ITALY, 1200 TO 1400

hen the Italian humanists of the 16th century condemned the art of the late Middle Ages in north-
Wem Europe as “Gothic” (see Chapter 18), they did so by comparing it with the contemporary art of
Italy, which was a conscious revival of classical* art. Italian artists and scholars regarded medieval art-
works as distortions of the noble art of the Greeks and Romans. But interest in the art of classical antiq-
uity was not entirely absent during the medieval period, even in France, the center of the Gothic style. For
example, on the west front of Reims Cathedral, the statues of Christian saints and angels (FiG. 18-24) re-
veal the unmistakable influence of Roman art on French sculptors. However, the classical revival that took
root in Italy during the 13th and 14th centuries (Map 19-1) was much more pervasive and long-lasting.

THE 13TH CENTURY

{talian admiration for classical art surfaced early on at the court of Frederick II, king of Sicily
(r. 1197-1250) and Holy Roman Emperor (r. 1220-1250). Frederick’s nostalgia for the past grandeur of
Rome fostered a revival of Roman sculpture in Sicily and southern Italy not unlike the neoclassical rerno-
vatio (renewal) that Charlemagne encouraged in Germany four centuries earlier (see Chapter 16).

Sculpture

NICOLA PISANO The sculptor Nicola d’Apulia (Nicholas of Apulia), better known as NicoLa
Prsano (active ca. 1258-1278) after his adopted city (see “Ttalian Artists’ Names,” page 498), received his
early training in southern Italy under FredericK’s rule. In 1250, Nicola traveled northward and eventually
settled in Pisa. Then at the height of its political and economic power, Pisa was a magnet for artists seeking
Jucrative commissions. Nicola specialized in carving marble reliefs and ornamentation for large pulpits
(raised platforms from which priests lead church services), completing the first (FIG. | 3-2) in 1260 for
Pisa’s baptistery (FiG. 17-25, left). Some elements of the pulpit’s design carried on medieval traditions (for
example, the trefoil arches and the lions supporting some of the columns), but Nicola also incorporated

* In Art through the Ages the adjective “Classical,” with uppercase C, refers specifically to the Classical period of ancient Greece,
480-323 nee. Lowercase “classical” refers to Greco-Roman antiquity in general, that is, the period treated in Chapters 5,9,
and 10
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/91 Grorrto b1 BonpoNE, Arena Chapel (Cappella Scrovegni; interior looking west), Padua, Italy, 1305-1306.

Giotto, widely regarded as the first Renaissance painter, was a pioneer in pursuing a naturalistic approach to representation
based on observation. The frescoes in the Arena Chapel show his art at its finest.




ART AND S CIETY

e T Italian Artists’ Names

' 4 n contemporary societies, people have become accustomed to a
I standardized method of identifying individuals, in part because of
the proliferat‘ion of official documents such as driver’s licenses, pass-
ports, and student identification cards. Given names are coupled
with family names, although the order of the two (or more) names
varies from country to country. This kind of regularity in names was
not, however, the norm in premodern Italy. Many individuals were
known by their place of birth or adopted hometown. Nicola Pisano
was known as “Nicholas the Pisan,” Giulio Romano was “Julius the
Roman,” and Domenico Veneziano was “the Venetian.” Leonardo da
Vinci (“Leonard from Vinci”) hailed from the small town of Vinci.

ents. The large, bushy capitalsare a Gothic variation of
the highly ornate Corinthian capital. The arches are round, as in
Roman architecture, rather than pointed (ogival) asin Gothic build-
ings. And each of the large rectangular relief panels resembles the
sculptured front of a Roman sarcophagus, or coffin (for example,
FG. 10-70).

The densely packed large-scale figures of the individual panels
also seem to derive from the compositions found on Roman sar-
cophagi. One of these panels (FIG. 1 9-3) depicts scenes from the
Infancy cycle of Christ (see “The Life of Jesus in Art,” Chapter 11,
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Chapter 19

Tyrrhenian

Art historians therefore refer to these artists by their given name, not .
the name of their town: “Leonardo,” not “da Vinci.” A

Nicknames were also common. Giorgione was “Big George.
People usually referred to Tommaso di Cristoforo Fini as Masolin
(“Little Thomas”) to distinguish him from his more famous pupi
Masaccio (“Brutish Thomas”). Guido di Pietro was called Fra An
gelico (the Angelic Friar). Cenni di Pepo is remembered as Cimabue-,
(“bull’s head”). Names were also impermanent and could be:
changed at will. This flexibility has resulted in significant challeng
for historians, who often must deal with archival documents an

records that refer to the same artist by different names.

pages 296-297, or xxviexxvii in Volume II), including the Annuncia-
tion (top left), the Nativity (center and lower half), and the Adoration
of the Shepherds (top right). Mary appears twice, and her size varies.
The focus of the composition is the reclining Virgin of the Nativity, - -
whose posture and drapery are reminiscent of those of the lid figures -
on Etruscan (FIGs. 9-5 and 9-15) and Roman (FiG. 10-61) sarcoph=
agi. The face types, beards, and coiffures as well as the bulk and: i
weight of Nicola’s figures also reveal the influence of classical relief
sculpture. Scholars have even been able to pinpoint the models of
some of the pulpit figures on Roman sarcophagi in Pisa. -
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19-3 Nicora Pisano, Annunciation, Nativity, and Adoration of the
Shepherds, relief panel on the baptistery pulpit, Pisa, Italy, 1259-1260.
Marble, 2’ 10" x 3 9,

g'assicat sculpture inspired the face types, beards, coiffures, and
Mfapenes. as well as the bulk and weight of Nicola's figures. The
adonna of the Nativity resembles lid figures on Roman sarcophagi.

1 5-2 Nicowra Pisaxno, pulpit of the baptistery, Pisa, Italy, 1259-1260.
Marble, 15" high.

Nicola Pisano’s baptistery pulpit at Pisa retains many medieval design
elements, for example, the trefoil arches and the lions supporting
columns, but the panels draw on ancient Roman sarcophagus reliefs.

GIOVANNI PISANO Nicola Pisano’s son, Giovannt Pisano
(ca. 1250-1320), likewise became a sought-after sculptor of church
pulpits. Giovanni’s pulpit in Sant’Andrea at Pistoia also has a panel
(FiG. 19-4) featuring the Nativity and related scenes. The son’s ver-
sion of the subject is in striking contrast to his father’s thick carving
and placid, almost stolid, presentation of the religious narrative.
Giovanni arranged the figures loosely and dynamically. They twist
and bend in excited animation, and the spaces that open deeply be-
tween them suggest their motion. In the Annunciation episode (top
left), the Virgin shrinks from the angel’s sudden appearance in a pos-
ture of alarm touched with humility, The same spasm of apprehen-
sion contracts her supple body as she reclines in the Nativity scene
(center). The drama’s principals share in a peculiar nervous agita-
tion, as if they all suddenly are moved by spiritual passion. Only the
shepherds and the sheep (right) do not yet experience the miracu-
lous event. The swiftly turning, sinuous draperies, the slender figures
they enfold, and the general emotionalism of the scene are features
not found in Nicola Pisano’s interpretation. The father worked in
the classical tradition, the son in a style derived from French Gothic.
Both styles were important ingredients in the formation of the dis-
tinctive and original art of 14th-century Italy.

Painting and Architecture

A third contributing component of 14th-century Italian art was the
Byzantine tradition (see Chapter 12). Throughout the Middle Ages,
the Byzantine style dominated Italian painting, but its influence was
especially strong after the fall of Constantinople in 1204, which pre-
cipitated a migration of Byzantine artists to Italy.

19-4 Grovanni Pi1sano, Annunciation, Nativity, and Adoration of
the Shepherds, relief panel on the pulpit of Sant’Andrea, Pistoia, Italy,
1297-1301. Marble, 2’ 10" X 3" 4",

The French Gothic style had a greater influence on Giovanni Pisano,
Nicola's son. Giovanni arranged his figures loosely and dynamically.
They display a nervous agitation, as if moved by spiritual passion.

The 1%th Cenmiry 499



19-5 BONAVENTURA BERLINGHIERI,
panel from the Saint Francis Altarpiece,

San Francesco, Pescia, Italy, 1235. Tempera
onwood, 5 X 3" X6

Berlinghieri was one of the leading painters
working in the Italo-Byzantine style, or
maniera greca. The frontal pose of Saint
Francis and the use of gold leaf reveal the
painter’s Byzantine sources.

BONAVENTURA BERLINGHIERI
One of the leading painters working in
the Italo-Byzantine style, or maniera greca
(Greek style), was BONAVENTURA BERLIN-
GHIERI (active ca. 1235-1244) of Lucca. He
created the Saint Francis Altarpiece (FIG.
19-5) for the church of San Francesco
(Saint Francis) in Pescia in 1235. Painted in
tempera on wood panel (see “Tempera and
Oil Painting,” Chapter 20, page 523), the
altarpiece honors Saint Francis of Assisi
(ca. 1181-1226). Francis wears the coarse
clerical robe, tied at the waist with a rope,
which became the costume of Franciscan
monks. The saint displays the stigmata—
marks resembling Christ’s wounds—that
appeared on his hands and feet. Flanking
Francis are two angels, whose frontal poses,
prominent halos, and lack of modeling re-
veal the Byzantine roots of Berlinghieri’s
style. So too does his use of gold leaf (gold
beaten into tissue-paper-thin sheets, then
applied to surfaces), which emphasizes the
image's flatness and spiritual nature. The
narrative scenes that run along the sides of
the panel provide an active contrast to the
stiff formality of the large central image of
Francis. At the upper left, taking pride of
place at the saint’s right, Francis miraculously acquires the stigmata.
Directly below, the saint preaches to the birds. These and the scenes
depicting Francis’s miracle cures strongly suggest that Berlinghieri’s
source was one or more Byzantine illuminated manuscripts (compare
FIG. 12-17) having biblical narrative scenes.

Berlinghieri’s Saint Francis Altarpiece also highlights the in-
creasingly prominent role of religious orders in late medieval Italy
(see “The Great Schism, Mendicant Orders, and Confraternities,”
page 501). Saint Francis’s Franciscan order worked diligently to im-
press on the public the saint’s valuable example and to demonstrate
its monks’ commitment to teaching and to alleviating suffering.
Berlinghieri’s Pescia altarpiece, painted nine years after Francis’s
death, is the earliest known signed and dated representation of the
saint. Appropriately, the panel focuses on the aspects of the saint’s
life that the Franciscans wanted to promote, thereby making visible
(and thus more credible) the legendary life of this holy man. Saint
Francis believed he could get closer to God by rejecting worldly

goods, and to achieve this he stripped himself bare in a public square
and committed himself to a strict life of fasting, prayer, and medita=
tion. The appearance of stigmata on his hands and feet (clearly visi--
ble in the saint’s frontal image, which resembles an icon) was per-
ceived as God’s blessing and led some followers to see Francis as a
second Christ. Fittingly, four of the six narrative scenes on the altar-
piece depict miraculous healings, connecting him more emphati-
cally to Christ.

SANTA MARIA NOVELLA The increased importance of the:
mendicant orders during the 13th century led to the construction of
large churches in Florence by the Franciscans (Santa Croce; FIG. I-3) &
and the Dominicans. The Florentine government and contributions -
from private citizens subsidized the commissioning of the Domini-
cans’ Santa Maria Novella (Fig. 19-8) around 1246. The large con-
gregations these orders attracted necessitated the expansive scale of
this church, Small oculi (round windows) and marble striping along
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The Great Schism, Mendicant
Orders, and Confraternities

1n 1305 the College of Cardinals (the collective body 5
| of all cardinals) elected a French pope, Clement V,
who settled in Avignon. Subsequent French popes re-
mained in Avignon, despite their announced intentions Y
to return to Rome. Understandably, this did not please
the Italians, who saw Rome as the rightful capital of the
universal church. The conflict between the French and
[talians resulted in the election in 1378 of two popes—
Clement VII, who resided in Avignon (and who does
not appear in the Catholic Church’s official list of
popes), and Urban VI (r. 1378-1389), who remained in
Rome. Thus began what became known as the Great
Schism. After 40 years, the Holy Roman Emperor Sigis-
mund (r. 1410-1437) convened a council that managed
to resolve this crisis by electing a new Roman pope,
Martin V (r. 1417-1431), who was acceptable to all.
The pope’s absence from Italy during much of the
14th century (the Avignon papacy) contributed to an in-
crease in prominence of monastic orders. The Augus-
tinians, Carmelites, and Servites became very active, en-
suring a constant religious presence in the daily life of
Italians, but the largest and most influential monastic or-
ders were the mendicants (begging friars)—the Francis-
cans, founded by Francis of Assisi (FIG. 19-5), and the
Dominicans, founded by the Spaniard Dominic de Guz-
man (ca. 1170-1221). These mendicants renounced all
worldly goods and committed themselves to spreading
God's word, performing good deeds, and ministering to
the sick and dying. The Dominicans, in particular, con-
tributed significantly to establishing urban educational
institutions. The Franciscans and Dominicans became
very popular among Italian citizens because of their de-
votion to their faith and the more personal relationship

with God they encouraged. Although both mendicant
orders were working for the same purpose—the glory of

i 3-5 Nave of Santa Maria Novella, Florence, Italy, ca. 1246-1470.

God—a degree of rivalry nevertheless existed between
the two. They established their churches on opposite
sides of Florence—Santa Croce (FiG. 1-3), the Franciscan
church, on the eastern side, and the Dominicans’ Santa
Maria Novella (F1G. 19-6) on the western (Map 21-1).
Confraternities, organizations consisting of laypersons who dedi-
cated themselves to strict religious observance, also grew in popularity
during the 14th and 15th centuries. The mission of confraternities in-
cluded tending the sick, burying the dead, singing hymns, and per-

the ogival arches punctuate the nave, or central aisle. (For the no-
menclature of basilican church architecture, see FIG. 11-9 or pages
xxxii-xxxiii in Volume I1.) Originally, a screen (tramezzo) placed
across the nave separated the friars from the lay audience. The
priests performed the Mass at separate altars on each side of the
screen. Church officials removed this screen in the mid-16th century
10 encourage greater lay participation in the Mass.

The basilicas of Santa Maria Novella and Santa Croce (FiG. I-3) testify to the growing
influence of the Dominican and Franciscan mendicant orders, respectively, in 13th-
century Florence.

forming other good works. The confraternities as well as the mendi-
cant orders continued to play an important role in Italian religious life
through the 16th century. Further, the numerous artworks and monas-
tic churches they commissioned ensured their enduring legacy.

CIMABUE One of the first artists to begin to break away from the
Italo-Byzantine style that dominated 13th-century Italian painting
was Cenni di Pepo, better known as CimaBUE (ca. 1240-1302).
Although his works reveal the unmistakable influence of Gothic
sculpture, Cimabue challenged some of the conventions that domi-
nated late medieval art in pursuit of a new naturalism, the close ob-
servation of the natural world that was at the core of the classical

The 13th Century 501
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19-7 Cimasue, Madonna Enthroned with Angels and Prophets, from
Santa Trinita, Florence, Italy, ca. 1280-1290. Tempera and gold leaf on
woad, 12" 7" X 7' 4", Galleria degli Uffizi, Florence.

Cimabue was one of the first artists to break away from the italo-
Byzantine style. Although he relied on Byzantine models, Cimabue
depicted the Madonna’s massive throne as receding into space.

tradition. Cimabue’s Madonna Enthroned with Angels and Prophets
(FIG. 19-7), created for the church of Santa Trinita (Holy Trinity) in
Florence, nonetheless reveals the painter’s reliance on Byzantine
models for the composition as well as the gold background (com-
parefiG. 12-18). Cimabue used the gold embellishments common to
Byzantine art for the folds of the Madonna’s robe, but they are no
longer merely decorative patterns. Here they enhance the three-
dimensionality of the drapery. Cimabue also constructed a deeper
space for the Madonna and the surrounding figures to inhabit than
is common in Byzantine art. The Virgin’s throne, for example, is a
massive structure that Cimabue convincingly depicted as receding
into space. The overlapping bodies of the angels on each side of the
throne and the half-length prophets who look outward or upward
from beneath it reinforce the sense of depth.

502 Chanter 10
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THE 14TH CENTURY

In the 14th century, Italy consisted of numerous independent cify.
states, each corresponding to a geographic region centered on a Major
city (MAP 19-1). Most of the city-states, such as Venice, Florence,
Lucca, and Siena, were republics. These republics were constitutiong]
oligarchies—governed by executive bodies, advisory councils, and
special commissions. Other powerful 14th-century states included
the Papal States, the Kingdom of Naples, and the Duchies of Milan,
Modena, Ferrara, and Savoy. As their names indicate, these states

were politically distinct from the republics, but all the states shared i

the prosperity of the period. The sources of wealth varied from state
to state. Italy’s port cities expanded maritime trade, whereas the
economies of other cities depended on banking or the manufacture
of arms or textiles.

The eruption of the Black Death (bubonic plague) in the late
1340s threatened this prosperity, however. Originating in China, the
Black Death swept across the entire European continent. The most
devastating natural disaster in European history, the plague killed be-
tween 25 and 50 percent of Europe’s population in about five years,
[taly was particularly hard hit. In large cities, where people lived in rel-
atively close proximity, the death tolls climbed as high as 50 or 60 per-
cent of the population. The Black Death had a significant effect on art,
[t stimulated religious bequests and encouraged the commissioning of
devotional images. The focus on sickness and death also led to a bur-
geoning in hospital construction.

Another significant development in 14th-century Italy was the
blossoming of a vernacular (commonly spoken) literature, which
dramatically affected Italy’s intellectual and cultural life. Latin re-
mained the official language of church liturgy and state documents,
However, the creation of an Italian vernacular literature (based on

_the Tuscan dialect common in Florence) expanded the audience for

philosophical and intellectual concepts because of its greater accessi-
bility. Dante Alighieri (1265-1321; author of The Divine Comedy),
poet and scholar Francesco Petrarch (1304-1374), and Giovanni
Boccaccio (1313-1375; author of Decameron) were among those
most responsible for establishing this vernacular literature.

RENAISSANCE HUMANISM The development of a vernac-
ular literature was one important sign that the essentially religious
view of the world that dominated medieval Europe was about to
change dramatically in what historians call the Renaissance. Although
religion continued to occupy a primary position in the lives of Euro-
peans, a growing concern with the natural world, the individual, and
humanity’s worldly existence characterized the Renaissance period—
the 14th through the 16th centuries. The word renaissance in French
and English (rinascita in Italian) refers to a “rebirth” of art and cul-
ture. A revived interest in classical cultures—indeed, the veneration
of classical antiquity as a model—was central to this rebirth. The no-
tion that the Renaissance represented the restoration of the glorious
past of Greece and Rome gave rise to the concept of the “Middle
Ages” as the era spanning the time between antiquity and the Renais-
sance. The transition from the medieval to the Renaissance, though
dramatic, did not come about abruptly, however. In fact, much that is
medieval persisted in the Renaissance and in later periods.
Fundamental to the development of the Italian Renaissance was
humanism, a concept that emerged during the 14th century and be-
came a central component of Italian art and culture in the 15th and
16th centuries. Humanism was more a code of civil conduct, a the-
ory of education, and a scholarly discipline than a philosophical sys-
tem. As their name suggests, Italian humanists were concerned
chiefly with human values and interests as distinct from—but not
opposed to—religion’s otherworldly values. Humanists pointed to

P eI

{2

I




i,
E
I
g

1!
£
!
1
§

1

e

it i

1!

He
i

19-8 Giorto pi Bonpone, Madonna Enthroned, from the Church

of Ognissanti, Florence, Italy, ca. 1310, Tempera and gold leaf on wood,
10’ 8" X 6' 8”. Galleria degli Uffizi, Florence.

Giotto displaced the Byzantine style in Italian painting and revived the
naturalism of classical art. His figures have substance, dimensionality,
and bulk and give the illusion that they could throw shadows.

classical cultures as particularly praiseworthy. This enthusiasm for
antiquity, represented by the elegant Latin of Cicero (106-43 BCE)
and the Augustan age, involved study of Latin literature and a con-
scious emulation of what proponents thought were the Roman civic
virtues. These included self-sacrificing service to the state, participa-
tion in government, defense of state institutions (especially the ad-
ministration of justice), and stoic indifference to personal misfor-
tune in the performance of duty. With the help of a new interest in
and knowledge of Greek, the humanists of the late 14th and 15th
centuries recovered a large part of the Greek as well as the Roman
literature and philosophy that had been lost, left unnoticed, or cast
aside in the Middle Ages. Indeed, classical cultures provided human-
1sts with a model for living in this world, a model primarily of hu-
man focus that derived not from an authoritative and traditional re-
ligious dogma but from reason.

Ideally, humanists sought no material reward for services ren-
dered. The sole reward for heroes of civic virtue was fame, just as the
teward for leaders of the holy life was sainthood. For the educated,
the lives of heroes and heroines of the past became as edifying as the

lives of the saints. Petrarch wrote a book on illustrious men, and his
colleague Boccaccio complemented it with biographies of famous
women—from Eve to his contemporary, Joanna, queen of Naples.
Both Petrarch and Boccaccio were famous in their own day as poets.
scholars, and men of letters—their achievements equivalent in
honor to those of the heroes of civic virtue. In 1341 in Rome, Pe-
trarch received the laurel wreath crown, the ancient symbol of vic-
tory and merit. The humanist cult of fame emphasized the impor-
tance of creative individuals and their role in contributing to the
renown of the city-state and of all Italy.

Giotto

Giorto pI BonpONE (ca. 1266—1337) of Florence made a much
more radical break with the past than did Cimabue. Art historian:
from Giorgio Vasari' to the present day have regarded Giotto as the
first Renaissance painter, a pioneer in pursuing a naturalistic ap-
proach to representation based on observation. Scholars still debatc
the sources of Giotto’s style, however. One formative influence must
have been the work of the man Vasari said was his teacher, Cimabue.
although Vasari lauded Giotto as having eclipsed Cimabue by aban-
doning the “crude maniera greca.” Some late-13th-century murals in
Rome with fully modeled figures of saints may also have influenced
the young Giotto. French Gothic sculpture (which Giotto may have
seen, but certainly familiar to him from the work of Giovann:
Pisano, who had spent time in Paris) and ancient Roman art must
also have contributed to Giotto’s artistic education, Yet no mere syn-
thesis of these varied influences could have produced the significant
shift in artistic approach that has led some scholars to describe
Giotto as the father of Western pictorial art. Renowned in his owr
day, he established a reputation that has never faltered. Regardless o
the other influences on his artistic style, his true teacher was na-
ture—the world of visible things.

Giotto’s revolution in painting did not consist only of displac-
ing the Byzantine style, establishing painting as a major art form fo:
the next seven centuries, and restoring the naturalistic approach the
ancients developed and medieval artists largely abandoned. He alsc
inaugurated a method of pictorial expression based on observatior
and initiated an age that might be called “early scientific.” By stress-
ing the preeminence of sight for gaining knowledge of the world
Giotto and his successors contributed to the foundation of empirica
science. They recognized that the visual world must be observed be
fore it can be analyzed and understood. Praised in his own and late
times for his fidelity to nature, Giotto was more than a mere imitato
of it. He revealed nature while observing it and divining its visible
order. In fact, he showed his generation a new way of seeing. Wit/
Giotto, Western artists turned resolutely toward the visible world as
their source of knowledge of nature.

MADONNA ENTHRONED On nearly the same great scale as
Cimabue’s enthroned Madonna (FiG. 19-7) is Giotto’s panel (FIG.
19-8) depicting the same subject, painted for the high altar of the
Ognissanti (All Saints) church in Florence. Although still seer
against the traditional gold background, Giotto’s Madonna rests
within her Gothic throne with the unshakable stability of an ancien

'Giorgio Vasari (1511-1574) established himself as both a painter and architect
during the 16th century. However, people today usually associate him with his
landmark book Lives of the Most Eminent Painters, Sculptors, and Architects, first
published in 1550. Scholars long have considered this book a major source of in-
formation about Italian art and artists, although many of the details have proven
inaccurate. Regardless, Vasari's Lives remains a tour de force—an ambitious, com-
prehensive book dedicated to recording the biographies of artists.
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i MATERIALS AND TECHNIQUES

™= resco painting has a long history, particularly

in the Mediterranean region, where the Mi-
noans (FIGS. 4-7 to 4-9) used it as early as 1650 BCE.
Fresco (Italian for “fresh”) is a mural-painting tech-
nique that involves applying permanent limeproof
pigments, diluted in water, on freshly laid lime
plaster. Because the surface of the wall absorbs the
pigments as the plaster dries, fresco is one of the
most permanent painting techniques. The stable
condition of frescoes such as those in the Arena
Chapel (FiGs. 19-1 and 19-9) and in the Sistine
Chapel (riGs. 22-1, 22-18, and 22-19), now hun-
dreds of years old, attest to the longevity of this
painting method. The colors have remained vivid
(although dirt and soot have necessitated cleaning)
because of the chemically inert pigments the artists
used. In addition to this buon fresco (“true” fresco)
technique, artists used fresco secco (dry fresco).
Fresco secco involves painting on dried lime plas-
ter. Although the finished product visually approx-
imates buon fresco, the plaster wall does not ab-
sorb the pigments, which simply adhere to the
surface. Thus fresco secco does not have buon
fresco’s longevity.

The buon fresco process is time-consuming g
and demanding and requires several layers of plas- &
ter. Although buon fresco methods vary, generally
the artist prepares the wall with a rough layer of
lime plaster called the arriccio (brown coat). The
artist then transfers the composition to the wall,
usually by drawing directly on the arriccio with a
burnt-orange pigment called sinopia (most popu-
lar during the 14th century) or by transferring a
cartoon (a full-sized preparatory drawing). Cartoons increased in
usage in the 15th and 16th centuries, largely replacing sinopia un-
derdrawings. Finally, the painter lays the intonaco (painting coat)
smoothly over the drawing in sections (called giornate, Italian for
“days™) only as large as the artist expects to complete in that session.
The buon fresco painter must apply the colors fairly quickly, because
once the plaster is dry, it will no longer absorb the pigment. Any

marble goddess. Giotto replaced Cimabue’s slender Virgin, fragile
beneath the thin ripplings of her drapery, with a weighty, queenly
mother. In Giotto’s painting, the Madonna’s body is not lost. It is as-
serted. Giotto even shows Mary’s breasts pressing through the thin
fabric of her white undergarment. Gold highlights have disappeared
from her heavy robe. Giotto aimed, before all else, to construct a fig-
ure that has substance, dimensionality, and bulk—qualities sup-
pressed in favor of a spiritual immateriality in Byzantine and Italo-
Byzantine art. Works painted in the new style portray sculpturesque
figures—projecting into the light and giving the illusion that they
could throw shadows. Giotto's Madonna Enthroned marks the end of
medieval painting in Italy and the beginning of a new naturalistic
approach to art.

504 Chapter 19 ITALY, 1200 TO 1400

Fresco Painting

19-9 GrorTto b1 Bonpong, Lamentation, Arena Chapel (Cappella Scrovégni); Padua,
Italy, ca. 1305. Fresco, 6’ 63" X 6" 3", e

In this fresco painted in several sections, Giotto used the diagonal slope of the rqcl-:'"
landscape to direct the viewer’s attention toward the head of the sculpturesque figure
of the dead Christ. ir

areas of the intonaco that remain unpainted after a session must by

cut away so that fresh plaster can be applied for the next giornata
In areas of high humidity, such as Venice, fresco was less app

priate because moisture is an obstacle to the drying process: O

the centuries, fresco became less popular, although it did experience®

a revival in the 1930s with the Mexican muralists (FiGs. 35-67 and§

35-68). :

ARENA CHAPEL, PADUA To project onto a flat surface thess
illusion of solid bodies moving through space presents a double®
challenge. Constructing the illusion of a body also requires cones
structing the illusion of a space sufficiently ample to contain tha

body. In his fresco cycles (see “Fresco Painting,” above), Giotto cont
stantly strove to reconcile these two aspects of illusionistic painting. S
His murals in the Arena Chapel (Cappella Scrovegni; FIG. 19-1) al
Padua show his art at its finest. Enrico Scrovegni, a wealthy Paduailis
banker, built the chapel on a site adjacent to his now-razed palace-S8
Consecrated in 1305, the Arena Chapel takes its name from an a2
cient Roman amphitheater nearby. Scrovegni erected the chapel
which he intended for his family’s private use, in part to expiate ‘h
bankers’ sin of usury. Some scholars have suggested that Giotto hims
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s¢lf may have been the chapel's architect because its design is so per-
fectly suited to its interior decoration.

The rectangular barrel-vaudted hall has six narrow windows only
in its south wall {(fG. 19-1, lgft), which left the entire north wall an
unbroken and well-illuminated surface for painting. The building
seems to have been designed to provide Giotto with as much flat sur-
face as possible for presenting one of the most impressive and com-
plete Christian pictorial cycles ever rendered. in 38 framed pictures,
arranged on three levels, the artist related the most poignant inci-
dents from the lives of the Virgin and her parents, Joachim and Anna
(top level), the life and mission of Christ (middle level), and his Pas-
sion, Crucifixion, and Resurrection (bottom level). These three picto-
ria} levels rest on a coloristically neutral base, [mitation marble ve-
neer—reminiscent of ancient Roman decoration {fiG. 10-51), which
Giotto may have seen—alternates with the Virtues and Vices painted
in grisaille (monochrome grays, often used for modeling in paint-
ings) to resemble sculpture. The climactic event of the cycle of hu-
man salvation, the Last Judgment, covers most of the west wall above
the chapel’s entrance (fig. 19-1).

The hall's vaulted ceiling is biue, an azure sky dotted with golden
stars symbolic of Heaven, Medallions bearing images of Christ, Mary,
and various prophets also appear on the vault. Giotto painted the
same blue in the backgrounds of the narrative panels on the walls be-
low. The color thereby functions as a unifying agent for the entire
decorative scherne and renders the scenes more realistic.

Decorative borders frame the individual panels. They offer a
striking contrast to the sparse simplicity of the images they sur-
round. Subtly scaled to the chapel’s space (only about half life-size),
Giotto’s stately and slow-moving actors present their dramas con-
vincingly and with great restraint. Lamentation (FiG. 19-9) reveals
the essentials of his style. In the presence of boldly foreshortened an-
gels, seen head-on with their bodies receding into the background

= and darting about in hysterical grief, a congregation mourns over

the dead body of the Savior just before its entombment, Mary cra-

o dles her son’s body, while Mary Magdalene looks solemnly at the

wounds in Christ’s feet and Saint John the Evangelist throws his
arms back dramatically. Giotto arranged a shallow stage for the fig-
ures, bounded by a thick diagonal rock incline that defines a hori-
zontal ledge in the foreground. Though narrow, the ledge provides
firm visual support for the figures, and the steep slope indicates the
picture’s dramatic focal point at the lower left. The rocky setting,
which recalls that of a 12th-century Byzantine mural (riG. 12-27),
also links this scene with the adjoining one. Giotto connected the
framed scenes throughout the fresco cycle with such formal ele-
ments. The figures are sculpturesque, simple, and weighty, but this
mass did not preclude motion and emotion. Postures and gestures
that might have been only rhetorical and mechanical convey, in
Lamenation, a broad spectrum of grief. They range from Mary’s al-
mMost fierce despair to the passionate outbursts of Mary Magdalene
and John to the philosophical resignation of the two disciples at the
right and the mute sorrow of the two hooded mourners in the fore-
ground. Giotto constructed a kind of stage that served as a model for

" artists who depicted human dramas in many subsequent paintings,

His style broke sharply from the isolated episodes and figures seen in
art until the late 13th century. In Lamentation, 2 single event pro-
vokes an intense response. Painters before Giotto rarely attempted,
let alone achieved, this combination of compesitional compiexity
and emotional resonance.
The formal design of the Lamentation fresco—the way the fig-
uces are grouped within the constructed space—is worth close study.
ch group has its own definition, and each contributes to the

rhythmic order of the composition. The strong diagonal of the rocky
ledge, with its single dead tree (the tree of knowledge of good and
evil, which withered at the fall of Adam), concentrates the viewer’s
attention on the group around the head of Christ, whose positioning
is dynamically off center. The massive bulk of the seated mourner in
the painting’s left corner arrests and contains alt movement beyond
this group. The seated mourner to the right establishes a relation
with the center figures, who, by gazes and gestures, draw the viewer’s
attention back to Christ’s head. Figures seen from the back, which
are frequent in Giotto’s compasitions, represent an innovation in the
development away from the formal Italo-Byzantine style. These fig-
ures emphasize the foreground, aiding the visual placement of the
intermediate figures farther back in space. This device, the very con-
tradiction of the old frontality, in effect puts viewers behind the “ob-
server figures,” who, facing the action as spectators, reinforce the
sense of stagecraft as a model for painting,

Giotto’s new devices for depicting spatial depth and body mass
could not, of course, have been possible without his management of
light and shade. He shaded his figures to indicate both the direction
of the light that illuminates them and the shadows (the diminished
light), giving the figures volume. In Lamentation, tight falls upon the
upper surfaces of the figures (especially the two central bending fig-
ures) and passes down to dark in their draperies, separating the vol-
umes one from the other and pushing one to the fore, the other to
the rear. The graded continuum of light and shade, directed by an
even, neutral light from a single steady source—not shown in the
picture—was the first step toward the development of chiaroscuro
(the use of contrasts of dark and light to produce modeling) in later
Renaissance painting.

The stagelike settings made possible by Giotto's innovations
in perspective (the depiction of three-dimensional objects in space
on a two-dimensional surface) and lighting suited perfectly the dra-
matic narrative the Franciscans emphasized then as a principal
method for educating the faithful in their religion. In the age of hu-
manism, the old stylized presentations of the holy mysteries had
evolved into what were called mystery plays, The drama of the Mass
was extended into one- and two-act tableaus and scenes and then
into simple narratives offered at church portals and in city squares.
{Eventually, confraternities also presented more elaborate religious
dramas called sacre rappresensazioni—holy representations.) The
great increase in popular sermons addressed to huge city audiences
prompted a public taste for narrative, recited as dramatically as pos-
sible, The arts of Hlusionistic painting, of drama, and of sermon
rhetoric with all their theatrical flourishes developed simultaneously
and were mutually influential. Giotto’s art masterfully synthesized
dramatic narrative, holy lesson, and truth to human experience in a
visual idiom of his own invention, accessible to all. Not surprisingly,
Giotto's frescoes served as textbooks for generations of Renaissance
painters.

Siena

Among 14th-century Italian city-states, the Republics of Siena and
Florence were the most powerful. Both Siena and Florence (the ma-
jor cities of these two republics) were urban centers of bankers and
merchants with widespread international contacts and large sums
available for the commissioning of artworks (see “Artists’ Guilds,
Commissions, and Contracts,” page 506).

DUCCIO The works of Duccto bt BuoNINSEGNA (active ca.
1278-1318) represent Sienese art in its supreme achievement. His
most famous painting, the immense altarpiece called the Maesta
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~=he structured organization of economic activity during the

14th century, when Italy had established a thriving interna-
tional trade and held a commanding position in the Mediterranean
world, extended to many trades and professions. Guilds (associa-
tions of master craftspeople, apprentices, and tradespeople), which
had emerged during the 12th century, became prominent. These as-
sociations not only protected members’ common economic interests
against external pressures, such as taxation, but also provided them
with the means to regulate their internal operations (for example,
work quality and membership training).

Because of today’s international open art market, the notion of
an “artists’ union” may seem strange. The general public tends to see
art as the creative expression of an individual artist. However, artists
did not always enjoy this degree of freedom. Historically, artists
rarely undertook major artworks without a patron’s concrete com-
mission. The patron could be a civic group, religious entity, private
individual, or even the artists’ guild itself. Guilds, although primarily
economic commercial organizations, contributed to their city’s reli-
gious and artistic life by subsidizing the building and decoration of
numerous churches and hospitals. For example, the Arte della Lana
(wool manufacturers’ guild) oversaw the start of Florence Cathedral
(Figs. 19-18 and 19-19) in 1296, and the Arte di Calimala (wool mer-
chants’ guild) supervised the completion of its dome.

Monastic orders, confraternities, and the popes were also major
art patrons. In addition, wealthy families and individuals commis-
sioned artworks for a variety of reasons. Besides the aesthetic plea-
sure these patrons derived from art, the images often served as testa-
ments to the patron’s wealth, status, power, and knowledge. Because
artworks during this period were the product of what was, in effect,
a service contract, a patron’s needs or wishes played a crucial role in
the final form of any painting, sculpture, or building. Some con-
tracts between patrons and artists are preserved in European munic-
ipal and church archives. The patrons normally asked artists to sub-
mit drawings or models for approval, and they expected the artists
they hired to adhere to the approved designs fairly closely. These
contracts usually stipulated certain conditions, such as the insistence
on the artist’s own hand in the production of the work, the quality of
pigment and amount of gold or other precious items to be used,
completion date, payment terms, and penalties for failure to meet
the contract’s terms.

A few extant 13th- and 14th-century painting contracts are es-
pecially illuminating. Although they may specify the subject to be
represented, the focus of these binding legal documents is always the
financial aspects of the commission and the responsibilities of the
painter to the patron (and vice versa). In a contract dated Novem-
ber 1, 1301, between Cimabue and another artist and the Hospital
of Santa Chiara in Pisa, the artists agree to supply an altarpiece

with colonnettes, tabernacles, and predella, painted with histories
of the divine majesty of the Blessed Virgin Mary, of the apostles, of
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the angels, and with other figures and pictures, as shall be seen fit
and shall please the said master of or other legitimate persons for
the hospital.*

Other contract terms specify the size of the panel and require that
gold and silver gilding be used for parts of the altarpiece.

The contract for the construction of an altarpiece was usually a
separate document, for that required the services of a master car-
penter. For example, Duccio’s April 15, 1285, contract with the rec-
tors of the Confraternity of the Laudesi, the lay group associated
with the Dominican church of Santa Maria Novella (FiG. 19-6) in
Florence, specifies only that he is to provide the painting, not its
frame—and it imposes conditions that he must meet if he is to be
paid,

[The rectors] promise ... . to pay the same Duccio . . . as the payment
and price of the painting of the said panel that is to be painted and
done by him in the way described below . ... 150 lire of the small
florins. ... [Duccio, in turn, promises] to paint and embellish the
panel with the image of the blessed Virgin Mary and of her omni-
potent Son and other figures, according to the wishes and pleasure
of the lessors, and to gild [the panel] and do everything that will
enhance the beauty of the panel, his being all the expenses and the
costs. . . . If the said panel is not beautifully painted and it is not
embellished according to the wishes and desires of the same lessors,
they are in no way bound to pay him the price or any part of it.t

Sometimes patrons furnished the materials and paid artists by
the day instead of a fixed amount, That was the arrangement Duccio
made on October 9, 1308, when he agreed to paint the Maesta (FiG.
19-10) for the high altar of Siena Cathedral.

Duccio has promised to paint and make the said panel as well as

he can and knows how, and he further agreed not to accept or re-
ceive any other work until the said panel is done and completed. ...
[The church officials promise] to pay the said Duccio sixteen solidi
of the Sienese denari as his salary for the said work and labor for
each day that the said Duccio works with his own hands on the
said panel . .. [and] to provide and give everything that will be nec-
essary for working on the said panel so that the said Duccio need
contribute nothing to the work save his person and his effort.?

In all cases, the artists worked for their patrons and could count
on being compensated for their talents and efforts only if the work
they delivered met the standards of those who ordered it.

* Translated by John White, Duccio: Tuscan Art and the Medieval Workshop
(London: Thames & Hudson, 1979), 34.

t Translated by James H. Stubblebine, Duccio di Buoninsegna and His School
(Princeton, N.J.: Princeton University Press, 1979), 1: 192.

# Stubblebine, Duccio, 1: 201.




19-10 Duccio b1 BUONINSEGNA, Virgin and Child Enthroned with Saints, principal panel of the Maesta altarpiece, from Siena Cathedral, Siena,

taly, 1308-1311. Tempera and gold leaf on wood, 7' X 13’ (center panel). Museo dell’Opera del Duomo, Siena.

Duccio derived the formality and symmetry of his compaosition from Byzantine tradition, but relaxed the rigidity and frontality of the figures,

softened the drapery, and individualized the faces.

(Virgin Enthroned in Majesty; FiG. 19-10), replaced a much smaller
painting of the Virgin Mary on the high altar of Siena Cathedral. The
Sienese believed the Virgin had brought them their victory over the
Florentines at the battle of Monteperti in 1260, and she was the focus
of the religious life of the republic. Duccio and his assistants began
work on the prestigious commission in 1308 and completed the
Maesta in 1311. As originally executed, it consisted of a seven-foot-
high central panel (FIG. 19-10), surmounted by seven pinnacles above,
and a predella, or raised shelf, of panels at the base, altogether some
13 feet high. Painted in tempera front and back, the work unfortu-
nately is no longer viewable in its entirety because of its dismantling
in subsequent centuries. Many of Duccio’s panels are now scattered
as single masterpieces among the world’s museums.

The main panel of the front side represents the Virgin enthroned
as Queen of Heaven amid choruses of angels and saints. Duccio de-
rived the composition’s formality and symmetry, along with the fig-
ures and facial types of the principal angels and saints, from Byzan-
tine tradition. But the artist relaxed the strict frontality and rigidity of
the figures. They turn to each other in quiet conversation. Further,
Duccio individualized the faces of the four saints kneeling in the fore-
ground, who perform their ceremonial gestures without stiffness.
Similarly, he softened the usual Byzantine hard body outlines and
drapery patterning. The drapery, particularly that of the female saints
atboth ends of the panel, falls and curves loosely. This is a feature fa-
miliar in northern Gothic works (FiG. 18-37) and is a mark of the
artistic dialogue between Italy and the north in the 14th century.

Despite these changes that reveal Duccio’s interest in the new
naturalism, he respected the age-old requirement that as an altar-
piece, the Maesta would be the focus of worship in Siena’s largest

and most important church, its cathedral, the seat of the bishop of
Siena. As such, Duccio knew the Maesta should be an object holy in
itself—a work of splendor to the eyes, precious in its message and its
materials. Duccio thus recognized that he could not be too radical—
that the function of this work naturally limited experimentation
with depicting narrative action and producing illusionistic effects
(such as Giotto’s) by modeling forms and adjusting their placement
in pictorial space.

Instead, the Queen of Heaven panel is a miracle of color compo-
sition and tfexture manipulation, unfortunately not apparent ina
photograph. Close inspection of the original reveals what the Sienese
artist learned from other sources. In the 13th and 14th centuries,
Italy was the distribution center for the great silk trade from China
and the Middle East (see “Silk and the Silk Road,” Chapter 7, page
188). After processing the silk in city-states such as Lucca and Flor-
ence, the Italians exported the precious fabric throughout Europe to
satisfy an immense market for sumptuous dress. (Dante, Petrarch,
and many of the humanists decried the appetite for luxury in cos-
tume, which to them represented a decline in civic and moral
virtue.) People throughout Europe (Duccio and other artists among
them) prized fabrics from China, Persia, Byzantium, and the Islamic
realms. In the Maesta panel, Duccio created the glistening and shim-
mering effects of textiles, adapting the motifs and design patterns of
exotic materials. Complementing the luxurious fabrics and the (lost)
gilded wood frame are the gold haloes of the holy figures, which fea-
ture tooled decorative designs in gold leaf (punchwork). But Duccio.
like Giotto (FiG. 19-8), eliminated almost all the gold patterning of
the figures’ garments in favor of creating three-dimensional volume
Traces remain only in the Virgin's red dress.
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19-11 Duccio bt
BUONINSEGNA, Betrayal of
Jesus, detail from the back of
the Maesta altarpiece, from
Siena Cathedral, Siena, Italy,
1309-1311. Tempera and gold
leaf on wood, detail 1’ 1{)12-" b
3' 4", Museo dell’Opera del
Duomo, Siena.

On the back of the Maesta,
Duccio painted a religious
drama in which the actors
display a variety of individual
emotions. Duccio here took a
decisive step toward the
humanization of religious
subject matter.

On the front panel of the Maesta, Duccio showed himself as the
great master of the formal altarpiece. However, he allowed himself
greater latitude for experimentation in the small accompanying pan-
els, front and back. (Both sides of the altarpiece were always on view
because the high altar stood at the very center of the sanctuary.) These
images reveal Duccio’s powers as a narrative painter. In the numerous
panels on the back, he illustrated the later life of Christ—his ministry
(on the predella), his Passion (on the main panel), and his Resurrec-
tion and appearances to the disciples (on the pinnacles). On one of the
small panels, Betrayal of Jesus (FIG. 19-11), the artist represented sev-
eral episodes of the event—the betrayal of Jesus by Judas’s false kiss,
the disciples fleeing in terror, and Peter cutting off the ear of the high
priest’s servant. Although the background, with its golden sky and
rock formations, remains traditional, the style of the figures before it
has changed quite radically. The bodies are not the flat frontal shapes
of Italo-Byzantine art. Duccio imbued them with mass, modeled them
with a range from light to dark, and arranged their draperies around
them convincingly. Even more novel and striking is the way the figures
seem to react to the central event. Through posture, gesture, and even
facial expression, they display a variety of emotions. Duccio carefully
differentiated among the anger of Peter, the malice of Judas (echoed in
the faces of the throng about Jesus), and the apprehension and timid-
ity of the fleeing disciples. These figures are actors in a religious drama
that the artist interpreted in terms of thoroughly human actions and
reactions. In this and similar narrative panels, Duccio took a decisive
step toward the humanization of religious subject matter.

ORVIETO CATHEDRAL While Duccio was working on the
Maesta for Siena Cathedral, a Sienese architect, LORENZO MAITANI,
was called to Orvieto to design that city’s cathedral (Fig. 19-12).
The Orvieto facade imitates some elements of the French Gothic

19-12 Lorenzo MAITANI, west facade of Orvieto Cathedral, Orvieto,
Italy, begun 1310.

The pointed gables over the doorways, the rose window, and the large
pinnacles derive from French architecture, but the facade of Orvieto
Cathedral is merely a Gothic overlay masking a timber-roofed basilica.

architectural vocabulary (see Chapter 18), especially the pointed
gables over the three doorways, the rose window and statues in niches

in the upper zone, and the four large pinnacles that divide the facade
into three bays. The outer pinnacles serve as miniature substitutes for-

the large northern European west-front towers. Maitani’s facade,
however, is merely a Gothic overlay masking a marble-revetted basil-
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ican structure in the Tuscan Romanesque tradition, as the three-
quarter view of the cathedral in F1G. 19-12 reveals. Few Italian archi-
tects fully accepted the northern Gothic style. Some architectural his-
torians even have questioned whether it is proper to speak of late
medieval Italian buildings as Gothic structures. The Orvieto facade
resembles a great altar screen, its single plane covered with carefully
placed carved and painted ornament. In principle, Orvieto belongs
with Pisa Cathedral (Fi6. 17-25) and other Italian buildings rather
than with the French cathedrals at Amiens (FiG. 18-21) and Reims
(F16. 18-23). Inside, Orvieto Cathedral has a timber-roofed nave with
a two-story elevation (columnar arcade and clerestory) in the Early
Christian manner. Both the chancel arch framing the semicircular
apse and the nave arcade’s arches are round as opposed to pointed.

SIMONE MARTINI Duccio’s successors in the Sienese school
also produced innovative works, SIMONE MARTINI (ca. 1285-1344)
Was a pupil of Duccio and may have assisted him in painting the
Maesta. Martini was a close friend of Petrarch, and the poet praised
him highly for his portrait of “Laura” (the woman to whom
Petrarch dedicated his sonnets). Martini worked for the French
kings in Naples and Sicily and, in his last years, produced paintings
for the papal court at Avignon, where he came in contact with
N(?rth::rn European painters. By adapting the insubstantial but lux-
urant patterns of the French Gothic manner to Sienese art and, in
turn, by acquainting painters north of the Alps with the Sienese
5‘_1"]6, Martini was instrumental in creating the so-called Interna-
tional Style. This new style swept Europe during the late 14th and
'3""1)’ I5th centuries because it appealed to the aristocratic taste for
f‘*nfliam colars, lavish costumes, intricate ornamentation, and themes
mvolving splendid processions.

12-13 SimoNeE MARTINI and
Lirro MEmMI(?Z), Annunciatior
altarpiece, from Siena
Cathedral, Siena, Italy, 1333
(frame reconstructed in the
19th century). Tempera and
gold leaf on wood, center panel
10 1" X 8’ 82", Galleria degli
Uffizi, Florence.

A pupil of Duccio, Martini was
instrumental in the creation of
the International Style. Its
hallmarks are elegant shapes,
radiant color, flawing line, and
weightless figures in golden,
spaceless settings.
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Martini’s Annunciation altarpiece (FIG. 19-13) features elegant
shapes and radiant color, fluttering line, and weightless figures in a
spaceless setting—all hallmarks of the artist’s style. The complex eti-
quette of the European chivalric courts probably dictated the presen-
tation. The angel Gabriel has just alighted, the breeze of his passage
lifting his mantle, his iridescent wings still beating. The gold of his
sumptuous gown is representative of the celestial realm from which
he has descended to deliver his message. The Virgin, putting down
her book of devotions, shrinks demurely from Gabriel’s reverent gen-
uflection, an appropriate gesture in the presence of royalty. She draws
about her the deep blue, golden-hemmed mantle, the heraldic colors
she wears as Queen of Heaven. Between the two figures is a vase of
white lilies, symbolic of the Virgin's purity. Despite the Virgin’s mod-
esty and diffidence and the tremendous import of the angel’s mes-
sage, the scene subordinates drama to court ritual, and structural ex-
perimentation to surface splendor. The intricate tracery of the richly
tooled (reconstructed) French Gothic~inspired frame and the elabo-
rate punchwork halos, now a characteristic feature of Sienese panel
painting, enhance the tactile magnificence of the Annunciation.

Simone Martini and his student and assistant, Lippo MEMMI
(active ca. 1317-1350), signed the altarpiece and dated it (1333). The
latter’s contribution to the Annunciation is still a matter of debate,
but art historians now generally agree he painted the two lateral
saints. These figures, which are reminiscent of the jamb statues of
Gothic church portals, have greater solidity and lack the linear ele-
gance of Martini’s central pair. Given the nature of medieval and Re-
naissance workshop practices, it is often next to impossible to distin-
guish the master’s hand from that of an assistant, especially if the
master corrected or redid part of the latter’s work (see “Artistic
Training in Renaissance Italy,” page 510).



ART AND SOCIETY

n 14th- through 16th-century Italy, training to become a pro-

fessional artist (earning membership in the appropriate guild) was
a laborious and lengthy process. Because Italians perceived art as a
trade, they expected artists to be trained as they would be in any other
profession. Accordingly, aspiring artists started their training at an
early age, anywhere from 7 to 15 years old. Their fathers would nego-
tiate arrangements with specific master artists whereby each youth
lived with a master for a specified number of years, usually five or six.
During that time, they served as apprentices to the masters in the
workshop, learning the trade. (This living arrangement served as a
major obstacle for aspiring female artists, as it was considered inap-
propriate for young girls to live in a master’s household.)

The skills apprentices learned varied with the type of studio they
joined. Those apprenticed to painters learned to grind pigments,
draw, prepare wood panels for painting, gild, and lay plaster for fresco.
Sculptors in training learned to manipulate different materials (for
example, wood, stone, terracotta [baked clay], wax, bronze, or stucco),
although many sculpture workshops specialized in only one or two of
these materials. For stone carving, apprentices learned their craft by
blocking out the master’s designs for statues.

The guilds supervised this rigorous training. They wanted not
only to ensure their professional reputations by admitting only the
most talented members but also to control the number of artists (to
limit undue competition). Toward this end they frequently tried to
regulate the number of apprentices working under a single master.
Surely, the quality of the apprentices a master trained reflected the
master’s competence. When encouraging a prospective apprentice to
join his studio, the Paduan painter Francesco Squarcione (1397-1468)
boasted he could teach “the true art of perspective and everything
necessary to the art of painting. . . . I made a man of Andrea Man-
tegna [see Chapter 21] who stayed with me and [ will also do the
same to you.”*

PIETRO LORENZETTI One of Duccio’s students, PIETRO
LorenzerTi (active 1320-1348), contributed significantly to the gen-
eral experiments in pictorial realism that characterized the 14th cen-
tury. Going well beyond his master, Lorenzetti achieved a remarkable
degree of spatial illusionism in his large triptych (three-part panel
painting) Birth of the Virgin (FiG. 19-14), created for the altar of
Saint Savinus in Siena Cathedral. Lorenzetti painted the wooden ar-
chitectural members that divide the panel as though they extend back
into the painted space. Viewers seem to look through the wooden
frame (apparently added later) into a boxlike stage, where the event
takes place. That one of the vertical members cuts across one of the
figures, blocking part of it from view, strengthens the illusion. In sub-
sequent centuries, artists exploited this use of architectural elements
to enhance the pictorial illusion that the painted figures are acting out
a drama just a few feet away. This kind of pictorial illusionism charac-
terized ancient Roman mural painting (FiGs. 10-18 and 10-19, right),
but had not been practiced in Italy for a thousand years.

Lorenzetti’s setting for his holy subject also represented a marked
step in the advance of worldly realism. Saint Anne—who, like Nicola
Pisano’s Virgin of the Nativity (FIG. 19-3), resembles a reclining figure
on the lid of a Roman sarcophagus (FiG. 10-61)—props herself up
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As their skills developed, apprentices took on increasingly dif-
ficult tasks. After completing their apprenticeships, artists entered the
appropriate guilds. For example, painters, who ground pigments,
joined the guild of apothecaries; sculptors were members of the guild
of stoneworkers; and goldsmiths entered the silk guild, because gold
often was stretched into threads wound around silk for weaving. Such
memberships served as certification of the artists’ competence. Once
“certified,” artists often affiliated themselves with established work-
shops, as assistants to master artists. This was largely for practical rea-
sons. New artists could not expect to receive many commissions, and
the cost of establishing their own workshops was high. In any case,
this arrangement was not permanent, and workshops were not neces-
sarily static enterprises. Although well-established and respected stu-

dios existed, workshops could be organized around individual mas-

ters (with no set studio locations) or organized for a specific project,
especially an extensive decoration program.

Generally, assistants were responsible for gilding frames and back-
grounds, completing decorative work, and, occasionally, rendering

architectural settings. Artists regarded figures, especially those cen-

tral to the represented subject, as the most important and difficult
parts of a painting, and the master therefore reserved these for him-
self. Sometimes assistants painted secondary or marginal figures, but
only under the master’s close supervision.

Eventually, of course, artists hoped to attract patrons and estab-
lish themselves as masters. Artists, who were largely anonymous dur-
ing the medieval period, began to enjoy greater emancipation during

the 15th and 16th centuries, when they rose in rank from artisan to. -
artist-scientist. The value of their individual skills—and their reputa- .
tions—became increasingly important to their patrons and clients. |

* Quoted in Giuseppe Fiocco, Mantegna: La cappella Ovetari nella chiesa degli
Eremitani (Milan: A. Pizzi, 1974),7.

wearily as the midwives wash the child and the women bring gifts.
She is the center of an episode that occurs in an upper-class [talian
house of the period. A number of carefully observed domestic details
and the scene at the left, where Joachim eagerly awaits the news of the
delivery, place the event in an actual household, as if viewers had
moved the panels of the walls back and peered inside. Lorenzetti
joined structural innovation in illusionistic space with the new cu-
riosity that led to careful inspection and recording of what lay di-
rectly before the artist’s eye in the everyday world.

PALAZZO PUBBLICO Not all Sienese painting of the early
14th century was religious in character. One of the most important
fresco cycles of the period (discussed next) was a civic commission
for Siena’s Palazzo Pubblico (“public palace” or city hall). Siena wasa
proud commercial and political rival of Florence. As the secular cen-
ter of the community, the civic meeting hall in the main square (the
Campo, or Field; Fig. 19-15) was almost as great an object of civic
pride as the city’s cathedral. The Palazzo Pubblico has a slightly con-
cave facade (to conform to the irregular shape of the Campo) and a
gigantic tower visible from miles around. The imposing building and

tower must have earned the admiration of Siena’s citizens as well as of
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visitors to the city, inspiring in them respect for the republic’s power
and success. The tower served as lookout over the city and the coun-
tryside around it and as a bell tower (campanile) for ringing signals of
all sorts to the populace. Siena, like other [talian city-states, had to de-
fend itself against neighboring cities and often against kings and em-
perors. In addition, it had to be secure against the internal upheavals

19-14 Pierro LorenzerTy, Birth of the Virgin,
from the altar of Saint Savinus, Siena Cathedral, Siena,
Italy, 1342, Tempera on wood, 6’ 1" X 5" 11", Museo
dell’Opera del Duomo, Siena.

In this triptych, Pietro Lorenzetti revived the pictorial
illusionism of ancient Roman murals and painted
the architectural members that divide the panel as
though they extend back into the painted space.

19-15 Aerial view of the Campo with the Palazzo
Pubblico, Siena, Italy, 1288-1309.

Siena’s Palazzo Pubblico has a slightly concave facade
and a gigantic tower visible from miles around. The
tower served both as a defensive lookout over the
countryside and a symbol of the city-state's power.

common in the history of the Italian city-republics. Class struggle,
feuds between rich and powerful families, and even uprisings of the
whole populace against the city governors were constant threats. The
heavy walls and battlements (fortified parapets) of the Italian town
hall eloquently express how frequently the city governors needed to
defend themselves against their own citizens. The Sienese tower, out

e PRI - a



19-16 AmBRroGIO LORENZETTI, Peaceful City, detail from Effects of Good Government in the City and in the Country, Sala della Pace, Palazzo

Pubblico, Siena, Italy, 1338-1339. Fresco.

In the Hall of Peace of Siena’s city hall, Ambrogio Lorenzetti painted an illusionistic panorama of the bustling city. The fresco served as an allegory

of good government in the Sienese republic.

of reach of most missiles, includes machicolated galleries (galleries
with holes in their floors to allow the dumping of stones or hot lig-
uids on enemies below) built out on corbels (projecting supporting
architectural members) for defense of the tower’s base.

AMBROGIO LORENZETTI The painter entrusted with the
vast fresco program in Siena’s Palazzo Pubblico was Pietro Lorenzetti’s
brother, AMBROGIO LoRENZETTI (active 1319-1348), who both elabo-

rated Pietro’s advances in illusionistic representation in spectacular
fashion and gave visual form to Sienese civic concerns. Ambrogio pro-
duced three frescoes for the walls of the Sala della Pace (Hall of Peace)
in the Palazzo Pubblico: Allegory of Good Government, Bad Govern-
ment and the Effects of Bad Government in the City, and Effects of Good.
Government in the City and in the Country. The turbulent politics of
the Italian cities—the violent party struggles, the overthrow and rein-’
statement of governments—certainly would have called for solemn

19-17 AmBROGIO LoRENZETTI, Peaceful Country, detail from Effects of Good Government in the City and in the Country, Sala della Pace, Palazzo

Pubblico, Siena, Italy, 1338-1339. Fresco.

This sweeping view of the Sienese eountryside is one of the first appearances of landscape in Western art since antiquity. An allegorical figure of
winged Security promises safety to all who live under the rule of law.
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reminders of fair and just administration. And the city hall was just
the place for paintings such as Ambrogio Lorenzetti’s. Indeed, the
leaders of the Sienese government who commissioned this fresco se-
ries had undertaken the “ordering and reformation of the whole city
and countryside of Siena.”

In Effects of Good Government in the City and in the Country, the
artist depicted the urban and rural effects of good government.
Peaceful City (FiIG., 19-18) is a panoramic view of Siena, with its
clustering palaces, markets, towers, churches, streets, and walls, rem-
iniscent of the townscapes of ancient Roman murals (Fic. 10-19,
left). The city’s traffic moves peacefully, guild members ply their
trades and crafts, and several radiant maidens, hand in hand, per-
form a grace{'ul circling dance. Dancers were regular features of fes-
tive springtime rituals. Here, their presence also serves as a metaphor
for a peaceful commonwealth. The artist fondly observed the life of
his city, and its architecture gave him an opportunity to apply
Sienese artists’ rapidly growing knowledge of perspective.

As an entourage passes through the city gate to the countryside
beyond its walls, Ambrogio Lorenzetti’s Peaceful Country (f1G. 19-17)
presents a bird’s-eye view of the undulating Tuscan countryside—its
villas, castles, plowed farmlands, and peasants going about their sea-
sonal occupations. An allegorical figure of Security hovers above the
landscape, unfurling a scroll that promises safety to all who live under
the rule of law. In this sweeping view of an actual countryside, Peaceful
Country represents one of the first appearances of landscape in Western
art since antiquity (FIG. 10-20). Whereas earlier depictions were fairly
generic, Lorenzetti particularized the landscape—as well as the city
view—by careful observation and endowed the painting with the char-
acter of a specific place and environment.
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The Black Death may have ended the careers of both Loren-
zettis. They disappear from historical records in 1348, the year that
brought so much horror to defenseless Europe.

Florence

Like Siena, the Republic of Florence was a dominant city-state during
the 14th century, The historian Giovanni Villani (ca. 1270-1348), for
example, described Florence as “the daughter and the creature of
Rome,” suggesting a preeminence inherited from the Roman Empire.
Florentines were fiercely proud of what they perceived as their eco-
nomic and cultural superiority. Florence controlled the textile indus-
try in Italy, and the republic’s gold florin was the standard coin of ex-
change everywhere in Europe.

FLORENCE CATHEDRAL Florentines translated their pride
in their predominance into landmark buildings, such as Florence
Cathedral (FiG. 19-18), recognized as the center for the most
important religious observances in the city. ARNoLFO DI CAMBIO
(ca. 1245-1302) began work on the cathedral in 1296. Intended as
the “most beautiful and honorable church in Tuscany,” this structure
reveals the competitiveness Florentines felt with cities such as Siena
and Pisa, Cathedral authorities planned for the church to hold the
city’s entire population, and although it holds only about 30,000
(Florence’s population at the time was slightly less than 100,000), it
seemed so large that even the noted architect Leon Battista Alberti
(see Chapter 21) commented that it seemed to cover “all of Tuscany
with its shade.” The builders ornamented the church’s surfaces, in
the old Tuscan fashion, with marble-encrusted geometric designs,
matching the cathedral’s revetment (decorative wall paneling) to that

19-13 Arnovrro b1 CAMBIO
and others, Florence Cathedral
(aerial view looking northeast),
Florence, Italy, begun 1296.

This basilican church with its
marhle-encrusted walls carries
on the Tuscan Romanesque
architectural tradition, linking
Florence Cathedral more
closely to Early Christian ltaly
than to contemporaneous
France.
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19-19 Arnorro pi Camsio and others, interior of Florence
Cathedral (looking east), Florence, Italy, begun 1296.

Designed to hold 30,000 worshipers, Florence Cathedral has fewer
but wider and deeper nave and aisle bays than do northern Gothic
cathedrals. The result is an interior of unmatched spaciousness.

of the neighboring 11th-century Romanesque baptistery of San
Giovanni (FIGs. 17-26 and 19-18, bortom left).

The vast gulf that separates Florence Cathedral from its northern
European counterparts becomes evidentin a comparison between the
Italian church and a full-blown German representative of the High
Gothic style, such as Cologne Cathedral (FiG. 18-45). Cologne Cathe-
dral’s emphatic stress on the vertical produces an awe-inspiring up-
ward rush of almost unmatched vigor and intensity. The building has
the character of an organic growth shooting heavenward, its toothed
upper portions engaging the sky. The pierced, translucent stone trac-
ery of the spires merges with the atmosphere. Florence Cathedral, in
contrast, clings to the ground and has no aspirations toward flight. All
empbhasis is on the horizontal elements of the design, and the building
rests firmly and massively earthbound. The clearly defined simple
geometric volumes of the cathedral show no tendency to merge either
into each other or into the sky.

Giotto di Bondone designed the cathedral’s campanile in 1334.In
keeping with Italian tradition (Fies. 17-20 and 17-25), it stands apart
from the church. In fact, it is essentially self-sufficient and could stand
anywhere else in Florence without looking out of place. The same
hardly can be said of the Cologne towers. They are essential elements
of the building behind them, and it would be unthinkable to detach
one of them and place it elsewhere. No individual element in the
Cologne grouping seems capable of an independent existence. One
form merges into the next in a series of rising movements that pull the

514 Chapter 19 ITALY, 1200 TO 1400

cye CVCT-UP“’HI’G ana NEVEr PCrIIlt Il 1Y 1E3L LML It isusiicg i oy,
The Italian tower is entirely different. Neatly subdivided into cubic
sections, Giotto’s tower is the sum of its component parts. Not only
could this tower be removed from the building without adverse ef-
fects, but also each of the parts—cleanly separated from each other by
continuous moldings—seems capable of existing independently as an
object of considerable aesthetic appeal. This compartmentalization is
reminiscent of the Romanesque style, but it also forecasts the ideals of
Renaissance architecture. Artists hoped to express structure in the
clear, logical relationships of the component parts and to produce self-
sufficient works that could exist in complete independence. Com-
pared with Cologne’s towers, Giotto’s campanile has a cool and ratio-
nal quality that appeals more to the intellect than to the emotions.

In Florence Cathedral’s plan, the nave (FIG. 19-19) appears to
have been added to the crossing complex almost as an afterthought. In
fact, the nave was the first section to be built, mostly according to
Arnolfo di Cambio’s original plans (except for the vaulting). Midway
through the 14th century, the Florentines redesigned the crossing to
increase the cathedral’s interior space. In its present form, the area be-
neath the dome is the design’s focal point, and the nave leads to it. To
visitors from north of the Alps, the nave may have seemed as strange
as the plan. Neither has a northern European counterpart. The Flor-
ence nave bays are twice as deep as those of Amiens (FiG. 18-19), and
the wide arcades permit the shallow aisles to become part of the cen-
tral nave. The result is an interior of unmatched spaciousness. The ac-
cent here, as it is on the exterior, is on the horizontal elements. The
substantial capitals of the piers prevent them from soaring into the
vaults and emphasize their function as supports.

The facade of Florence Cathedral was not completed until the
19th century and then in a form much altered from its original de-
sign. In fact, until the 17th century, Italian builders exhibited little
concern for the facades of their churches, and dozens remain unfin-
ished to this day. One reason for this may be that Italian architects
did not conceive the facades as integral parts of the structures but, as
in the case of Orvieto Cathedral (FiG. 19-12), as screens that could be
added to the church exterior at any time.

Pisa, Venice, and Milan

Italy’s port cities—Genoa, Pisa, and Venice—controlled the ever busier
and more extended avenues of maritime commerce that connected
the West with the lands of Islam, with Byzantium and Russia, and
overland with China. As a port city, Pisa established itself as a major
shipping power and thus as a dominant Italian city-state. Yet Pisa
was not immune from the disruption that the Black Death wreaked
across all of Italy and Europe in the late 1340s. Concern with death
was a significant theme in art even before the onset of the plague and
became more prominent in the years after midcentury.

CAMPOSANTO, PISA Triumph of Death (AG. 19-20) is a tour
de force of death imagery. The creator of this large-scale (over 18 X 49
feet) fresco remains disputed. Some attribute the work to FRANCESCO
Tramnt (active ca. 1321-1363), while others argue for BuoNnaMICO
BurraLMACCO (active 1320-1336). Painted on the wall of the Cam-
posanto (Holy Field), the enclosed burial ground adjacent to Pisa’s
cathedral (FiG. 17-25), the fresco captures the horrors of death and
forces viewers to confront their mortality. In the left foreground (FiG.
19-20, left), young aristocrats, mounted in a stylish cavalcade, en-
counter three coffin-encased corpses in differing stages of decomposi-
tion. As the horror of the confrontation with death strikes them, the
ladies turn away with delicate disgust, while a gentleman holds his nose
(the animals, horses and dogs, sniff excitedly). At the far left, the hermit
Saint Macarius unrolls a scroll bearing an inscription commenting oD




19-20 Francesco TraiNi or BuoNAMICO BUFFALMACCO, twa details of Triumph of Death, 1330s. Full fresco, 18’ 6” X 49' 2", Camposanto, Pisa.

Befitting its location on a wall in Pisa's Camposanto, the enclosed burial ground

death and forces viewers to confrant their mortality.

the folly of pleasure and the inevitability of death. On the far right (FiG.
19-20, right), ladies and gentlemen ignore dreadful realities, occupying
themselves in an orange grove with music and amusements while all
around them angels and demons struggle for the souls of the corpses
heaped in the foreground.

In addition to these direct and straightforward scenes, the mural
contains details that convey more subtle messages. For example, the
painter depicted those who appear unprepared for death—and thus
unlikely to achieve salvation—as wealthy and reveling in luxury. Given
that the Dominicans—an order committed to a life of poverty—par-
ticipated in the design for this fresco program, the imagery surely was a
warning against greed and lust. Although Triumph of Death is a compi-
lation of disparate scenes, the artist rendered each scene with natural-

{73-21 Doge's Palace, Venice, Italy, begun ca. 1340-1345; exp
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anded and remodeled, 14241438,

adjacent to the city's cathedral, this fresco captures the horrors of

ism and emotive power. It is an irony of history that as Western hu
manity drew both itself and the world into ever sharper visual focus, i
perceived ever more clearly that corporeal things were perishable.

DOGE’S PALACE, VENICE One of the wealthiest cities o
late medieval Italy—and of Europe—was Venice, renowned for it
streets of water. Situated on a lagoon on the northeastern coast o
Italy, Venice was secure from land attack and could rely on a power
ful navy for protection against invasion from the sea. Internally
Venice was a tight corporation of ruling families who, for centuries
provided stable rule and fostered economic growth. The Venetiar
republic’s seat of government was the Doge’s (Duke'’s) Palace (Fic
19-21). Begun around 1340-1345 and significantly remodelec
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The delicate patterning in cream- and rose-colored marbles, the pointed and ogee arches, and the quatrefoil medallions
of the Doge’s Palace constitute a distinctive Venetian variation of northern Gothic architecture.

The 14th Century 51
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19-22 Milan Cathedral, Milan, Italy, begun 1386.

Milan Cathedral's elaborate facade is a confused mixture of Late Gothic pinnacles and tracery and Renaissance pediment-capped rectilinear portals.

It marks the waning of the Gothic style.

after 1424, it was the most ornate public building in medieval Italy. In
a stately march, the first level’s short and heavy columns sup-
port rather severe pointed arches that look strong enough to carry the
weight of the upper structure. Their rhythm doubles in the upper ar-
cades, where slimmer columns carry ogee arches (made up of double-
curving lines), which terminate in flamelike tips between medallions
pierced with quatrefoils (cloverleaf-shaped). Each story is taller than
the one beneath it, the topmost as high as the two lower arcades com-
bined. Yet the building does not look top-heavy. This is due in part to
the complete absence of articulation in the top story and in part to the
walls’ delicate patterning, in cream- and rose-colored marbles, which
makes them appear paper-thin. The Doge’s Palace represents a de-
lightful and charming variant of Late Gothic architecture, Colorful,
decorative, light and airy in appearance, the Venetian Gothic is ideally
suited to Venice, which floats between water and air.

MILAN CATHEDRAL Since Romanesque times, northern Eu-
ropean influences had been felt more strongly in Lombardy than in
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the rest of Italy. When Milan’s citizens decided to build their own
cathedral (FiG. 19-22) in 1386, they invited experts from France,
Germany, and England, as well as from Italy. These masters argued
among themselves and with the city council, and no single architect
ever played a dominant role. The result of this attempt at “architec-
ture by committee” was, not surprisingly, a compromise. The build-
ing's proportions, particularly the nave’s, became Italian (that is,
wide in relation to height), and the surface decorations and details
remained Gothic. Clearly derived from France are the cathedral’s
multitude of pinnacles and the elaborate tracery on the facade,
flank, and transept. But long before the completion of the building,
the new classical style of the Italian Renaissance had been well
launched (see Chapter 21), and the Gothic design had become out-
dated. Thus, Milan Cathedral’s elaborate facade represents a con-
fused mixture of Late Gothic and Renaissance elements. With its
pediment-capped rectilinear portals amid Gothic pinnacles, the
cathedral stands as a symbol of the waning of the Gothic style and
the advent of the Renaissance.
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ITALY, 1200 TO 1400

THE 13TH CENTURY

Diversity of style characterizes the art of 13th-century Italy, with some artists working in the newly
revived classical tradition, some in the mode of Gothic France, and others in the maniera greca,

or Italo-Byzantine style.

Trained in southern Italy in the court style of Frederick Il (r. 1197-1250), Nicola Pisano was a master
sculptor who settled in Pisa and carved pulpits incorporating marble panels that, both stylistically
and in individual motifs, depend on ancient Roman sarcophagi.

Nicola's son, Giovanni Pisano, also was a sculptor of church pulpits, but his waork maore closely
reflacts the Gothic sculpture of France.

The leading painters working in the Italo-Byzantine style were Bonaventura Berlinghieri and
Cimabue. Both artists drew inspiration from Byzantine icons and illuminated manuscripts.
Berlinghieri's Saint Francis Altarpieceis the earliest dated portrayal of Saint Francis of Assisi,

who died in 12286.

THE 14TH CENTURY

During the 14th century, Italy suffered the most devastating natural disaster in European histary—
the Black Death that swept through Europe—but it was also the time when Renaissance humanism
took root. Although religion continued to occupy a primary position in Italian life, scholars and
artists became much more concerned with the natural world.

Giotto di Bondone of Florence, widely regarded as the first Renaissance painter, was a pioneer

in pursuing a naturalistic approach to representation based on observation, which was at the core
of the classical tradition in art. The Renaissance marked the rebirth of classical values in art and
society.

The greatest master of the Sienese school of painting was Duccio di Buoninsegna, whose Maesta
still incorporates many elements of the maniera greca. He relaxed the frontality and rigidity of his
fiqures, however, and in narrative scenes took a decisive step toward humanizing religious subject
matter by depicting actors displaying individual emations.

Secular themes also came to the fore in 14th-century Italy, most notably in Ambrogio Lorenzetti's
frescoes for Siena’s Palazzo Pubblico. His depictions of the city and its surrounding countryside are
among the first landscapes in Western art since antiquity.

The 14th-century architecture of Italy underscores the regional character of late medieval art. Some

architectural historians even have questioned whether it is proper to speak of Italian buildings of
this period as Gothic structures. Orvieto Cathedral’s facade, for example, imitates some elements
of the French Gothic vocabulary, but it is merely an overlay masking a traditional timber-roofed
structure with round arches in the nave arcade.
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Nicola Pisano, Pisa bapustery f
1259-1260

Berlinghieri,
Saint Francis Altarpiece, 12

ca, 1305
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Duccio, Maesta, Siena Cathe
1308-1311
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Orvieto Cathedral,
begun 1310



