicting Abbot Suger in St. Denis. The figure of Suger is small, but he is prostréting himself
this is not kneeling and praying, buteat more extreme iteration of the same idea.

5200ne might also kneel before a temporal ruler, but on one knee. Kneeling on both knees for a king or court
would be considered a symbol of subjugation and penitence. J.A. Burrow discusses this dmet several ot
medieval texts that address the distinction between kneeling on one or botll kAeBsiimowGesturasd

Looks in Medieval Narr@@iambridge; New York: Cambridge University Press, 2003), 19
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offer a representation of the object of their patronage such as a model of a church: for
exampl e, i n Gi odsidedpSiesanetchiialtarpiece, the dombokoeel$ an both
knees and holds a miniggaltarpiece up to the Virg#igure184. Donor portraits
represented |iving or recently deceased huma
for the workdés creation, the i mpeésentedti on bei
had paid for it.

The status of the civic saints as donors iM#esté equivocal, recalling donor
portrait conventions but also straying from thkencivic saints kneel on both knees, and
they are smaller than the Virgin, but they are n@ttur and there are other figures on
the same scale asthecivics#&ii8t r angel y, the civic saintsd h
prayer, and they offer no object to the Virgin. Their gesture towards her seems to at once
present to them to the Virgin, herus, and us to her.

By putting the civic saints in a dehke position, Duccio suggested the basic
political reality of the creation of the altarpiece, which the city both supervised and paid for
via the governmeigbntrolled Opera del Duomo, witmds largely gleaned from the

popul aceds forced donati on ©&4Thewl@mmpieceinom t he F

521There are a handful of examples of civic saints appearing-dempurasi Byzantine arRiedl,Das Maesta
Bild in der Sieneser Malerei des Trecento: unter besonderer Beriicksichtigung der Darstellung im Palazzo Comunale v
Gimignan@0, plates 337.

5220n the civic nature of the Opera &ergi and MoscadelCostruire una cattedrale: I'Opera di Santa Maria di

Siena tra Xll e XIV secofy 68The city made all recorded mayts for thénigh altarpiece and the funding

stream is untraceable. The Sienese method of record keeping merges all revenue and disbursement streams into

a single pot. There are stories surrounding individual donations to support military needs, and a few

contemporary examples of donations made for specific works: for example, the donation in 1259 specifically

for the high altadSSDiplomatico S. Agastid®9 giugno 26ummarized iButzek, "Chronologie," 15.

Document published iindrea Giorgi et al., "Dokumente,” ibid., doc. 14 Af&&ther example arke

interestfree loans given by several citizens for emergency funding for the Cathedral construction in 1320:

Monika Butzek, "Chronologie," ibid., Bés possible that a certain revenue stream was tacitly earmarked for

cat hedr al i mprovements or civic projects, asd/ or that
paucity of records of ostentatious donations suggest it was rare. The Trecento saw the rise of patronage in

Siena. The only place in which we can really determine revenue streams and their specific allocation was in the
records regarding loans, bothéoct and voluntary, extracted from the ci
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turn presided over the rituals of the Feast, and was the backdrop to the donation of wax. In

a way, then, the altarpiece is an unusteahstat of civic power and governmental
dominion: even in the heart of the bishopos
physical and economic intermediary, presenting the Virgin to us literally, in the altarpiece,

and figuratively, through thenemissioning of the altarpiece. The civic saints as quasi

donors also replicate the representative nature of both salvation and governance in medieval

Siena.

Civic (Dis)Order and the Feast of the Assumption

D u ¢ cMaestpsovided a monumental stagetfdn e dest i nati on of the ¢
most important holiday, the Feast of the Assumption on AL&justhe main event of the
Feast was a massive-uitgle procession to the Cathedral, where the entire populace
presented candles to the Virgin. Teask of the Assumption was celebrated all over Italy,
and often in Tuscany as an official holiday of civic membership, as it was*tnSiesad,
DuccMaesthte)ay have been made partly or even | ar
attempt to increasedlscale and magnificence of the Feast in the early Trecento. The
Maesths st atus as the destination for and prim
control argues that it must be considered an intensely political, politicized object.

As many dwlars have suggested, locating the Virgin among the standing saints and

angels and the kneeling civic saints in Ducc

secured with specific revenue streBmssky,The Finance of the Commune of Sieda5 Crapter VII,
"Forced Loans," 16838; Chapter VIII, "Voluntary Loans and Pawning;2249

523ThompsonCities of God: The Religion of the Italian Com828s, 1826e especi al

l'y oCandl e:
Commungy 14583, and OHonoring tI62 Virgin and the

City,o 1
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holding court. But the kneeling, gesturing saints especially suggest that we adstinfthe m
some kind of action, since their positions are not ones that could be easily held for very long.
Indeed, the Virgin might be here depicted as the destination the altarpiece immediately
became, as the monumental focal point for both the reguigr diha the rituals employed
on special holidays.
Scholars have stressed thaMbestas the subject of its own procession upon its
installation, but one should be careful to make the distinction between a procession, a
o0osol emnd r i tearepéatedacdordingucsalcaehndary anaanparade, a festive
celebratory act that, like a procession, included a group of people moving together from one
point to anothet?* The distinction is, however, uneasy, as ritual processions like the
Assumption mighihclude instrumental music and dancing, and parades might mimic some
of the organization of processions, for example in the order in which people gathered and
manner in which they moved. The installation ceremobyufar ¢ Maestalsould
probably be ca@idered a parade, since it was not part of a ritual calendar.
Financi al documents attest that the parad
musicians to accompany the festivitiddie Trecento Sienese chronicler Agnolo di Tura di
Grasso recorded tiaestparade in detail. While some scholars including Garrison have
di smi ssed the accuracy of Agnolo di Turads a
Tura was the communeds keeper of the Biccher

primary sourcedsr at least some of his statemétiBowsky judged the Agnolo di Tura

524"Cronaca Senese conosciuta sotto il nome di Paolo Tommaso Montauri," 236.

525 ASS Biccherd5, fol. 261r. Summarizedintzek, "Chronologie," 3Rublished and translated into
English inSatkowski and Maginniijccio di Buoninsegna: The Documents and, Barlyi6ources

526Bowsky, "The Impact of the Black Death upon Sienese Government and Sécietg,'t4 Lusi ni 0 s
opinions on Agolo di Tura seibid., 3, footnote 14.
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text to have been written around 1350, relatively soon after the installation af i 0 6 s
Maestin 131%' The account reads:

The panel was painted outside the Porta a Stalloreggi in th
Borgo a Laterino, in the house of the Muciatti. The Sienese
took the panel to the cathedral at noontime on the ninth of
June, with great devotions and processions, with the Bishop
of Siena, Ruggero da Casole, with all of the clergy of the
cathedral, andith all the monks and nuns of Siena, and the
Nove, with the city officials, the Podesta and the Captain, and
all the citizens with coats of arms, with lighted lamps in hand.
And thus, the women and children went through Siena with
much devotion and arouttte Campo in procession, ringing

all the bells for joy, and this entire day the shops stayed
closed for devotions, and throughout Siena they gave many
alms to the poor people, with many speeches and prayers to
God and to his mother, Madonna ever Virgiryfjsic], who
helps, preserves and increases in peace the good state of the
city of Siena and its territory, as advocate and protectress of
that city, and who defends the city from all danger and evil.
And so this panel was placed on the cathedral omgkhe h

altar. The panel is painted on the back with the Old
Testament [sic] with the Passion of Jesus Christ, and on the
front is the Virgin Mary with her son in her arms and many
saints at the side. Everything is ornamented with fine
gol§é

Vasarirelated hat a par ade accomparRucelldiMadbima | nst al |l a
Florencebut Wolfgang Loseries points out that Vasari was almost certainly recording the

procession that accompdMaest8dasheri 6asaatbant on

527Garrison Studies in the History of Mediaeval Italiat\P&Bting

528di Tura, "Cronaca senese attribuita ad Agnolo di Tura del Grasso detta la Cronaca 34a&ygiore
Translation fronstubblebig, Duccio di Buoninsegna and his 388doh. 25.

529Dr. Loseries brought up this issue during the defense of this dissertation on Oct 19, 2016 and explained his

views on it. Mul vaney a swide prdacession afdstival ¥scasancrete exapger c ei v e d
of a humanistic civil ideal: an event wuniting art anc
mentions the procession on p. 39, not p. 40) only quotes the Agnolo di Tura account of the procession leading

tothei nst al |l at iMeestanfi Dheni sfates that O0This spectacle o

image of the Madonna to its cathedral has fired the imagination of many a romantic, for it was a perfect answer
to a deepseated desibthe complete integtion of art and society. A story of this kind proved that the
integration had once been reality and not some unattainable dream. Lord Leighton, the famous Victorian artist,
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entirely uncorroborated (while the Sienese case is supported with multiple sources including
payments); Vasari also believed th&toellai Madomvess made by Cimabue. Loseries
argues that Vasari probably knew that the painterRbéitediai Madohaa ben honored
with a procession in his hometown and transposed Duccio and Siena onto Cimabue and
Florence.
Ducciods massive work must fiswaghtpr esent ed
must have been enormous and its size could have made it extrécoélyodiffove into
the Cathedrél not to mention the fact that moving the work would have risked damaging
it.>*°0One must considéne possibility thatnly part of the work was paradgutobably the
greatcentralpafiee nd t hen set uplargerfrantewonk. t he al t ar pi ec
If not uncommon, the implications of processions or parades for the installation of
art works are profound. Processiongvrequently undertaken by that@dral clergy, as
is evident from a bull issued by Pope Celestine 11l Orsii April 1194, which stipulated
that all Sienese chaplains must be present in the city for major feasts, expressly so that they
might participate in processiéti®rocessions bonded participants but also displayed them

and their affiliations and allowed people to publicly perform social ré{€é/edding

actually executed a painting b a sabdingcamiedMrapsoeessiod s descr i
through Florenceéd Vasarids account of the processior
the conjunction of art and society: indeed, it is very difficult to read this interpretation into this section of his
work.SeeMulvaney, "Duccio's Maesta Narrative Cycles: A Study of Meani0g, S¥&nese Altarpieces, 1215

1460: Form, Content, Funct#inGiorgio VasariThe Lives of the Artisiss. Julia Ceray Bondanella and

Peter Bondanella (Oxford: Oxford Paperbacks, 1998), 11.

530professor Hood brought up this issue in the defence of this dissertation, Oct 19, 2016.

531The manuscript documents are publish&thimi, "La canonica della cattedrale senese nei sexioff XI

257; Paul Fridolin Kehr, dthlia pontificia, sive, Repertorium privilegiorum et litterarum a Romanis pontificibus ante
annum MCLXXXXVIII Italiae ecclesiis monasteriis civitatibus singulisque pdBermbripApessorum

Weidmannos, 1906), Illl: 207, no. 10.

532 A good short overview is foundTihompsonCities of Gdthe Religion of the Italian CommuA&25.125
oCommunities i-MM8Procession, 6 136
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processiondor exampldyecame a primary means of communicating social status: the bride,
surrounded by her family, processed to the ¢
unique opportunitfor the display of wealth and status through the public viewing of the

wedding clothing and jewef3Burials included processions as well; as confraternities,

which processed regularly, increasingly took on duties and rituals surrounding death in the
lateDuecent o, members would have been witnesse
important holidays but on the death of a member. Given the social use of processions,

parading th&laestapon its installation, an image ofadife z e d owoman @l for om he
house to the church, whi cHcclegiaosldimpglyakimdhoused s
of animation of the figure into the human world.

ButD u ¢ cMaestiaws involved in an annual procession, as the destination of and
backdrop to the culminatio of t he Si enese stateds effectiyv
Assumptiort**Main holidays throughout Italy fell on the feast of the civic patron saint. The
Feast of the Assumption was the primary civic holiday in many towns including in Pisa,
whereits celebration was very similar to that in $fdnalorence, the largest feast was

that of the city0dSGenarally, bowevs tthe civicthdlidayslh e Bapt i

533 An excellent work on this very issu@asole Collier Frickgressing Renaissance Florence: Families, Fortunes, and

Fine Clothinbhe Johns Hopkins University Studies in Historical and Political Science 120th Series (2002)

(Baltimore, MD; London: The Johns Hopkins University Press, 2002), espeically "Payt HoRramil7 7

146Fr i ckd6s book deals specifically with Quattrocento F
and display of clothing, but the general analysis probably holds for this earlier period as well.

534Historians have been mor#ling to recognize the political dimensions of the Feast of the Assumption. For
example, sggiorgi and MoscadelCostruire una cattelftgdera di Santa Maria di Siena tra Xl e X1V secolo
123.

535 Thompson(Cities of God: The Religion of the Italian Com#hB284,6I71 2Filliam HeywooRalio and

Ponte: An Account of the Sports of Central Italy from the Age of Dante tgMteth¥¥th&€utuiyondon,

1904), 126.

536 DavidsohnStoria di Firenke51011.

194



involved processions and the presentation of tribute on the part of @tidamsre run
not by the Church but by the government.

The first document recording the Feast of the Assumption in Siena is a copy of a set
of legal provisions for the holiday from 1200, which also reproduces a later addition made
after 1287, but whichaémost exactly reproduced in the statutes of¥33i& main
recorded ritual of the holiday was a procession on the evening before the Feast that ended
with the presentation of candles in the Cathedral. The exact parade route is unknown but
seems to hausegun at one of the gates of the city, as a statute in 1262 ordered the clearing
of low-hanging balconies from two main streets stretching from the Porta Camollia and
Porta Romana (formerly called Porta Nuova and Porta San Martino) to the Porta
Stalloreggi®

All citizens and dependents of the Siense state were enjoined by law to attend and to
present tribute in the form of candles; citizens afdh&dmnd settlements in theasdead
to send representatives. Within the city, everyone from age6 t&soobliged to
participate, and exceptions were made only for those who were ill, destitute, or who had a
price upon their head resulting from a clan feud. By thEretiénto, the Assumption was
often (but not always) the only feast for which the méngas the highest magistrates,
the Nine, were allowed to leave the public palace, where they were cloistered during their

tenure>>®

537 ASS Diplomatico, Opera Metrop@icdteanbre 1200. Publishe@&tchini, "Palio and Contrade: Historical
Evolution," 348, documentHor a discussion of the relationship of the textibiske311.

538 ASS Statut®, distinctio |, rubrica 3n@rginal addition). Publishedhid., 312.For 1287 see ASS, Statuti 5,
173r, of which an extract is publishe@iorgi and Moscadel@ostruire una cattedrale: I'Opera di Santa Maria di
Siena tra XII e XIV seco) footnote 148; see also 166.

539MaginnisThe World of the Early Sienesg®ainter
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The procession seems to have been headed
enormous, 10pound candle in a painted barrafvich was accompanied by musicians and
directly followed by members of the government itself. Important members of the
government carriedf2ound candl es in decorated hol ders.
wore new uniforms for the festival, all paid fahbycommuné® After the government
and its household came representatives of towns within the Qateimd the city
stateds subject nobl es ,ouldelehtuallyfpreseritotne car r i ed
Cathedral. Finally, the urban Sienese pmptddowed, divided into neighborhood, with
eachcontradaeighborhood) headed by their Isgadlacor mayor, along with the local
milizia or mi | i ti a. F adontradeeld incur a nelativety steep fineavaf t h o n e
20soldi**

Once theprocession reached the Cathedral, citizens were required to offer candles to
the Virgin, the value of which was stipulated by law and varied according to rank and social

position; the basic candle weighed one pbtifde use of candlesticks was striegnmved

540Many of the various documents surrounding the Assumption festivities during this period go into some
detail regarding the clothing worn by retainers of the government. For both primary references and a
discussion se&eecchini, "Palio and Contrade: Historical Evolution;3343

541 ASS Diplomatico, Opera Metrop@itdtesnbre 1200. Publisheibid., 348, document |I.

542Surviving records allow us to make a rough calculation as to the cost of one of these candles: in 1267 (from
August to October) a pound of wax costié6ariwhile the daily wage of a construction worker at the Opera

was 24leari Hence a pound of wax wdlalabdr. Th&medidnhwage foraal ue of a
US construction worker today is $35,000, so if we reduce it to about $30,000 to be conservative and assume

250 working days per year, the daily wage of taecAmconstruction worker is about $120. Therefore, the

basic offering for the Feast of the Assumption was worth about $330 per adult or probably at least $660 per
household. It was by no means an inconsiderable cost. As a caveat, however: thgeimaesaskain the

relative cost of wax (or a decline in the relative value of labor) in the period in question, so this calculation

could be quite different depending on thefiyeaen the monfh for which the prices are taken. For the rates

seeGiorgi and Moscadelostruire una cattedrale: I'Opera di Santa Maria di Siena tra XITabél\a sdcolo

ol l prezzo di cer a aradjBanta Maaid nel catsa tel DDecemto{Z2ZT)H3I¥8 | 6 Op e
and Tabella 1V, o0ll salario giornaliero dei maestri C
1288)," 329
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for members of the government. At some point, several prisoners were released and
dedicated to the Virgin (a practice that could have resonated with the Trial sequence in the
Passi on cy daes)a étthe Brna of the protession, thegownent held what
must have been a quite exclusive banquet in the sacristy, while wine bought by the commune
was distributed to the larger crowd in the Cathedral ffazza.

Thepacified nobles from tleentadondmassaso had to offer an additional ditéy
the next morning: this included their banners, which were hung in the nave, and a larger wax
tribute>**The subjects had to donate a pound of wax for eveliyeb@ssessed tribute
owed; with three quarters of the wax they were to make a deadiiedalledfagliato
and with the rest, ofmund wax candles, which were to be individually donated by
representatives of the estates. The decorated candles were to remain on the high altar all
year, replaced only by the candles brought as the ne&ityeat r i but e. The Duo
guarded a lasting, if changing, memorial to Sienese dominion; in fact, it is possible that the
high altar constructed around 1260 may indeed have been espeiiatydldmgrefore
able to support thiglaesta in order to preide room for the tribute candles to be

displayed®

543Cecchini, "Palio and Contrade: Historical Evolution," 317.

544 ASSBiccherd281, Published ibid., 348, document Discussed iibid., 312In an attempt to control

costs in 1326, the Nine stopped attending other festivals that had been gradually added to their duties.
However, they quickly resumed attending other festivals. The relevant texts are published and translated into
English from Lan in Diana Webb, "Civic Veneration of the Saints at Siedax&x1324.329)," irMedieval

Italy: Texts in Translagdn Katherine Ludwig Jansen, Joanna H. Drell, and Frances Andrews (Philadelphia:
University of Pennsylvania Press, 200@) prohibition on leaving the palace is mentioned also in these
documents.

545Cecchini, "Palio and Contrade: Historical Evolution," 311.

546|n 1259, a donation to the high altar is recordedDN88matico S. AgastiP®9 giugna6, summarized in
Butzek, "Chronologie," 1Bocument published i#indrea Giorgi et al., "Dokumente,” ibid., doc. 14, 729.

197

mc



Many of theituals surrounding the Feast had their origin in earlier forms of feudal
submission. In the earliest surviving document regarding a submission of nobles to the
Sienese state, dating from7l 1de three brothers who were Lords of Montepescali were
required to pay a tribute to thatGedral in the form of two candles whose value was
specified in the contract at fa@di lucchessit?’ Subsequent submissions also invariably
required a waxitute to be paid to the Cathedral; its value was contractually sfiffulated.
But why wax? For one, wax was apenshable commodity and a liquid asset that could be
easily turned into cash. But it wasmas@asbBonating wax was, probably most
importantly, a way to disguise pure payment, to ritualize and camouflage it. Though clearly a
tax, the wax was presented, both by the citizens to the Virgin and to the citizens by the
government, as a gift.

The festival appears to have been highly regulatdide gmeeminent value was
placed on attendance. The government paid messengers and criers to announce the
festivities not only within the city but also in the outlying towns and subject fiefs, and the
government was legally required to publish the ocdmanthe first days of August and
again on the day of the evéh€ontradapresentatives were directed to denounce anyone
who did not attend directly to the podesta, and delinquents were to be fined 00 soldi.

Another 106soldiine was levied on am@who removed the candle from the hand of a

547 ASS DiplomaticRiformagipMaggio, 1, 1147. Extract publishe@dochini, "Palio and Contrade:
Historical Evolution,” 345, note 3.

548|hid., 311 The relevant portions of several acts of submission are priGesthinB45, footnotes-8.

549 ASS Diplomatico, Opera Metrop@etteanbre 1200. Publishe€actchini, 348, documentbr a
discussion sdleid.

550A thorough legal study on the Feast of the Assumption in Siena has not been undertaken but would be a

welcome addition to the literaturer Egample, it would be interesting to know how strictly attendance was
actually enforced and how this may have changed over the years.
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celebrant or prevented a citizen from attending the ritual. Probably in part to encourage
participation in the ritual, a general amnesty was granted for two weeks before and two
weeks after the Feast, i.e. tit@e month of August. Those currently involved in lawsuits,
for example, could not be arrested. The amnesty was not full, however, and the crimes
excepted from it are interesting: exiles, traitors, rebels, forgers, and those guilty of capital
offenses wernot included in the reprieve.

By the Quattrocento, the Feast of the Assumption came to include a play with
elaborate machinery that was held in the C&ffjyothe mieQuattrocento, there are
definitive records of a large apparatus made of iron that was used in stdBypihigs.
time, plays surrounding festivals were conithiBat when a play was first enacted, where,
what form it took, and the entirefesti | 6 s early wuse of dramatic
Padua, aacra rappresentaditme Annunciation was produced from at least 1278; sacred
plays might very well have been put on in Siena much earlier than surviving records allow us

to pinpoint:>>Many scholars have posited relationships betwddads&nd plays,

551 ASS Diplomatico, Opera Metrop@icdteanbre 1200. Publishe@&tchini, "Palio and Contrade: Historical
Evolution," 348, documentHor a discussion sixd., 311.

552The most famous source for what the machingfhawe entailed is a drawing by Ghiberti. The machine
represented was long considered to have been designed by Brunelleschi; but more recent scholars have
postulated it was instead designed by the goldsmith Filippo di Baldo. For the derdod, Be€rager and
Gustina ScagliBrunellesc®iudies of his Technology and (@ankiddge, Mass.: MIT Press, 1970), 65, 83;
Cyrilla Barr, "Music and Spectacle in Confraternity Drama of Fi@mamitlry Florence: The Reconstruction

of a Theatrical Event," @hristianity and the Renaisdahiteothy Verdon and John Henderson (Syracuse,
N.Y.: Syracuse University Press, 19908&8BBor the reattribution of the design of the machinblegda
Newbigin Feste d'Oltrarno: Plays in Churches wCEiftegntHoreféeenze: Olschki, 1996), 1P2%.For the

use of the nmehine seéudovico Zorzill teatro e la citta: saggi sulla scerf@otatien@. Einaudi, 1977);
Newbigin Feste d'Oltrarno: Plays in Churches wCEiftegnfiored@5126.

553 AOMS Debitori e Credijtb4i45, 63r.
554 Andrea Whitney Campbell, "A Spectacular Celebration of the Assumption iR&mamssance Quas&rly
no. 2 (2005): 44@ne was even staged in 1458 when a Piccolomini was anointdizopléstoriae Senenses

[.1: 456451.

555 aura Jacobus, "Giotto's Annunciation in the Arena CRagakla, The Art Bulleti(l999).
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whether performed on the Assumption or°ffdthere are a few surviving Italian
Assumption pl ay sMaeddautmogi existdrdytindraghents and thé s
particulars of thir performance are unknoWwhAgain, the plays may have had their origin
in monastic communities and/or confraternities, for whom the staging of sacred plays would
become a major preoccupation in the Quattro€&lp that time, plays must have been
stagedn the Cathedral complex, as a decolattadigcalled aimmelslochNorthern
European sacred architecture) connected the choir of the Cathedral to the baptistery and was
probably used to draw scenery or Athoughh umed pl
whether the drama would unfold in the Cathedral or the baptistery itself isrigetear (
127Figure129 5

A palior horse race was also part of the Feast by the early Trecento. The famous
Palioof3na devel oped out of noblesd hot’se races
Horse races de facto involved the most violent and politically dangerous social classes, the

nobles, with whom the expensive and-tiomsuming practices of horse keepidg an

556 Mulvaney, "Duccio's Maesta Narrative Cycles: A Study of Meanifif1 E6® methodological questions
seePaola Ventrone, "On the Use of Figurative Art as a Source for the Study of Medieval Spectacles,”
Comparative Bia25, no. 1 (1991).

557For an overview sde Francesc Massip, "The Staging of the Assumption in Europe," ibid.: 18.

558Nerida Newbigin, "The Word made Flesh: The Rappresentazioni of Mysteries and Miracles4in Fifteenth
Century Florence," @hristianity and the Renaissance: Image and Religious Imaginatianeieh. thienQtlgttrocento
Verdon and John Headson (Syracuse, N.Y.: Syracuse University Press, 1990), 371.

559Campbell, "A Spectacular Celebration of the Assumption in Siestg1447

560By the early Trecento, there was also a palio run for the festival of the Blessed Angwogio, 3dm0se
feast was also celebrated with a religiousHelayoodPalio and Ponte: Aotdunt of the Sports of Central Italy
from the Age of Dante to the XXth, Céntluey festa per la assoluzione della citBaiio Ambrogio Sansedoni,
12201287 ed. Giacinto D'Urso (Siena: Biblioteca cateriniana, B@8&)critique of the schaa r s hi pd s
relatively unquestioning stance towards the Palfolse8hanks, "Performing the '‘Ben Comune': The
Political Functions of Performance in the Republic of Sienal@%50" 611.
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horsemanship were definitively associdfede same people were especially involved in

military activities, as well. And the Sienese Palio is thought to be derived more generally

from knightly tournaments, of which there are Duecento records inrBanantry dated

1225, théAnonymous Chronicleol3@2 e | | s us that oa nobl e and
held in the field at the northern end of the city near the Porta Camollia. The awards were
impressive and costly: a horse with equipage and asuibofor first place, a helmet with

the arms of the commune for the seeplade winner, and a sword and steel gauntlets for

the third prizé®?

In Siena, the Palio of the Assumption seems to have been regulated by the
government from very earlyon,evemough it was not part of the
around 131&3Games were an essential part of civic holidays throughout medieval Italy, but
were often suppressed by governments because they could quickly turn violent and spiral
into largescaleiots. Games were destabilizing forces by their very nature, creating
owinnerso6é and o0l osers, 6 who were ritually sh
indications of what is assumed to be the Palio is a 1238 document recording the fine of a
nbbl e who refused to otake the pig, 6 probably
race$*Not ably, his fine was reduced because o0o0f

high clas®?

561Cecchini, "Palio and Contrade: Historical Evolution,” 312; \Beleg,anlde Sienese in the Thirteenth Century
83; ThompsorCities of God: The Religion of the Italian Comfhd284,6P125

620 una nobi |l e "cwnatasdnésad anonons,t47.a , 6

563 ASS Statutil9, distinctio I, rubrica LVI, printed@ecchini, "Palio and Contrade: Historicall&ion,"
345.

564 ASSibri dei Pretoti23242, 137HeywoodPalio and Ponte: An Account of the Sports of Central Italy from the
Age of Dante to the XXth Ce®3ury

650 e x qual it atlibridei Preté28242 138. AS S,
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In Siena, several other more violent games were parfestimeption holiday (as
well as other holidays), including animal baiting agaito® delle pagdgiuoco
d e | | Monemwbtiheae were part of the official Assumption festivities at any time;
indeed, they were at best an irritation for the goesertrand at worst a distinct danger to it.
Theelmorandpugneaere both mock battles, the former fought by teams with helmets,
wooden sticks, and shields, and the latter a similar game but fought without weapons and
probably with less protection. Injgrieere par for the course and deaths common, and as
the great Palio historian Cecchini writes, 0
had to be called out to clear the Piazza and arrest theeringd®e r s . 6

The government continually tried to ratguand even eradicate these unofficial
games but without success. In 1285, for exampémibievas totally prohibited, but by
1291 again allowed on the condition that the public peace wéd kept. wasndét , and tt
130910constitutiosbsws that thelmoraas outlawed not only in Siena but within a mile
of the city gates as wé&But the government did not try to ban the games because they
were dangerous pefiseo was the Palio, enough so that participants were granted legal

exemptions for homicid€ Rather, the government wanted to abolish these games because

566 HeywoodPalio and Ponte: An Account of the Sports of Central Itabyf iPamtéhi Age XXth Certidiz/
196.

567Cecchini, "Palio and Contrade: Historical Evolution," 315.

5681bid.; HeywoodPalio and Ponte: An Account of the Sports of Central Italy from the Age of Dante to the XXth Century
Book Il, Chapter IV, "The Elmora and the Pugna,“1977 esp. 18182.The ban of 1285 is published in

Cecchini, "Palio and Contrade: Historical Evolution;38@9document VII.

569 jsini, Il Costituto del Comune di Siena, volgarizzato rRMGGIDCIX 209, rubrics LALXI.

570Zdekauer, "Il frammento degli ultimi due libri del piu antico constituto senesE2{@M6280, rubric

CXCI; HeywoodPalio and Ponte: An Account of tte# Spattal Italy from the Age of Dante to the XXth Century
180.
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they were popular, i.e. of the lower classes, and most importantly, because they tended to
take the government itself as a target for their violence. According to the chronicler Agonolo
di Tura, for example, writi g@alcsmng):he 1291 ga

Il n Siena there was a great battle of E
Martino and the Terzo of Camollia fought with the Terzo di

Citta on such wise that the the Terzo di Citta was driven back

even to the Chiasso delle Mora. And there did tretyaec

succor from the Casato, and from the Piazza Manetti, and of

Casa Scotti and of the Forteguerri [note the involvement of

thecasatr nobles here]. They began to cast stones, and

afterward they fought hand to hand with great assault of

battle. And thher came well nigh all of Siena; either to join

the fray or to interpose to separate t
that there were slain ten gentlemen, besides many of the baser
sort; and many were woundedé.and in go

Pino, the Potesta, hadtriorced his way into the melee with

his folk and compelled those men to lay down their arms,

there would have been a greater sl augh
perilous; and geemed the state itself was éfAdangered

Thepugntoo appears to have caused violensesagize government, with an anonymous
chronicle reporting a major disturbance in 1318 (italics mine):

company to company, they fought so fiercely that on no wise,

mi ght either side obtain any advantage
throw stones, and many heads wereo k e n € Now, when he

saw this, Otaviano della Branca da Gobio, the Potesta, and

likewise the Signori Nove, commanded that every man

should go to his own house or suffer such penalties as they

should ordain. But their proclamation availed nothing

€ Wh e r e, thp Potestdearing lest the City should rise in

tumultcame forth with his attendants and strove to part the

combat ant sébut they obeyed him not. Al
cast stones at him, so that the heads of some of his

household were brokéf.

571 Emphasis mineli Tura, "Cronaca senese attribuita ad Agnolo di Tura del Grasso detta la Cronaca
Maggiore.Translation fronHeywoodPalio and Ponte: An Account of the Sports of Central Italy from the Age of Dante
to the XXth Centut$1182.

572"cronaca senese di anonimo,"-112.Translation fronPalio and Ponte: An Account of the Sports of Central Italy
from the Age ofhigao the XXth Centii®p186.
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Cecchinactually characterizedthelomdrass games as oOat timesé nc
excuse to riot &%antemmotaries dearly ageedeln 1324 again,. 6
Agnol o di Tur ads c hr pugnatosiome anoumadCQ@amidak anot her v

Thoseof the Terzo of San Martino with those of Camollia
numbered 600 each; and there came against them the Terzo

di Citt" e the two Terzi cast out the T
Campo; and they commenced to throw sto
they armed themselves with slsi@nd helmets and with

| ances and swords and spearséAnd all t

Commune came into the Campo, and likewise the Potesta of

Siena with his attendants. And the Signori Nove made the

proclamation that the battle should cease; but so great was

the uproar that they took nothing thereby, nor could they

separate the combatants. The Capitano della Guerra with his

folk and the Potesta of Siena thrust themselves between those

that fought, but nothing they could do could stop the

conflict. There wereash certain horses of the soldiers, and

thereafter died one of the soldiers al
increasedéWherefore the Bishop of Sien
and friars of all the orders in Siena, came into the Campo in

procession bearing the cross beforee mé And so the battl e
ceased”

Even if ultimately quelled, such incidents would have been an embarrassment for the
government, but particularly detrimental during the Assumption festival, as it was the official
state holiday. The attempted regulatidgheoffames, and the fact that they could take the
government as a target, tells us something important about these festivals, that they were in
factunderstoaslrituals by which the government and/or the city elite exerted control.

Indeed, the ritual cliube consciously @pted to explicitly political ends: after the fall of

573Cecchini, "Palio and Contrade: Historical Evolution," 315.
574 Agnolodi Tura, "Cronaca senese attribuita ad Agnolo di Tura del Grasso detta la Cronaca Maggiore," 416.

Translation fronHeywoodPalio and Ponte: An Account of the Sports of Gamtthkltagefof Dante to the XXth
Centuryi86187.
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the Ghibellines cleared the way for a new go
of the Assumption as the day to return to the city in°*270.

Scholars of the Sienese Pared Trecento usually characterize the Assumption
festivities as a unifying event: almost everyone in the city apparently participated, and all of
them were in some sense joined and equalized by honoring and presenting themselves
before the sdméeheatWwi hgirntyd her ohouse. 06 The
activity undertaken as a community, but rather than level the playing field, it displayed social
stratification and i ndi*Mticaefulyldepidtedfandindee c i al an
reinforced social distinctions through the values of candles each class of citizen was
supposed to present, the public mode of presentation, the location of the individual within
groups, the location of the various groups at the head or tail of tlssipro@nd of course
by the special marking of members of the government through clothing, banners,
candleholders, etc. This social marking of the processions would have activated the political
i mplications of ®Ducciods high altarpiece.

One of the most urawal and indeed most important functions of the Assumption
festivities must have been the very rare opportunity to witness the state itself. The highest
magistracies were cloistered during their tenure, and were not even allowed to eat with

citizens’®While some functionaries of the government would normally have been

575Giorgi and Moscadeliostruire una cattedrale: I'CartadViaria di Siena tra Xll e XIV,s&¢diootnote
85.

576 Philippa Jackson and Fabrizio Nevola, "Beyond the Palio: UrbanRitualid Renaissance Siena," in
Beyond the Palio: Urbanism and Ritual in Renagisshiiglipadackson and Fabrizio Nevola (Malden,
Mass.; Oxford: Blackwell, 2006), 2, 5.

S"Kempers in fact thinks that the Assumption processi
MaestXempers, "lcons, Altarpieces and Civic Ritual in Siena Cathedral, 5300112,

578Bowsky,A Medieval Italian Commune: Siena under the 18i5% 46288, 108.
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accessible, for example in the courts, many were not seen even by their families once they
were performing official duties. The procession, headed by the government and its subjects,
allowed e Sienese state to be embodied and symbolized. As political scientist Michael

Wal zer famously wrote in 1967, 0The state

be seen, symbol i z &dhelFaeadt of the Assumptianatherefres | ov e d .

truly a means by which the @Gitiys governance, citizens, and siatesild be made
manifest to itself. Or more particularly, by which the power structure of the Sienese state
could be made manifest.

The power structure of the procession is madellavho was visible to whom
and who was witness to what, with the state itself as the primary viewer. If all adults took
part in the procession and candle tribute, it is hard to understand who may have witnessed
the entire procession proper. Childreges would have been able to, but the Sienese
seem to have been mainly participants rather than spectators. The further back one was in
the procession, the more one might have been able to see as the parade wound around the
sinuous and hilly city stregigbably more importantly, the further back one was in the
procession, the more one would have seen of the accumulation of candles at the Cathedral.
The accretion of candles would have physically quantified the citizenry of Siena and
presented a memoriahlgodiment of the procession itS&lf.

The citizens of Siena therefore, as opposed to the representativesnbfatand
masseitnessed the greatest display of power in that they saw the largest pile of candles.

They also would have witnessed thatgst subsuming of individual power into the

579Michael Walzer, "On the Role of Symbolism in Political ThoRglhitital Science Qu&2ery. 2 (1967).

580Carlo FallettFossatiCostumi senesi nella seconda meta déEsexcaldaXRargelli 1881), 212.
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commune: their candles would have been one among many thousands. It would be
fascinating to know whidontradaas last in line. Only those at the head of the
processioii that is, the government, and probatytiishop and Cathedral carions
would have had the opportunity to witness the entire ritualaifehegf the candles. Thus
this communal display was fundamentally a display to the government, which, combined
with the heavily regulated nature of thetivd and the legal penalties inflicted upon
dissenters, created a ritual of obedience, of submission to power.
Finally, we must not lose sight of the significant financial effects of the festival. As
Carlo FallettFossati recognized in the laté dhtury the forced donation of wax to the
cathedral seems like a tax whose benficiary is the €Hdostever, the wax was in fact
claimed by the Opera del Duomo, a civic organ, whose members were appointed by the
government, which was clearly politiciaed,which was responsible for the physcial
upkeep and development of the entire®iBome of the candles offered were used in the
Cathedral throughout the year, but ultimately most of the wax was turned into cash. By the
| ate Duecent o,ontalte oAsdumptoivordeald t he pri mary
Opera, with additional i ncome coming from th
individual bequest$By the 1330s, whence more specific records survive, the wax donation

provided between 40 and 8 pcent of the OPerads annual fun

581]bid., 213214.

582Giorgi and Moscadeliostruire una cattedrale: I'Opera di Santa Maria di Siena tra XICapfidisscd)o
"il gettito del sistema: le cera recata nella festa di saatd'&f@sto (fine secolo Xiieta secolo XIV),"
16#176; ThompsorCities of God: The Religion of the Italian Com#hB28458125

583Giorgi and Moscadel@ostruire una cattedtperdl di Santa Maria di Siena tra XIl e X|\128¢afothe
incomegenerating holdings of the Operaisiek, Capitolo V1.2'll patrimonio immobiliare (124210),"
140155.

584]bid., Tabella VI: "Pspetto delle entrate dell'Opera di Santa Maria146a)" 33336.
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The Opera del Duomo became bureaucratized during the era of Ghibelline rule in the
mid-Duecentd® Their funding however was somewhat chaotic, with loans being constantly
taken from canons and their families, evdmastc o mmuneds di rect fundi n
grew?®® As Andrea Giorgi and Stefano Moscadelli note in their monumental and sensitive
history of the Opera, it should come as no surprise that the government began to exert
control just as it provided the highegtl®f direct financing to the Duorifolt is, also
unsurprisingly, the period in which the east end of the Cathedral was finished, and a period
in which the rate of construction seems to have been quit&rapid.

Indeed, th@peraduring the Ghibellineegimé& who managed to hold onto his
position even after the shift to the Guelf government im1®@8 deeply tied to the
Ghibelline power structure: he was repeatedly called in to negotiate with Ghibellines on
behalf of the Guelf governméfftwhile arthistr i ans, who stress the ci
monks from San Galganoaggeraioisually characterize the positioopsrais
determinedly-political, Giorgi and Moscadelli rightly point out that even hiring monks
from San Galgano was pcéit,because San Galgano was a powerful instifliftich and
reputable, it sat on the edge of the cityds
control. Another way in which tbperaiwas politicized was through funding: the

government could rai®r dock theperadlos pay. The (now Guel f) st at

585]bid.

5861bid., 164.

5871bid., 127.

588 Butzek, "Chronologie," 119.

589Giorgi and Moscadelostruire una cattedrale: I'Opera di Santa Maria di Siena tra XI1128XR9secolo

590]hid., 126.
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stipulated that the communeds operdlinselfi ng of
probably a prime opportunity for skimming civic revefiues.

Even as the government increaseithasicing to the Opera, providing the equivalent
of around 3,000 daysd | 4264 nondahelessithedOpetazalsdd t
became inreasingly indelsf@@rivate loans were granted: the Opera offered the extreme
security of an almost petfgguaranteed revenue stream because of the Feast of the
Assumption?®However, the increase in private loans used as bridge financing must also
have opened the Opera to greater de facto control by the most solvent members of the
community, and by the eafithe 1270s, during the shift to a Guelf government, loans were

no longer used, with the next one offered only in®1320.

It was in the Guelf era and particularly

regularized and streamlined. The Communeffaittd a direct payment to the Opera, but

the offerings of candles also gi®&Whe preNine, Guelf government reforms of the Opera

system in the 1270s were based on the sale of wax from the Assumption feast and stabilized

the Oper ads flyP**Cannomiatantlys tbelgeverament also tegularized the
offerings, forming clear and strict guidelines for their value and manner of offering. Further

reforms in 1287, the first statutes regarding the Feast of the Assumption under the

591ASS, StatutB, 1r, published iBiorgi et al., "Dokumente," 74@1, no. 44.
592Giorgi and Moscadelostruire uratedrale: I'Opera di Santa Maria di Siena tra XII e, XBAsecolo

593See ASE onsiglio Gen@3)e.191121v (1320 maggio 18), publishe@iargi et al., "Dokumente," 7-70
771, no. 120

594Giorgi and Moscadelostruire una cattedrale: I'Opera di Santa Maria di Siena tra XI1&1XIV secolo
595|bid., 161, footnote 266.

59%|bid., 161De Marchi alsaoted how important the financial arrangements were for artistic prodetion:

Marchi , " 11 programmo di | "all estimento delle pale
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government of the Ne, were aimed at enforcing attend@h€he Nine also enacted
stricter control on the appointment of tdperaiavho increasingly came to be appointed
directly by the Nine themselves, as well aptraios *$lin 42D6f (notably just as the
Palazzd’ubblico project was begun), the appointment aipiiainy the Nine and the
consuls of the Mercanzia was enshrined i°lale Nine even directly regulated the
workshop of th@peraf®®

The post1270 Guelf government first sought to fund the Opera through
i ncrement al revenue from Sienads subject ter
1274 and 1287 statues increased the financial burden of the Feastass&béin the
lateDuecento and first decades of the Tre€ebhtdhh e mo ment | rMaesthdsc h Duc c
made and of course fundiethe government instead increased the offerings of the signoria
or the cityds direct *Ygbweainon@&anth i gdstidgp lotf ant hiee
the city as donor, therefore approached the financial reality of the taxation structure. Citizens
were being taxed more heavily, but the tax was directly paid for the upkeep and
beautification of the city fabric. In the 13381 reforms, which widuprovide the financial
backdrop to the patronal altarpieces, the relative taxatiorconth@émdmasseas again

increaseff?

597 ASS Stduti5, 17¢19v;Giorgi and Moscadeliostruire una cattedrale: I'Opera di Santa Maria di Siena tra Xll e
XIV seco]d 65.

598]bid., 131, footnote 113.

599 ASS Statut8, 39v, published fRiorgi et al., "Dokumente," 753, no. 73.

600Giorgi and Moscadelostruire una cattedrale: I'Opera di Santa Maria di Siena tra XI181XIV secolo
However, the rules were significantly relaxed in reforms in 1316 and 1319, with new legislation giving the
operaio more discretidbid., 133134.

601hid., 171.

602|pid.
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In fact, it is clear from the very instigation of the Glaetfinated governmeint
1270that they sought to reform thednrting of the Cathedral, primarily through amplifying
the Feast of the Assumption and minimizing direct payment to the Opera. Thus the Guelf
government deflected both money and attention away from themselves, while regulating
both Duomo and Opera more amdre closely, promulgating a direct tax that would not
technically pass through the central governn
point of law) directly by the people to the Cathedral through the Nitgsdistinction
seems nugatongresider that it is a political gambit used to this day: see for example the
new US healthcare laws, which require (on point of a fine) every citizen to purchase health
insurance. The new health insurance law is effectively a tax, but does not paggethrough
governmentds hands. This decreases the abil:i
policies or the disbursement of the revenue.

The Virgin was thus a figure of displacement, a means for the state to shield itself from

visibility while nonethelessnforcing its own power and control. Falfei8sati recognized
this crucial political di mension of the fest
to the emperor to the populaceds paying of (
held the Emperor as lord, from a very early period the people recognized the Virgin directly
as their lord. And therefore ttoevnpaying theensugave tribute to thempirgthe People,
with theofferingf candles, paid homage to the Patron of the*€ib

Indeed, it is surprising that so many art historians have accepted the Assumption

6039Ma il @mune non era il popolo; erastatali cui faceva partedétadi Siena cioé flopol@ tanto € vero

che comune e popolo non sono | 8istessa cosa che hannc
per signore | 0l mpbeasaa pertempo perisuo pignprediraito la Veryioen B gero |l
Comunpagandoidenso pr e st a vimpeaoo; maiglg i Roffeeekel cedi, renclevd dméaggio alla Patrona

d e | | aFaletiiRodsatiCoétumi senesi nella seconda meta de2&dcolo XIV
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procession at face value as a vision of civic harmony, for the study of ritual as means to
develop, expand, and enforce political power was taken up strongly agshisttire
1970s and 80s, with Richard Trexler and Edward Muir at the fdféfrbay. followed key
anthropologists, notably Arnold Van Gennep, Clifford Geertz, and Victor®fusniere n a 6 s
Feast of the Assumption, however, deviates from the most robust explanations of ritual
proces8 those of van Gennep and Turffékan Gennep and Turner characterized ritual
throughritesde passagas a process by whiomtheeveryday,vi dual s
ostrippedo6 of soci al mar kers to allow for ot
integrated icommonitad subsuming 0

But in Siena, the Feast of the Assumption clearly and insistently codified, rather than
masked, sociatder. The Feast of the Assumption might be ultimately characterized
according to £mile Durkheimds concept of 0so
0i né and %Bimauchda fognulatiorp tee. community fostered was that of
economic class andighborhood. But if the Feast could not truly reastmunitgerhaps

its eventually twinned ritual of the Palio did. Here, citizens were part of a relatively

604Edward Muir, "Civic Ritual in Renaissance Venice," (Princeton, N.J.: Princeton University Press, 1981);
Richard C. Trexler, "Public Life in Renaissance Florence," (New York: Academic Press, 1980).

605Clifford Geertz, "Negara: The Theatre State in Ninet€anttury Bali," (Princeton, N.J.: Princeton
UniversityPress, 1980); Victor W. Turner, "The Ritual Process: Structure ebtdugniie," (Chicago:

Aldine, 1969); "From Ritual to Theatre: The Human Seriousness of Play," (New York: Performing Arts Journal
Publications, 1982).

606 Arnold van Gennef,he Riteof Passagans. Monika B. Vizedom and Gabrielle L. Caffee (Chicago:
University of Chicago Press, 1960 [1909]); Turner, "The Ritual Process: StructurStancteti'

607Gennep,The Rites of Pas§dg&89.94; Turner, "The Ritual Process: Structure andkatture,"”
Chapter 3, "Limnality and Communitas;198; Chapter 4 "Communitas, Model and Process]6531
especially 13133.

608 Emile Durkheim, "De la division du travail social étude sur I'organisation des sociétés supérieures,” (Paris: F.
Alcan, 1893).
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undifferentiated crowd, participating as withesses and celebrants.

But what was the ultimgteu r pose of the Assumption ritua
ritual or ritualized politics tends to camouflage tensions, especially by representing more
politicalharmortyh an may &%®Andiaa Geenz argues, thetrepeéated ritual
performance othie staté resembling not reality but simply previous ritual enacfiments
was a means by which the state was postul at e
or faction, a transcendent, timeless, inescapable®8}/giginrecognized the displacement
valle of such rituals, especially when made festive with music, dance, theater, etc, which
render ocoercion | ess evident, submission mo
g | o r $Rituads.aacomplish this in part by deflecting attention away érstatth
instead oframing some objects more prominent
objects, and enhancing some char'%etaeri sti cs
framed the Virgin and the Assumption holiday as truths that trasgspefitics and
economics, when of course the holiday both enforced and furthered the very divisions it
sought to mask.

Political ritual, writes political scient.i

609Edward Muir, "RituahiEarly Modern Europe,” (Cambridge: Cambridge University Press, 2005), 253.

60Geertz specifically places his theories against what
Hobbes, for which pr oces mihemisdsofabselvers. dedurithee t o oO0stri ke
di stinguishes the oO0great frauddé theorists of state s
mystification, or Ospiritualizing material .interests.
Consider, after all, the extreme importance of parades, processions, and pageants in Communist Russia, China,

and especially North Korea. Geertz also deffines a 0pc

certainly this is the most prevakttitude of most art historians; it cannot be called a theory since it is usually
quite clearly instinctive and implicit rather than consciously spel@eeotzt, "Negara: The Theatre State in
NineteenthCentury Bali," 22, 136.

611 Muir, "Ritual in Early Modern Europe," 254.

612 pid.
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order we see is not of our (cultural) makiagrather an order that belongs to the external
wo r | d ®Bit aceomplishesdnhis flight into reality paradoxically, as, Kertzer notes,
although ritual appears obviously constructe
formalized communitian, it presents us withawele f i ned cobt*Ritua of acti o
then, gives us our place in our wriddeed, a literal, a physical place. And in medieval
Siena, that place was with your family, your neighbors, behindig@ndsiis affiliated
Church, all under the fictitious leader, the Virgin.

It is therefore entirely possible that 't he
one among other means of enforcing the control of the state, both by amplifying its
magnificence and by displacing@etions of power onto a fictive figure. Clearly it was part
of the governmentds attempt to increase the
seems to have been a priority for the Nine in the first decade of the Trecento. The issue of
the politi@al circumstances surrounding the commissioning of the high altarpiece will be

considered next.

The Politics and Economics of Ducciobds Maest

Just as thlaesttormally seems to arise out of thin air, so does the very fact of its
commissioning. There is abvious reason why tMaestavas commissioned when it was.

It was not, apparently, connected to architectural changes, but was made during a rare lull in
Cathedral construction and reconstruction. There was no religious or secular outside event,

like a najor change to the liturgy or a victory on par with Montaperti, which necessitated or

613David I. Kertzer, "Ritual, politics, and power," (New Haven: Yale University Press, 1988), 85.

614|bid.
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inspired it. It cannot be a case of direct copying or speciipgmanship, because no

other church in no other city had anything like it. However, several imptataat i
political events cluster around the date of
turning of old alliances and a new political order, probably spurred by two bouts of severe
destabilization from magnate feuds, and which play out aro@uktheand the Feast of

the Assumption, in particular. The notably elaborate Trial sequence on the back of the
altarpiece may have responded directly to these new alignments.

In 1305, a major feud between two of the most powerful magnate families, the
Tolomei and Malavolti, threatened the stability of the entire city. Though a treaty was
compacted between the fwwith the intervention of the governntenh 1306, in 1307,
the Malavolti bishop died, threatening to undo the tenuous peace. Unusually, the
governnent involved itself in the election of the new bishop, at the request of the Cathedral
canons, and a ndvialavolti bishop was elected for the first time in decades. In the spring of
1308, the government undertook a major reform of the Opera and its. fuméungust
1308, the new high altarpiece was commissioned. In 1309, another major feud, this time
between the Salimbeni and Piccolomini, both broke out and was concluded. In 1309, the
government enacted laws designed to enforce participation in thetidssutogds and in
1309, the main body of civic law was, for the first time, partially translated into the vulgate,
first appearing in 1310. In early 1310, there was a funding crisis in the Cathedral and Opera.
In the same year, the Palio that had corbe tan on the Assumption was absorbed by the
government into the official holiday, and was therefore newly regulated by the government.
1310 also saw another especially bad feud, this time between the Salimbeni and the Tolomei,
which forced the city toltaut militias; worse, the entire group of magnates seems to have

been plotting a takeover of the government. It was a precarious time, and one in which civic
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order may have been supported by civic c¢commi

most impotant holiday.

SocioPolitical Groups and Political Factions in Trecento Siena

Before embarking on a sustained discussion of the social, political, and economic
circumstances surrounding the commissioning
necessy to understand what the major segonomic divisions were and how their
affiliations and alliances had shifted over the past century or so.
Throughout the entire period under discussionferee na és pol i ti cal | a
be generally reduced toge main groups, who would ally with and against each other to
form governments. The first group waspibyeoli minutnade up by what we might call the
bluecollar workers and the urban poor. The next group wpspbk grased themezza
gentavhch were professional classes, comfoftadpieosperous uppeniddle class
families. Th@opoli gragsre usually smatsrale financiers and merchants, whilmézza
gentaight include spicers, goldsmiths, and retafi@heir most important orgaaition
was their professional association, the chamber of conrlikeeMercanzid®Finally there
were the exceptionally richsatthe magnates, stemming from around three dozen families,
but truly controlled by a small handful, foremost among whiahri@elevant period were
the Bonsignori, Gallerani, Malavolti, Tolomei, Salimbeni, and Urgugieri. It is impossible to

overstate the importance of ttesathecause the concentration of wealth in their hands was

615Gijuliano Pinto, ""Honour' and 'Profit': Landed Property and Trade in Medieval S@itaarid Countryside
in Late Medieval and Renaissance lItaly: Essays Presented t® Philjodese$revor Deana Chris
Wickham (London: Hambledon Press, 1990), 89.

616\Waley Siena and the SiengeTihirteenth Cen2éry
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spectacular: by 1320, a full third ofiaié&se real estatéoth in the city and in the
contaflowas owned by 2% of the families in Siena. Together, the Gallerani, Malavolti,
Tol omei, and Sali mbeni cont?®olled 20% of t
The groups® rel at i ve lamerewlutisn oigeveremenat] s o r
which moved from nobles to bishop to commune (from perhaps"ttethé 12
centuries) and then from commune to signory (from th®u@dento into the Trecento):
The period treated here is one in which power was Bldvlystematically concentrated at
the top of the governmental structure. The gumalitical groups coalesced around
economic interests, as would be seen in their relative positions on taxation and regulations
concerning various industries: for exantpdehtitchers ararnaiolyn important profession
in Siena because the city was a major exporter of beef, always faced legislation limiting where
they could set up shops and abattoirs; they also had a long associatiocasdtine
tendedtodefenrdnd pr omote the butcherds access to
within the towrf*®
In terms of taxation, a major method of control was in the appointing of tax
assessors. During the early Duecento popular government that led the city-uptiwe run
Montaperti, for example, tax assessors culled frggopgbere added to the rolls as the

councils asserted that the rich had not been taxed on their net worth, as had the poorer

617CherubiniSignori, contadini, borghesi: ricerche sulla societa italiana, @3 1¥isscebedizdyo2231;
Pinto, "I mercanti e la terra."

618See the excellent recent scholarship on the subjédehtina Costantini, includi@pstantini, "Siena

1318: La congiura di carnaioli, notai e magnati contro il governo dei Nove."; "«Carnifices sive mercatores
bestiaum»: i macellai senesi tra lavoro, affari, rivolte (metdethil XIV secolo)" (Universita di Siena, 2013);
"Tra lavoro e rivolta: i carnaioli ".
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classes (whose property would also have been much easier t¢'itHmig3sessors were

(@2
Q)

directed to, in the words of the st®tues,
Indeed, thgpopolis probably the most important group to trace, as they were

certainly the largest group, but also the least visiblesbéhe least economically

empowered. In the late 1230s,pbpoloonstituted a popular government, that of the

Twenty Four Prior&!In this period, theopolshould probably be considered to include

what would later be termed fi@polo minatal themezza gerdg 1253, the government

instituted the position of the Capitano del Popolo, a single representative for the group. The

position would come and go throughout the years, and its responsibilities and prerogatives

would change. Thepolvaged a major constitutional battle in the years immediately

preceding Montaperti (1253) and they were largely successful, gaining a much greater

share of governmental representation. But their power would peak in the early 1260s, during

the Salvani ggme, and by 1271 the office of the Capitano del Popolo had not been

renewed?As Wal ey writes, although t-Mandcaptaincy

more |lastingly in 1289, %t never regained it
Thecasatvere the truly rich, @mbers of a handful of large clans that had made

early fortunes in merchant banking. ddeatontrolled entire areas of the city, the nucleus

619For a dscussion se@aleySiena and the Sienese in the ThirteeritBXCentury

620ASS Conigllio Generé|el24125.

6210n thepopolo general sédondolfo,ll populus a Siena: nella vita della citta e nel governo del comune fino alla
riforma del 12&ergio Raveggi, "Mondolfd Populus di SigmaFedelta ghibellina, affari guelfi: saggi e riletture
intorno lal storia di Siena fra Due e TeztaBtbriella Piccinni (Ospedaletto (Pisa): Pacini, 2008).

622Bowsky A Medieval Italian Commune: Siena under the 18i5% 36287

623\Waley Siena and the Sienese in the ThirteertBZ; &uwsky Medieval Italian Commune: Siena under the
Nine, 1281355 37.
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of which was the clarastellaige compound that would include a fortified residence, towers,
houses, apartmenlocks, shops, and storage facifti@ome included inns, suggesting that
the casathay have been particularly aligned with the travel irféRiRtigcastellaxiere
used as centers for offense and as a defensible redoubt during painfully fraquent urb
battles; the history of these compounds, as
weakness of urban public order and the struggle for security and sovereignty between the
commune and its richest citizens, on whose consent the survival of dseqghakiei
government *®Thetasdlisr eat gd. Bbousehol ds also incl
miniature private armies. Tdasatended to ally with the lower classes, and were invariably
the organizing power behind revolts against the govefAthaittonly did the upper
magnates have the means to fund insurrections, they Resirfotrgining in weaponry and
fighting and existed in a more bellicose subculture of Sienese society, given as they were to
feuds of hondt which often were fought over issgencerning access to women (and
their legallgheltered dowries) for marri&je.

The casatvould be removed from the highest body government in 1277, apparently

usurped by the smaller merchants and financiers beginning®ifN@¥éthelessthe

624English, "Urban Castles in Medieval Siena: The Sources and Images of Power," 176, 183, 191.
625Ubaldo Morandi, "Il Castellare dei MalavoltiQuattro monumenti itaidnMario Salmi (Roma: Istituto
Nazionale delle Assicurazioni, 1969949 English, "UrbaCastles in Medieval Siena: The Sources and
Images of Power," 184.

626"Urban Castles in Medieval Siena: The Sources and Images of Pod@t," 189

627\William M. Bowsky, "The Anatomy of Rebellion in Fourte@ettiury Siena: From Commune to
Signory?," iWiolence and civil disorder in Italian cii&8QlkaDd auro Martines (Bet&y: University of
California Press, 1972).

628 See the important work on gender and viol&wareleau, "Homosociality and Civic (Dis)Order in Late
Medieval Italian Confraternities."

629 auro Martinesyiolence and Civil Disorder in Italian Citi#SQ0@¥Ykdey: University of California Press,
1972); Giovanni Cherubini, "I mercanti e il poter®airchieri e mercanti di&ie@arlo M. Cipolla and
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political rise of theopoli grasedmezza gewtes beholden to tloasativho were crucially
involved in communal financing. Moreover, the wealthiest magnates were only excluded
from thehighestagistracy in the pes270 government; but they nonethelestinued to
occupy many positions of substantial power.

Finally, it is important to note that the bishop and canons were historically separate,
and not necessarily aligned, political factions. In the early medieval period, bishops were
foreignerselectado t he position from outside the canc
claimed a kind of patriotic role for themselves. The Pisan canons, for example, styled
themselves oOrectors and B4 lbydhd 12aentsryasof t hei r
musichét ori an Benjamin Brand noted, oOthe disti:H
bi shop themselves, yielding oprelates who ha
their cathedral r at he&%Bythepariodin duest here,the es t o t h

chapters had also experienced a wave of privatization, with canons being paid directly for

Franco Cardini (Roma: De Luca, 1987), 178; \8a&ag, and the Sienese in the ThirteeritQ3C didignyis,
The World of the Early SienesgZBainter

630Emma Falaschi, edarte dell'Archivio capitolare di PishQbQYBma: Edizioni di storia e letteratura,
1971), 27, no. 9.

631Brand,Holy Treasure and Sacred Song: Relic Cults and their Liturgies in M8devekdelEararticle
on the subject, also referenced by Braridaigro Ronzani, "Vescoegpitoli e strategie famigliari nell'ltalia
comunale," iha Chiesa e il potere politico dal Medioevo all'eta edn@orgaraeseg&hittolini and Giovanni
Miccoli (Torino: Einaudi, 1986).
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services, patrons endowing positions, and the canons outsourcing many duties to salaried

chaplain€’Chapl ai ns also raf Siena Cathedral s sc
In Sena, our first record of these groups as distinct entities comes from a document

drawn up in 1190, the result of a negotiation settling a dispute between a recently installed

bi shop and the Cathedral s canohlass, over i ncon

dedicated the Virgin Assumptive, St. Savinus, and St. A#Jdmubishop claimed sole

possession of the candles donated to the high altar on the Feast of the Assumption (a

privilege later crucially granted to the Opera). He agreed to splartiesfioen the high

altar and the altar of St. Savinus, which was probably located near the high altar in the choir

of the Cathedral, with the canons. But the income of the altar of St. Ansanus was to be

divided three ways, among the bishop, canons, &Dgteer a. St . sweresanusds r

632The earliest detailed records of the organizationeeftDuomods per sonnel is a set o
in 1364 under the Twelve, a magdateinated government that had taken over after the revolution in 1355
ousted the bourgeois Nine from power. As later documents seem to indicate relative ¢osti@onptirig

to assume that the regulations from 1364 largely replicated earlier customs and agreements. However, the
government of the Twelve was a different government than any that had come before, and one allied with the
magnate families, who wererosgresented in the cathedral clergy. It is therefore entirely possible that the
relationship of the Twelve with the priests, musicians, and administrators of the cathedral materially changed
between 1355, when the government of the Nine was overthra86dnwhen the statutes were written.

Extant manuscript copies were published in 1579: The initial 1364 regulatioRPaet& ¢h€apitula Vetera

57-69 inConstitutiones Sacri Capituli Metropolitanae Sene(Sisrizcdlesadonetto, 15T Pacta et

Capitula Noweaie additions dating from 13677B0nibid. SeeD'Accone,The Civic Muse: Music and Musicians in
Siena during the Middle Ages and the R&haissance

633The Cathedrachool provided education appropriate for aspiring clergy and also trained professional

musicians who did not take orders. The Cathedral would have provided probably the only stage for what would

have been high classical music in Siena; the use ananogpofimusic is only beginning to be studied by art

hi storians. For a discussi on arhedCivid dusei Muesio dnd Mugicias our c e s
Siena during the Middle Ages and the Rehad€sammasew work on music s&eborah Howard and Laura

Moretti,Sound and Space in Renaissance Venice: Architecture(Nagitia¥eoustads University Press,

2000.Musi c historian Brandds e x BmidHdyrmteasbrmamnkSaadd Sang:t ak e s
Relic Cults andrthigurgies in Medieval Tuscany

634 AODS, Diplomatic®190, aprile 2, printed@hignoli,Carte dell'Archivio di Stato di Siena: Opera Metropolitana
(10061200) no. 91A summary and publication history is publish&diirek, "Chronologie,“B, ftnt 75.

Other important discussions are founNamni, "La canonica della cattedrale senese nei seib]i X58;

Giorgi and Moscadelostruire una cattedrale: I'Opera di Santa Maria di Siena tra X01@9XIV secolo
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moved to Siena in th& 8entury after a serious dispute with the Bishop of Arezzo; the
saintds translation account stressed the
even to mention the final restiplgce of the relics in the Cathedral. The text is decidedly,
resolutely f ocused ®®mnderhphasized the détsctignanpde Ina r
the 1190 document among the rights of different groups over different altars, pointing out
thattheOpera | ay power, oOstaked claim to the n
cathé&dral . o

The fact that different altars paid different groups different amounts, and the fact
that income from different feasts also could be divided differently among these group
means that there were necessarily economic interest groups underlying devotional practices
and trends. In Lucca, for example, the income from the Feast of the Volto Santo was
claimed entirely by the Opera, though on other major feasts the Operayechsoosilit
the proceeds with the canéfi§he Sienese Opera in 1190 would have been incentivized to
promote the cult of St. Ansanus, while both clergy and bishop would be incentivized to
diminish it and promote, for example, the Feast of the Assunptisrstead.

The canons, a small group numbering just around a dozen, held lifetime
appointments and wer e | ar %8omgcamnslhdileddronf r o m

towns under Sienads sphere of iiendsd uence,

635Etienne Baluze, "Translatio Sancti Ansangtéphani Baluzii Tutelensis Miscellanea: novo ordine digesta et non
pausiineditis monumentis opportunisque animadvesio@msaudtanenico Mansi (Lucae: Junctinium,

176164).

636Brand,Holy Treasure and Sacred Song: Relic Cults and their Liturgies in\8&dieval Tuscany

637Memorie e documenti per servire all'istoria del priddpatts luechd&s@ ucca: Bertini, 1818), IV: parte 2,
144145, no. 113.

638BowskyA Medieval Italian Commune: Siena under the 135% 262269.
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dominion®°The canons (theoretically) lived communally, in thexsditit black and white

marble faced palace on the north side of the Piazza del Btgynihe late medieval

period, they were administered by a provost and archdeacon, rather than the bishop; it is
likely that this was true by thé t2ntury, given the 1190 docunt&@anons enjoyed

several sources of incoffféost importantly, they shdrim the income from the

Cat hedral s possessi on s*Alohgwithucgaplaitsandi r i ndi vi
clerks, canons were also paid for services in which they parfiCipapedtant feasts

payed double, but required more work, as longer andliffiovdt music was sung on feast

days* Donations and benefices might augment the income. The priests were all responsible
for their own tithes, though they were exempted from civic te8atioie period in

guestion here, the lagntrolled Opera deli®mo was responsible for paying all the salaries

of church officials and provided their substantial candles for the Feast of the Assumption

celebratiof*’

639D'Accone,The Civic Muse: Music and Musicians in Siena during the Middle Ages, &8l the Renaissance
640Nanni, "La canonica della edfiale senese nei secolXd|" 2: 273.

641See above footno34 D'Accone,The Civic Muse: Music and Musicians in Siena during the Middle Ages and the
Renaissarig2Constitutiones Sacri Capituli Metropolitanae Senensisdactlesiae

642For a ful discussion sélhe Civic Muse: Music and Musicians in Siena during the Middle Ages,and the Renaissance
3539.

643|bid., 35.

644Chaplains were priests who participated in the Chgmerand hours; effectively, the chaplains rather than

the canons were the Cathedralds class of professional
few less than the canons, and the clerks a few less than the chaplains. Altogetheeitarlarge group,

numbering between 30 and 50 in the years from 1412 to 1600, respectively. The number of clerics or clerics in
training attached to the Cathedral in the Trecento probably was only -@follti®541, 43, 47.

645|hid., 37.

646pPacta Veterks, 18, itConstitutiones Sacri Capituli Metropolitanae Senensis Ecclesiae

647The Civic Muse: Music and Musicians in Siena during the Middle Ages,&1d the Renaissance
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The Malavolti-Tolomei Feud. Reforming the Bishopric and the Opera

The great magnate clans could desgabilizing social group: on the whole rich, educated,
and powerful, many members of the magnate families were active in governance, serving on
important committees and in key offices like the Biccherna even though they were excluded
from the highest bgdof governance, the Nine. Any violent dispute among the magnates
not only threatened the civic peace, but could spill over and imperil the government itself, as
the magnates were historically interested in gaining more politidal gp@edy what
happené in the 1355 revolution that finally felled the Rfine.

In 1305, the Malavolti and Tolomei began a feud that seems to have been one of the
worst in Sienese history, as it was included in the Chronicles, which are generally limited to
recording the tenud the highest government officials and the basic chronology of wars.
The chronicler who recorded the MalaMoki | o mei f eud characterized
that proved 0a men ac &Thegovdriment gearlyg seeoustyf al | Tu
believd the feud could spark a larger uprising, for it was granted special military powers to
respond to the situation. tek@ too dlee epglr d@at da u
violence.d That number might heaeve comprised
populatiorf® A peace between the two clans was finally brokered by the government in

1306.

648|n 1272, members of the Salimbeni feuded with the Sienese podesta; the government of San Gimignano was
asked to negotiateast | ement to obtain and maintain the 0good a
Biccher8&, 93WRobert Davidsohrorschungen zur Geschichte von Florenz Aus den Stadkintidée voand
SanGimignano: 13. und 14. Jahrhdimdést, vol. 2 (Berlin: Mittler, 1900).

649di Tura, "Cronaca senese attribuita ad Agnolo di Tura del Grasso detta la Cronaca Magtfiére," 294

650Mulvaney, "Duccio's MaadNarrative Cycles: A Study of Meaning \\é8ey Siena and the Sienese in th
Thirteenth Centdf8101.
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However, in 1307 the Bishop, a Malavolti, died; from 1282 the Malavoltis had
controlled the bishopric and the single most common surname for a Cathedradsanon w
Malavoltf>* Set against the extreme unrest of the previous year and a half, the death of the
Malavolti Bishop created an especially sensitive situation. Deliberations show that the
government feared violence and the breakdown of property rightshasdins, who
actually asked for the governmentds help wit
normally and legally entirely under their own put¥ighe city took the markedly unusual
step of involving itself, a decision that in and of itseltiiaanie been political: at one
meeting, of the three men who gave speeches in favor of the commune becoming involved,
one was a Tolomei, Mino di Sim&#e.

In the end, the Sienese government and canons broke with a long tradition and did
not elect a Malavott the bishopric but the Dominican Ruggiero da Casole, who would be
the only norMalavolti bishop to serve Siena for 88 years. Dominicans were inextricably
linked to the Sienese government: During the
Domenico, awas the main communal arci¥€ommunal funds were stored at San

Domenico during the construction of the Palazzo Pubblico (beginning just before the turn

651\Waley argues that the use of surnames seems to have increased afteagimatniaws were passed.
Malavolti was also the most common name for the canons of the c&badialA Medieval Italian
Commune: Siena under the Nifi&@5E2858; Waleygiena and the Sienese in the Thirteeritii.Century

652Bowsky A Medieval Itali@mmune: Siena under the NHS552B50278.

653As in all cities with large clans, though, the Malavolti and Tolomei had intermarried. We should therefore
not put too much store by a last name alone, as it cannot represent a pedfecteoogrespondence to any
individual s personal political or even familial affi

654For this and following, for primary documentsideginnisThe World of the Early Sienesg3Réhatethe

archive function of San Domenico gdessia ZombardoStrineum sive caléffucnstodia dedliracomunis

presso San Domenico (129816)," inFedelta ghibellina, affari guelfi: saggi e riletture intorno alla storia di Siena fra Due
e Trecengal. Gabriella Piccinni, Dentro il Medioevo (Ospedaletto (Pisa): Pacini, 2008).
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of the 14 century) and during subsequent expansions. Dominicans served as official Sienese
ambassiors on several occasions in the Trecento, and even aided tax collection. While
records were kept at other religious institutions as well, especially before the construction of
the Palazzo Pubblico, none were involved in government in quite the samenwiams
were especially high educated, which may have made them invaluable bureaucratic partners
especially before the Trecento, when educational opportunities were more restricted.
Dominicans also seem to have been most active in the establishnmérgtefrates in
Siend>®

Though the election of the new bishop was obviously political, its meaning is
unclear. Were the Malavoltis sacrificing personal interests for public good? Were the
Tolomei effectively ascendant in local pofititdas Ruggiero ampromise candidate that
neither clan actively desired but both could support? It seems likely that Ruggiero was in
some way positively associated with the Malavolti, for the Malavolti were the major patrons
of the Dominicans in Siena; San Dominico wasonuWalavoltprovided land in 1228.

D u ¢ cMaestass commissioned under Ruggiero in 1308, soon after his election
in 1307, and certain aspects of its iconography may have been influenced by or understood
through the lens of these social issueseAmwe seen, the Nine was expert at deploying
Mari an propaganda, of which the Cathedral ds

imagery on the front of tiMaesthas been read by contemporary scholars as a statement of

655Norman,Painting in Late Medieval and Renaissance-E&5333260
656 Mulvaney, "Duccio's Maesta Narrative Cycles: A Study of Meaning," 105.
657 ASS Diplomatico San Domediddarzo 1226, published-idor SchneideRegestum Senense-128B)3

Regesta Chartarum Italii@ma: Ermanno Loescher, 1911), nos. 30Mé8@oned irEnglish, "Urban
Castles in Medieval Siena: The Sources and Images of Power."
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peace and unity, possibly becthesgovernment itself was so insistent upon these values.
However, it was insistent because Siena was neither peaceful nor unified.
It has been suggested that Bishop Ruggiero may have been influential in artistic
production and construction: the nlmst Gathedral mosaics were begun during his tenure,
in the same year that taestavas commissionéttln addition, Dominicans were the
great patrons of Marian imagery and were among her most strident pfSiRotggiero
probably did not have any fiscal @ison, however, so his power over the high altarpiece
may have been very limit€dough the commissioning of the altarpiece and the mosaics
under Ruggiero might be correlative or a tru
DominicansduringRuggied s t enur e seems more suggestive.
granted an enormous amount of building mater
to rebuild their churdi®It would be over twenty years before another order in Siena
received such benefitsm the state.
Just a few months after Ruggiero took up his bishopric in 1307, endemic abuses of
the Opera system and its operations were apparently untoiredgatil of 1308, less
than six months before Duccio was commissioned to make a newripiglca|the
Consiglio Generale made a lengthy set of resolutions suggesting anything from outright

corruption to extraordinary negligence in th

658 Middeldorf Kosegarte®jenesische Bildhauer am Duomo Vecchio: Studien zur Skulpt@8ihZ888a 1250

652 Joanna CannoReligious Poverty, Visual Riches: Art in the Dominican Churches of Central Italy in the Thirteenth and
Fourteenth Cent(ew Haven and London: Yale UniversigsB, 2013).

660Hook, Siena, a City and its Higbry
661 The position of the operaio had become increasingly oétiged and steadily raised in status (as seen
through an increasing number of retainers and aids he was provided with) throughout the early reign of the

Nine in the 1280s and 1290s. Gieegi and Moscadeltostruire una cattedrale: I'Opera di Santa Maria di Siena tra
Xl e XIV secql@30131.

227



office®?Giorgi and Moscadelli relate it to the inquiries made as/#rament explored
whether to pursue the rebuilding of the baptistery or the amplification of the ¥jddmo.
new, corrective legislation included rather amusing directives, one of which was to prohibit
theoperaifoom distributing wine to the workers.atparticular resolution was soon
undone: in late December 1309, the Opera successfully petitioned the government to
reinstate the wine provision, arguing that the workers were spending so much time going
back and forth to pubs or their houses that itfsigntly affected the time available for
them to work!

The other regulations weteh e Op er a 6 s opedhmustcante ogetherd t h e
every week or two weeks to discuss work, ampénemust not begin any new work
without the consent of not lynthe advisory committee but also the master of the works
and at least six of the most capable stone masons. At least a majority vote was required. The
Opera had to lay away as security @0 be deposited with the executors of the tax
office ofthe commune, and must continue to do so every year so that there would always be
enough moey for construction projecieoperamuld only use the money with the
agreement of the majority of his committee of advisors.

Theoperaiwas also instructéd cut costs: he could hire no more than 20 stone
masons and was required to dockdelda day from the pay of any master who worked
another job, o0in order to stop the decepti on

agai nst °%Heeas@qned fathedto keep precise records for how long workers

662For the regulations see AStutil5, fol. 3488 5 0 v . For the record of the Consi
orefor mé t heCobgigkorGangiadldoleld7r/M $8r, 161v. Both documents are published in

full in Giorgi et al., "Dokumente," 863, nos. 96, 97.

663Giorgi and Moscadelostruire una cattedrale: I'Opera di Santa Maria di Siena tra X1182X1V secolo

664 0ad hocut cessenfraudes et deceptiongsa dicti magistfac i unt Oper i prelibatoé
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were off the job to calculate how much to withhold from their Widge®pera was
disallowed from loaning any master or mason more tatddlOh e mast er s wer en 0|
only ones accused of ¢réit no time, said the council, even on the feast day of the
Madonna, was thlmperamllowed to invite anyone to eat, and he must not keep any horses at
the expense of the commune. He mushadior any dependents in the Opera house or
care for them dhe expense of the office.
Other provisions impute both fraud and neglecbpbeaiwas not to let anyone
who was not part of the construction crew break marble in tbevoigg quarries. Again
0Ot o pr ev e ogeraibusthavelthedstorte guattdy a trustworthy person. He was
to opersonallyo keep watch over the financi a
explicitly disallowed from delegating this task. Further, the notary of the Opera was only
allowed to keep the office for 6 months afterwards could not be reelected for 2 years.
Theoperawas warned against taking on thaty work during his tendirdut if he
insisted on pursuing his own business on atehortbasis, his wages should be docked
Finally, the hevas enjoinedtoani nt ai n a o6constant and firmo r
Also in 1308, the canonds house was renovate
this powerful constituency, which was formed largely from the ranks of the magffite clans.
To a politichmind, the resolutions of 130810 regarding the Opera smack of
regime change. Someone was cleaning house and clearing out old alliances, forcing (or trying
to force, or making a show of forcing) the Opera to clean up its communal act. But the

allegatiom i mpl i cit in the Consigliods resolution

665Butzek, "Chronologie," 333.
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Did the new bishop, | ess attached to the Mal
problems? Or were the resolutions political cover for undoing those old nétesriks®
Council able to attempt an azdrruption campaign because breaking the Malavolti
stranglehold on the bishopric presented a fresh opportunity to rework a system? Was it a
way to undermine or punish the new bishop or his supporters? Withouttail@e de
political records, the real story is impossible to piece together.
1309 and 1310 were especially active. Also in 1309, the government enforced the
holiday of the Assumption, decreeing the closure of all shops; in 1310, the city recognized
the Palias part of the official festivities at the Feast of the Assumption. Also-#313G09
parts of theconstitutiomese for the first time translated into the vulgjéfédese latter two
facts suggest that the government was reaching out to certdinecoresdi the former two
show that the Nine were expanding their purview over the Assumption holiday. The
incorporation of the Palio into the official holiday may have beevgaition of popular
interest, but the specifics of the rubrics suggestwes & new enactment of social control.
After stating the establishment of the pripalieor piece of cloth worth 3be the
document continues: OAnd this palio wild.l be
according to the will of the office oéthignori Nine it proceeds and at their will it is
convened. And this palio the camarlengo and the four Provvenditori of the commune of
Siena will buy at the cost of the same Commune, without any other provision or

al | oc &tThegovérrdiment, and noboglge, was now the patron of the aristocratic

666 Published byisini, Il Costituto del Comune di Siena, volgarizzato "MMGECECIX

6670A1 quale palio si corra solennemente ne | a detta ci
signori Nove procedara et a loro parra che si convegna. El quale palio li signori camarlengo et llIl.

Provvenditori del commune di Sierdalpecunia del detto Comune, senza alcuna altra provisione o vero
stantiamento comprare sieno t@ecchirii'Pale and @amttadleano con ef f
Historical Evolution," 348.
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horse race. The government also now moved into its new headquarters in the Palazzo
Pubblico in 1310, literally institutionalizing the state and the government in the heart of the

city, at the same time as thsthad new regulations was forced upon the Offera.

A Crisis of Communal Funding

The Opera faced a funding crisis by early March 1310, when Bishop Ruggiero petitioned the
government to allow him to grant indulgences
artistic project§>This revenue stream could allow for the transfer of political influence,

since the Bishop would know who was buying the indulgence. In addition, the selling of

indul gences might be partly tnfandraide® t he Bi sh
theologian, or councilor.

I n addition, by the early Trecento, Siena
changed in a way that probably increasexhgadis contr ol over Siena. S
largest commercial concerns went thgrtkas there was no established legal system of
bankruptcy for anything like this scale of default, the failures took years t6"abukess.
delay and inability of the banks to repay creditors permanently damaged the Sienese

reputation internationallychiwas one factor that prevented further economic growth. Most

668 MaginnisThe World of the Early SienesglR&inter

669The fact that the bishop had tkasf or t he civic governmentds permi ssi o
disempowered the position was: ABpmatic®310/11 marzo 24 (casella 558), published in ek iBom

S. Maria Assuntl: 766.Summary iButzek, "Chronologie," 38ee alsMiddeldorf Kosegarte®jenesische

Bildhauer am Duomo Vecchio: Studien zur Skulptur it ZF@i&125Baas and Winterfeld,

"Baugeschichte," 455.

670English Enterprise and Liability in Sienese Banki3$(1R8@skyThe Finance of the Commune of Siena, 1287
1355 194195.

231



detrimental, however, were Florentine companies, which had leapfrogged Sienese merchant
banks during the Guelf and Ghibelline conflicts by allying with the rich Angevin kingdom.

By thispointtiSenads ol dest markets of the Champa
kingdoms had dried up and defaulted. Deprived of sources of new revenue abroad, Siena
concurrently invested more and more in the city itself. Some of this was visible, in the vast
buildingprojects undertaken during the reign of the Nine. Investment in the urban fabric
may have itself been understood as a means of pulling revenue into the city through
increased tourigiman anachronistic but not necessarily inaccurate concept. In a world of
fewer attractions, Siena was a magnificent destination. The contemporary Sienese economy
still runs partly on the profits brought in by these very buildings and the images made to
adorn them.

But as we have seen, the images increasingly used by the Nine, and their strident
Marian propaganda, may well have been methods of deflection, attributing governance to an
unreal ruler and diverting attention away from not only their political, butyprobebl
importantly, their financial control and even exploitation of the Sienese state. For much of
the Trecentgasdiis ci vi ¢ i nvestment was invisible; it
less risky than other forms of investment abroad.

Increasingy , t he <c¢ci tyds f ifinbathforeedandwlpnediyd ed up on
from its wealthiest citizens. The city increasingly also pawned communal property. In
pawning, communal property was exchanged for tax farming or other lucrati¥e rights.

Pawning reachedpeak in the 1320s, when a disastrous war against Henry VIl had not only

671 A Medieval Italian Commune: Siena under the 1858 1888-0r an overview s&dccinnil banco
dell'ospedale di Santa Maria della Scala e il mercato del denaro nelesféenlgd&tarteqmite, "Scenari
senesi della prima meta del Trecente6549
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devastated the countryside but substantially weakened Sienese control over it territory.
The rate of return on an investment in the case of pawning is basically impossible to
calwm|l ate, since no individual 6s records of in
survives. However, we can reconstruct the rate of return that could be made on loans to the
state. While there was such a thing asrderest loan to the commune (lisuaade
specifically to the Opera), it was much more common to charge standard rates of interest,
ranging from 5% to 3094

However, in the case of voluntary loans, the city might even pay double interest, a
financial scheme wherein the city would reberdalue of a loan as being twice as high as
it actually was, and pay interest on the stated™ahis.would have allowed the
government to appear to pay onormal é rates o
of, for example, simply taking adarger loan or extending the payment period, etc). While
the rate of return on a government loan was therefore at least as good as ordinary lending
and sometimes quite a bit bétterhat may have made it even more attractive was its
relative security. ddieval banks tended to fail because a major client, usually a prince,
defaulted on a series of massive loans, usually after losing a war or conveniently finding a
higher plane of faith that incidentally precluded rewarding sinning usurers. The problem was
always the enforceability of any given loan, and the inherently high risks that large lending

entailed.

672Bowsky,The Finance of the Commune of SiedB5 2287
6731bid., 223.

674|bid.
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But lending to the city was almost foolproof. On the one hand, the lenders were
among the most powerful citizens, and moreover they served in thengoue=ffectively,
they could enforce control over their own repayment. Lending to the local government was
also easier because it did not necessitate long, dangerous, inefficient travel: staying near to
possessions was also a boon. Moreosed most imprtantlyii the security of the loans
was greater because there were highly dependable revenue streams attactiethes them.
Opera, for example, could count on a predictable yearly payment &roftugjbist. In
modern business it is such dependablereatland predictable payment that generates the
steadiest returns; by producing cash regularly, these strategies also serve as a fuel to further
investment¥®In Siena, specific revenues could be earmarked for repayment of particular
loans, a process whicould theoretically be overseen by a lender or his associates and
friends, and it could also be douigleeipted: communal officials woulgbesonaligble
for loans, as well as the state itSelf.

Moreover, the state could absorb large amoucapivél. The loss of markets like
the Champagne fairs and the Northern European principalities represented the loss of large
investment opportunities for the biggest lenders. Holders of great fortunes would have a
hard time deploying enough capital totdartes real investments without large borrdivers
it would be inefficient and ineffective, for

1000 loans of $100,000; a holder of $100m who wants to invest it is more likely to want to

675These loans might be compared to the modern municipal bond. In fact, like munis, the loans might have
provided a tax advantage; they may have reduced oned:
assessed.

6%8Such businesseéd sowskovowngasdocantemporary exampl e
can count on regular monthly payments from clients.

677Bowsky,The Finance of the Commune of SiEBa5 228224.
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make 10 investments of0fi. But the stafielike a princé might need very large amounts
of money. In short, lending to the state was good business; but it also must have driven
spending, as it would have been in the interest of thevedtithy to see expenditures high
enough thalbans would be required.

And so we reach another, entirely practical possible reason for the commissioning of
the great high altarpiece: spending money on the city not only could bring in new revenue,
but the very financing of art and particularly aathite could generateome for the
r i ¢ he st citinehs. T™hat maoraednduld probably not be direct: the Opera would not
take out the loans. Rather, it would take money that might be spent on other things, leaving
a vacuum of funding that could thenfilled by loans.

The commune would not stop spending money on its Cathedral: just four years after
Ducciods high altarpiece was installed, a
morph into the extravagant and ultimately doomed projécefDruomo Nuovo. This
project unified the space of the church, brought the patronal altars together and occasioned
the commi ssions f or Maestinflueneed asave hagersgen e c e s .
architectural and decorative decisions that cprat=iires on the almost encyclopedic high
altarpiece, now became part of that environment and exerted its own pressures as well as
opened new possibilities for the artists who would make the patronal altarpieces. The later
Trecento artistic responsesite Cathedral architecture and the new high altarpiece would
|l i kewi se prove groundbreaking, revealing

engagement with narrative, and therefore with depiction of time, and by extension, of space.
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Part 1ll: Spatial SolutionkMaestaanBu&ceoads Patronal Al t

D u ¢ cMaesteesponded to particular pressures imposed by the space for which it was
made, Sienads civic Cathedral; those pressur
political anskconomic. Challengeddieannepanel painting into an architectonic work of
unprecedented complexity, Ducci ods most tran
spatial innovations. In the second part of this dissertation, we examined how Duccio used
thejuxtaposition of narrative cycles amateiconic imagery to contextualize earlier image
types and integrate thémo the Cathedral context, and also considered the function of the
high altarpiece and how it f ianditsideptoymerithe gov e
of Marian imagery.

In this part, we consider how Duc@adany others involved in the design)
responded to the unique exigencies of the commission for the high altarpiece, solving the
riddle of the alt arykeepingégire sizenmareyor lesaaonstartt i ve cy
and creating a unified, coherent space. Disruptions in this cohesive spatial logic allowed for
Duccio to question the efficacy of vision, to spur contemplation, and to interrogate painterly
means of representatid-inally, the extraordinary patronal altarpieces, which included the
first narrative altarpiece and the first altarpiece without a gold ground, all made within 40
year s o MaeRaffordus thedpportunitt o anal yze Trectento artd.i
Ducciods innovations. The form of the patron
most important inventions in the high altarpiece were spatial depictions that allowed for a
clearer representation of narrative through the depiction of passjrentouraged and
even made possible by the high altarpieceos

together.
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Ultimately, Duccio and his contemporaries discovered how to make what was an
impediment tdhe use oharrativen paintingthe lack ofime presented Ipainting as a
medium 1 nt o an at-thromisonicduld actudlyapresentinewg@srturaties
for narration through anachrony, an opportunity that must have become apparent when so
many episodes were pushed so close togeth#reh might be perceived together in the
Maesta One must consider that this is exactly
of perspective took so long to catch hold: it was one of several competing systems of image
construction in a period which artists were exploring the possibilities and limitations of

pictorial space.
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Chapter 5: The Conmfaesti ti on of Ducci ods

Al t h o u g hMaBstsumprecedented as an object, and its existence explained better
by the dual forces of the cividi@alral and its soepmlitical contexts than by the
altarpieceds pictorial predecessors, its cen
least can be traced to the Duecéftadonnamade for monastic orders and their
confraternities T h e & hatraive pyclescor the other hand, are even more
exceptional, in part because their imagery is so much more rare. In addition, almost all of the
clearest models for these cycles are found in different media: manumsatygesmosaic,
and especiglin fresco. This encyclopedic conglomeration of narrative cycles on a single
panel created major compositional questions. One was simply how to apportien the two
dimensional surface of the work, how much of the picture to give to what narrative or
episodeThe nearness and relative size of each narrative grma#lenough that one can
be aware of more than one sceneationtay have spurred the develo
own extraordinary exploration of depicted space and the way in which it can beiused to d
and enhance narratiiddenly, narrative episodes could easily, intuitively speak to each
other.
The particular pressures occasioned by the extraordinary commission and the
demands of so many narratives being placed together on the same lacgeatdijea
crucible in which Duccio and his collaborators would create a depicted spatiality more
coherent than those found in prior narrative cycles, and a system that moreover recognized
the different visual and narrative effects of different modestial sonstruction. As in
Giottods work, settings not only became an i

altarpiece went even further and directed the way in which the narrative would be read. One
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of the most important pieces of evidencéhfese innovations is actually the works that

wer e made Mbaestiutfor DaisameiCatldedral space, the patronal altarpieces

by Simoni Matrtini, the Lorenzetti brothers Pietro and Ambrogio, and Bartolommeo

Bulgarini. The patronal altarpieces, were predicated upon the Cathedral itself, as they

were only commissioned when patronal altars previously in the crypt were relocated into the

main body of the Cathedral due to the destruction of the crypt necessitated by the

construction of the baptesy under the east end of the building. This chapter examines the

composition and de pMaestaehile the peattreachds iothgwotkk§ Duc c i

that came after it to gauge contemporary art
Before delving into the work, it is important to note that the Trecento

documentation does not record the involvement of any other designer than Duccio and his

workshop or affiliated artists. Since we know that the government could be closely involved

with the works it was paying for, and since the surviving contracts surrouridiestte

mention specifics of the warkn particular the small narrative scanesthe attention of

the master himsaéilfit is possible that the government or certain membietsad some

say in th@esign omaking of the altarpiet®But it is impossible to know for certdnen

acontract stipulating a specsiubject or layout, written by a governrpand notary, is

that and nothingnore. It does not tell us winventel the ideas recordgubr who

persuaded the powers that be to go along with them
Il n t he c a Maestandt onlp aimmensel§ complex work physically, but

also philosophically, ideologically, and theologicislisgasonable to wondethiére might

678 The primary contract is published and translated into Endliatkowski and Maginni®jccio di
Buoninsegna: The DocumenttysBolEa#s 72, document number 3econdary contracts concerning the
high altarpiece can be found in the same publicati@db, @@cuments number 40 and 41. Stakowski also
gives the full publication history of each document.
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have been ecclesiastical involm. Again, there is no recofdany specificonsultation.
Though other works in the same period somet.i
from the Latin for the arsdcomsptex, and todk sollongp w, Duc
to make, that any resourbesusear consultationke recievedere probably examined or
offered over a period of time andntthroughmany iterations?

The twopeople who might most obviously have servBduas c dollabdrators or
advi®rs werdgheoperaiao 1308lacopo Marescoftand therecentlyelectedominican
BishopRuggieroMar escot ti was par t%Middledotf Kosgegasdnt ar pi ec
and Mulvaney both have suggested that Ruggiero may hanedbesshin artistic
decisions, especially since his background as a Dominican may have made him especially
sensitive to the power of visual propagéhbfailvaney argues the poingetatetength
than any other scholars and believes that the imaderiMakstaccords with Dominican
Sienese panels in particul&e involvement of either or bdtie operamr the Bishop
Ruggierseems entirely plausiblg ultimately unknowable. It is also possivien
probablethat the artists themselves, those ltnew the language of images and symbols
most intimately, were the worko6s primary des
period of time in an iterative dialogue between master and workers, workshop and

institution, employees and employers.

679For example Pietrookenzetti for hi®irth of the VirginSiena Cathedral in 1335: Batzek, "Le pale di

Sant' Ansano e degli altri Protettori della citta nel Duomo di Siena. Una storia documentaria."; Andrea De
Marchi, "B.1: Pietro Lorenzetti,"lie arti a Siena nel primo Rinascimento: Da Jacopo della Quercia a Donatello
(Milano: Motta, 2010), 148.

680 Satkowski and Maginnjccio di Buoninsegna: The Documents and, B&T2 Stncaesent number 39.

681Middeldorf Kosegarte®jenesische Bildhauer am Duomo Vecchio: Studien zur Skulpt@B8ihZ&E88a 1250
Mulvaney, "Duccio's Maesta Narrative Cycles: A Study of Meaniid,8 8&® also footnot@&§4660.
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Creating Coherence. Formal Choices and Visual Stability in the Maesta

The commission of the new high altarpiece presented a number of challenges to Duccio and
any other designers, not the | east of which
complexity. Holding together the enormous front and back faces indepehdantly o
other, let alone the combined design of the two faces in relation to each other, would have
tested the designersdé ingenuity. Further mor e
included a formal puzélehow to integrate the crucifixion, a ndiyneertical scene, into a
series of narrative episodes, which were normally horizontally oriented.

The structure of the entire altarpiece, as an independent and coherent object, was
accomplished by the integration of iconic and narrative imagery@aidripef strong
vertical and horizontal axes that are symmetrical on each face: a design that echoes, in fact,
the architecture of the Cathedral, where strong Gothic verticals are counteracted by
Romanesque horizontal striping. The composition of #s@Ra&ycle may have been
accomplished with reference to Iimportant mod
Passion cycleds composition privileges coher
compositional space and therefore privileges a smatititesmporal reading of the
narrative sequences within the ifi&ge.

The narrative scenes together temporally define the altarpiece as a single spatial unit,
rather than an object with two faces, by embedding the iconicroaastll a coherent

physial narrative and metaphorical framework. By wrapping a continuous narrative

682|t also echoes striking aspects of the decoration of the lower church of St. Francis in Assisi, though the
i mages i n Assi si may ultimately refer to the prototyrg
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sequence around the object, the narratives move the viewer in a spiral pattern, conjoining the
two faces of the altarpiece and solidifying the object. The naegingon theiver left
side of the front face with tennunciati@nd wraps arourttie lower left back predella,
moves up through the Passion cycle and tmtb@amepbstResurrection scen&g(re
167Figure170. The story then wraps around the panel again¢ortreamenicthe front
face, beginning on the upper left side with the Annunciation of the Death of the Virgin and
ending on the upper right with a Apwssing scene, probably the Resurrection of the
Virgin.
The basic layout of the individual faces, front and back, is very similar, and creates
visual stability by pairisgrongly horizontal narrative cycles in the predellas@amamenti
with stark vertical axes on both the pinnacle panels aeccenthal pandisthe Virgin on
the front, and the Crucifix and Garden scenes on the back. These paired horizontal and
vertical axes act as a visual dvomse, creating a structure within the work that
communicates solidity and transforms the supepfitiae into a thredimensional object.
The objecthood of the altarpiece might have been supported by its placement, which before
1317 was very high above the floor level of the nave and probably under the dome.
Unfortunately, any central pinnacleephns on bot h Maesties of Ducc
missing. To lgnwith the front face, ost scholars believe that the pinnacle panels showed
a narrative cycle comprising between one and three scenes of the apotheosis of the Virgin.
In conjunction with these pintia panel or panels, the Death of the Virgin cycle seems to
be missing a scene, with the original location Diditmeition of the Virgin presentireg
particular puzzleigure150.
Scholars have not agreed on the arrangement#dtieof the Virgin cycle that

occupied the frortoronamedimhn White followed Frederick Cooper and put the
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Dormition to the right side of the missing central pinnacle panels, an arrangement that fits

the narrative sequence of the scene but whideales some questioRigy(ire189. One,

if we place the Dormition panel to the right of the central pinnacle and restore the presumed

missing centimeters on the obvicwstuced right side of the Dormition panel such that it

matches the size of the atkarviving Death of the Virgin panels, Christ stands slightly to

the left of the central vertical axis of the panel, although the Dormition of the Virgin is

invariaby centrali zed scene. More troubling is t

three panels on the top narrative, she faces left. In the last two, she faces right. Given the

extraordinary thoughtfulness with which the interiors and directionality of the narrative are

drawn throughout the work, the Virgin facing to the left in alpaatdd on the rigitand

side of thevlaesths rect o face is extremel y®jarring, a
Stubbl ebineds reconst r uc-extaot Dgrmitmmof t he ot he

the Virgindirectly above the main centralesganel figure18) . St ub bl ebi ne d s

reconstruction is based on his sense that Du

where such an arrangement is well kidvs.DeWald argued, it is also a common layout

in French ivorie¥>However, the Dormition scene seems too small for the pinnacle panels.

Stubblebine concludes that the missing centimeters would have been made up for by

framing elements. But even when we restore the part of the Dormition that is presumed

missing by adding @mngh to the right side of the panel to put Christ in the middle of the

683For these formal reasons, | think thatDloemitiomust have been on the central vertical axis.

684 Stubblebine)uccio di Buoninsegna and hik 88d@dbtubblebine also connected two Parisian documents
concerning a O0Duch de Sienedé with Duccio.

685DeWald first made the connectib@Wald, "Observations of DucciMsaest& 384, footnote 5ZFor

ivories see for exam@aymond Koechli,es ivoires gothiques ffBagaisA. Picard, 1924), 1:89 I1I:
plates LHLIII.
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image, the panel is still almost 23 cm too small. And it is hard to imagine what else might
have been depicted within the scene, since all twelve apostles are preserved inithe panel as
stands. Architecture is a possibility. Stubb
other scene might occupy the Hgluist image in the Death of the Virgin cycle. DeWald
argued t haht mame ts sds mgme rmuwst hResueectioreoétile what h
Vi r ghe samé soe as the bottom image inthe Cae dr al 6s st®Wened gl ass
might take issue with a the odd notion of a Marian Resurrection as such, but Tronzo showed
a similar impulse in naming the extremely unusal imnateryowest central vertical scene
of the Cathedral ds statbewWabhbassdechdbweaeuvtc
Taddeo di Bartolods Quattrocento fresco cycl
the same sequence; Taddeo was pahegseatest and most prolific interpreter of the
works in question here, one of the primary artistic voices determining the distinct Sienese
style of the following centu#}.

DeWald, also noting tivaestas af f i ni ty with inkgthathch cat he
there were three pind@panelsHgure177). In ascending order DeWald postulates the
presence of the extant Dormition, a lost Assumption, and a lost CordtatmiWwa | d 6 s

proposed format would exactly mimic the arrangeméreg 8fenes Duomods st ai ned

686 DeWald, "Observations of Ducciiaesta383.

687Tronzo, "Between lcon and the Monumental Decoration of a Church: Notes on Maestésd the
Definition of the Altarpiece,"” 4&.

BTaddeobs exqui si tded prababky becagisae &d worked in pediael in svhich art

hi storiansd interest shifts to FlorenceGalBEail Sol ber ¢
Solberg, "Taddeo di Bartolo: His Life and Work" (New York University, 388 Hiséltarpiece Types and

Regional Adaptations in the Work of Taddeo di Bartolltdliem Panel Painting of the Duecento gretTrecento

Victor Michael Sunidt, Studies n the History of Art (Washington, D.C.; New Haven; London: National

Gallery of Art; Distributed by Yale University Press, 2002).

689DeWald, "Observations of DucciViaesta372289.
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window.Stubblebine and White both posit two top pinnacle panels: Stubblebine crowns the

extant Dormition with a Coronation, while White thought the two pinnacle panels depicted

an Assumption and a Coronatifistubblebine e j ect ed Whi t eds pinnacl e

because Stubblebine knew of only one other contemporary Italian panel painting using this

layout; however, it is exactly the same arrangasritie two top panelsinthe€ hedr al 6 s

stained glass windé%Gardnewon Teuffel also places two panels above thenmaaista

reading upwards, she places a Coronation and then an Assumption. Norman points out that

there is an O0illogicity in having®anhe Corona

prefers the placemesf an Assumption in the central pinnacle p&nel.
There have been other reconstructions that posit merely one very large pinnacle
panel; these usually assume a Cororzdbioa. However, given that thegti@dral is

dedicated to the Virgin of the Assumptiit isimpossiblehat this extraordinarily grand

high altarpiece would not have included an Assumption. Many roughly contemporary, and

very similar Assumptions by Sienese artists survive (for some examgle4&Ergure
243. It may be the case that all of these Assumptions were ingpinedod the pinnacles

ontheCahedral ds high altarpiece.

690White,Duccio: Tuscan Art and the Medieval V¥@tkshop

691 Stubblebind)uccio di Buoninsegna and hik 884@dViulvaney rightly points out the contradiction

bet ween this concl usi onMaestasitheSrsttalibrbwork to displaydre o0 her al di ng
resurrection of the Virgin and the French iconographi

c o r o n Mulamey, 'Daccio's Maesta Narrative Cycles: A Study of Meaning," 146.

692Norman,Siena and the Virgin: Art and Politics in a Late MedieyallCjtftr&2akorman also states that
Gardner von Teuffelds solution is also found in
altarpiece has no Coronation, but an Annunciation topped by an Assumption. The illogicity occurs in the
sequence beter the lowest panel, the Madonna and Child, and the Annunciation above it.

693Norman suggests that the Assumption was topped by a gable showing Christ welcoming the Virgin into
heaven. Norman provides no reasoning for this latter point, but White alkdqubatsmall top gable

showing Christ in Majestyhite,Duccio: Tuscan Art and the Medieval V868&h2@18; Gardner von

Teuffel, The Buttressdtdrpiece: A Forgotten Aspect of Tuscan Fourteenth Century, Bpiece Design
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Finally, one piece of primary textual evidence should be considered, especially as it
seems to ha been routinely passed over by scholars: the testimony of Lorenzo Ghiberti.
Ghiberti, who was a passionate admirer of Sienese painting and among its earliest recorders,
wrote that o6on the front [of Duccilady,s hi gh a
and on the back Rew Testament scenes. 6

The back of the high altarpiece contains a strong vertical axis that cuts through
almost the entire work, comprising the dehbight crucifixion, which, like the two Passion
scenes directly belowit, sal wi der t han the other Passion s
pinnacle panels, they probably comprised the Pentecost, the Ascension of Christ, and a God
the Father as a crowning panel, as DeWald first suggested. DeWald had concluded that the
central panain the frontcoronamemiast have been the Death of the Virgin, as we have
seerf® The Death of the Virgin and the Pentecost originally occupied the two sides of the
same panel, though they are now separated. The surviving panels are both thershme size, a
though both are invariably centralized scenes, with Jesus in the middle and the Virgin in the
middle, respectively, the surviving panels are each skewed: the Death of the Virgin is missing
part of its right side, and the Pentecost part of it§°[Efterefore, if there Death of the
Virgin was the central image on the fommbnameniten the Pentecost must have been the
central panel in the baokronamentoHowever , the great attractio

of the back pinnaglpanels is that itgsentshe Trinity: God the Father is set above Christ

694\White,Duccio: Tuscan Art and the Medieval Viar&sitkopwski includes the Ghiberti t&etkowski and
MaginnisPuccio di Buoninsegna: The Documents and, Barly S2hBeesalsdulius Schlosser, €trenzo

Ghiberti's Denkwirdigkeiten (I eoifyrnemt ersten male nach der handschrift der Biblioteca nazionale in Florenz
vollstandiBerlin: J. Bard, 1912), 43.

695DeWald, "Observations of DucciMaesta3806383.

696]hid., 382.
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ascendant, who is in turn located above the dove of the Péntelaiost itself is above the
Crucifixion®”The f or mal coherence of the arrangemen
reconstruction.

DeWal dds reconstruction of the pinnacl e pe
back face of thelaestaxtraordinary importance. The wider fields of the Passion scenes
located on the vertical axis, the Crucifixion, Betrayal, Agony, along withtthéiy céraw
the viewerodos attenti on, relate the Betrayal
instill a strong vertical axis throughout the whole face, which is mirrored by the vertical
figure of the Virgin on the front. Since Passion cyadtedlexble, and since there is no
single cl ear o Pabsgoncyclenwasndesigoed to Peuread, weoniust
conclude that the scenes put in the wider fields at the bottom of thefiPtesiBetrayal
and the Agorfy were a deliberate and meaningjioice on the part of the designer(s) of
the high altarpiece. These scenes are also ones in which ambiguous perspective with a great
deal of gold ground are employed, relating them toithe a | representations
death, Resurrection, and Appanii t he most mysterious, and trart
scene&?The reflective quality of the gold necessarily brings to mind a mirroring, the ability
of the image to force the viewer into contemplation and comparison.

Indeed, the Betrayal and the Aygare probably the most existentially fraught of all
the Passion scenes, the moments of Christads
vertical axis on the back face therefore makes a fascinating statement on the process of

transcendence, whiunfolds as we move upwards: the most rooted and human moments in

6971bid., 385.

698Rosser, "Beyond Naturalism in Art and Poetry: Duccio and Dante on the Road to Emmaus," 491.
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Ducciods Passion center on mental rather tha
reputational usurper Giotto who is so well known for his complex psychological statements,
itisdi fficult to find any contemporary paralle

nature of human suffering.

The Composition of the Passion Cycle

The composition of the Passion sequence also created visual coherence by using consistent

depicted spa&c Duccio and his possible collaborattiectively solved the Passion

sequence for figure size: the geometrical puzzle holds the scale of figures, architecture, and

landscape constant while inserting a strong vertical axis in thedextentral column of

scenes and providing for the veltifaariented Crucifixion within the horizontal narratives.
Thedoublhei ght Cruci fi xi o Maestwas hohaestanded s o of D

format in Passion cycles, but it makes a great deal of formal sense. A Crucifixion within a

Passion cycle constdata formal challenge: the crucifixion is necessarily a primarily vertical

image, but within the Passion cycle, it forms or&imarmoment among many, and

narrative scenes were almost always made in a horizontally rectangular field. Of course, one

coulglace the crucifixion in a horizontal rectangle, but if a given area was divided into more

or less equally sized narrative fields, the consequence of using a horizontal rectangle to

contain a primarily vertical image would be to reduce the size afi¢helstwe to its

frame, and it would furthermore reduce the absolute size of the figure of Christ. Since both

the crucifixion scene and the crucified Christ would be among the most important episodes

and figures in the Passion cycle, this seems arpteialeception. A second possibility

would be to increase the size of the crucifixion panel; in that case, however, the crucifixion
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panel would disrupt the layout of a narrative cycle that had been designed with standardized
scene sizes.

A third option woud be to change the format of the crucifixion scene to a vertical
rectangl e, a sMaes@rhisselaionitheoreboally solves the problem of the
relative size of Christ. On the other hand, a crucifixion scene in a vertical rectangle creates
different problem: integrating a vertfoainat field into a sequence of more or less equally
sized horizontaliformatted fields. An obvious method of combining these shapes would be
to double or triple the horizontal regidtssactly the arrangemew s ee i n Ol d St
(Figure189 and on t h eMaesitAsimiaf soliondsdad ndarlier
Northern Italiarpanels that display higlaly t i cul at ed Passion cycl es,
almost certainlyave beea clearer referent for most viewers in Siéna.

Ol d St. Peterds was entirely-hdndsddecoed al o
was decorated with images of the New Testament and the right with scenes from the Old
Testament. The basic arrangemetsae of the scenes on each side of the nave were
similar, with two tiers of narrative images surmounted by windows and images of saints. The

Crucifixion, however, was depicted in a dehalght and doubdeidth field’* Though

699Mulvaney also draws this comparisot also rightly notes the many differences between the two cycles.

Mulvaney, "Duccio's Maesta Narrative Cycles: A Studdaofrld," 163.had come to the same conclusion

before reading her work and there are several points where we agree, including the potential for the crucifixion

on DuMaestod srefer to Ol d St. Peter 0s sMaestberefggtot enti al f o
monument al pai nted and/ or cr uMaedtandkFeeach cathedidhl portal®e par al | €
| believe the fact that two writers have independently had similar associations might bolster the common

argument.

700Generall, these panels have been taken as evidencdlaedtas i nf l uence on northern |
but Seiler took exception to this, correctly calling
Byzantine i c%®eites"DucoiobtadstarheWwanstion obthe Scenes from the Life of Christ on

the Reverse of the Altarpiece: A New Hypothesis,S286r includes a solid bibliography.

701The relationship between the narrative sequence and thehaéagltierucifixion is different in Siena and

at St. Peter ds: in St. Peterds, the oO0Crucifixion inte
| ower r egi s tdeublehéightlcrucifi8an & stacked dn op of two other registers of images, and

the crucifixion belongs to the narrative sequence of the upper half of the panel. If we consider the two registers
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nothing remains ofthefe® es i n Ol d St. Peterds, we have
|l ooked I i ke primarily from Giacomo Grimal di @
compiled in 1620. Gtthanthsde dfthé ravedleadyvshowg s of t he
doubleheight ad doublewidth crucifixion scene over a rather elaboraté®aitme

evidence about the content and form of the f

surviving Iimage programs that are thought to
Govanni a Porta Latif and Sant dAngel o in Fo
Given the prominence of Ol d St. Peter ds,

the Passi on s cene Maestimaythdvebean etersled toeeého tBatiaf c i 0 6 s
Ol d St. POtuercd 9dsEcemci ffi xi on was not desigr
nonet heless have recalled Ol d St. Peterodos to
simply have reused a solution found in other buildings, a case of convergent evolution.

Like the Qucifixion, the unusual Entry to Jerusalem is also dwiglg Figure
162 and constitutes one of the most significant breaks in the highly regularized layout of the

Maestarhe Entry panel is obviously, both in format and content, the literal aatd/&gur

that make up the doulheight crucifixion only, then thedage links the panel on its upper left with that on its
lower rightWilliam Tronzo, "The Prestige of Saint Peter's: Observations on the Function of Monumental
Narrative Cycles in Italy,"Rictorial Narrative in Antiquity and the Miktlie tAgebert L. Kessler and

Marianna Shreve Simpson, Studies in the History of Art (Washington: National Gallery of Art, 1985), 98.

702Tronzo argues that the douhleight crucifixion here was related to the importation of a Christological

liturgy tothe West from Byzantium in the @entury and specifically links the image with the Exultation of the

Cross. This is somewhat interesting given the fact that Siena cathedral also had a liturgical association with the
Exultation that was also linked withimage. However, the Crucifixion is perhaps the most common image in

medieval art and we cannot place too much store in the possibility that there was a causative link between the
worship of the cross atthcBrtury, alie Siena ifthe23bide 106@Ip s as ear |y

703|pid., 94, his ftnt 6The frescoesin Old St. Péter as recorded by Grimal di probatl
separate artistic campaigns: the scenes from the Old Testament on the right hand side of the nave were

completed in the miifth century under Pope Leo the Great. Most scholars date the Nenefiéestgle to

the reign of Pope Formosus (&%6).Ibid., 97.
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entry into the Passion cycle. Emphasizing it provides a clear initial structure to the otherwise
quite confusing ordering of the Passion sequence.

The size and shape of the Entry visually ties it to the Crucifixion scene and brings
the meanings olfi¢ two panels into association. The Entry is of course the moment that
begins a story whose culmination is the Crucifixion, but its enlargement here also
emphasi zes the Entryds theme of agefincy and p
even drivesofwardé what is to come. The large Entry strongly casts Jesus as the conscious
actor of his own drama. The Crucifixion, by association, constitutes another entry, the
means by which Jesus becomes Christ and by which humans may escape death and achieve
divine salvation. Formally, the double height Entry also allows for the viewer to visually
oentero6 the Passion sequence through both th
including depictions of Jesusd plimdndi nto Jer
to his right. Examining the Entry leads us into the issue of the space depicted within each
scene, an aspect of the high altarpiece that was particularly innovative: Duccio used different
modes of spatial construction to drive the narrativegwoadiiention to important
moments in various scenes, and even more abstractly, as a metaphor for an invitation for

contemplation of the meaning of the stories shown.

Depicted Space and Visual Contemplation

Many scholars have recognized odd formal qualitiesspatiality of the Entry scene, in
particular the textually unnecessary and visually awkward door on the lower right side of the
panel Kigurel63 . | nde eMaestinbDludesseavera add doorways, not only the
indetermiate lower doorway of the Entry scene, but two doorways in the Passion cycle that

open onto unfilled blackness, and which stand in contrast to either the readable gates and
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doorways found elsewhere in the altarpiece or the black spaces behind other, margina

doorways that serve as visual routes on the front of the altarpiece. Combined with the

portrayal of physical blindness and vision as a metaphor for spiritual illumination or a lack

t hereof, especially in the umsesfuntehtionallgene of

obscuring doorways uses depicted Bpaceather thebsencedepicted spafieas a

means to move his narrative beyond the visible. In the w@ds/ebdR 0 s s e r Ducci od:

doorwaysofferaé di st i ncti on bet wests oitiepdweragmp ear s an

l i mitations of human sight as a means to gra
Formally, the door in the Entry to Jerusa

cycle on the lower register of the Passion scenes, while the figure wfiGhssteaded

upwardstothefarrightand si de of the Entry scene, allo

Passion on the second of the cycleds four re

the door in the Entry scene is one of the rather rare astgsifoéant reworking in the

high altarpiece: the door was not part of the original composition, which included no lower

wall and which rather showed the cobblestone road extending from the lower left hand side

of the panel at a much more acute dffglee change in design must have meant that the

door was not only an afterthought, but probably a conscious solution to a perceived

problem. As Gavin Wi ens writes, 0O0ohe can ass

increased |l evel of*® significance for this doo

704Rosser, "Beyond Naturalism in Art and Poetry: Duccio and Dante on the Road to Emmaus," 484.
705\White,Duccio: Tuscan Art and the Medieval Vi@rkahtogind Architecture in Italy-1260 3rd ed.,
Pelican History of Art (New Haven: Yale University Press, 1993), 3adeyMulduccio's Maesta Narrative
Cycles: A Study of Meaning," 188; "Gesture and Audience: The Passion and Duccio's Maesta," 188.

706\Wiens, "Spaces Made Strange: Architectural Oddity as Devotional Catalyst in the Passion Sequence of
Duccio's Maestal?.
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Art historian Mary D. Edwards interpreted
apertures in the scriptures that lead the Christian to Jesus, to faith, to salvation, and to
Para®Wsen$ considered it a oOdevedoorsnogl cat al
as he rightly noteshartus conclusesause there is no wall behind the one in which the
door is found. Rather, he says, the door way
that, through its irresolvability, leads in some wathefabric of the painting itself,
somewherbeneathh e pai nt®®wWd ess6f aoemal reading is bo
strange aspect of the Entry, the fact that the door to which he refers is located beneath the
vertical level on which the figure esuls is placed. The lower stone wall in the scene does
not have a lintel, and therefore appears to be a retaining wall, holding up the road itself; thus
the door opens not onto the road, but to a path béneattn underneaihthe road.

Wiens considerstileo or one among various O6points of
of the figural di mensions behind Christds Pa
beyond the surface appearance of things. o6 Th
the logicot he fi el d of representation,é and otend
mani pul ation of ar chi t e®lliiogicalarlunreadiablespatesn wi t hi
the Passion sequence are not omistakes, 6 acc
meant to shock the viewer into taking notice of an important gesture, or to invite the viewer

into deeper intellection and devotion. Wiens argues the space behind the door in the Entry is

707Mary D. Edwards, "Duccio's Entry into Jerusalem: A New Interpret&tiodi€s in Iconog@p(R004):
82.

708\\iens, "Spaces Made Strange: Architectural Oddity as Devotional Catalyst in the Passion Sequence of
Duccio's Maesta," 15.

709]bid., 10.
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one of cont enmpedsentationalplace that must@lmeagain slightly hidden
from view, something that cannot be revealed by corporeal vision except through
contemplation of what | ay hi dd¢msDoeibi nd t he
states that the figurative meaning of the literal images che ontlerstood through the
intellect by using 0a purely painterly devic
a conceptdal theology. 6

Wiens musters contemporary theories of vision and guides for contemplative
devotion to show that thermept of using vision as a concrete means to an entirely abstract
end was current and widespread. In particular, he cites-#mowalll259 text by St.
Bonaventure, th#ourney to the Mind of Gadn whi ch Bonaventure write
thisv si bl e world | ead the spirit of the conter
exempl arséso that through these sensible thi
the intelligible which they do n'6Theliskee, as t
between physical and spiritual vision is drawn directly in the altarpiece through the panel of
the Man Born Blind on the back predella, as Christoph Wagner demonstrated. Wagner
described Ducciobds careful wsnetapoof forl i ght and
spiritual clarity and obscurity in this p&dghe Man Born Blind is an arresting image in

the narrative cycles because it is a continuous narrative, including both the scene of the man

710|bid., 15.
7111pid.

712BonaventureThe Journey of the Mind,tvadad Stephen F. and Philotheus Boehner Brown (Indianapolis:
Hackett Pub. Co., 1993), 17.

13Vagner, "Metaphern der Blindheit und des Sehens in der Dantezeit: Beobachtungen zur "Heilung des
Blindgeborenen" in Duccios "Maesta"."
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being healed by Jesus and the scene in which hesémspieyv sight to look upon the
transfigured Jesus in the next panel.
Another strange aspect of the Entry scene, the prominent masonry wall behind
Jesus, uses the metaphor of vision to engage with text and with orality. The wall creates a
narr atciewve wdstpha n the panel that evokes the i
speech, and gesture, setting up a framework for the interpretation of the entire Passion
sequence. The wall further provides a formal precedent for Simone Martini and Lippo
Memmi 6 s revolutionary Cathedr al altarpiece of
centerofthemi n fi el d of a pMaesahelighagrapwallbelgnd | n Ducc
Jesus occupies the geographical and the compositional center of therienitycseates
dimensionality by providing a backdrop against which figures are layered, but it also refuses
to recede into the background, partly because of the masonry lines of the depicted stone of
the wall. The sharp upwards angle of the wall codesutsto the crowd on the right, and
the masonry lines themselves directly connect Jesus to two individuals within the scene: one
stretches bet ween Jes ubgaidedmman, aind beasatithdt he ey es

anot her str et chelsisraigedimbledsmg to thémohtlaai alyoungeh i ¢

man. The first connection is extremely preci
is exactly at the | evel of the dark masonry
continued agairexactih by t he dark | ine of Jesusd mout h.
another indication of the Incarnation, as th

of his speech: the word is made flesh, and visible.
In an article comparing motifsdnorways and openings used by both Duccio and

Dante, Gervase Rosser explored the prominent blackened spaces behind doorways in the
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Passion cycl&. These are found in the Harrowing of Hefuge161) and in the Road to
Emmaus, thecene that ends the Passion cycle and leads therefore inte the post
Resurrection scenégy(rel6d . T h e s e o puéchlimited accessdoi anm invisigle 0
pl ace on its other si de, drawntoarseasewhereisthear k ¢ on
altarpiece: in the Infancy and Death of the Virgin cycles on the front face, in much of the
Passion sequence, amibw emphatically clogedn the ApparitionsHgurel6#Figure
169.°

For Rosser, the naoor nongateway openingss ubvert the visual re.
hitherto and, by denying narrative closureép
meaning of t he*Eean marenbaoadyy, Rosseyr loeledes that patiicula
throughD u ¢ c useood spatial depiction, accomplished in large part through the careful
depl oyment of depicted architecture, oOthat t
in turn to engage, not only with the depicted elements of histaoieat matter more or
less convincingly represented, but in addition with a bigger and much more modern
guestion, oOthe ontological nature of the pai
iconographic theme was precisely the transience of materiahththgsrmmateriality of

the eternal . 6

714Rosser, "Beyond Naturalism in Art and Poetry: Duccio and DanteRwoathéo Emmaus.”
715]bid., 488.
716]bid., 492.

171bid., 487.
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Centralized, Oblique, and Ambiguous Perspective

Another means by which Duccio and his possible collaborators communicated meaning was

in the depiction of pictorial space. Duccio employed three main types of parspectiv

construction throughout tiMaestar he first, centralized perspective, in which orthogonals

diminish towards central vanishing points, and which creates a sense of naturalistic depth in

the picture plane, is found in 14 of the surviving panels.ghisesyn i s not+ oOperfec
point perspective in that the orthogonals do not all diminish to a single point, but rather to

at least two different ones. The second type of perspective, oblique perspective, in which
orthogonals diminish towards a vanishingt poi the left side, in which architectural

elements are depicted from the left side, and which urges the viewer to move from left to
right and o0readd6é the narrative as it unfolds
perspective is ambiguarsd architecturally undefined, is usually found in landscape

settings, and is used in 18 of the surviving panels. It is perhaps best defined by its absence of
architecture and the presence of large areas of gold ground. Positioned next to the many

scenes ith a more defined spatial setting, this third type of perspective, or perhaps it is

more accurate to say |l ack thereof, seems to
and metaphorically. These scenes appear almost as apparitions of figtites agai

heavenly golden ground of t heroactsgnanel s, whi c
unnatural radiance outwards from the surface of the panel towards the viewer. This ambient

glow surrounds this as it does, in particular, all of the final seg@eséntations of

Christds death, Resurrect i oirOalyodessrviving equent

panel, the extraordinary Temptation in the Temple, uses a fourth method of perspective,

718]bid., 491.
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dual vanishing point perspective, in which orthogonalke reeeards two vanishing points
on the left and right of the image(re153.

No discussion of pictorial spatial constr
characterization of ofpmint (also known as linear or mathemapeagpective as a
osymbolic form, 6 even though Duccio uses no
altarpiece. Panofsky saw perspective as a system of pictorial construction that in and of itself
stood for a set of meanings, making Western art its oanfantally unique projétt.

The philosophical implications of gunt perspective have been much discussed:

Heidigger wrote that perspective made the world into a picture, transforming, in Hans
Beltingds words, 0t he™@ofried Boehmrfamouslpaarguede w o f t
thatonepoi nt perspectiveds centralization of th
central in his world as wétl.

The space depicted in gm@nt perspective is dependent upon the flat surface upon
whichitistheoreticl | y oOprojected. 6 As Belting writes,
removed from the gaze because it is a function of that gaze and not the other way
a r o u*\este&rn onpoint perspective is dependent upon optics and mathematics
deriving from the Muslinvorld, and the space it constructs is fictitious in the sense that it is
artificially homogeni zed. l ndeed, as Panof sk

infinite, unchanging, and homogenous $pacshort, a purely mathematical spase

719Erwin PanofskyRPerspective as SymbalicdrmnChristopher S. Wood (New York: Zone Books, 1991).
Originally published é&Bie perspektive als 'symbolische Forvoytrage der Bibliothek Wafb22g1925).

720Belting Florence and Baghdad: Renaissance Art and 28ab Science

721Gottfried BoehmStudien zur Perspektivitat: Philosophie und Kunst in der(ftéluaibdeyiAdlinter,
1969).

722Belting Florence and Baghdad: Renaissance Art and Psab Science
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quiteunlike he structure of a?fhespacdamstugtedibyo | ogi c al
perspective is just that, an artificial and
though the notion that it reflects some scientific truth about vision has proven extremely
persistent.

However, the question relevant to this di:
Arab optics or how his pictorial construction particularly relates to the later invention of
onepoint perspective, but rather g#féects his perspectivalstems upon the viewer. We
are concerned with the internal spatiality of the image. That being said, the use of various
types of pictorial spatial construction within the elaborate Passion narrative does suggest a
move closer to the Renaissance condéiai Duccio acknowledges not only the viewer and
his or her position regarding the pidiueed indeed regarding the narrétitat clearly
also understands that different modes of pictorial construction engender differefit effects.
|l f not oOsyYymaoaliceé of aems ai nly saw di fferent fc
as functionally different pictorial methods. Or, in the words of Ro§ser,c ci o0 was an a
disposed to use diverse juxtaposed modes of depiction as a means to jolt the viewer into a
phased encounter with the image, leading from an initial recognition ofvtioeldhys
narrative subject to a subsequent, deeper an
context a®d meaning. 6

The different types of perspectival construction iniDodfaesthave extremely

important effects on how the viewer reads the scenes, but also on the relationship of the

723panofskylPerspective as Symbalizgd3rm

724Belting notes firstpaotf t hi s poi nt i n a dBirth of the\&rgBeltngFtofenc®i et r o Lo
andBaghdad: Renaissance Art and Arah4dcience

725Rosser, "Beyond Naturalism in Art and Poetry: Duccio and Dante on the Road to Emmaus," 492.
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viewer to both the particular image and to the work as a whole. Central perspective draws a
viewer in physically, slows down the narrasually, and suggests a metaphorical depth to

the story depicted; oblique perspective tends to move the viewer more quickly across the

scene, to speed up the narrative visually. The scenes with ambiguous perspective, set in a
landscape, sit somewhere leetwthe scenes drawn using central and oblique perspective:

here, the viewer is invited to linger, and the eye to range over the surface of the scene.
Perhaps the reflectiveness of the gold groun
or stands metaphor for impenetrability. The choice of perspective type, though partly

textually determined by the biblical setting of any given segimderior, exterior, or

landscage is itself a commentary on the scenes and stories depicted, and arefalse one

primary means by which the narratives are paced.

Space and Pace in the Narrative Cycles

On the front predella, only the first and central scenes (the Annunciation and the
Presentation) have a strong sense of spatial depth within the pictundnjidetie, other

scenes are relatively ambiguous spatially, slowing down the visual narrative somewhat and
thus visually weighting and stabilizindrtve predella. The spatiality of the cemtraésta

scene is uses centralized perspective to opengdimeavinl Child to the viewer and to

suggest that they may be located within the Cathedrebrdh@memdorative of the Death

of the Virgin uses a centralized perspective in the first four scenes; the fifth and sixth use
ambiguous and oblique perspestislowing down the reading of thehaftd images while
speeding up the reading of the rligmid side fathe front upper narrative. The Death of the

Virgin narrative in particular has therefore a strong visual acceleration.
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On the back predella, thpatiality is highly inconsistent: included are the only
surviving example of dy@dint perspective in the altarpiece, in the Temptation in the
Temple scene, and the only scene in which central and oblique perspective are combined, in
the Christ and the @vhan of Samariaigure157), where the town is shown in oblique
perspective but the well on which Jesus sits is shown in a very irregular centralized
perspective.
The Passion sequence employs a more regular use of perspetitw@tadella
scenes. The Entry scene is shown in oblique perspective but strikes a balance by drawing the
viewer into the panel through the odd depictidhedmall, mysterious doorway on the
lower right. The Passion narrative begins with scenes tthatusmsentralized perspective:
the Washing of the Feet, Last Supper, and Christ Taking Leave of the Apostles, interrupted
by the oblique Judas Taking the Bribe. Judas Taking the Bribe is set apart from all of the
other panels by its exceptionally lightcor , whi ch i s so different f
that it absolutely leaps out atiever(Figure 136 Thebribing scene is clearly meant to
be especially notable and visible, and probably was ra agaitist corruption aimedia
clerics andther powerful Cathedral visitors. It may even be connected to the shakeup in the
Opera del Duomo that occurred just aroundthesths c o mmi®*s si oni ng.
The Trial scenes almost all use oblique perspective, speeding up the unfolding action
and intense draarof this section of the Passion story. In these scenes, the thrust of the
pictorial construction is counteracted by th

which to read the panels. Unlike the Trial scenes, tHerposixion images are sdit in a

726For the regulains see ASStatutil5, fol. 3488 5 0 v . For the record of the Consi
oref or mé t heCobggkorGangtaéleld7r/ 868r, 161v. Both documents are published in
full in Giorgi etal., "Dokumente," 76163, nos. 96, 97.
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|l andscape whose depicted spatiality is | ess

much careful depiction and repetition of architecture, the viewer feels out of place, in a
different, unlocated realm. Thus all together the Passioncesgaiaws in the viewer in
the Entry, moves the viewer across with the Trial and upwards with the central vertical axis
of the Crucifixion, and finally invites the viewer to a more abstract contemplative space in
the postCrucifixion scenes.

Thespatiaty of thenarrative cycle on the baxkonameni@ Apparitions, are again
more regular, pairing central perspective in the outer two scenes on either side with scenes
using ambiguous perspective in the middle, flanking th&dstgnnacle panelbus

stabilizing the upper narrati#gy(rel6#Figurel70.

Space in the Back Face: Temptations, Trial, and Sienese Political History

Spatial systems are particul aallarpiece, mhe@r t ant
different representational modes draw attention to specific panels and to different
placements of figures within panels. Unique spatial depictions are found in the Temptation
cycle, which are charged images that might be used as aamyecaptions; in the Trial
sequence, architecture helps mark the position and movement of figures and key gestures.
The figures themselves carry an important social and political message, demonstrating the
physical and moral danger of mob rule.

The unusal inclusion of the prominent Temptations and Miracles in the lower back
predella communicated the dangers of power and wegaltd%3Figure160, partly through
their spatial settings. The Temptationsane ®f the most subtle images in the high
altarpiece, with the Temptation on the Mountain depicting a delicate dance between Jesus,

who stands in light, and the Devil, who stands in darkiyess%4. The Temptation in
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the Templas notable because it contains the most complex spatial setting in the entire
Maestaisplaying an extraordinarily sophisticated recession and geometry in the interior of

the Temple, especially through the depiction of the complex intarsia floor. ildutuaech

clearly refers to contemporary Tuscan buildings and specifically baptisteries, political

buildings that were deeply associated with, even that defined entry into, citizenship. The
columns in Ducciods pai nt e dstrifed mgbleeacleant er i or
reference to the civic Cathedral, and possibly to the early communal baptistery, which was

still standing at the time of thleesths c ommi ssi oning and installa
a contemporary setting, one that specificaljyhave recalled architecture in Siena itself,

argued that the dangers faceddsysvere relevant to a contemporary local audience.

The Temptation in the Temple is, as previously mentioned, the only surviving panel
in which a dual point perspectiveised: there are two vanishing points, one on each side of
the panel. The system of spatial construction sets the image apart from any other narrative
scene. Its depicted architecture is also especially prominent: the temple takes up almost the
entire fied, and seems to project outwards from the picture plane. The framing and
perspective conspire to make the temple feel as if it is bulging into the space of the viewer
with a kind of coiled energy. Formally, then, the Temptation in the Temple is unlike any
other scene in the entire altarpiece, and in particular, its spatial meanings mark it out as
worthy of attention. The unusual construction of this saléprasented scene
demonstrates that it was meant to be special to the viewers of the back faesdand i
supports the theory that the primary viewers of the backMatstevere the canons
and/or the bishop, for whom the temptation towards power in the Church was most

relevant. In fact, the political circumstances surrounding the commissioning of the new high

263



altarpiece also suggest a special role for the back face ok e amexemplar and
warning to the canonry and bishop, especially in the deployment of the Trial scenes.

Ducciods Passion sequence is notable for
concentration on the Trial of Jesus, with 11 scenes devibttedhi|sme out of an original
58 narrative scenes in the entire work. For
commensurately imageh work, included 39 scenes, of which only two were devoted to
the Trial. Jules Lubbock, who published the mafgtgh visual analysis of tMaesta s
Passion cycle, has shown that the Trial sequence deploys depicted space as a means to
oconvey the way justice and authority are un
t he fHbubhoak comes to this conclusion Igrgf@lough his realization that, as the
Trial scenes progress, the space given over to Pilate becomes smaller as the amount of space
given to the mob of Jews increases.

Lubbockds reading rests on a particular s
schoéars are not in agreement on the intended order of the scenes for the entire Passion
cycle. Lubbockds reading therefore opens two
have used depicted space to help the reader follow the story, and two,itfiailthe d
determining the order of the scenes might itself have engendered important devotional and
intellectual effects.

The Passion cycle follows no single Gospel text, but is an amalgamation of scenes
from all four Gospel$® Generations of art histans, armed with the text of multiple

Gospel accounts, have been unable to agree on a single correct order for the Passion

727ubbock,Storytelling in Christian éut iotto to Donatgflo

728DeWald, "Observations of DucciViaest" 371.
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sequencd-{gurel8? . Ducciods Passion cycle is not, ¢t
creative interpretation and reprgation, even a-telling, of the central Christian story in
which the viewer is implicitly engaged and necessarily involved. The Miracle scenes are
|l i kewi se demanding to a viewerds memory, as
unlike the Pason sequence of the various Gospel accounts, the order of miracles even
within a single Gospel is ambiguous.

The complexity of the unprecedented Passion cycle forced an extreme engagement
with memory and even with text. A great deal of thought mugteéengi t 0 t he scenes:
correct ordering. Daniel Arasse famously saw memory as the primary ordering system of
medieval imagery rather than perspectival spatial construction, which as Jill Bennett
explained, oeffectivel y c tsofmatuealissm (Whichiseee nt i on a
it simply as a primitive form of realism) by relating medieval spatial construction to
contemporaneous un d*&ary Caaruthers, nvigtisg oo rhedievalmo r y . 6
memory systems, argued that medieval images worked poddhycieg the visible world
as such, but oby virtue of r*&lepdrdnmnenmpnics o met hi
and heuristic, Carruthers argues, rather than hermeneutic: that is, medieval images are
primarily aimed at aiding retrieval, not at eagng interpretation. Memory is not rote, but
active, a oOprocess of recollection occurring

stored memory i mpressions t™Duocucgi ho &t sh eP ausssei oonf

729Daniel Arassé&ntre dévotion etreufionctions de l'image religieuse aRéreesi&dele francaise de
Rome, 1981); Jill Bennett, "Stigmata and Sense Memory: St Francis and the Affective Hisige24,
no. 1 (2001).

730Mary J. Carrutherhe Book of Memory: A Study of Memory in Med{@ahBrittges New York:
Cambridge University Press, 1990), 222.

731Bennett, "Stigmata and Sense Memory: St Francis and the Affective Image,"” 6.
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sequence, however, may have depicted space to help the viewer work through the
process of rememberingr even reconcilifigthe information given in the various Gospel
accounts.
In the first panel in which Pilate appears, Christ Accused by the Pharisees, Pilate
stands at the front diis audience chamber, just to the right of the column that connects it
to the forecourt in which the Jews are assembldeldeesi65f or t hi s di scussi or
figure occupies the exact central vertical axis of the scene. In the next pabefo@hrist
Pilate, Pilate sits against the far right wall of the audience chamber and gestures towards
Jesus, who stands in front of the middle column. The Jews remain in the forecourt, and their
leader turns away from the audience chamber, towards theusnédrntially restricting the
group of Jews to the left side of the panel. By the third scene with Pilate, the Jews gesture
towards and now into the audience chamber. In the fourth Pilate scene, the Flagellation, the
mob gestures upwards and two of thedigu®d ar ms are totally within
audience chamber; Pilate now must stand to exercise authority. The mob here is also denser,
as the soldiers who had been standing in the chamber in the previous scene have been
displaced to the forecourt durtheg flagellation.
By the fifth scene with Pilate, the Crowning with Thorns, the mob has broken
through the space of the audience chamber, which they almost fully occupy; the level to
which the heads of the mob remaining in the forecourt reach is déstdyslaiver, as
t hough the mobds tension has been relaxed as
forwards and down. In this scene, Pilate is shoved up against the right side of the room,
overlapping the third column. His gesture is closedyigitight hand up to and facing his

breast.
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The next scene with Pilate, Pilate Washing his Hands, contains one of what Wiens
called spatial odisturbances©o: Pilate is ¢cle
his hands stretch in front of@oolumnas he washes them. Wiens argues that this is not a

mistake but rather a means for Duccio to draw attention to this important’gé&stare.

more profoundly, Wi ens ties the spatial i nco
obsessionsviit t he mor al r e | ‘®Theotogiams, as he shows, fieguenthe r r o r .
used optical errors as evidence for the diff

ambiguous spatiality of the Passion panels draws attention to the fallibilityexdlcorpor

vision *0OrdsiRosserputsifuec.ci o owas capable of refl

challenge of the materiality of his medium, and able to invent visual devices capable both of

addressing and potenti®lly overcoming that |
In Pilate Washng hi s Hands, the Jews threaten to

as a continuous mass of Jews and soldiers occupies the entireffirsistebthe depicted

space. The increasing claustrophobia of the Trial scenes is partially constructdtethrough

notable absence of doorways in Pilateds pal a

spaces depicted throughout the high altarpi®&e.t as Pi |l ateds author it

his diminishing physical spafammalmedns,sus® aut ho

particularly through visual centralization accomplished by the placement and clothing of His

732\Wiens, "Spaces Made Strange: Architectural Oddity as Devotional Catalyst in the Passion Sequence of
Duccio's Maesta," 10, 19.

733|bid., 10.
7341 bid.
735Rosser, "Beyond Naturalism in Art and Poetry: Duccio and Dante on the Road to Emmaus," 481.

736Exceptions include the panels of the Massacre of the Innocents and Judas Taking the Bribe.
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figure. In the Mocking, the scene in which Pilate is most meaningfully marginalized,
Lubbock points out that eskgusngesclothedmacoths f or t
of gold and, also for the first time, looks out at the viewer . . . Although it is a mock
coronation, Jesus is now the central commanding presence, he emerges as the true king, the
embodi ment 6f real justice. 6

The Trial seqgnce is not just an allegory on the importance of administrative justice
but one that also emphasizes the moral rectitude of the Christian value system that aims to
protect the weak. To those versed in Trecento Sienese government, the notion would have
been familiar, for the Sienese government was not only careful to provide somewhat for
social welfare, but was quick to advertisent. 1310, just before Duccio
installed, the Sienesmstitutiomese translated into the vulgate fronnLaitithe behest of
the government, oO0so that the poor persons, a
grammar, and the others who wish can see it and make and have copies made from it at their
w i [I*®The decree may present a rare instance of paiitihabtiowing the less educated
to read a societyds | aws really does help to
to obtain or defend their rights, but simply knowing what those rights might be would be
empowering.

In Siena, the bourgeoisndimight have been courting the support ogbtpelavho
were the traditional allies of the oftebellious magnates, and who were probably involved

in the 1310 unrest that seems to have involved all of the magnaféAdemsling to the

737 ubbock,Storytelling in Christian Art from Giotto to,Bdnatello

738BowskyA Medieval Italian Commune: Siena under the 8B 9528Gwsky heralso notes that it was
not oonly ©6époor personsd® who could not read Latin wel

799i grandi di Siena avevano fatte molte consortarie |
ded sopradetto nobili providero che prederssero ogni
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AgnolodiTua di Grasso account for the year 1310,
associations among themselves, 6 to which the
from any and all state offices and banning Ghibellines from accepting or exercising any civic
office as well®This followed on the heafthe Salimbeni and Tolomei feud so severe that
the city had to call out not only the city militia, but the captains frcontaggmdmasse
The feud between the Salimbeni and Tolomei was (probably ndeotatlg) resolved just
over three weeks after all the nobles were banned front*bffice.
As Lubbock lucidly concluded, tiaestaffered a reflection:
on the nature of human rights and true justice, its
independence and impartiality symbolized by clear boundaries
between judge, accused and plaintiffs but, more important,
dependent on the ideal of divine justice for its standards and
the courage to maimahose standards against the blackmail
of mob rule and violence. This is perhaps the most serious
responsibility of any state, but when Duccio madéaeista
it was of overriding importance to Siena struggling to sustain
a just government of the merchelass in the fact of the
constantly conspiring nobility, with tyranny as the extreme
solution to the breakdown of social ortfer.
One might take exception to Lubbockds fac

but his larger point holds. The depittf justice overrun by ctaased power plays and

the explicit warning against the dangers of political and social power was one that must have

providero che alcuna persona tenesse puintlima non potesse accettare né esercitare alcuno uffitio del

commune ; e poi ed signori d®r o ed gonfal oni a d3 3 ¢
Tal omei f ®r o pace diTue, "Cronaca senesedatiribu@ebad Agnologli Turg deloGraéso

detta la Cronaca Maggiore," 307.

740 bid.

OED® Tal omei presero gelosia ded Salinbeni di | oro,
cacciarel d6uno | daltro da Siena. E6 s irguardiadelaNove che ¢
citt”"d ; d3 26 di magi o f ®r o |l e conpagnie per |l e cor
masse, che tutti fosseroibid guardia del buono stato de

742] ubbock,Storytelling in Christian Art from Giotto to,3&r3tello
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resonated with the Trecento Sienese; not only had much of the previous century been given
over to suppressirggsimilar kind of rule by violence and intimidation by noble clans, but

the recent and particularly destabilizing dispute between the Tolomei and Malavolti was still
fresh in the civic memory, as were the 1307
reorgargation of the Opera, the 1309 Salimbeni and Piccolomini feud, and the widespread

rumbling by the magnates in 1310.

The gathering of so many narrative cycles on a single panel created challenges but
also afforded new opportunities to Duccio and his paitentiaborators on tiMaestarhe
placement of images relative to each other allowed for the creation of new meanings as
panels could be read in different sequences. Now that several panels could be visible to the
viewer at once, the depicted spacennitiei picture plane could also now be marshaled to
drive narrative and even, as in the Trial sequence, to create its own, new meanings. Settings
not only became an integral part of the scene, but became part of the story, and the means

by which it was told
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Chapt er 6Maestaand the Rattosal Altarpieces of Siena Cathedral

Within forty years of the installation of Du
wer e commi ssi oned patransaints.nTeeseanages wese @desfgroeSi ena 0 s
pl aced near Ducciods high altarpiece and tog
Virgin and included the Annunciation of the Birth of Christ, the Birth of the Virgin, the

Presentation, and a combined Annunciation to the Shephehtitiaitg. Save for the

Annunciation, these scenes had not been partMbtstal hey were necessarily responses

to Ducciods high altar pi Baegdheyteliussomethinge x a mi n e
about how other artists and designers understoad ®i o0 6s wor k.

What Ducciobs near c Waesteeasgpnewveayadfes t ook fr
depicting narrative that was integrally tied to pictorial space. In addition, the four patronal
altarpieces again highlight the interrelatedness of architecturetengd @aiinteraction to
which the high altarpiece so eloquently speaks itself: The patronal altarpieces were
commissioned after the crypt was destroyed and the patronal altars were grouped together in
the nave: the patronal altarpieces were therefqusthad¢pendent upon architecture but
predicatedon it. In both the high altarpiece and the patronal altarpieces, real architecture
created the conditions for the creation of the paintings, and affected the presentation and
reception of the work, whileleted architecture was used to define an expanded pictorial
space that created a stage in which the drama of momentary time was newly captured.

The first altarpiece, Snnumoatdortidaltartofi ni and
St. Ansanus, was compikeaéad installed in 1333g(re3). Two more images by the
Lorenzetti brothers, thgirth of the \gin by PietroKigure4) and théPresentation

Ambrogio Eigures), were both delivered in 1342 for the altars of St. Savinus and St.
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Crescentius, respectively. The last, a comfmmeshciation to the Shepherds antbNuuevity

altar of St. Victor, wasade by Bartolommeo Bulgarini after the 1348 plagleas

completedaround 1351Fgure6). The altars were conceived as a group and formed a

cohesive program, not just iconographically but physically: each was about the same size and

comprised a tripartite central field flanked by two nedds Bhowing standing patron

saints, one male and one fenrdaré187).”*Most unusually, they all gave pride of place to

a narrative of the Virgin, rather than the I
The marginai zati on of the civic saints demonst

obsession with Marian imagery but also the rather unprepossessing character of its probably

relatively unpopular patron saints. Sienads

noted, Ot o put it rMiAk Mdgignjs painteddutritasmgtable that therep . 6

i' s not more indication of the | ives of t he ¢

743These will all be discussed in more detail but key referencestirmsiode "A Description of the Altars in

Siena Cathedral in the 1420s."; Beatson, Muller, and Steinhoff, "The St. Victor Altarpiece in Siena Cathedral: A
Reconstruction."; Butzek, "Le pale di Sant' Ansano e degli altroRmbdt citta nel Duomo di Siena. Una

storia documentaria.”; Alessandro Ce8ahipne Martini e I'Annunciazione dggfiildffi Silvana, 2001); De
Marchi, "Il programmo di | "allestiment Giendel | e pal e pe
Kavin M. Frederick, "Pietro Lorenzetti's Navity of the Virgin and Ambrogio Lorenzetti's Purification of the

Virgin: A Study of their Original Appearance" (1980); "A Program of Altarpieces for the Siena Téthedral,"
Rutgers Art RevAeft983);A Program Completed: The Identification of the San Vittorio Altarpiece: A

Program of Altarpieces for the Siena Cathedrdlibimte to Lotte Brand Philip: Art Historian and &ktective

Lotte Brand Philip; William W. Clark; et al (New York: Abag§);1'The Dating of Simone Martini's S.

Ansano AltaiPiece: A R&xamination of Two Document§he Burlington Magd8theno. 1036 (1989);

Gordon,The Italian Paintings beforedsi8Enese Altarpieces, 14805 Form, Content, Furktiololf Hiler

von Gaertringerifalienische Gemalde im Stadé&i8(B0Mbskana und Umfiviamz am Rhein: Verlag Philipp

von Zabern, 2004); Judith Steinidéirrison, "Bartolomeo Bulgarini and Sienese Painting of the Mid

Fourteenth Century" (1990); Judith &tfiin"A Trecento Altarpiece Rediscovered: Bartolommeo Bulgarini's
Polyptych for San Gimignandgitschrift fir Kunstges¢h&98¢ Judith B. Steinhdfft and Patronage in Siena

after the Black Dé@dmbridge: Cambridge University Press, Z¥gse Painting after the Black Death: Artistic
Pluralism, Politics, and the New Art(Mankktidge; New York: Cambridge University Press, 2007).

744MaginnisThe World of the Early Sienesg3ainter
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were supplanted by the stgpensored cult of the VirgifiEvenon their own altars they
were sidelined®

Crescentius, the most important saint mentioned in the first, Qrildias a
child martyred in Rome. Ansanus, also young and also Roman, supposedly baptized many
Sienese before being decapitated. In Séhevilwor ds, Ansan@Géd&muwstor ked Or
beconfesséda di sappointinglM"Ansmomnisdi ma@&lmadc mar avetr er
contested in Sienese history, as his burial place lay on the border between the bishoprics of
Siena and ArezZ6A n s a nliosge@iched Siena in the earlycédtury**Because of his
personal connection with Siena, Ansanus was by far the most popularly revered of the four
saint§ and it was his altar that received the first of the new patronal alt&f[Bavesus
was a morwidely popular saint, enjoying interest throughout central Italy. He was an early
bishop and was martyred at Spoleto and proved popular in both Spoleto arféf 8tezzo.
Victor, of Sts. Victor and Corona, was likewise neither indigenous to Sienaularlpartic
enthusiastically worshipped there, and enjoyed widespread interest. He, a Roman soldier, was

martyred in Syria with Corona, variously styled as his wife or the wife of one of his

7451bid., 36.

746Butzek, "Le pale di Sant' Ansano e degli altri Protettori della citta nel Duomo di Siewrda Una st
documentaria," 35.

747SchevillSiena, the Story of Mediaeval Cbinmune

748For a concise account of the struggle between Arezzeaadé&Brand Holy Treasure and Sacred Song: Relic
Cults and their Liturgies in Medieval T28&mmgisoF. S. Barcellona, "Un martivedle: AnsanoBullettino

Senese di Storia Patr{4990): 287.For a more proximate account sedridmeslati®aluze, "Translatio Sancti
Ansani," 4. 667.

749Barcellona, "Un martire locale: Ansanc226

750Butzek, "Le pale di Sant' Ansano e degli altri Protettori della citta nel Duomo di Sierréa Una sto
documentaria,” 35.

751MaginnisThe World of the Early Sienesg3@ainter
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coll eagues. Given Sienads shothinthe Gathedraf ocus on
and indeed through Sienads major religious i
by far the most important sites in the city for their worship. But even here, their odd,

undramatic personae would be upstaged by Madgery.

The Civic Saints in Siena Cathedral

The relics and altars of the Sienads patron
after the i nsNaadtahoaghtheymweredearl)consceren & group before
their altars were placegjether. The c. 12Cydayrouped the four saints in the formula for
the Confession: o0Confiteor Deo Omnipotent. F
semper vergini, sancto Michaeli Arcangelo, sancto Joanni Baptistae, sanctissimis apostolis
Peto e Paulo, sanctis martyribus Crescentio, Ansano, Savino et beato Victori et omnibus
s a n c t"*iTkedate®uecento staingldiss oculus in the Cathedral includes the same four
patron saints arranged around the Virgin, though with St. Bartholomew figictad 6°
Ducciods high altarpiece showed the four sai
together at the foot of the Virgin.

It was not until 1317, whemrejor Cathedral construction project destroyed the
bui | drypnmthabtke altarscrelics of all four patron saints would be moved into the
nave proper; throughout most of their history, it seems that two patronal altars had been

located in the presbytery and the other two inahfessiocrypt. In the 12century

752Trombelli,Ordo officiorum Ecclesiae Senensis, ab Odorico, ejusdem ecclesiee cammmsitusneiaaIll.
primum a D. J. C. Trombelli ... editus, et adnotationibus illustraj%iddpenasapngrgli inizi dell'iconografia
sacra a Siena: culti, riti e iconografia a Siena,ri&8.Xll secolo

753Siena won a battle againsnMoe pul ci ano on Victorinus®6 feast day in
Bartholomew due to this military associaliommasiHistorie di Siefibro quarto, 241.
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Cathedral, thdtar of St. Crescentius was located in the crypt, as the ©Ord@l&arly

states. Because this was the most liturgically important of the patronal altars, it is thought
that the altar of St. Crescentius was also the most architecturally promiimetiteatteypt
(Figure49).”>* The only direct evidence for any activity in the Duecento underchurch or crypt
is the archaeological indication of the placement of a freestanding altar that was located in
the middle of the crypt, betweaao columns, assumed to have been the altar of St.
Crescentiu$>The Ordaalso explicitly states that the altar where Sts. Fabien and Sebastian
were worshipped was located incthefes&iorhe confessiahe 12-century building

recorded in the c. 120rdanust have been quite crowded, as it included several other

altars>' The altars of St. Savinus and St. Ansanus, on the other hand, were probably located

754Kempers, "lcons, Altarpieces and Civic Ritual in Siena Cathedral, 5BI)095; TrombelQrdo officiorum
Ecclesiee Senensis, ab Odorico, ejusdentecatasiedICDXii. compositus: et nunc primum a D. J. C. Trombelli ...
editus, et adnotationibus illustratus, vinticat@s@6s, 371; Argenziandgli inizi dell'iconografia sacra a Siena:
culti, riti e iconografia a Siena nel Xit§&colo

755Haas and Wintelf "Baugeschichte," 4@05.

756 Trombelli,Ordo officiorum Ecclesiae Senensis, ab Odorico, ejusdem ecclesiae canonico, anno MCCXIII. compositus:
primum a D. J. C. Trombelli ... editus, et adnotationibus illustrafd9MBdicatusque

757The Orda@lso explicitly states that the altar where Sts. Fabien and Sebastian were worshipped was located in

the confessBis. Fabien and Sebastian were worshipped, however, at the altar of St. Bartholomew, which

therefore suggests thia¢ altar of St. Bartholomew was located indghgessidieOrdadndicates that the same

altar held the relics of St. Severinots{. Savinus) as well. A third altar to St. Sylvester was also located in the
confessBis. John and the Archangelislé also had dedicated altars, but if these were located in the crypt or

nave is again unknown. T@edanentions how and when these saints were worshipped, but does not

illuminate the issue of the location of their altar or dhimts.55, 19192, 291, 37&%ee alsArgenzianoAgli

inizi dell'iconografia sacra a Siena: culti, riti e iconografia a Sjéetier @dD&IMsechiphowever, thinks that

the alta of St. Bartholomew was moved into the right transept afteDE2VBrchi, "Il programmo di

| "all estimento delle pale per |l e 6cappelle ded nostri

275



inthepr esbytery, and St. Victords relics may
Ansanug®

Argenziano argued that in the period of theGirdpthe altars of St. Savinus and St.
Ansanus flanked the high altagure50).”*° First, Argenziano notes that a document from
1190 groups the three altars financially. The dotuoreerns the allocation of revenue
from various altars to the bishop, canons, and Opera and designates the altars of St. Savinus
and St. Ansanus as the most important altars in the Cathedral besides thé®high altar.
Argenziano furthermore notices threg writer of th€@rdmever uses verbs of motion when
describing these two altars, as he does with all the others. Argenziano takes this as evidence
that the altars were located in the same general area as the high altar, and that the celebrants

di dndtt @ e@ mo V&dfact, the altahod 3nh .Ansanus is never even mentioned

758Van der Ploeg argued for the existence ofdhattar in the crypt, at which at least one of the Sts Ansanus
and Savinus would have been venersadier Pleg,Art, Architecture and Liturgy: Siena Cathedral in the Middle
Ages6%68.For placement of the altars of St. Savinus and St. Ansanus in the choir, which is universally
accepted, séggenzianoAgli inizi dell'iconografia sacra a I8jeitae ¢conografia a Siena nel XB3gtotpi

santi e immagini nella Siena medievale: i santi p&tdlettino senese di storia {2804 See alsButzek,

"Le pale di Sant' Ansano e degli altri Protettori della citta nel DuSianadiUna storia documentaria,” 35,

40, 45.

759Recent scholarship generally follows Argenziano on thidmoMarchi, "Il programmo di I'allestimento
dell e pale per | e 6cappell e de 6Thaltakah Paintings\beforedl400 6 n el
294,

760 AODS, Diplomaticb190, aprile 2, printed@hignoli,Carte dell'Archivio di Stato di Siena: Opera Metropolitan
(10061200) no. 91A summary and publication history is publish&diirek, "Chronologie,“8, ftnt 75.

Other important discussions are founNamni, "La canonica deltattedrale senese nei seceXIXT 258;

Giorgi and Moscadelostruire una cattedrale: I'Opera di Santa Maria di Siena tra XI1@3XIV secolo

761 ArgenzianoAgli inizi dell'iconografia sacra a Siena: culti, riti e iconografia a Si8Ba nel Xl secolo

276



in theOrdoonly the relics of St. Ansanus;@ndcstates that the Feast of St. Ansanus was
considered to have been celebfated omost dev
Because the Duecento Cathedral reconstruction included a lower church or crypt,
scholars have tacitly assumed that the practices and placemiiestigat were named in
the c. 121®rdaontinued throughout the Duecefftolhe mostlysimilar Trecenteersion
of theOrddends support for this idea of continuity, but of course the fabric of the church
changed dramaticallyietween. Perhaps, as Argenziano suggested, the relative disposition
of the liturgical space was more or less stable, evebuiklthg was being constantly
remodeled, rebuilt, and redecorated.
Already in the late Duecento, the Opera had planned to reconstruct the civic
baptistery, which was reported to be in disrepair. Clearly the plan at that time included an
enlargement, as 1296 the@peraivas directed to purchase land and houses around the old
baptistery, to the south of the Cathedral and near its westé&ftendaver, there was a
delay of twenty years: the order was repeated in 1297, considered in 1298, and again enjoined
in 1309, before a totally new plan was carried out iff*IR1& delay probably had partly to

do with the fact that the Palazzo Pubblicoomastructed in the same period, and may have

20apud nos anti qui t GrembaligOwdo dfficiarsni Enckesiae Seheasks,rab @dorica, €usdem
ecclegianonico, anno MCCXIIIl. compositus: et nunc primum a D. J. C. Trombelli ... editus, et adnotationibus illustratus,
vindicatusgRe3.

783yan der Ploed\rt, Architecture and Liturgy: Siena Cathedral in the, Blidelbe Ageasoned response to
this suggestion s@egenziancAgli inizi dell'iconografia sacra a Siena: culti, riti e iconogbéiizec§igda nel

764 ASS Statuti di Sie@afol. 39v 43v, 2 The documents in question were publisBezLibjelsMittelalterliche
Stadtaukunst in der Toskb®, 25258;Der Dom S. Maria Assulitar53.See alsButzek, "Chronologie,"
28; Walter Haas and Dethard von Winterfeld, "Baugeschichte," ibih6 454

765 ASS Statuti di Sie@afol. 49r; ASK onsigliBeneral, fol. 2527r; ASSConsiglio Genéiéldol. 23125v.

Published iBraunfelsMittelalterliche Stadtbaukunst in der, T68k&b&8)er Dom Slaria Assunt@54 See
alsoButzek, "Chronologie," Z81; Walter Haas and Dethard von Winterfeld, "Baugeschichte," ibih6 455
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taken focus and funding away from Cathedral préfedtscivic projects, after all, were
funded and administered through the Opera. The initial impetus for the new Cathedral
construction may also have beeatiglly competitive: in 1296, Florence began its new
cathedral®’

Eventually, Sienads Cathedral authorities
build a new baptistery under the east end of the Cathedral, where the ground fell away
sharply; the nebaptistery was therefore an elegant response to a difficult topatgagehy (

56). The eastern end of the Duomo had long been used as an importpoirgrtoythe

Cathedrd one specifically associated with the bishop in‘theed@iry’®® The plan for the

new baptistery echoed the earlier position of the crypt, which had offered an entrance to the
Cathedral complex a floor below the height of the main nave, on the east end of the
church™®Likewise, the entrance to the new baptisteuld be located at the back, or east

end of the Cathedral, directly opposite to the church facade, but at a lower elevation than the

western facade or the earlier eastern facade that included the three doorways to the crypt

766 BraunfelsMittelalterliche Stadtbaukunst in der T63ké&B8a

767Rona GoffenRenaissance Rivals: Mich¢leogatdp, Raphael, Thiew Haven: Yale University Press,
2002), 7.

768\Various authors have considered the location of the new baptistery as a meaestttheecathedral

towards the new political center of the city. However, the eastern end of the cathedral was almost continually

used and had long been a privilegaeg.dntaddition, during the early Trecento, the opera was especially

focused on expanding and paving the piazza del Duomo,
On the orientation sekeidel, "Tradizione e innovazione. Note sulle scoperte architettoniche nel duomo di

Sena," 4749.0n the issue of entrances &tergi and MoscadelCostruire una cattedrale: I'Opera di Santa Maria

di Siena tra Xl e XIV se@#63, 65, 7I/5; 'Ut homines et persone possint conididetingreidirie e accessi

orientali del domo @iena nella documentatzione dei secoli XIl e XIII.."

769Haas and Winterfeld, "Baugeschichte 4409
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(Figure48). The choir of the main building was concomitantly extended over the new
substructure, and the baptistery would now be part and parcel of the Cathéétal itself.

At this point, the patronal altars that had been in the crypt were removed into the
mainbody of the church, an occasion that provided the opportunity for the commissioning
of altarpieces for each altar. However, the patronal altarpieces were commissioned, made,
and installed in a construction zone, one reason that their initial locatiointies n
ultimate or even intended destination. The large number of workers, 608 at its recorded
highest, must have allowed the construction to proceed relatively’gBickitywas
expensive, and by 1320, the rkxpudmaprdteed ¢t o
unless emergency funding was secured: the workers had not been paid in thf&e months.
Shortterm interestree loans were granted by private individuals and the construction
continued.

The question of why the Sienese undertook tleerteereorganization, which was
not only timeconsuming and costly but which altered the spatiality of the building so
profoundly, is probably not really answerable. One impetus may have been a desire for a

more moderii i.e. Gothié spatiality, to match tli@othic forms of the Duecento

70There is a long Byzantine history of churches whogeor apse rests above a baptistery. St. Demetrius in
Thessaloniki is probably the most famous of these. The cathedral of Milan is a WestefBugarizgple:
RussellSt. Demetrius of Thessalonica Cult and Devotion in thedVisiulieetgesuth and David Ricks,
Byzantineand Neohellenic Studies (Oxford: Peter Lang, 2010); "ll Duomo, cuore e simbolo di Milano: IV
centenario della dedicazione (3B¥77)," inmArchivio ambrosi@mitano: Centro ambrosiano di
documentazione e studi religiosi: Veneranda Fabbrica del DO¢m&eke alsblarriet M.Sonne de Torrens

el

and Miguel A. Torrens, edehe Visual Culture of Baptism in the Middle Ages: Essays on Medieval Fonts, Settings and

BeliefSurrey, England; Burlington, VT: Ashgate).

71 Butzek, "Chronologie," 3lf.should be noted that the earlier construction in the Cathedral, during the
Duecento, may very well have included masteveoakers who were paid by the church rather as well as
workers paid by the state. &é@rgi and Moscadeltostruire una cattelitglera di Santa Maria di Siena tra XlI
e XIV secqlp36232.

772Butzek, "Chronologie,'63
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building’”®Several scholars have traced the 1317 architectural reorganization to a desire on
the part of the Cathedral ds patrons to compe
mendicant churches and confraternities ljngnéhe civic relics more accessible.
Bringing more of the relics of the cityds pa
appears to be a democratizing move, especially when we consider that when some of the
patronal altars were located in tiyptc the relics were only displayed to the public on the
Feast of the Assumption, when they were placed on the high altar.
In fact, the Feast of the Assumption may itself have been the driving factor in the
Trecento Cathedral expansion. The city magyrieeded more space for a ritual that
involved the entire adult population of the city. The only scholar who has considered that
physical enlargement might really have been the point of the early Trecento expansion is
Andrea Brogi’®Brogi also recognizéiuht the fact that the high altar was moved to the
back of the choir in the later Trecento would have allowed for more room for fine layity

again, especially important for the Feast of the Assumption.

773Erwin PanofskyGothic Architecture and Schof{dsigisiork: Meridian Books, 1957454

774 Joanna Canndmas influentially argued that the increased prevalence of panel paintings was in fact due to
Dominican patrons, who competed with each other to have the most beautifuCamagedkeligious Poverty,
Visual Riches: Art in the Dominican Churches of Central Italy in the Thirteenth and'iBmmieécdah Centuries
Patronage of the Arts in Central Italy: Phavincia Romand 22a.320" (Universy of London, 1980).

Griffith Mann also address the competition between canons and monastic orders in his dissertation on the
Pieve in San Gimignamdann, "From Creation to the End of BnThe Nave Frescoes of San Gimignano's
Collegiata and the Structure of Civic Devotion/1286 157160.

775|n 1409, Francesco di Valdambrino was commissioned to make four painted wooden portrait busts of the
patron saints. According to the contract, they were ¢
1429 (2), folio 5r. See atdook, Siena, a City and its Higbry

776Brogi points out that the common reason given for the amplification, the construbtdvaptistery, has

overshadowed another, which is the simple expansion of thBrogy€Tempo e immaginel @aiomo di
Siena,"” 653.
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The Sienese seem to have been constitutionally incéhpettiley their Cathedral
alone, and soon after 1317 bem@thenajor reconstruction, this one so ambitious it has
been called omegal omaniacal : 6 they proposed
largest churches in the world by erecting a neviogated 90 degrees to the right of the
current one, against the southern flank of the buikdyog:46). The extant n&@ was to
serve asthetransepf a gargantuan new s’fInfact,their e, t he ¢
extension of thehoir to the east over the new baptistery may have been part of the Duomo
Nuovo plan.

In the 1330s, as the choir was being built over the baptistery, there was a
concomitant extensi on o fFigwed®)eBy Biapgetod, the al 6 s nor
Cathedral planners had envisioned the creation of new altarpieces for the altars of the civic
saints, for in 1333 Simone Martini was paid for work émhisciatipand payments in
1331 and 1332 were also recoftiédthough multife experts cautioned against the
construction project in the Cathedral as early as 1322, the city had gone ahead, buying
houses in the area in 1325 and 1329, building the new nave and aisles, and even roofing the
aisles, before finally being forced to atirat the project was structurally unsound in 1357,
after the plague wi ped orgtres7pVAethis pbi,%l of t he ¢

four of the patronal altarpieces had been made and delivered.

777Butzek, "Chronologie," 49 Kai Kappel, "Die Erforschung der Mittelalterlichen Baugeschichte des
Heutigen Doms," ibid. (1999), 328.See alsWalter Haas and Dethard von Winterfeld, "Baugeschichte,"”
ibid., Die Kichen von Siena (2006), 4624

778 Monika Butzek, "Chronologie," ibid., 44.

79 Construction was stopped in June 1357, and the committee recommended that parts of the structure be
demolished. AODS.bro di Documenti ArtigtigiilanesiDocumenti per la storia dell'arte senese: raccolti ed illustrati
dal Dott. Gaetano Milahe&®$457; Butzek, "Chronalie,” 37 ff; Walter Haas and Dethard von Winterfeld,
"Baugeschichte,” ibid., 4621.The 1322 document specifically refers to the extension over the new baptistery
but touches on the larger project.
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One glaring problem withe Duomo Nuovo plan had been apparent from the
beginning: it required the demolition of one of six piers of the crossing in order to join the
immense new nave to the extant crossing. Because the crossing was hexagonal, rather than
octagonal, its soutmenost pier would otherwise impede the connection of the new nave
with the crossing. The Sienese commissioners who began the Duomo Nuovo campaign
must have hoped that it was a problem that would eventually be solved. However, even the
main body of the Duomiuovo was structurally unsound. Oddly, because the marble
cladding of the building was integral to the walls and was therefore placed as the building
was going up, the listing walls of the Domo Nuovo looked quite pdlisihed safe. As
the Duomo Nuovo as abandoned, the southern transept was extended to more closely
match that to the north, the general space of the Duomo as we know it today had coalesced,
and the patronal altarpieces were finally left ia plac

Because of construction and alsstireconcurrent commissioning of the patronal
altarpieces, the locations of the patronal altars and altarpieces within the main body of the
Cathedral changed several times. Their initial placement after the destruction of the crypt
can be inferred from daments recording the transfer of the altars to new locations after
the expansion of the choir in the flir@cento. It is interesting, as De Marchi has pointed
out, that a program of altarpieces, whose spatial distribution was important because of the
narraive content of the images and the fact that each illustrated a different moment in a
particular story, were completed before their planned destinations were finished and were

therefore located in a provisional marii&here are records of the altarpidsisg

780See the discussionDe Marchi, "ll programmo di l'allestirentd el | e pal e per | e 6cappel

nel duomo di Siena," 5%%6.
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moved in 1359 and 1361; the records of these movements, which can be differentiated
because they specifically eddgnstruction, indicate that the probable placement of the
patronal altars before 1359 was out of sequence with the rigagesd.

It seems that before 1359, the 1333 St. AnSamusiciati@itarpiece was located
behind and to the left of the high altar on the rear wall of the choir (if looking eastwards
towards the high altar). The 1342 St. SaBirtn®f the Virgiprobably the second painting
commissioned, was in a parallel spot to the right of and behind the high altar. The altar of St.
Crescenti us, wPrésantathommdin tioegortbedngrandeptdald the altar of
St. Victor, withts c. 1351 BulgariAnnunciation to the Shephexasiatydn the southern.

De Marchi makes sense of the-sequential ordering by arguing, quite reasonably, that the
altars of St. Ansanus and St. Savinus probably were the priority commissiato{esid
Ansanus the primary) because it was these two altars that had traditionally stood alongside
the high altar in the presbyt&Hf.he altar of St. Ansanus, by far the most important of the
civic saints, stood to the right hand of the Virginta.the left of the high altar when

viewed from the nave.

De Marchi also points out that the parchment for the unrealized Duomo Nuovo with
radiating chapels arranges the chapels in yet a different order, but also in a manner such that
the altarpieces waluhot follow their proper sequence: theHaftd chapel nearest the
crossing is that of St. Crescentius, with St

with the chapel of St. Savinus and directly to the right of the high altar, anddtoe 8t. V

across from the chapel of St. Crescemimsel9) . The fact that the al't
scenes would be out of sequence in this plan
781|bid., 575.
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architectural plan was drawnbgorthe pogram of patronal altars was fleshed out, and
therefore before 1330. Scholars have generally dated the plan to 1339, because there are
records in this year of the purchase of several sheepskins for drawings for plans for the
Cathedraf?
A series of incesingly descriptive inventories in the early Quattrocento allows for
more accurate | ocating of altars, as does th
pavement, which allows for exact references to position and f§tRtidhe early
Quattro@nto, the situation of the patronal altars is relativelyridean $1):"®* Looking
eastwards towards the apse, on the left we would find the altar of St. Savinus in the transept
and the altar of St. Ansanus in the corner juginhdf the high altar. Facing the apse on
our right we would find the altar of St. Crescentius in the south transept arm and the altar of
St. Victor in the corner in front of the high altar. Thus the altars St. Ansanus and St.
Crescentius, the most impaottaecondary altars in the-preecento presbytery and crypt,
respectively, were given pride of place in the Cathedral after 1361. The Altar of St. Ansanus
was still | ocated to the Virginds right hand
with the the altar of St. Ansanus, had traditionally occupied a place in the presbytery, as we
have seen.

However, the eventual position of the patronal altars switched the positions of the

782]pid. De Marchialso thinks that the arrangement of the chapels of the patron saints, which are listed on the
parchment, argues for a date before the patronal altarpieces were planned, because the order of the chapels is

out of sync with the images that came to be madefohem. The al tar of St. Crescen
Presentation of Christ in the Temple would have been placed, is spatially the first, while the image is actually

the last in the presented sequebak; 577.

783 Aronow offers a good description and analysis of the inventories, around which her article is based. See
Aronow, "A Description of the Altars in Siena Cathedral in the 1420s," especially 229.

784bid., 229.
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saints relative t oMaéstwdarethe pMeadnts elosesttdthei n Ducci o
Virgin are, to the viewerds | eft and the Vir
the Virginds |l eft, St. Crescentius. The posi
flipped in the position of the patronal altarr e | at i WhmaestdrofactDiuseems o0 0 s

most likely that St. Ansanus should have been given the pride of place in the high altarpiece,
closest to the Virgin and to her dexter side, due to the importance of his cult relative to the

ot her s thuswdswabish@aseo perhaps his honorific placemenkaebivas

some kind of homage to Sienads episcopal sea
popul ar saint, whose transl ation account spe
its @anons’®

As the images that would grace the patronal altars are narrative and show strong cues
to motion, the evidence of the images on their altars points to the altars all being similarly
aligned facing east. However, the specific orientation may nogakiaved much to the
visitor, because the spaces between the altars was relatively great and because there is almost
no position within the Cathedral from which one would have been able to see both of the
left hand or both of the right hand altars, ndenathat their orientation. In short, the only
way to perceive the images as a set would have been to walk around the transept and choir.
Thus they were separated in space in a manner that forced them to be separatérin time.
location of the images wdilnave encouraged a viewesractarrative time byalking
between the episodes depicted in the four patronal altarpieces. The separation of narrative
episodes into physically discrete moments stands in contrast to many of the narratives on the

Maestdut was similar in the sense that the front and back imageblaétt@ere

785Brand,Holy Treasure and Sacred Song: Relic Cults and thfedidwalidsischdy.
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necessarily separated i n -didedmess, hobewer, averstee of t h
front and back images were joined, rendering images into an independent object.

Though the positions of the patronal altars were not apparently altered during the late
Trecento, other secondary altars weagramged. The 1389 inventory lists 20 altars, of
which six are missing from the 1420 inventory; the Opera may have beerfregng
space by reducing the number of altars in this p&fibe documents attest to a particular
clearing of the altars surrounding the choir stalls: a deliberation fratatb$0dhat in a
committee meeting, topera@at er i no di Corsino ordered the
were against the c¢hoi fAtthe dame time, the chapdiseofthea | | s o
patron saints were embellished, with painted and gilded wooden baldachins and frescoes
added. Inteestingly, then, the later Trecento and Quattrocento may actually have seen an
even greater focus on the patronal altarpieces as nodes of primary visual interest and civic

meaning®®

The History of the Patronal Altarpieces as a Group

The patronal altarpiecerere designed as a coherent group, making them an early example

of a coordinated cycle in Western panel paiftyuge(87.** However, it was only in the

786 Aronow, "A Description of the #rs in Siena Cathedral in the 1420s, T2@0inventories are 1389:
AODS 864, 12v; 1420: AODS 867 and AOMS 28. All are now publistBadzaek Gli inventari della sagrestia
della Cattedrale senese e degli altri beni sottopospatidutelddeino:-1589 4.

8709 | i altari che erano appoggi aAronowdA Descaptiompfthnei oe a | e
Altars in Siena Cathedral in the 1420s, T2@0documentary reference is AODS 707, 10r, published in
MilanesiPocumenti per la storia dell'arte senese: raccolti ed illustrati dal Dattl:G&dtarkoMalanesi

discussion sdge Marchi, "Il programmo di l'ales ment o del |l e pal e per |l e 6cappel
duomo di Siena," 579.

788" | | programmo di |l "all estimento dell e pabBlk per | e 0:¢
789Severascholars have suggested that the altarpieces may have been planned as a program as early as 1317

when the construction on the new baptistery was begun, but there is no direct evidence for the timing of such a
plan:Os, Sienese Altarpieces 14805 Form, Content, FunSteinhofMorrison, "Bartolomeo Bulgarini and
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1980s that scholars realized the four paintings had a consistent dasgrssate all but

one has been cut up and since all four have been held in different places for many hundreds

of years. Weigelt associated the altarpieces with each other but van Os was the first, in 1969,

to argue that the altarpieces formed a groupvizaphysically, formally, and liturgically

connected®l n 1983, Kavin Frederick demonstrated
close physical analysis of the works, backed up by interpretations of the primary

document$’* More recently, De Marchi hasted the coupling of the first two altarpieces
commissioned; these are most similar, and were made for the most important patronal altars,
those of St. Ansanus and St. Savinus, which had long stood with the high altar in the

presbytery??

Physically, thi®ur patronal altarpieces are all very similar: they are all tripartite
polyptychs and at least three originally included a predella; the satsndhe titulus and
acompanion, were represented as iconichbgekkd standing figures flanking araknt
narrative Marian image; the central image was also divided into three subfields, and the
spatiality of the main panel was centralizBdt the content of these altarpieces is

extremely unusual, not only because narrative scenes were allowee toetatkal thlace

Sienese Painting of the Niidurteenth Century," 62; van der Pléefy,Architecture and Liturgy: Siena Cathedral
in the Middle AgH39.

790H, W. van OsMarias Demut und Verherrlichung in der sienesisched Mxlgs€rad@thage:
Staatsuitgeverij, 1969);8Curt H. Weigel§iease Painting of the T{&mmtgork: Hacker Art Books, 1974),
55, 90, note 101.

91Frederick, "A Program of Altarpieces for the Siena Cathedral."

2pe Marchi, "1l programmo di | "'allestimento delle pal
577.

WA record of a payment to a woodwPRresknatmnvivesras a predel | «

does a record of a payment for the translation eftdoé St. Savinus from Latin into the vernacular for
Pi et r o0 MilamdsiDacumerniti per la storia dell'arte senese: raccolti ed illustrati dal Datt, G@&tano Milanesi
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in the work, but because the altarpiecesaffiacus on the saints to which the respective
altars were dedicated. The patron saints have been physically pushed aside by the story of the
Virgin.

The patron sai nt s @oniextupliaed bypredela sceres whichh o b a b |
probably showed the saints®é martyrdoms; at |
The St. Asanus altarpiece by Simone and Lippo may not have included an original predella,
because in 1404 Paolo di Giowiiwas paid to make a new one for the same alté&tpiece.

Because only three panels thought to be from two of the putative predellas have yet been
identified, the iconography and function of the predella panels must remain an open
guestion®Those thathaveeen i denti fied, however, suggest
Maestdike the high altarpiece, the predellas may have contextualized both the Virgin and

the patron saints within the Passion.

Furthermore, like the narrative cycle in the front pred@laaf ci ods hi gh al t
the patronal altarpieces explicitly characterized the Virgin in her role of the mother of Christ.
While three of the panels all celebrate major Marian feasts, the altarpiece of St. Victor, with
the Nativity and the Annunciationtt® Shepherds, celebrates the birth of Christ; however,

theOrdanames the Nativity as one of the five feasts of the Virgin, and the logic of the image

%pDe Marchi, "1l programmo di | "'allestimento delle pal
582, endnote 50.e Mar c hi does not believe Hueck6s assertion t
damagedrene Hueck, "L'Annunciazione e Santi di Simone Martini e Lippo MemBiiyione Martini e

I'’Annunciazione degli \HiziAlessandro Cecchi (Milano: Silvana, 2001), 16.

P et r o L oSaenugzbefore thedGeverBar (f?TastheWNatioh&allery in London, for the altar
of St. Savinus, a nCducifBiaim thedduarevamkti@lindng bf Gtaficiothe & s
Stadelsches Kunstinstitut in Frankfurt for the altar of St. Victor. For the former by Piaviesi¢ational
Gallery Catalogues: The Earlier ltaliar32@mdlaginnis, "Pietro Lorenzetti, a Chronology," 190, no. 27;
Gordon, Thdtalian Paintings before 288800.Meiss linked the BulgariucifixioandBlindingp each

other as early as 196&issNuovi dipinti e vecchi prdf}@db.For the latter panel by Bulgarini Beatson,
Muller, and Steinhoff, "The St. Vickdtarpiece in Siena Cathedral: A Reconstructiorg382 Hiller von
Gaertringenitalienische Gemalde im Stade&iS(B0Mbskana und Umbrien
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confirms its Marian content: the Virgin looks at the shepherds, the surviving single image of
which isapparently adoring tMirginrather than the Chilé:

The issue of who might have been responsible for what was clearly a defined,
coherent program of altarpiecea persistent question in the mind of any researcher of the
works. Unfortunately therenie record, and speculation cannot really solve the mystery, but
Duccio himself must be considered as an optiorioiigee duoé€athedral planning
allows for the possibility that the progdithe patronal altarpiea@gght have been
designeadr at least plannedongside th®laestéone attractive aspect of this hypothesis is
that the radical inventiveness of spatiald nar r ati ve construction seé
altarpiecés echoed not only in the content and form of the patronal a&ialopiein their
very conception as a group and as a proBesites Duccio himself, another possible
designer might be Simone Martini, Sienads mo
obviously grountireaking piece for the patronal altarpi¢icesarrativénnunciation

Theideaof the program might also have been tied to architectural decisions taken in
the years soon after Ducciods high altarpiec
designer working with architectuegher than a pder. The attraction of an architect as the
ideator of the program of the patronal altarpieces is that an architect or builder would have
been particularly att un eGlentthataltars produced k s & di st
income that could be apported to different interest groups, the impetus to surround the
high altar with the patronal altars might have been politically or financially motivated. Even

if this were the case, though, the decision to decoratertheightaot only a Marian cycle,

796 Trombelli,Ordo officiorum Ecclesise Sbr@dsis;@, ejusdem ecclesiae canonico, anno MCCXIIIl. compositus: et nunc
primum a D. J. C. Trombelli ... editus, et adnotationibus illustraf\B}8indicéblfgqure Loseries kindly

pointed out the direction of the gaze and the adoratiorgaiglf.oseries, personal communication, June

2015.
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butanarrativiglarian cycle was an enormous and ramtiealt seems most likely that such
an idea would have come from the mind of those closest to the images afdaobjects
painter, rather than a bureaucrat, banker, or a canon.

Certainly, the basicho on of a Marian | ife cycle fit
addition, the Trecento was the heyday of Marian imagery in Siena, especially used and
promoted by the government of the Nine. More proximately, prbfgé but now
obliterated mulpanel mnumental fresco on the fagade of the Ospedale Santa Maria della
Scala across the piazza from the Duomo was made around the same time, probably
individually by Simone Martini, Pietro and Ambrogio Lorenzetti.

TheOspedale facadiescoes are known thrdutgxtual records, though these
provide conflicting information; the frescoes are also known through images that were made
to explicitly reproduce them. The textual records are unclear on the issues of authorship and
the date of the frescoes, but it seemst probable that there were five scenes, painted as
part of single program, comprising the Birth of the Virgin, the Presentation of the Virgin in
the Temple, the Marriage of the Virgin, the Return of the Virgin to the Home of her
Parents, and the Assumopt which were probably painted individually by Simone Martini,

Pietro Lorenzetti, and Ambrogio Lorenzetti in the IBROS?” The only scene exactly

797The issue on authorship stems from the fact that Ghiberti and Vasari (who is unreliable in Siena in any case)
assign different painters, with Vasari including Simone. Later authors also were cosfusedefeded

back to Vasari in particular. For a detailed overview of the issue of authorshdese®. Maginnis, "The

Lost Facade Frescoes from Siena's Ospedale di S. Maria delfziiaft fur Kunstgesshi¢hdd8): 180
188.The first article on the frescoes Wasvin Eisenberg, "The First AHaiece for the 'Cappella de' Signori'

of the Palazzo Pubblico ini&ie'... tales figure sunt adeo pulcreThe 'Burlington MagdZB8€1981 5ee
alsoAndrew Martindal&§imone Mart{@xford: Phaidon, 1988), 203; Keith Christiansen, Laurence B. Kanter,
and Carl Brandon StrehlRainting in Renaissance Sied&D{Rew York: Metropolitan Museum of Art:
Distributed by H.N. Abrams, 1988), 1143 ; Roberto Parenti, "Una parte per il tutto. Le vicende costruttive
della facciata dello Spedale e della piazza antistéBamtaiMaria della Scala: archeologiawdladilezaa dello
Speda(Eirenza: Edizioni All'lnsegna del Giglio, 1991314@647; Wolfgang Loseries, "Sano di Pietro," in
Maestri senesi e toscani nel-Modenaudi Altenbady Miklds Boskovits and Johannes Tripps (Siena:
Protagon, 2008).
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shared between the Ospedal e fr exagheRrth and
of the VirginHowever, the Ospedale frescoes included a scene whose setting is the same as
one of the patronal altarpieces: both the Presentation of the Virgin in the frescoes and the
Presentation of Christ in the Cathedral altarpiece take place in the Templefamrdaher
preceding version of either scene might influence the other.

The subject of the images is known because of a surviving 1448 contract with the
Sienese painter Sano di Pietro; the contract stipulated that the painter model five predella
panels on th facade frescoes of the Ospedale and named the above fiveigoeres (
Figure207).”® The contract stipulated the Assumption should be in the center, which Loseries
reasons indicates that the Assumptiorplaasd in sequence (that is, last) in the ffecoes
otherwise why would the contract mention its placeffi@h# predella was for a newly
updated frame for an earlier polyptych from the Cappella dei Signori in the Palazzo
Pubblico, probably by Simone MaffitOther Sienese images clearly follow those recorded
by Sano, including, interestingly, the early Quattrocento frescoes by Benedetto di Bindo in
the Cathedral sacrisiy(re208Figure219, and another set mid-Quttrocento predella
scenes by Giovanni di Padligre223 and also a dispersed 1Qidttrocento set by Matteo
di Giovannf®™ The Asciano Altarpiece by Sano di Pietro is considered another interpretion

of the Ospedale scenetioé Birth of the VirginF{gure227).

798 Eisenberg provided a transcription of the contract; Maginnis also pulisigdctEisenberg, "The First
Altar-Piece for the 'Cappella de' Signori' of the Palabbdid®uin Siena: ... tales figure sunt adeo pulcre ...""
148, note 1; Maginnis, "The Lost Facade Frescoes from Siena's Ospedale di S. Maria delle@dak," 180.
Sano di Pietro panels s@series, "Sano di Pietro."

799Dr. Loseries brought this up in the defense of this dissertation, Oct 19, 2015.
800Norman,Siena and the Virgin: Adt Rolitics in a Late Medieval Cjt91State
8010n Benedetto di Bindo skeseries, "Gli affreschi di Benedetto di Bindo nella sagrestia del duomo.”; "The

Presentation of Relics in Late Medieval Siena: The Cappella della Reliquie in Siena Cetiéeiral; Faith:
An Interdisciplinary Study of ReRetiai@neration in the Medievat®elades Robinson, Lloyd De Beer,

201
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The authorship and date of the lost Ospedale frescoes is less clear than their
contents. Vasari attributed two scexae$sto Ambrogio and Pietro Lorenzettbrenzo
Ghiberti, viho visited Siend keast twice and is generally aemeliablesource on Siena,
attributed the scenes owhen our |l ady is born
of the Virgin and the Presentation of the Virgin) to Ambrogio Lorenzetti; Ghiberti
attributed to Simoe Mar tini the scenes owhen our | ady
ovisited by many women and virgins, o6 (presun
Virgin to the Home of her Parents). Ghiberti fails to mention an Assuffidtidk6256,
Fabio Chigi inalded the frescoes in a catalogue of Sienese art and recorded that two scenes
by Pietro and Ambrogio dated from 1%833ometime before 1649, Giulio Piccolomini also
stated that the date of the frescoesl®as, as did Buondelmonteriting in the 17
cenury®*However, in 1649, Isidoro Urgugigzizolini transcribed the inscription on the
fa-ade as: OHOC OPUS FECIT PETRUS LAURENTI I
M. CCC. 0OX¢X cwlu.r se the issue here is that th
originally read oVII, o6 with the two [ ast nun

agree with®Chigids record.

and Anna Harnden (201Bpr Matteo di Giovanni s&abriele Fattorini, "B. 9: Matteo di Giovannilén
arti a Siena nel primo Rinascimento: Da Jacopo della Querdidviak Geadiell¢Milano: Motta, 2010).

802Norman,Siena and the Virgin: Art and Politics in a Late Mediey8BCity State

803Fabio Chigil. 6 E|1 e n ¢ oCulibee le ArehiteRuretDi SienaeCompilato2&eiri6d®eleo Bacci,
"Elenco delle pitturegslture e architetture di Siena compilato net2&2a Mons. Fabio Chigi poi
Alessandro VII,Bullettino senese di storia(ét889): 302.

804Gjulio PiccolominiSiena illustre per antichita ¢c@€hratd.2, 39r; F. Buondelmonte, BC, A.0X267r.
Cited inMaginnis, "The Lost Facade Frescoes from Siena's Ospedale di S. Maria dellal®&la," 180

805|sidoro UgurgierAzzolini,Le Pompe sanesi, o' vero, Relazione delli huomini, e donne illustri di Siena, e suo stato, scr
dal pad(®istoia: P. A. Fortunati, 1649), 338.

8060n the evidence above, Norman thought that the original Ospedale fresco scheme wasdnathg liryd
the two Lorenzetti brothers and that an Assumption was later added, possibly in 1359 when the Ospedale used
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Though the written sources differ on attributions, Leone De Casteistaalized
the work within Simoneds known activity duri
in the service of the governniera period De Castris extends between 1330 an#”1335.
He believes that the Assumption was absolutely part of the Qggiedale fresco scheme
(seerFigure193andFigure203for possible reconstructions). Perhaps most interesting of these
many nowlost works on which Simone worked from 1330 on were the frescoes on the
facade offte Opera building, behind the Duomo, which have often been thought to have
been completed by Lippo MentfOn the facade of the Opera building, and protected by
a baldachin, were images of the Madonna and saints, plus a view of the campanile and
Duomo,and according to Della Valle, marble depi
four separate fiel@8.Simone also was reported to have begun the large fresco of the
Coronation of the Virgin on the Porta Romana to the South, and analfweleft
unfinisfed when he moved to Avigrioion the anteportal of the northern Porta
Camollig*°Wwith this wealth of major public commissions, probably no other painter ever

defined the city of Siena to itself as strongly as Simone did.

the massive influx of funds garnered after the plague to acquire a collection of relics including a purported
porti on o firdle:Noenar\Siemagmnd thé girgiigr Art and Politics in a Late Mediey@RCity State
Maginnis left the question of the Assumption ddeginnis, The Lost Facade Frescoes from Siena's
Ospedale di S. Maria della Scala," 193.

807Pjerluigi Leone De Casti@mone Mart{Milano: Federico Motta, 2003), 2dskovits thought Martini

was no longer active in Siena already byNIB®3@s Boskovits, "Sul trittico di Simone Martini e di Lippo

Memmi,"Arte cristiaa (1986): 734; 78, footnote 79.

808 eone De CastriSimone Marti@B7.

80Another Madonna with Saints decorated a private palazzo in the Northern district of Bam@Bz.

288; Della Valléettere Sanesi Del Padre M. Guglielmo Della Valle Minore Conventuale Socio Dell' Accademia Di Foss:
&c. Sopraéd Belle Artil: 88.

810Schlosset,orenzo Ghiberti's Denkwurdigkeiten (I commentarii) zum ersten male nach der handschrift der Biblioteca
nazionale in Florenz vollstaAdid eone De Casti&mone Marti@B7.
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Wolfgang Loseries, in a catalogyeoh the Sano di Pietro panels, also argues that
the Assumption was original to the scheme on the facade of the Ospedale, which he
connects to the probable form Mdest# he Assumpt
Loseries thinks that the formal simildvéiween the surviving Sano di Piagsumption
(Figure20Q and another roughly contemporary manuscript illumination of the same scene
by Niccolo di Ser Sozzo fortGea | e f f o (FyueeR40Q,dh& sivdcuendrdabook of
subject towns and clangjigates that both Sano di Pietro and Niccolo di Ser Sozzo were
working from the same moflgbrobably the Ospedale facade frescoes, which may
themselves have foll owed Ducciods P°utative n
Because the dates of bdik Ospedale facade fresco cycle and the commissioning
of Pietro and Ambrogiods altarpieces for the
ambiguous, it is difficult if not impossible to know which cycle may have preustied
therefore potentially influemtftet he ot her . Payments for Si moned¢c
1321 and 1332, and it was delivered in®¥338.e f i r st sur vi vBithg paymer
oftheVirgin a payment to translate the saintds st
Ambrogio vas paid in 1340, but wood for his altarpiece was bought much earlier®'fn 1337.
Both Pietro and Ambrogiods altarpieces were

the date 1342:If the recorded inscriptions on the Ospedale frescoes are codréug, an

811] oseries also points to the diary of the comanarchivist in 1720, which records five scenes in the (then
destroyed) Ospedale facade frestoesries, "Sano di Pietro," 128.

812|pid.

813For the documentary history see the thorough work by BBtre&k, "Le pale di Sant' Ansano e degli altri
Protettori dellaitta nel Duomo di Siena. Una storia documentaria.”

814See the above Butzek &y Marchi, "B.1: Pietro Lorenzetti," 148.

85The inscripti WARTINIETAIPPVS MBMMUKENSENIS ME PINXERVNT ANNO
DOMINI MCCC X X Xd & I NEDMARTINI AND LIPPO MEMMI OF SIENA PAINTED ME IN
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Cathedral altarpiecdste from 1335 or 1337, then the Ospedale fresugleshave been
planned either before or after the altarpiecethayaiightevenhave been planned before
Si mo Anerudcsati@itarpiecéor the Duomo. Unfortunately, what we know of the dates
of both the frescoes and the patronal altarpieces ultimately does not disentangle the issue of
potential influence of one set of images on the other. It seems unlikely, though, that the
close timing @s a coincidence: somehow, the commissioning of these images must be
related, though whether causally or not is fundamentally unclear.

However, the content of the images, and particularly their spatiality, may suggest that
theC a t h epatromal afiagpces preceded the Ospedale facade frescoes. None of the four
predell a panels by Sano di Pietro really dis
altarpiecesigure204Figure207) . S a n o Return oRhe &itgin to &he Home of her
Parents is probably the biggest outlier: it is a very horizontal scene, with no major internal
divisions, and with a strong {&firight narrative action. The Birth of the Virgin,
Presentation of the Virgin in themple, and the Marriage of the Virgin, however, are
divided into three subfields by architectur a
altarpieces. The Birth and Marri agaed shar e an
side of the image. The Ret of the Virgin to the Home of her Parents, and even more the
Presentation of the Virgin in the Temple, on the other hand, display a centralized

recessiomj ust | i k @resantabon of Ghrist i theiTemple he Duomods patr

THE YEAR OF OUR LORD 1333 ,PETRUS LAURENTII DE SENIS ME PINXIT A[NNO]

MCCCXLI I 6/ 0PI ETRO LORENZETTI OF S| ENA AMBROS$IUED ME | N T
LAURENTIIDESENISFECI T OPUS ANNO DOMI NBROMOIORENZHETH / 0A

OF SI ENA MADE [ THI S] WORK I N THE YEAR OF OUR LORD 1 3¢
altar of St. Victor does not have a surviving inscription. It is interesting to note the change in language seen in

Ambr ogi ob6s pantehle vAenrbbr oogfiaoc eursee6s or o0t o make, 6 instead
more notably he uses the word 00 6 or owork.&é& Thi s
just opaintdé but oOomakes, d and th twork itself s &

295



altarpiece. Thenty two predella/Ospedale images whose internal spatiality really connects
to each other are the last two in the sequence: the Marriage of the Virgin and the Return of

the Virgin to the Home of her Parents, both of which confine most of their action to a

sngle plane.
|l nterestingly, the scenes do | ine up by a
Sano di Pietrods Return of the Virgin to the

thrust from the left to the right, and its central field is nioledivthe spatiality of the
Marriage of the Virgin is largely similar to
Birth scenes display basically the same, complex architecture, with three subfields created by
depicted architecture and showniodnl i que vi ew; Ambrogi o Lorenz
Christ in the Temple, | ike Sano di Pietrods
divided into threes by depicted architecture and likewise uses centralized perspective. Could
this be an indation that the Ospedale original frescoes of the Marriage of the Virgin and
the Return of the Virgin to the Home of her Parents were made or designed by Simone, that
the scene of the Birth of the Virgin was made by Pietro, and the Presentation afithe Virgi
in the Temple by Ambrogio?

What is perhaps more tangible evidence is the specific internal spatiality of the latter
t wo scenes: Il n both Sano dBirthPfithe Vigthedfisld and Pi e
is divided into three main areas, lotctvtherighh and t wo are given to th
bedchamberandtheldfta nd t o an anteroom in which the n
given. I n both, the anteroom opens to a far
mai n s c e n e rpiecerhis B iareetegant dosirtyard shoaving that the scene is set on
the second floor of a palazzo (where the rooms of the family would indeed be located in

contemporary architecture),; in Sano di Pietr
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graund floor, and the space behind the anteroom is a green space with a well. The entire
division of the architecture seems to make more sense as deriving from an altarpiece rather
than a fresco, especially gi vectedakhitecture Chr i st
in the Lorenzett.i brothersd patronal altarpi
the (probably preleterminediripartite form of the central fiéfdLikewise, the centralized
depiction of the Temple makes much more serise form of an independent altarpiece,
when its architecture can be predicated on t
Thus Sano di Pietrods images, i f they do
the Ospedale facade, may indeed suggest thapieal@ frescoes were execaitedhe
patronal altarpieces were desigreetd this, by extension, further suggests that the content
and form of at least three of the patronal altarpieces was determined very early, and possibly
all at once. Given that demporary architects submitted different versions of plans to help
committees choose which to follow, it seems at least theoretically possible that the same may
have been true for the Duomods patronal al ta
fresoes mi ght have known about the intended de
advance of the %Il tarpiecesd executions.
While individual and idiosyncratic patronage was probably at work in the Ospedale
facade frescoes, there is no indication of sticinpge in the patronal altarpieces. Because

the Cathedral was stét@ded and largely sta@ministered, the only patronage that is

816Keith Christiansen, "The S. Vittorio Altarpiece in Siena Cath&deaRAtt Bulleté®, no. 3 (1987): 467.

87 n 1339, the communal records show an d@detry for two
duomo, 6 or O0two designs/drawings of the duomo. 6 I n Se
April. Seesiorgi and MosadelliCostruire una cattedrale: I'Opera di Santa Maria di Siena tra XI9@XLV secolo

De Marchi believes that the extant parchment, however, should be dated much earlier, afdeind 1322.

Marchi, "l programmo di | "all estimento dell e pale per 1| e ¢
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generally even mentioned in studies of Siena is that of the government, and then usually only
in passing. What we knoweairly Trecento patronage in the Cathedral seems to indicate
that individual or familial patronage was not extremely important for the patronal altarpieces,
but rather reflected the government of the N
Marian imagg. In later centuries, the coat of arms that was applied on the patronal chapels
was that of the head of the Opera, even though there are records of familial patronage of
those same chapels during that péfi@hapel patronage seems not to have extemded
their decoration, or if so only indirectly; instead, chapel patronage provided livings for
chaplains, extended the right to erect tombs, and also allowed the patron to select
chaplaing®

It is also important to move beyond the absolutely histortbal psychological, to
consider the pictorial pressures faced by the generation of Cathedral painters who would
follow Duccio: how could an artist outdo kk@estaSimone, who would respond to
Duccio in many ways and in many works, not least in his aznoFRlibblicMaestaf
1315 §igure212Figure213, provided an answer: people would pay attention to a narrative
altarpiece, something almost nobody had ever seen before.

Si moneds al t ar pdecadeéngtcdniessatinemtiaerplaca oft wo
narrative, and more specifically, on the place of time in panel paintings. Its nucleus and

i mpetus was coMaestai hed iSm mMDuwedisod snage brought

818For a short discussion of these issueBesison, Muller, and Steinhoff, "The St. Victor Altarpiece in Siena

Cathedral: A Reconstruction," 613, footnoté&@7example, the chapels of St. Ansanus and St. Victor were

renovated in 1585 atttk existing contract for the work was fixed with the Opera rector, Giovanni Battista

Piccolomini. Even though the Pecci and Malavolti, respectively, were patrons of the St. Ansanus and St. Victor
chapels by this time, atwasadied ADDS 7@Epinaderairiopditaggioc oat of arr
1585, folio 162r; AODS 888yentarith90, folio 107r and 107v. See Rigaek, "Le pale di Sant' Ansano e

degli altri Protettori della citta nel Duomo di Siena. Una storia documentaria,” 38.

819 AODS 24Deliberizionil549, folio 43r; AODS 1@ontraitiDic. 3, 1415.
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and center. Pietro would extend Simoneds
plane, creating perhaps the first picture in which the frame of the painting stands for a
window, and the first altarpiece without a gold background (at leasemtréidgoanél the

side figures of the patron saints were probably stitbgchedd). Ambrogio swung the-left

right axis of the prior two paintings through the picture plane, showing a Presentation in the
Temple with deep recession in its carefully degicéee. Both Lorenzetti would make light
allusions to Sienese architecture, with Pietro suggesting the Palazzo Pubblico and Ambrogio
the Duomo. Finally, Bartolommeo Bulgarini would make an image combining the Nativity
and theAnnunciation to the Shepherdscontinuous narrative that expanded the temporal

axis through not only architectural space but the greatetespaiooal distance of

geographic space. All four patronal altarpieces would prove a touchstone for artists for over
a century, becoming estmely popular, foundational images that were reproduced,

replicated, and reworked many timesioiraages central to the construction of civic

identity in Siena&igure214Figure239 8%

The Patronal Altarpieces

The four patronal altarpieces have been the subject of relatively little scholarship, mostly
confined to discussions that center on thekers; bweverseveraschdars havéeen
concentrating on the patronal altarpieta® recently, including MoniRatzek, Andrea

De Marchi, Dillian Gordon, Irene Hueck, and Jochen Sdhese authors do consider the

altarpieces as a grétiOther exceptions are works by scholars who take Siena, or Sienese

820 Fattorini, "Le leziongecentesca e le immagine dell'identita civica," 142.
821Hueck, "L'Annunciazione e Santi di Simone Martini e Lippo Memmi."; Monika Butzek, "Le pale di Sant'

Ansano e degli altri Protettori della citta nel Duomo di Siena. Una storia documentaria,” ibid.; ibid.; Jochen
Sander, "Altdilder fir den Dom von Siena,"Kult Bild". Das Altaund Andachtsbild von Duccio bis Perugino
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painting, as their subjects, most notably Diana Norman akd/&teOs. Norman engages

with the content of the works and to some extent with their political context, but relates

them all to Sienads oOspecial relationshipd w
Cathedrd®??Van Os was early to assert thatfour altarpieces commissioned for the

Duomod6s patronal al t af?KaviwErederickwastheéirsttoed of as
explicitly deal with them as sé¢Rkrederick also provided reconstructions of the original

polyptych form of the patronatapiece®?

Simone Martini and Lippo Memmi 6s Annunci at i c

Si mone Marti ni Aanurttiatitior tbepaibar ofist. Amsandsss the only
altarpiece of the set of patronal panels that survives with its side figuiem ititesctase,

St. Ansanus and St. Massifhiawas originally covered by a canopy supported by two

ed. Jochen Sander (Frankfurt: StadIMuseum, 2006); De Marchi, "Il programmo di I'allestimento delle pale per le
6cappell e ded no siéna'; Goadenphe katian Baintmgslbefaleul40tho d i S

822Diana NormanSiea, Florence, and Padua: Art, Society, and R&4gio2 ¥280 (New Haven: Yale
University Press in association with the Open University, 3i8®a)and the Virgin: Art and Politics in a Late
Medieval City StAténting in Late Medieval aridsaana Siena (156B)

8230s, Sienese Altarpieces 14805 Form, Content, Function
824Frederick, "A Program of Altarpieces for the Siena Cathedral.”

825"Pjetro Lorenzetti's Navity of the Virgin and Ambrogio Lorenzetti's Purification of the Virgin: A Study of
their Original Appearance."; "A Program Completed: The Identification of the San VittpiecAltAr

Program of Altarpieces for the Siena Cathedral."; "The Dating of Simone Martini's S. AnfaaceAkar
ReExamination of Two Documents."

826 The identity of the female saint is inconatuas the documents record two different names: Margaret and
Massima. Both the male and female saint are first named in the 1458 inventory, where the female saint is
identified as Margaret: AODS, B®entari58, no. 510, f. 25. The name Margaretsractire inventories

of 1467 and 1473, but in inventories in 1620 and 1639, when the altarpiece had been moved to the Oratorio of
San Ansano, the female saint is identified as Massima: AOD8e3®arii67, AODS 34nventarid73;

for the oratorioecords see AODS, 874, 28v; AODS, 875, 31. All PublighéléanBacckonti e commenti per

la storia dell'arte senese; dipinti e sculture in Siena, nel su¢Sientadkcedddtroaalegli Intronati, 1944),
166168.lt seems that Massima is more likely as she and St. Ansanus were martyred on tHeranoesday:

di Valdambrino, emulo del Ghiberti e collaboratore di Jacop®80d€hecfyeeiCatal, "Iconografia dei due
pannelli laterali dell’Annunciazione di Simone Martini e Lippo M&rista d'art€193): 9396; George

Kaftal and Fabio Bisog§aints in Italian Art: Iconography of the Saints in Paintings of Nath3:ast Italy
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poles, but if this was a part of the permanent decoration of the altar of a means of protecting
it during construction is, as Butzek has shown, uff¢lgse.record of payments, which
includes part of the tasks assigned, demonstrates that Simone and Lippo were not equal
partners, but rather that Simone was primarily responsible for the central painting and Lippo
for more decorative aspects of the altarff€tiee original engaged frame has been
replaced by a rather fanciful-t@ntury Gothic revival interpretation of late Trecento
polyptych framing devicE$S i mo n e a Amhuntiatiqmgs debvered in 1333; by this
time Duccio was dead and Simone wamibst famous painter in Ifalgoon after, he
moved to Avignon to work at the papal c&irt.
Beyond its extraordinarily fine quality,

heretofore uni mage d,Annbneiatiarasshe firsBltarpiecate @ase nar r at

Iconography of the Saints in Italian Painting from its Beginnings to the Early XVIth Century (Florence:
Sansoni, 1978pls. 10454; Beatson, Muller, and Steinhoff, "The St. Victor Altarpiece in Siena Cathedral: A
Reconstruction,” 619, footnote 61.

827Butzek, "Le pale di Sant' Ansano e degli altri Protettori della citta nel Duomo di Siena. Una storia
documentaria," 36.

828]pid., 3536; Irene Hueck, "L'Annunciazione e Sar8irdbne Martini e Lippo Memmi," ibid., La
collaborazione fra Simone Martini e Lippo Memnr#2219

829Giovanni Paccagnii@jmone Martifihe great mastesgltalian art (Milano: A. Martello, 1957), 165;
Monika CammereggeorgeDie Rahmung der toskanischen Altarbilder (Strasioamg P.H. Heitz, 1966),
153, 222, note 541; Frederick, "A Program of Altarpieces for the Siena Cathedral," 24.

830Kavin Frederick asserted that the first record of the IBamd altarpiece is a payment to the carpenter
ODucci o6 who made tHntatape Bsti&BR9, fi 18, which Erederick¥dDii pyblished in
Lusini,ll Duomo digha237, note @dowever, Judith Steinhoff was unable to find the document and believed
that Lusini had made a transcription error with the date. She therefore took 1333 as the first record of the San
Ansanus altarpiecgteinhoffMorrison, "Bartolomeo Bulgarini and Sienese Painting of tHeolitenth

Century," 653, footnote 119 he woodworker Duccio was p&dd work on the San Ansano altarpiece twice

in 1333: AODSEntrata e UsgiteB33, filza 45, reg. no. 3, f. 20 and A@D8ata e Usifil833, filza 45, reg.

no. 3, f. 44, both publishedBaccifonti e commenti per la storia dell'arte senese; difitina soaltsu® in

contado ed alt8&169.However, the 1333 records also state the Simone had received payments in 1331 and
1332, as weButzek, "Chronologie," 48or a synopsis of the documentary evidence around the wtrk see

pale di Sant' Ansano e degli altri Protettori della citta nel Duomo di Siena. Una storia documa#taria," 35
For Si malinesedirene Hueadn "L'Annunciazione e Santi di Simone Martini e Lippo Memmi," ibid.,

19.
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a space, rather than a person, in the middle of the panel. A narrative altarpiece must have
been a shocking innovation. At least one major narrative panel painting was already
knowrfi Gi o tStigoaéatigation of St. Fraacie around 18For San Francesco in Pisa and
now in the Louvrer(gure189i but it was not an altarpiece and not part of a unified image
progrant**Per haps more i mportantly, unlike the Si
Stigmatizatidoes noappear to have been widely reproduced or interpreted, with the only
known copy that which has been attributed to Taddeo di Bartolo and is now in the Fogg
Museum at Harvafé:
However, it is not just as an image but a
Annunciatios such a striking departure from Pared Trecento norms: Like all
Annunciations, Mary is on the right and Gabriel on the left; both make largely lateral
gestures, as the content of the story is inherentlgaime®*31t is a story to which an

instantaneous moment and the ideaiginsferr e vi t al . However, Si mon

8lKemperswa f i r st t o s Stignptzatias pldcedton a&hoo scteenfas seen in the Assisi

fresco ofSt.Francis and Six Miracled ul i an Gardner was the first to recog
same coat of arms in the church, indicgti i t s probable | ocation. (Gardnerds
however, has been overturned by Strehl keds, with whic
documentary evidence for Kemper ds i ntoauméntazgye concl usi c

evidence for the general practice of placing the images aboveksamgersPainting, Power, and Patronage:
The Rise of the Professional Artist in the Italian £erhikaar@ardner, "Theuvre Stigmatization and the
Problem of the Narrative Altarpiecaéitschrift fir Kunstges¢hijaite 3 (1982): 22@1; Cooper, "Redefining

the Altarpiece in Renaissance Italy: Giotto's Stigmatization of Saint Francis and its Pisan Context," 690; De
Marchi, "'Cum dictum opus sit magnum': il documento pistoiese del 1274 e |'allestimenibeiricaniade zi

in Umbria e Toscana fra Due e Treceror'the issue of the specific patronsCGaéBrandon Strehlke,

"Francis of Assisi: His Culture, his Cult, and his Basilid&g ifireasury of Saint Francis oéd\gSisianni

Morello and Laurence B. Kanter (Milan: Electa, 1999), 42; Julian @attoeand his Publics: Three Paradigms
of Patrong@e11), 25.

832Taddeo di Bartold,he Virgin and Child with Arigel8 (Gift of Edward W Forbes in memory of his
mothe, Edith Emerson Forbes, 1965.2, formerly 542). The work is both signed and dategeBee
"Redefining the Altarpiece in Renaissance lItaly: Giotto's Stigmatization cdiSamard its Pisan Context,"
689.

833For the image type and its associated texts (in Italidiriseke Bacci and Raffaele Argenziano, eds.,

Iconografia evangelica a SiengimaleConcilio di T(Sitoa: Monte dei Paschi di Siena, 2009),
L'Annunciazione, 389.

302



work is a radical reframing of an object category, because Annunciations did not heretofore
take center stage in panel paintings. Narrative images were rather émeaddte

cycles, and the Annunciation could also be found as an independent image, or split into two
images, in fresco and in sculpttfre.

But in physically isolating the narrative from its usual sequence, new implications
arose. Instead of readithg@ Annunciation as one episode in afstoryvhich each episode
is physically directly adjacent to thefnéxis Annunciation encourages and even demands
an expanded cognitive space: from it we are invited to project forwards and backwards in
time, as irtead of moving to the next image in a sequence, we are asked to focus upon a
particular moment. Located within a known sequence but without immediate adjacency to
other images from it, we are also asked project the earlier and the later narrativésinstallme
We are asked to see more in this image than prior images have demanded.

This need to project forwards and backwards in time is made the more urgent by the
insistence of Simoneds clienlyescibed@tei on. The
represets passing time because Simone and Lippo dramatized the moment with the
inclusion of text. While text was a common feature in Trecento Sienese painting and a
hall mark of Simoneds own work, this text i
seEne, as an integral part of the depicted event. The raised letters are part of the field and
part of the object. They are not painted on but made from pastiglia and covered in gold leaf.
Gabr i el Avw Gmtia Plena Bomitius Tecufhuke 1:28)lescrilesi visualize®

the otherwise abstract movement of time within the image.

834Gertrud Schiller and Janet Selign@mography of Christian Art. Vol. 1: Christ's Incarnation, Childhood, Baptism,
Temptation, Transfiguration, Works andUdivdcted_und Humphries, 1971), 47.
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But the |iterary content and form of text

coherence. There was not one fixed formula f
interpet ati on of the same i mage, for example, I
Domini 6 or oOHai l [the one] Full of Graceé. He
on a separate fi el d adnoicdafbibliddbtxeonthaothehaqm,aanel .  Si

ends with otecum,é6 owith you. 6 By ending the
physically I ink Gabriel and the Virgin, but
l inking adverb. The cont e nthelorfl,isfohloeediwyor ds e c h
ote/you.06 o0Cum/ witho thenfiwhaokissoyfounudamwGathr it
point of view, the referent of oOyou; 6 0teod a
representing the same person. If we map the conteetwbrds and image, we arrive at
the following: Dominus (you/Mary) with (you/Mary). Mary is thus embedded within verbal
or textual communication, creating a strong, conceptually overlapping link.

Si moneds Adnunciattvmsnaadelatsa time whaeracy was rapidly
spreading. Simone himself was not only literate but apparently even literary; friends with
Petrarch, Simone painted a %pbSoonko ncedilamstal 3f1o5r P e
in the Palazzo Pubblico included a record amouotgilex text, the first known use of
the vernacular in a piece of public art, and the first known use of paper in a multimedia

painting*® Simone was intimately interestédamd probably particularly conversant

withi t e x t . | ndeed, Siiomasraraitistam bispersoaat dlosenasat®m v a t

835Bernhard Degenhart, "Das Marienwunder von Avignon: Simone Martinis Miniaturen fur Kardinal
Stefaneschi und Petrard2ghtheofi975).

836 Alessandro Bagndlia Maesta di Simone Méttimisello Balsamo (Milano): Silvana, 1999), 7; Norman,
Painting in Late Medieval and Renaissance-56563941260
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and interest in language and text suggest that the idea of a narrative patronal altarpiece might
have been his. The process of writing, and a familiarity with text both on the part of the
artist, his audiencand the commissioners, may have helped encourage the centralization of

narrative that we Asneneiationn Si mone and Lippods

Pietro Lorenzetti és Birth of the Virgin on t

The next i mage c¢ommi s 8irttofrthe Wirgimth side itnagesof o L or en
Sts. Savinus and Batholomew, made for the altar of St. Savinus and instalfétrinel1342.

central panel is inscribed PETRUS LAURENTII DE SENIS ME PINXIT A[NNO]

MCCCXLII and is exactly the same size as the centralffpand o mone and Li ppods
Annunciatidff A single predella panel also survitiger€194 2*°Pietro had to compete

agai nst bMaesta nRu cSa inoose Anauncaati@nd woyddocdnsnue

Si moneds i nt er engtheBirtmof timed/irgmasetting that wag, fopthea c i

mai n panel of an altarpiece, simply unpreced

Birth of the Virgiontinued the conversation on the place of time and narrative: Pietro

837This is according to the 1429 inventory, in which the saints are namedin&@&129, no. 510, f. 17.

The date was included on the altarpiece itself. See above RiEr8d2 probably refers to the date of the
altarpieceds installation as a payment survives from
Muller, and Steinhoff have argugelatson, Muller, and Steinhoff, "The St. Victor Altarpiece in Siena

Cathedral: A Reconstruction,” 615, noté-dda synopsis of the documentary evidence on the panel see

Butzek, "Le pale di Sant' Ansano e degli altri Protettori della citta nel Duomo di Siena. Una storia

documentaria,” 36.

838De Marchi, "B.1: Pietro Lorenzetti," 1B8. Marchi points ouhat that first two images commissioned

were for the most important altars, those of St. Ansanus and St. Savinus, the altars that had moreover long

flanked the high altar in the presbytery; De Marchi also notes that these first two altarpieces atikéhe most

in terms of size, design, and proportioh:l pr ogr ammo di | ' all estimento dell e
avocati 6 nel duomo di Siena," 577.

839Gordon,The Italian Paintings before288298; Arno PreiseDas Entstehen und die Entwicklung der Predella in
der italienischen MéHdesheim; New York: Olms, 1973), 297ff., 421.
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extended Smen6és hori zontal axis of time by creati:
background, set as though seen through a window constituted by the frame of the picture.

Like Simone, Pietro Lorenzetti created a horizontal scene, but unlike Simone, Pietro
extendd t he fictive space of t-toeghtpixaexisur e backwa
drawn by Pietro in the strong horizontal for
the frontto-backorza xi s whi ch, al ong with ttétrein sceneds
the image a new space in which to exist and theoreticallfFigumss). Pietro extended
the zaxis into the picture first by eschewing the normal gold ground. On the one hand, the
colored and populated background signtalece wor k6s narrative conter
fresco cycles did not include gold backgrounds, but the iconic centralized images found in
frontals, dossals, altarpieces, and independent paneldMidddhea del Bordmié’

Pietro radically exterdiéhe pictoriaspace seen in earlier altargie€rst, he
created depth through the depiction of a far background on-theniéfside of the work,
the courtyard behind Joseph. He also drew the foreground near, by placing the figure of the
newborn Virg in front of St. Anne. But most importantly, Pietro created space within the
picture plane through an illusionistic use of the frame of the parfélTiseltrucial aspect
of the scene that creates this demtpertheesesi on ar
subfields of the thretobed panel, on which originally were twisted columns that formed

the main interior framing elements and whose imprints are still visible on f€Tpanel.

840The recent execution of the same scene in fresco on
innovative refusal of a gold ground on his altarpiecklagewis, "The Lost Facade Frescoes from Siena's
Ospedale di S.&ia della Scala."

84l Martin Kemp,The Science of Art: Optical Themes in Western Art from Brun@iesdiaice8¥alat
University Press, 1990), 11; Belfitmyence and Baghdad: Renaissance Art and 2M4ah43cience

842De Marchi, "B.1: Pietro Lorenzetti," 148.
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form of the polyptych is no longer just architectonic, therra purports tdearchitecture.
The tripartite shape of the panel even recalls real Sienese architecure, with similar
proportions to the triforium windows used in, among other places, the Palazzo®ubblico.
The St. Savinus altapiece may be the first painting to pretend it is a window in Western art.
Pietro Lorenzettids altarpiece thus const
interaction between architecture and painting. Previously, we have seen éxtwrarchit
created pressures and therefore nesilmbties for artists in thetbedral; we also saw how
Duccio took up architecture and used it for his own dramatic, devotional, and theological
purposes; Pietro, however, may have subtly referred to Siéozatsn, as well. For one,
the twadimensional outline of the vaulting the center panel of the St. Savinus altarpiece is
similar to the characteristic Sienese droppe
and its crossingigure36), on the Palazzo Pubblico, on gates, and indeed on private
buildings throughout the citsigure133Error! Reference source not foungl.. More
specifically, the inclusion of a hexagonal vessel ofeeales the unique, hexagonal
crossing of Siena Catheidralcharming detail of which Sienese painters and specifically the
Lorenzetti seem to have been féffid.
The illusionistic, naturalistic space within the picture plane that Pietro drew was not

newi Giotto had used it earlier and more famously in, for example, the Scrovegni Chapel.

843De Marchi thinks that the altarpiece explicitly depicts the Palazizod?bbbls Dr. Wolfgang Loseries
pointed out in a personal communication, there are important differences in the architectural specifics
including seconfioor biforia in the painting and triforia in the actual buildiltgHowever, it is not
impossible that the allusionstsj as Ambrogio Lorenzetti would draw a careful cityscape in his Palazzo
Pubblico frescoes, depicting a view from the Palazzo Pubblicarithelft Brogi and Francesca Bianciardi,
Nella Siena ritrovata di Ambrogio L{¢&eaaliiova immagine, 2005).

s4See for exampl e the hastSapgiesta dnd theoacchitecRiialgunicantéisediAs si s i
Pietro Lorenzettids predell a made for t hestrittdr mel i t es:
hahts, surround a hexagonal well in what must be a (rather adorable) reference to the Siene$égDeghedral (
10landFigurel02.
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Pietro himself had utilized such depicted space at Assisi, over two decades before he made
the altaparpiece in questithBut applying pictorial space to the independent painéhg

was an innovation, one that would underlie the very direction of painting as a discipline.

Ambrogi o Lorenzetti s Presentation [ n the TEe

A mb r o Brésentation in the Ttsplealled tHeurification o tirgipwith Sts.

Crecentius and Michael Ar chan@®@dhofthes/irg;i gned 1
though Ambrogio had been commissioned after Pielrt(h e centr al scene of
Presentation in the Twasgpignificantly narrowlah that of the former two altarpieces,

and it was also shorter: this is in fact the only altarpiece of the four that maintains its original
cornice. Because the central tripartite panel Bfélsentation in the Tierageificantly

though not inordiately narrower than tennunciati@ndBirth of the Virgihis thought

that the side panels given over to the saints were wider than in the previous two

altarpiece®’ Though there was a predeltapredella panels sund{8A very finepinnacle

845Hayden B. J. Maginnis, "Assisi Reviditetes on Recent ObservationBie Burlington Magalifeés):
515.

84The date of both altarpieces were inscribed on the |
altarpiece dates from 1335, :a0D0S|329 (), B2v;fAODSs381, f or Ambr
filza 45 and 97f. All were publisheMitanesiPocumenti per la storia dell'arte senesdustretditaedott.

Gaetano Milan&sl94, 196, 21Barts were also published.usini,|l Duomo di Sieha237238, notes-8;

BacciFonti e commenti per la storia dell'arte senese; dipinti e scultuceriteSiepd, aigb8e72.See also

above footnote815and837 For a synopsis of the documentary evidence on the pahigizede "Le pale di

Sant' Ansano e degli altri Protettori della citta nel Duomo di Siena. Una storia documentaria," 36.

847]_uciano Bellosi, "La tavoletta di Gabella del 1444, il 'Maestro dei monocromi di Monticiano' e un probabile
modello perduto di Ambrogio Lorenzetlybspetti®@0 (2001); De Marchi, "Il programmo di l'allestimento
dell e pale per | e O6cappelle ded nostri avocatid nel ¢

88A record of a payment to a woodwPrestnatmnvivesr a predel | «
MilanesiDocumenti per la storia delbmee reecolti ed illustrati dal Dott. Gaetanio MitHfikesipanel of the

Allegory of Redemp@édias sometimes been considered a possible predella panel for this work has recently

been shown not to belong tohtaria Corsi, "Una nota di inventario per una provenienza da recuperare:

"I'Allegoria della redenzione" di Ambrogio Lorenzéttifiographi®a(2018 See als&arel Thein, "Image,

Memory and Judgement: On Ambrogicebaetti's Good Government Frescoes and his Allegory of
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panelat theStatens Museum for KunstCopenhagen depicting St. John the Bapsst
recently been shown to belong to the migkire199 34°

Ambrogio, too, drew out the axis of time and space one step further, by extending
the frontback orz-axis of his picture and thus creating a sense of time anthspagtie
painting s mai n cAmbrogiogpushed timeaugeeof illusionistic actite even

further than Pietro: Like Pietro, Ambrogio divided his central architectural scene into three

subfields; unfortunately the side panel s do

l ess a play on t he p ostegdpeads asma udifiedwioleaBy 1 s P
extending the-gixis deeply into the far background, Ambrogio invites even more projection
by the viewer into the picture plane: as we approach the image from the front, we feel we
might be able to continue walkingit. While Ambrogio does not depict the Temple
exactly as the Sien€ahedral, twdetails could allude to the Duomo: namely, the
syncopated piers with capitals at two different heights and more recognizably, the great
dropped ar ch o fingtwhieh waesspahgied with dold starscon aobdus
ground.

Given the Ospedale facade frescoes, we must question whether the pictorial
innovations found in the Lorenzetti altarpieces for the Duomo were in fact instituted in the
possibly earlier program &g the piazZ€2However, Sano di Pietrods

the frescoes show different compositions that did not follow the same trajectory of the

Redemption," id. Text, Music and Image from Machaut, iedANatamda Di Bacco Plumley, Giuliano Jossa,
Stefano, Exeter Studies in Medieval Europe: History, Society and the Arts (2011).

849Sonia Chiodo, "Attorno a un dipinto inedito di Ambrogio Lorenz&tte"cristiar®d, no. 814 (2003);
Erling S. Skaug, "Two New Paintings by Ambrogio Lorenzetti: Technical Criteria and the Complexity of
Chrorology," ibid.

850De Marchi points out the general accord of the spatiality in the two works, perhaps the most important of
which is the use of the panel divisions to suggest a separaf@eshpieehi, "B.1: Pietro Lorenzetti," 148.
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expansion of pictorial space and narrative time as that seen in the patronal aigugieces (
204Figure20)®'Sano di Pietrods Birth of the Virgin,
left-to-right axis; rather the Virgin recedes in space, her head in the background of the

depicted space and her feet in thegiamund. While this arrangement does create a strong

sense of depth in the picture very similar t
narrative thrust of Pietrods i mage. Sano di
Ambr ogi o 0d theaPreseatatipn okGhrest (two different scenes but both set in the

Temple), shows a highly centralized scene; unlike the Duomo altarpiece, though, Sano di
Pietrods interpretation of the Ospedale fres
thelengthening of the forwardack or yaxis is not accomplished in the manner we see it

extended in Ambrogiobds Duomo Presentation in

Bartoo mme o Bul garini s Nativity and the Annunc.

Altar of St. Victor

The last paiimg in the group was begun by 1351, after the Black Death had devastated
Siena and apparently carried away both Lorenzetti bigtBarsolommeo Bulgarini,

usually and probably correctly considered a member of the Lorenzetti shop, emerged as the

851Maginnis, "The Lost Facade Frescoes from Siena's Ospedale di S. Maria della Scala."

852For the St. Victor altarpiece, the first record is again a payment to a carpentedEn&k@B$, Uscil:850

1351. Published lrusini,Il Duomo di Sie@&7, 317, note 38n the issue of the deaths of the Lorenzetti see

Valerie Wainwright, "The Will of Ambrogio Lorenzettg Burlingtbtagazinkl7 (19755he includes a
transcription of the document. I n fact Ambrogiods ent
stipulated that should his children survive him but have no issue, his estate should be transfdeéarto the

confraternity located in the Ospedale. As the property was sold by the confraternity in 1349 and 1350, his wife

and three children probably also died during the plague. For a synopsis of the documentary evidence on the

panel seButzek, "Le pale di Sant' Ansano ei édtgl Protettori della citta nel Duomo di Siena. Una storia

documentaria,” 38.
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dominantSienese painté? The Fogd\ativitywas only identified as the altarpiece of St.
Victor in the mid 1980s, and Bulgarinids
immediately surrounding the altarpiece but only is attached to it in the late @nduecen
most of the time scholars have worked on Sienese art, then, neither the altarpiece nor the
artist was identifiee.Bulgarini understood the conversation that Simone, Pietro and
Ambrogio had begun, and again took the projection of time into tire pieine one step

further by creating a continuous narrat.

popular of all the patronal images, being reproduced and interpreted continually throughout

nan

vV e.

the next century. ThouguJerelBaltdregl, atscentralitnage al t ar p i

can be reconstructed from these many subsequent interpretations, and the altarpiece as a

whole can be partially reconstructed from surviving side images of standing Sts. Victor and

CoronaKigure209), a predella image including the Crucifixdigaré209 and another of the

Blinding of St. Victoir(gure20) 2%

83The most i mportant and comprehensive work on Bul gar.i

SteinhoffMorrison, "Bartolomeo Bulgarini and Sienese Painting of tHeoltigenth CenturyShe has

continued to be a primary interpreter of Bulg&@iainhoff, "A Trecento Altarpiece Rediscovered:

Bartolommeo Bulgarini's Polyptych for San Gimignhano."; Steibofse Paigtafter the Black Death: Artistic
Pluralism, Politics, and the New Art Mtadwed Patronage in Siena after the BléddeDsdsBeatson, Muller,

and Steinhoff, "The St. Victor Altarpiece in Siena Cathe®®atofstructionMore recently sdeudolf

Hiller von Gaertringefitalienische Gemalde im Stadéi3(B00bskana und Umfvlamz am Rhein: Verlag

Philipp von Zabern, 2004), "Bartolommeo Bulgarinig682ndrea De Marchi, "ll programmo di

lalles i ment o dell e pale per | e 06c apNedideloel'Euwopaddella o st r i
cattedrali: atti del convegno internazionale di st destameyréR@eb Arturo Carlo Quintavalle (Milano:
Electa, 2007).

854Butzek, "Le pale di Sant' Ansandegli altri Protettori della citta nel Duomo di Siena. Una storia
documentaria,” 38or the identification s€@s, Sienese Altarpieces,14805Form, Content, Funct8&87.

855See above, footnof®5 Like the other altarpieces, that of St. Savinus acquiredeswentgiin the

Quattrocento, including a baldachin. Later inventories mention a fringed red curtain and a wooden predella.
SeeButzek, "Chronologie," 11Dhe relevant inventories were publishéddnika Butzek and Alessandro

Cecchi, "Appendice documentaria Simone Maitenl'Annunciazione degli Bffizhlessandro Cecchi

(Milano: Silvana, 2001), 131, documents XXII[2] and XXII[3].
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The centr al panel of Bulgarinids altarpie
originallyshifted at least slightly to the left but which now occupies the center of the much
altered main panel. The foreground shepherds break into the Nativity field. We see one
kneeling towards the Virgin, while all that remains of another is his right maind, thu
pointing ufi a gesture that even today is used in Tuscany to refer to someone who is not
present>® Reconstructions of the altarpiece conjecture that it also included the Annunciation
to the Shepherds in the far background, to the right of the mairapalwedll the
subsequent interpretations of the image.

Bulgarini presented two main innovations in his altarpiece when compared to the
earlier patronal altarpieces: the first was the inclusion of two scenes in one panel, one in the
foreground and one the background, creating a continuous narrative; the second was the
(probably only slight) decentralizing of the main narrative scene in the altarpieoger
to the left rather than to the right. It is necessary to point out that there are two gompetin
reconstructions of the work, which differ on the central scene. The first reconstruction,
made in 1986 by Norman Muller with Elizabeth Beatson and Judith Steinhoff, was based on
a nowlost embroidery supposedly from Florence and dated to the lasth®alfrecento
(Figure199 ; Mul | er 6s reconstruction plac®d the Na
The reconstrucitons also differ in where the

In anArt Bulletitetter n 1987, Keith Christiansen convincingly enumerated his objections

8560s, Sienese Altarpieces;14805 Form, Content, Funictédn Chiara Frugoijetro and Ambrogio Lorenzetti
(Florence: Scala, 1988), 4, 28, 56.

857Beatson, Muller, and Steinhoff, "The St. Victor Altarpiece in Siena Cathedral: A Reconktruction.”
personally do not find the image of the embroidery camyiasia piece of Trecento needleworkB&ge

Kurth, "Florentiner TrecentBtickereien Panthe@(1931); Millard Meigsench Painting in the Time of Jean De
Berry: The Late Fourteenth Century and the Patronggerdahe BPhadidon, 1967), I: 60; II: figure 448.
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to the Muller reconstruction, and in 2004, Ridlolfl | er von Gaertringenos
a different reconstruction, whi criguei s now mor
199 58

Christiansen does not dispute that the purported embroidery is clearly a copy of the
Bulgarini St. Victor altarpiece, but he believes that the horizontal format of the textile would
have been due to its particular exigencies. Perhaps the most convirading pa
Christiansent6s argument of is his use of the
original Nativity must have been more centr a
Christiansen explains that the unique depicted architectural piecestia¢ abve
entrance in Bulgarinids Nativity was probabl
predetermined tripartite central panel with the cave opening: The Fogg panel is cut on all
sides, but the top is trilobed. It is not clear, though, thatéhise s sar i |y f ol | ows
original form, as Christiansen acknowledges, though even the reduced shape is suggestive. In
any case, Christiansen rightly argues that the integration of depicted architectural elements
with the tripartite frame is a prictgaracteristic of the previous two, Lorenpedtie
patronal altarpieces. Hiller v@aertringetiurther connected the depicted architecture to
his more centralized reconstruction by suggesting that the odd notch in the lintel of the
architectural spacewld have spanned the length of the cross bar of the Cross in the
predella Crucifixion scefie.

Hiller vonGaertringegfs mor e centralized placement of

i kel y t h-lefhpladgémént becaudesthisfisahe construction ofahg later

858 Christiansen, "The S. Vittorio Altarpiece in Siena Cathedral."; Hiller von Gaditlieyésche Gemalde im
Stadel 13aG50: Toskana und Umbrien

859|talienische Gemalde im Stadd=SR0Mbskana whabrigrb4.
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combined Annunciation to the Shepherds/Nativity paintings that survive; however, Hiller
vonGaertr i nge n dses mokirclode whatrwascatmosocertainly a tripartite
central panét’ButeveniHi | | er v o nmoG&aentratizeréadirg efrthé isnage,
the scene of the Nativity is somewhat displaced to the left, and the spatiality of the Nativity
is strange. The image had to beefiter because the composition included two scenes: the
Nativity in the foreground, and, in thedackground, the Annunciation to the Shepherds.
The fact that the composition must necessarily have shifted one scene slightly in one
direction may help explain the (frankly bizarre and iconographically unnecessary)
architecture in front of the cave.

Theshifting of the Nativity portion of the central scene to the left went against the
grain of the earlier three patronal altarpieces, all of which ctoryidéft narrative
horizontals. By moving the Nativity scene to the left and placing the shaptterdgbt,
Bulgarini turned the axis of time in the picture around. In fact, the initial narrative thrust
almost certainly was Wtright: originally, in the background, an angel was represented on
the left pointing to the shepherds on the rightowolg the story brings the viewer
forwards into the picture plane, where we can then follow the foregrounded shepherds as
they now move from right to left. The narrative action in the picture is complicated by the
use of continuous narrative and effegtidetcribes the section of a circle.

But while this directionality may seem not to fit the standards of the other pictures, it
is logical once situated in the position that the St. Victor altarpiece occupied by the late

Trecento. In the late 1300s, tharadf St. Victor almost certainly stood to the right of the

80De Marchi, "11 programmo di | *all estimento dell e

578.
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high altar, and i ts pAanucdcatoltheprmunciatomas Si mone
provided a dramatic vector of meaning stretec
c aught narratwe threstfrem the left and turned it back towards the high altar.
Hiller von Gaertringen also postulated that the extreme oblique view of the perspective
construction might have in fact been designe
assuming viewer standing in front of the Maé&3ta/hile Hiller von Gaertringen
reasonably wonders if it would be possible to privilege this view within a major altarpiece, it
would help account for the almost aggressively odd oblique architecture in fraatvef the

As the discussion above brings up, Bulgar
for an extended axis of time and narrative within the image. The issue of continuous
narrative is in fact central to understanding the historical importancaerdbe Sainters
of the early Trecento. Lew AndrewSitary and Space in Renaissaxplred the apparent
contradiction between theories of painting from thed@ury onwards, which demanded
that depicted space within the picture plane depitdttantionly, and the demonstrable
popularity of continuous narratives, depicting theoppsité an instant: As Andrews
writes, owe generally assume that a convinci
simultaneity of that which it includes, as would be essentially the case in a photograph, for
example, in which everything is shown in the saceiplmore or less the same
mo me f*t f 6we foll ow the Al bertian theory in wh

we glance out a window we do not expect to see the same figure in two (or mdéfé) places.

861 Hjller von Gaertringettalienische Gemalde im StadéiSB00bskana und Umigten

862] ew AndrewsStory and Space in Renaissance Art: The Rebirth of Cont{Qzoubridgeatiiew York:
Cambridge University Press, 1995), 3.

863|bid.
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However, as Andrews points out, Alberti himsel tmoissue with simultaneous
narrative®

In his seminal ess@ptik und Renaissd@aaogert Frey articulated what would
become a (now much complicated) commonplace of art history: Gothic art must be read,
while Renaissance art may be seen; Gothicpaspt 6r ol | s of f, as it wer
the observer, except that the successive pictorial impressions do not depend upon the
mechanical movement of the film, P%But upon th
Freyds t heor ytheevidence,twhidh shows ¢hat,aather thlnybeing a
ohol doverdé from Gothic styles, continuous na
perspective became more widespread. l ndeed,
becomes a more vital part of Quaadénto art after the introduction of linear perspective
than it ha*Theedi dred vg eDOomods famous Pisano
with more than one narrativeotably also the Nativity, which furthermore includes an
Annunciation to the Shiegrds Kigure94). The Pisano pulpit adds the Visitation to this

scene. The Pisano scene also differs in its much less coherent depiction of space, and in the

o)}

relative foregrounding of all the figures: it may contain the samesceresid gar i ni 6 s,
also in one panel, but the represented spatiality of the sculpture and image are profoundly

different.

864|bhid., 13, footnote 28.

865Dagobert FreyGotik und renaissance als grundlagen der moderneAugibnsghuuBgFilser, 1929),
38.Most of the second chap(erith the part in question here) was translated into English and published in
Wylie SypheArt History, aAnthology of Modern CrifidesmYork: Vintage Books, 1963),-133.

866 Andrews Story and Space in Renaissance Art: The Rebirth of Contiitous Narrative

316



In fact, the expansion of space within the picture plane createepoynone
mathematical perspective allowed artists greatef@cdgpicting narrative, and the
increasing popularity of continuous narrative, tracking the increasingly naturalistic depiction
of pictorial space, suggests just that. JohrHRapeessy made the same point when he
proposed a new order of completionforGber t i 6s panel s for the do
Baptistery, some of which include continuous narratives-HBopessey, unlike others
before him, believed the panels with continuous narrative welateiadée process than
certain other panels, foe believed they showed greater narrative €fdritgia Corrain
would agree with Pop¢e nnessey, arguing that ORenai ssanc
extended narratives in which % he added depth
Andrews has pointed out anatressential but somehow overlooked strength of the
continuous narrative form: it provides for a new and more complex ordering of scenes.
Narrative studies in literature have distinguished between the order in which a story occurs,
and the order in whichstory is told. Continuous narrative allows the visual artist a greater
scope to operate on these various levels of meagain. Sequences of individual
narrative Iimages such as those fMaestad i n fres
also arried this advantage over mamrative altarpieces and panel paintings. But a
continuous narrative allowed for even more play within the pictorial field, as narrative scenes
could now occupy complex spatial relations, richer than thg-side or abo/below
relationships of scenes contained in narrative sequences. While a continuous narrative can be

sorted according to the occurrence of the separate events it depicts, it can also depict them

867 John Wyndham PopdennessyThe Study and Criticism of Italian $Neptirerk; Princeton, N.J.:
Metropolitan Museum of Art; Published in association with Princeton University Press;1®80), 39

868_ucia Corrairl, e figure del te(Milmno: Mondadori, 1987), 61.
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in a different order depending on their relative placewtemly on the leftight xaxis of
the field but the implied, forwasdack zaxis of the depicted space. Scenes may be

considered in their historical or chronologically proper place, but they can also be considered

0 i n -dimensional terms, as formsxaes t i ng on twhichefieaditelyr e pl ane

sneaks another sequence into the picture. Th
meanings, both in relation to ea®h other and
Narrative Space for Narrative Time

Since Vasari at least, the story of the Renaissance in the pictorial arts has traditionally been

told as the story of the creation of commensurate, illusionistidithemsional space

within the picture plane. The story begins in Quattrocento Florémdeewvork of

Masaccio; but his innovations would not be wholesale adopted for decades. The first work

that survives in which Masacci obs Sadkaed Br une
Trinitain Santa Croce€i§ure244 81t is not a narrative image and in many ways is meant to
transcend or to abstract time. Massacciods n

Carmine, utilizes continuous narrative. The famous scene of the Tribute Money in particular
displays a concewith and interest in depicting the passing of time: waves break in the
water, each carefully and nearly equally spage249. The clouds coalesce into three

groups, each more diffuse than the next, as if we are watchipgdeon observing one

patch of clouds disperse. Depicted space within the picture plane provides a stage on which

actiorii and the passing time it requirés set.

869 Andrews Story and Space in Renaissance Art: The Rebirth of ContiB8ous Narrative
870]bid., 78, ftnt 4.

871Rona GoffenMasaccio's Trig@ambridge, UK ; New York: Cambridge University Press, 1998).
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Indeed, the main Trecento altarpieces in the Duomo in Siena suggest a different
story tharVasari does: one in which the need and desire to represent time is paramount, one
in which depicted space becomes necessary or desirable because it supports a more perfect
reading of a scene as it is projected forwards or backwards in time. In thisolormula
depicted space is not an end in and of itself, but is means to more precise narration. As Rona
Goffen noted, O0Space is related to the perce
perspective, combined with the perfection or revival of aesja@ere, allowed
Renaissance artists a greater precision in this regard than had been possible for (or perhaps
desired by) f4Depicted spaceesaldccatiowstise wiewer. tadpredict
movement within the scene. In most circumstances, we egspace as a regular,
commensurate entity: objects diminish regularly as they recede in space. Incommensurate
space makes it difficult to read motion, because one cannot easily project how something
would o0l ookd6é in a diff eateespateisnecsssaryifoon. Depi ct
understanding motion, and thus for projecting action within a picture; and action is
necessary for pictorial narrative. Thus, commensurate depicted space, space constructed for
example with linear perspective, is a necessaitooaiaddramatic narrative images, for
the narrative works only if we can oOread, 6 o
from the one we see now.

Not only do we see this story in the unfolding argument developed piece by piece
among five diffemt contemporary colleagues in the high altarpiece and in the four patronal
altarpieces of Siena cathedral, but also in the distribution of these objects in space. As has

already been noted, the patron saints of Siena were depicted only in the sfidbevings o

872|pid., 21.
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altarpieces that decorated their own altars. The decentralization of the patron saints from
their altars was extremely unusual, possibly even unprecéddotezier, the sense of

t h e sdlislocatidn,sc@dmbined with their extremely strong preserlceMaestallows

for a reading that combines the high altarpieces with the narrative patronal altars of the
Marian cycle: it is as if the saints have walked off their altars and presented themselves to the

ent hroned Virgin en Ducciods high altarpiec

The pictorial
compl e x dViaestBnd the assodiated four patronal altarpieces could almost be
understood as a single great polyptych that
separated and pl aced ar ouThdpatrdmsaint€laaveh edr al 6 s
moved to the central image on the high altarpiece; a narrative cycle of the Life of the Virgin,
not on the high altarpiece, has bearnanged as images surroundindyideestarhe
viewer can watkrougtie story of the Virginsehe or she moves from one patronal altar to
the next. The separation of stories may in f
art historical impact, for their spatial distribution makes them unlike fresco cycles, which
must be physically foled by the viewer, a kind of reverse motion movie in which the
visitor rather than the o0filmdé creates the
viewer, however, is literal; as he or she moves along the sequence of images, so the time

depicteby t he frescoes oOpasses. O The time depic

complex, however, is significantly more abstract, and involves the viewer in a more

873VVan Os mations this but does not exploreds, Sienese Altarpieces;14B05Form, Content, Functitéh
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imaginative way: the viewer must project, must in fact imagine the next moments in the

scenead connect them to the other moments depicted in the other altarpieces.
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Conclusion

Though Ducciods high altarpieceplabmpg been | on
within its original contexts allows us to see meanings long suppressed byptheala e 6 s
removal from its original oOspaces, 60 both 1|it
more than its pictorial predecessors, including the Duecento Cathedlnm@mda st i ¢ 0
Madonnas, though it carr i eaddcontestualzedéndie cessor s
popular Marian imagery through its Christocentric narratives. Instead, the high altarpiece was
more clearly a product of the civic Cathedral than it was of the tradition of Italian panel
painting.

Not only did the extensive marfdeing of the Cathedral rule al&rge image
program on the buildingds walls, but panel P
environment so often under renovation, const
reception was enhanced &yd its meanings were perhaps even dependent on) the
Cathedral ds unusual decoration and spatialit
Ecclesand the Cathedral crossing as the Temple of Solomon. The Cathedral was a key
social space, as well, one/hich politics, policies, and power were negotiated. As the
backdrop to the ritual donation of wax the Feast of the AnnunciatiMaebktnarked the
physical destination of the Sienese stateds
tribute of the citizens was directed toward the Virgin, who was presented as a ruler in her
court, receiving the obeisance of Sienads pa
from the true civic powers just as their grip on the reins of governchénaane

tightened.
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Packing so much in such a small space, Duccio was faced with an unimaginable task,
for which there was no single méadigldeed, many of the individual narrative cycles were
guite rare. Ducci ods g¢r svaytineviith heaconiposedtreme nt wa
altarpiece to create a dynamic but stable picture, but more importantly, in théialay in w
he used degied space to direct narrative. Duccio invented a cohesive, repetitive pictorial
space within his narrative scenes tileted different types of perspectival construction to
encourage different modes of viewing, the most abstract of which was contemplative. As
Gervase RosserwrodeT he i ntermi xture of different mode
Maestwas intended ta$ter in the beholder a sense not only of the truth of the historical
narrativeébut also of the simultaneous prese
surface of the painted story. o

The encycl opedic natur e mnpfeceddaotedlyi o06s altar
complex ordering of pictorial space in service to narrativedsiner feats of his successors
and began a long conversation among great painters on the potentials and pitfalls of their
mediumOn four patronal altarpieces whose exisiartbe nave was due to further
architectural changes, narrative panel painting suddenly took center stage. Simone Matrtini,
Lippo Memmi, Pietro and Ambrogio Lorenzetti, and Bartolommeo Bulgarini would respond
to Ducciobds gr eat questionsize bggateasken spacepptateiamdi i ng t he
narrative time, a conversation whose echoes
realityé was a profound interrogation of the
to engage with, and furttibe purposes of the stories he told: devdtiboaalso social,

political, and economic.

874Rosser, "Beyond Naturalism in Art and Poetry: Duccio and Dante on the Road to Emmaus," 494.
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Whenconsidered iagainst thenore famous moment in the history of the
construction of ptorial space within the pictyrlane, thé-lorentine Quattrocento, Siena
appears as tliiest chapter in a story that spanned centaetiustration of the impetus to
the otherwise apparently unprovoked creation of single vanishing point perspective. Space
within the picture plane was notjperps, the arti stsd concern
space might allomimto do. Depicted spaemcouragedew forms of storytelling, created
the means by which an artist might differently order episodes in a story, and a way to play
upon the moment ia story, no matter what their chronological order. Painting could now
do new things, engage in new ways, and impart new meanings. ®hspstoeywithin the
pictureplanehas been a Renaissance ona 48t century Florence and driven by the
persomlity of Brunelleschut the historical moment perhaps thdga a century before,
in Sienawith a set of artists workiimgthe crucible of unique circumstances that was Siena

Cathedral
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lllustrations

Figurel. Duccio di Buoninsegna, a reconstruction of the front face Mbatwtfor the high altar of Santa
Maria Assunta, th@athedrabf Siena, 1308311.
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Figure2. Reconstruction of the back face offaesta
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Figure3. Simone Martini and Lippo Mem#innunciatip8t. Ansanus Altarpiece for Santa Maria Assunta in

Siena, 1331333 (Uffizi, Florence).
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Figured. Pietro LorenzettBirth of the Virgaenter panel of thet. Savinus Altarpiece for Santa Maria Assunta
in Siena, 1342 (Museo dell dOpera del Duomo, Siena).
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Figure5. Ambrogio LorenzettRresentation in the Teegkr panel of thet.Crescentius Altarpiece for Santa
Maria Assunta in Sie, 1342 (Uffizi, Florence).
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Figure6. Bartolommeo Bulgarini, surviving-dawn central panel from thativity and Annunciation to the
Shepher&s.Victor Altarpiece for Santa Maria Assunta in Siena, c. 135M(FBaggn of Harvard University,
Cambridge, Mass).
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Figure7 (Left). Master of Tressa(?adonna degli Occhi Giisssknown as tl@pera Madonnal215 (Museo
del |l 60Opera dell 8Duomo, Siena).

Figure8 (Right). Sometimes attributed to Dietisalve di Speme, also Guido dAssiemaa del \at01267
(Cappella del Voto, Siena cathedral).

Figure9. Master of Tressa (?), Berardenga AntependiumSaltta¢or MundP15 (Pinateca, Siena).
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FigurelO. Master of Tress@iressa Madoshawing remnants of narrative scenes, from Santa Maria a Tressa
just outside of Siena, near the Porta San Marco, cML&ED @diocesanBiena

Figurell Usually attributed to Guido da SienaR&er Enthronedl26€1280 (Riacoteca, Siena).
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Figureld Guido da SienBossale I270 (Pinacoteca, Siena).
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Figurel5 Coppo di MarcovaldMadonna del Bordiz@l (Santa Maria dei Servi, Siena)

L
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Figurel6. Coppo di Marcovaldadonna del Bordietail from headscarf showing eagle textile.
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Figurel?. Guido da SienRalazzo Pubblico Madamade for San Domenico, Siena)262 (San Domenico,
Siena).
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Figurel8 San Berdardino Madamr&ena Pinacoteca 16, c. 1262 (Pinacoteca, Siena).
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Figurel9 Coppo or Salerno di Marcovaldo@Pyjeto Madommade for Santa Maria dei Servi, Orvieto, c.
1265 (Museo dell 60Opera del Duomo, Orvieto).

K ./{t '\LA‘ '- -
Figure20(Left). Coppo or Salerno di MarcovaldodRjieto Madondatail from the cloth of honor showing
eagle textile.
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Figure21 Duccio,Rucellai Madonmade for thé&ocieta di Santa Maria Virginis in Santa Maria Novella, at one
point located in thRucellai Chapel, Florence, contracted 1285 (Uffizi, Florence).
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Figure22 (Left): CimabueSanta Trinita Madqrmd 261280 (Uffizi, Florence).
Figure23(Right): Cimabu®isa Maesgfter 1285 (Louvre, Paris).

Figure24. Giotto,Ognissanti Madamaade for the Franciscan church of the Ognissanti, Florence, c. 1310
(Uffizi, Florence).
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Figure25. Giotto (?)Verification of the Stigmat2971.300, Upper Church of the Basilica San Francesco,
Assisi.
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Figure26 (Left). Master of the Bardi St. Francis (sometimes given to Coppo di Mar®aaddS}, Franas
12401270 (Santa Croce, Florence)

Figure27 (Center). Previously attributed to Coppo di Marcovdida Maria Maggiore Maffeamza Maria
Maggiore, Florence).

Figure28(Right) Bigallo Madonnal230 (Uffizi, Florence)
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Figure29 (Left). Kahn Madonria8" century (National Gallery, Washington, DC).
Figure30(Right) Mellon Madonra126€.285 (National Gallery, Washington, DC).

Figure31l Isis and Hor@64525 BCHBrooklyn Museum, New York)
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Figure32 Sien&athedralwestern facade, after 1296.

Figure33 Siena &thedral, panoramic view of the contemporary piazza.

343




























































































































































































































































































































































