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ABSTRACT
Christian Mysteries in the Italian Renaissance:
Typology and Syncretism in the Art
of the ItalianRenaissance
Jonathan Dunlap Kline
Doctor of Philosophy
Temple University, 2008
Marcia B. Hall
My dissertation studies the typological juxtaposition and syncretic incorporation
of classical and Christian elemeirgabjects, motifs, and formis the art ofthe Italian
Renaissance and the significant meaning of classical subjects and figures in such
contexts. In this study, | analyze the interpretative modes applied teBszlical and
secular literature in the Italian Frend Quattrocento and the synargthilosophies of
the later Quattroand early Cinquecento and reevaluate selected works of art from the
Italian Renaissance in light of the period claims and beliefs that are evident from such a
study. In summary, my dissertation considers the use sdicil subjects, motifs, and
forms in the art of the Italian Renaissance as a means to gloss or reveal aspects of
Christian doctrine. In chapter 1, | respond to the paradigm proposed by Erwin Panofsky
(Renaissance and Renascenaesl establish a new crite for understanding the
difference between medieval and Renaissance perceptions of classical antiquity. Chapter
2 includes a study of the mythological scenes painted in the Cappella Nova of Orvieto
Cathedral, which are here shown to gloss and reveattsspiethe developing Christian
doctrine of Purgatory. In chapter 3, | study the Renaissance use of representational

ambiguity as a means of signifying the propriety of pursuing an allegorical interpretation

of a work and specifically address the typolaglc s i gni fi cance of fi

gu



Primavera In chapter 4, | examine the philosophical concepfwisti theologiiand

theologicae poetaand their significance in relation to the representation of classical

figures in medieval and Renaissancekgmf art. This study provides the necessary
background for a reevaluation of syncretic
which is the subject of the final chapter. In chapter 5, I identify classical figures in the
frescoes of the Stanza dellagdaturaamong them, Orpheus in tRarnassusand Plato

and Aristotle in théisputda and offer a new interpretation of the iconographic program

of the Stanza della Segnatura frescoes as a representation of the means by which
participants in the Christiamatdition, broadly conceived, approach God through the

parallel paths of dialectic and moral philosophy.
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INTRODUCTION

It is, or seems, perhaps, something more than coincidental that exactly fifty years
have passed between the publ i Ragan Mysterieof Edg
in the Renaissanc¢@and the completion of this dissertation, which derives its title,

Christian Mysteries in the Italian Renaissanfrem that other work The observant

reader will note that the similarity between these two studies runs considerably deeper
than their titles. This dissertation, |ike
interpretation by which certain classicatlyemed works of art from the Italian

Renai ssance may, i n Wi nddherearesignificanb| ogy, be
differences between the two studies, as well, which are the result not only of differences

in scholarly opinion and method, but are also a reflection of developments in the study of
Renaissance theology that have, in intervening years, transformed a numihetasfysc

disciplines. Edgar Wind, himself, was particularly attuned to the importance of theology

for the study of Renaissance ath his consideration of classical subjects in Renaissance

! Edgar WindPagan Mysteries in the Renaissaifidew Haven: Yale University
Press, 1958).

2Wind, Pagan Mysteries 21: f Al though the chief aim
elucidate a number of great Renaissance works of art, | shall not hesitate to pursue
phil osophical arguments in their own ter ms
Inasmuch as thisgssage applies equally to this dissertation, it bears quotation in full.
2Wind, Pagan Mysteries 21: f Al though the chief aim
elucidate a number of great Renaissance works of art, | shall not hesitate to pursue
phil osophical arguments in their own ter ms
Inasmuch as thisgssage applies equally to this dissertation, it bears quotation in full.

% Edgar Wind The Religious Symbolism of Michelangelo: The Sistine Cedithg
Elizabeth Sears (Oxford, UK: Oxford University Press, 2000).
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art, however, he turned primarily to philosophy, above all toN#g@Platonism of the

Quattrocento humanists, to explain the use of classical motifs by Christian artists and
patrons. Wind took as his subject a set of interrelated motifs. His method was strictly
iconographic, and his conclusions were, for the most wattreasoned and insightful.
There is, however, another class of objects, in addition to those studied by Wind, which
include classical subjects and motifs within a greater program that is explicitly Christian
or in juxtaposition with Christian motifs éorms. In such a context, and in specific
instances, it is reasonable, even requisite to pursue a theological, rather than a purely
philosophical significance for certain classical subjects and motifs in Renaissance art.
This is the subject of the dissdita which follows. This dissertation does not seek to
refute or revise Windds findings, but to c
study and to pursue their meanings particularly in light of contemporary, i.e. Renaissance,
modes of interpretain and modern studies of Renaissance theology.

The last fifty years have seen significant developments in the modern perception
of Renaissance theology and its importance in relation to various aspects and products of
Renaissance society, visual art udd. Rather than recount, here, the contributions
made by each scholar in turn, it will more than suffice to refer the interested reader to
John O6Mall eyds introduction to a posthumo
religious symbolismof MicHeangel o06s &Ttsdrien,e @eMdlilngy, whc

himself contributed significantly to the literature on Renaissance theology, describes the

“John Ob6Mall ey, AThge cRad | iCuil dawsr ea nod Tvh ecanl
Rome, 1508L 51 2, 0 i n Tkedrgligious SYymbolésm of Michelangelo: The
Sistine Ceilinged. Elizabeth Sears (Oxford: Oxford University Press, 2000j.xli
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developments of the past fifty years far more ably than could the author of this

dissertation. The same intergtreader would also do well to consider Timothy
Verdonodés introduction to a compilation of
Christianity and the Renaissance, and, indeed, the essays, them¥elkdsn comments
on the difference between the mish@ieentkcentury view of Renaissance society, as
represented and defined by Jacob Burckhardt, and the late tweetndtiny perception
of the same, which is decidedly more enlightened and informed with regard to the place
of theology®Wh at 06 Ma brdloe havealond weW, elsewhere, it is not necessary
to do again, here. This dissertation builds on the foundation these scholars have laid, and
on the work of others like them, most notably including Ernst Curtius and Charles
Trinkaus, whose respectivaidies of medieval literature and Renaissance philosophy are
also histories of theology and treatises on the integration of theology into medieval and
Renaissance societiés.

In methodology, this dissertation is largely iconographic, but employs also othe
methods of determining the meaning and significance of a subject or motif and of
establishing the propriety of an plausible interpretation. Thus, this dissertation studies the

development of literary interpretation in the late medieval and early Remazggsariods

>Ti mot hy Verdon, AChr i st i tadyofHigtory: The Rense
Environments of Experience and I magination
eds.,Christianity and the Renaissance: Image and Religious Imagination in the
QuattrocentqSyracuse, NY: Syracuse University Press, 1993)7.1

®Verdonfi Chri sti anity, The Renais2sance, and

" Ernst CurtiusEuropean Literature and the Latin Middle Agasins. Willard
Trask (New York: Bollingen Foundation, Inc., 1953); Charles Trinkeu®ur Image
and Likeness: Humanity and ity in Italian Humanist Though{tondon: Constable &
Co, 1970).
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and pursues the manner in which each society regarded the allegorical content of extra

Biblical texts and, through this, the manner in which each of these society regarded the
relationship between classical culture and their own. Elsewhesalisisiertation
considers the means by which a Renaissance artist may have signaled the propriety of an
allegorical interpretation, particularly through the use of representational ambiguity in
works of art that defy easy categorization or interpretatiareasicalor Christian in
subject. Furthermore, the concepts of change and develdpmaamtest in changes in
interpretative methods, changes in the perceptions of the relationships between classical
and Christian cultures, the development of ideas anttides, the development of style,
and the development of an iconographic program, are essential throughout this study.
Though the established method of pairing a source text with a represented subject or
motif is still employed in this study, so, aJsove these other methods and concerns,
which, strictly speaking, are not the concern of an iconographic method.

The interpretations allowed and supported by the methods employed in this study
reveal its central thesis, that the Renaissance use otelassitifs differed from that of
the medieval period, preceding it, primarily in that Renaissance authorities believed that
Christian doctrine could be glossed and even revealed by the representation of subjects
and motifs drawn from classical history amgithology. Thus, this dissertation seeks the
typological, anagogical, and syncretic significance of classical subjects represented in

Renaissance art. These are the subjects treated in the dissertation which follows.



CHAPTER 1
MEDIEVAL AND RENAISSANCE RESPONSES TO CLASSICAL
ANTIQUITY: RETHINKING THE PARADIGM

It has been well established that authors, artists, and philosophers of the Italian
Renaissance expressed in their creative output a deep and pervasive interest in the forms
and subjects of clagal Antiquity. It has also been established, however, that the authors,
artists, and philosophers of the Italian Renaissance were not alone in such an interest. A
significant body of literature describes the varied response of medieval authors, artists,
and philosophers to the remains of classical culture. Scholars such as Fritz Saxl, Erwin
Panofsky and Jean Seznec have charted and described the persistence of classical subjects
and motifs in the art of the Middle Ages and expounded on the differengesebahese
medieval manifestations of the pagan gods and their subsequent representation in the art

of the Italian Quattroand Cinquecento.

1Though these authors have contributed greatly to the study and understanding of the
occurrence and representatmfiimythological subjects in medieval and Renaissance art,
there are developments in the Italian Trecento, particularly regarding the interpretation of
secular and mythological literature, that have yet gone unnoticed by art historians, though
their effecton the visual art of the Renaissance period is profound. It is in the realm of

interpretation that significant differences can be seen between medieval and Renaissance

lErwin Panofsky and Fritz Saxl, fAClassi
Metropolitan Museum Studids2 (March 1933), 2280; Erwin PanofskyRRenaissance
and Renascences in Western @tickholm: Almqgvist & Wiksell, 1960); Jean Seznec,
The Survival of the Pagan Gods: The Mythological Tradition and Its Place in
Renaissance Humanism and few York: Pantheon Books, 1953).



2
responses to classical mythologghere medieval exegetes and commentators allowed a

spiritual or an anagogical meaning only to the Ju@&astian narrative represented in
the canonical books of the Bible, Renaissance authors increasingly claimed a similar
degree of spiritual significance for their own work and ultimately for other secular
narratives, including those of ancient Greece and Rome. Thus, by the end of the Trecento,
the application of exegetical modes to the interpretation of classical mythology allowed
the perception of Christian content in the stories of the pagan pantheondgbeyo
allegorical moralizing, even to degree that these sources could be seen to contain an
objectively Christian Truth. This development, in turn, contributed to the development of
Renaissance syncretism and to the rise of mythologically themed worksrof art
subsequent centuries.

Panofsky wrote hiRenaissance and Renascences in WesterorAicomposed
the 1952 Gottesman Lectures that would become thatbook addr ess t he MfARe
Problem, 0 a contemporary debatfadstncer t he n
ltalian Renaissanc@At the heart of the debate was the question of what factors or
characteristics, if any, distinguished the Italian Renaissance from the European Middle
Ages. Other scholars and critics had rightly observed that the Midgie had included
vari ous A iteesaerned Garolngan Renaissance and the Twéithtury

Renaissandger periods of profound and significant interest in the remains or the

perception of classical Greece and Rohie his study, Panofsky ackndéedged these

2 panofskyRenaissance and Renascenomf.

3 Jean HuberfThe Cardingian RenaissancNew York: G. Braziller, 1970);
Charles HaskinsThe Renaissance of the Twelfth Cen{@smbridge, MA: Harvard



3
instances of interest in classical antiquity, but found, also, reasons to retain the division of

periods and to distinguish the Italian Renaissance. Ultimately, Panofsky followed Giorgio
Vasari 6s | ead, f our c eaktfront medieval gecedéntaed , 1 n
dividing the subsequent Renaissance into three phases, roughly equivalent to the
divisions of the thirteenththe fifteenth, and the sixteentbenturies. According to
Panof skyods syst e m;centny,te fisst pbasep Jought heev meéahsiof t e e n
representing the visual world; artists of the fifteecgimtury, the second phase, returned
to forms known from the study of antique models; and artists of the sixteemilry, the
third phase, expressed in their & full realization of advances that had been made in
the previous centuries. Panofskyds own sum
Similarly, the art historian, no matter how many details he may find it
necessary to revise in the picture sketched out by Bifillani and
completed by Vasari, will have to accept the basic facts that a first radical
break with the mediaeval principles of representing the visible world by
means of line and color was made in Italy at the turn of the thirteenth
century; that a send fundamental change, starting in architecture and
sculpture rather than painting and involving an intense preoccupation with
classical antiquity, set in at the beginning of the fifteenth; and that a third,

climactic phase of the entire development, Ifingynchronizing the three
arts and temporarily eliminating the dichotomy between the naturalistic

and the classicistic points of view, began at the threshold of the sixfeenth.

Panofsky did attempt to disti npssicah t he
antiquityo from earlier medieval i nterest

claimed, derived from the manner in which the artists, authors, and authorities of each

University Press, 1927). Also note Panof sk
PanofskyRenaissance and Renascespde8 and in particular 5 n. 4.

4 panofskyRenaissance and Renascen&ss
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period viewed Antiquity in relation to their own culture: tHa¢ Carolingians and even

twelfth-century medievals thought of themselves as legitimate heirs to Antiquity and
could not, therefore, reinvent what they felt had never fully been lost, while the greater
chronological and conceptual distance between Ancietization and the Renaissance
permitted Trecento poets, authors, artists, philosophers, and their descendants in
subsequent centuries to lament the death of Ancient Rome and pine for its rebirth. Thus,

where medievals sought only to renew Antiquity, &etn and his ilk called for its

rebirth® The distinction has significant ramifications. Panofsky claimed that it would
have been anachronistic for artists in the twetithtury to present a classical figure in
classical garb, enacting a scene from ctadsnythology and placed within a classically
inspired setting, precisely because the medieval mind did not view classical Antiquity as

entirely separate from its own era and could only present classical elements together with

medieval subjectorforB. Thus Panofsky devel oped his fpr.|

Whenever in the high and later Middle Ages a work of art borrows its
form from a classical model, this form is almost invariably invested with a
nontclassical, normally Christian, significance; wherein the high and

later Middle Ages a work of art borrows its theme from classical poetry,
legend, history or mythology, this theme is quite invariably presented in a

non-classical, normally contemporary, form.

S PanofskyRenaissance and Renascendés13.
6 PanofskyRenaissance and Renascenddd-12.

7 panofskyRenaissance and Renascen@s
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Conversely, i n P atheaftigslofithe #alian Renaissande ei@vadu s e

Antiquity as separate from their own period, they could reconstruct and admire a classical

ideal, rather than a contemporary reality, anthtegrate classical forms with classical
subject and setting This, for Panofsky, was the great achievement of the Italian

Quattrocentd®

There is much to admire in Panofskyds s
refining or amending some of his theories. Panofsky was correct to observe, or at least to
quoteLibs ch¢t z i n his observation that the mid

[ideas and forms] as seemed to fit in with the thought and actions of the immediate

p r e sl @ertaintecclesiastical authorities in the medieval period dictated precisely this
appro&h toward the appropriation and interpretation of pagan knowledge and literary
remains. Yet this very practice belies Pan
fully distinguish their own era from that of classical Antiquity. In fact, late Antanee

medieval theologians and exegetes were exceedingly careful to distinguish what aspects

of classical culture could and should be appropriated by medieval Christianity and to
distinguish the basis of their belief system from that of the pagan cultuch i

preceded them. This suggests, at least, that the ecclesiastical authorities of the medieval
period saw their own history and culture as distinct from that of Antiquity and were able

to select portions of their cultural heritage to adapt to theirusen Conversely,

8 PanofskyRenaissance and Renasces 11213.
9 PanofskyRenaissance and Renascend€).

10 PanofskyRenaissance and Renascendddl, citing Libeschutz.
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ecclesiastical authorities, authors and perhaps even artists of the Italian Renaissance may

have perceived significantly less distinction between their own culture and that of
Antiquity than Panofsky asserted, and in certain respectthkessheir predecessors in
the medieval period.

Beginning in the Trecento, Italian authioRante Alighieri, Giovanni Boccaccio,
and Coluccio Salutatenacted a change in the interpretation of secular text, such that
certain contemporary and even clasisiearks were perceived to contain elements of
Christian wisdom in deeper levels of allegorical meaning. Where medieval theologians
had all owed this Aspiritual 6 or fAanagogi ca
Renaissance authors claimed the same degreallegory even for the narrative of
classical mythology. Ultimately, Renaissance philosophers expanded Christianity beyond
JudeeChristian history, even to include the history and culture of classical Antiquity.
Thus, the differences between the tveripds medieval and Renaissafceay be
somewhat other than those proposed by Panofsky. Certain authorities of the medieval
period did perceive a great difference between their Christian culture and the pagan
culture of Ancient Greece and Rome, and thuscsetl only those portions that were
har moni ous with their own. The phenomenon
di sjunctiono may result from a perceived d
the Italian Renaissance did produce workarbin which both form and subject are
classically inspirethe great rentegration that is, for Panofsky, a hallmark of the
Renaissance, propéehe interpretive methods of Renaissance authors, and later artists
and theologians, suggest that even thesdgs may have underlying Christian

significance and express a Renaissance perception of the essential unity and continuity of
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Antiquity and the Christian culture which follows. Panofsky rightly observed certain

fundamental formal and iconographic distinoos between the art of the Middle Ages and
that of the Italian Renaissance. However, the underlying principles or causes for these
differences may not be as Panofsky had suggested, but may relate instead to changes in
the interpretation of allegorical maag in sacred and secular texts and corresponding
changes in the perceived relationship of the classical and Christian cultures.

It is incorrect to speak in general terms of a medieval response to Antiquity. The
broad expanse of European historythatis| | ecti vely i nvoked by t
was by no means uniform, and the peoples and institutions of its various periods, regions,
or cultures responded to the physical, literary, and conceptual remains of classical Greece
and Rome in a host of diffarteways. It is true, however, that theologians from the far
ends of the chronological period dictated a certain response to classical philosophy,
instructing that any elements of pagan thought or knowledge that were harmonious with
the beliefs and systena$ the Christian faith could be appropriated and put to proper,
Christian wuse. 't is this principle, rat he
Panofsky claims, which is reflected in a certain tendency, within the vast medieval

period, to select aeksical ideas or forms and to marry them, respectively, with aspects of

contemporary representation or significadéelhe medieval theologians who crafted
and refined this response toward classical philosophy were variously defensive, hostile,
or suspicios of pagan culture, and allowed the appropriation of certain Truths, as they

viewed them, not out of a sense of continuity with classical Antiquity, but, quite the

11 panofskyRenaissance and Renascendds.



8
opposite, in order to reclaim and properly use what had been accidentally found and

largelycorrupted by a people who were distinct and different from themselves and their
tradition.

Early in the thirdcentury C.E., the Greek Apologist Origen advised Gregory
Thaumaturgus, later Bishop of Caesarea, both on his career and on the proper use of
philosophy*? Recommending that Gregory should focus his intelligence on Christianity,
Origen nevertheless allowed that Gregory should take from the philosophy and sciences
of the Greeks what was suitable for the pursuit of Christian understanding and the
interpretation of Holy Scripture. Origen wrote:

And | would wish that you should take with you on the one hand those

parts of the philosophy of the Greeks which are fit, as it were, to serve as

general or preparatory studies for Christianity, and on the b#met so

much of Geometry and Astronomy as may be helpful for the interpretation

of the Holy Scriptures. The children of the philosophers speak of geometry

and music and grammar and rhetoric and astronomy as being ancillary to
philosophy; and in the sameawwe might speak of philosophy itself as

being ancillary to Christianity3

Origen allowed the study of philosophy and certain worldly sciences, but also established
a hierarchy of learning or scholarly pursuit. Philosophy was permitted as a learned

purauit, but only as an introduction or foundation for proper Christian learning.

12 Origen to Gregory Thaumaturgus, translated and reproduced inMdanries,
ed.,The AnteNicene Fathers: Translations of the Writings of the Fathers down to A.D.
325, Original Supplement to the American Editieol. 10 (Grand Rapids, Michigan:
Wm. B. Eerdmans Publishing Company, 1951),-285

13 Origen to Gregory Thaumaturgus, in MesgiAnteNicene Fathers295.
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In the same letter to Gregory Thaumaturgus, Origen illustrated his views on the proper

application of pagan knowledge with examples drawn from the Biblical narrative. Origen
explained that the appropriation of Truth from pagan knowledge and its use for
Christianity was signified by Godds direct
gold, silver, and raiments before leaving that land and to make from those spoils the
Taberracle and its furnishing¥. The Egyptians, he stated, had not made proper use of

their goods, but the Hebrews, because the wisdom of God was with them, put them to

religious purpose$® Origen implied, though he did not explicitly state, that classical
schohrs and philosophers had not fully realize or appreciate those elements of their own
work that were True, but that these elements could, nonetheless, be properly
appropriated, even reclaimed, and applied to the development of Christian ritual or
scholarshp. Origen was careful to warn against the dangers of pagan knowledge,
however, and cautioned Gregory with the example of Ader, the Edomite, who fled
Solomon and later, after spending too much time in Egypt and assimilating to its culture,
tempted the Isrdiges with a false god:

Holy Scripture knows, however, that it was an evil thing to descend from

the land of the children of Israel into Egypt; and in this a great truth is

wrapped up. For some it is of evil that they should dwell with the

Egyptians, thais to say, with the learning of the world, after they have

been enrolled in the law of God and in the Israelite worship of Him.... |

have learned by experience and can tell you that there are few who have

taken of the useful things of Egypt and come dut, and have then

prepared what is required for the service of God; but Ader the Edomite on
the other hand has many a brother. | mean those who, founding on some

% Exodus 11:23, 12:3536.

15 Origen to Gregory Thaumaturgus, in MenzigsteNicene Fathers295.
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piece of Greek learning, have brought forth heretical ideas, and have as it
were made goldecalves in Bethel, which is, being interpreted, the house

of God16

|l mplicit in this example are Origends warn
of pagan philosophy or worldly knowledge may provide a suitable precursor to religious
studies but these pursuits are not innocuous, and prolonged study by the Christian initiate
may tempt him into heresy.

In his ConfessionsSt. Augustine described his own progress from professor of

rhetoric and student of philosophy to Christian convert, ematte very steps that

Origen had allowed in the letter to Gregdrlt is not surprising, given this background,
to find Origends pri nci pOneChristareDparmdliked i n Au
Origen, Augustine allowed that the arts and scientpagan knowledgdrom astrology

and mechanics to logic, rhetoric, mathematics, et datera be pursued, not for their

own ends, but as precursors to the study of Scripture and Chrisfifitygustine also
called for the selective appropriation of abie elements from pagan philosophy and
illustrated the principle with the example of Egyptian spoils:
Furthermore, if those who are called philosophers, especially the
Platonists, have said things by chance that are truthful and conformable to

our faith,we must not only have no fear of them, but even appropriate
them for our own use from those who are, in a sense, their illegal

16 Origen to Gregory Thaumaturgus, in MenzigsteNicene Fathers295-96.

17 pugustineConfession$:12-14, 6:24. On the propeprogression from
philosophical study to scriptural study, 7:20.

18Augus.tineOn Christian Doctrine2:28-39.
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possessors. The Egyptians not only had idols and crushing burdens which
the people of Israel detested and from which they Batlthey also had
vessels and ornaments of gold and silver, and clothing, which the Israelites
leaving Egypt secretly claimed for themselves as if for a better use. Not on
their own authority did they make this appropriation, but by the command
of God, whie the Egyptians themselves, without realizing it, were
supplying the things which they were not using properly. In the same way,
all the teachings of the pagans have counterfeit and superstitious notions
and oppressive burdens of useless labor, whichrengbus, leaving the
association of pagans with Christ as our leader, ought to abominate and
shun. However, they also contain liberal instruction more adapted to the
service of truth and also very useful principles about morals; even some
truths about theervice of the one God Himself are discovered among
them. These are, in a sense, their gold and silver. They themselves did not
create them, but excavated them, as it were, from some mines of divine
Providence which is everywhere present, but they wigkaad unjustly
misuse this treasure for the service of demons. When the Christian severs
himself in spirit from the wretched association of these men, he ought to
take these from them for the lawful service of preaching the Gospel. It is
also right for ugo receive and possess, in order to convert it to a Christian
use, their clothing, that is, those human institutions suited to intercourse

with men which we cannot do without in this %8,

If this passage is lengthy, its significance and subtletie# itsequotation in full.
Augustine el aborated on Origends interpret
to be drawn from philosophy, as only certain spoils were taken from Egypt, while others

must be abhorred and shunned. Augustine madetblafruth$ precepts that are

harmonious or even identical to Christian docirare to be found in philosophy, and

apparently with more abundance among the Platonists, but that these do not rightfully

belong to philosophy and are perverted by philosopiogrard unholy worship.

19 AugustineOn Christian Doctrine€2:40. Aurelius Augustinusiritings of Saint
Augustinetrans. John J. Gavigan, O.S.A. (Washington, D.C.: ThiedGatUniversity of
America Press, 1947), 4:11123.
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Though both Origen and Augustine wrote at the onset of the Christian Middle

Ages, even in the waning years of the classical era, the principle that they established

with regard to the selective appropriation of pagan philosophyepa&sited and enacted

even in the late medieval periéf.The application of this principle was vividly

illustrated in the resolution of a conflict over the propriety of teaching Aristotle at the
University of Paris in the early decades of the thirteestiiury. Believing that

Aristotelian works were at the root of various heretical movements among students and
professors at the University, the Provincial Council of Paris condemned the reading of
Ar i s tNaturdl Elist@yin 1209. Six years later, a secbecouncil, initiated at the

request of Pope Innocent lll, found that Aristotle was still read in Paris, and forbade also
his PhysicsandMetaphysicsthough other works were permitted for study, including the
DialecticsandEthics.It was not Innocent Illhowever, but Gregory IX, in the 1220s and
1230s, who settled the matter, first by repeating the condemnation of those books which

infect and corrupt the word of God, but ultimately by calling for a commission to

examine, transl at txtandtokmaveanyekroents Famfulstkda ot | e 6
Christianity2ll n | anguage somewhat more eloquent t
appointing the commission essentially repe

20More specifically, Augustineds prescr.i

philosophy has continued relevance, even if Origen and his writings began a sharp fall
from favor by the end of the fourttenturyC.E. See alsblew Catholic Encyclopedia
s.v. AOrigen and Origenism.o0 See also
which he distances himself from Origen
C.E., on the attack against fanatics and thiedyeof Origen, among others.

Jero
0s t

21 Brother AzariasAristotle and the Christian Churdf.ondon: Kegan, Paul,
Trench & Co., 1888), 337.
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what is true and harmonious with Chiastity and the view shared by Augustine and

Origen that pagan knowledge must support Christian doctrine. Gregory even employed

the wellworn metaphor of Egyptian spoils taken by the Hebrews:

As other sciences ought to minister to the wisdom of Holy ¥,

Faithful should embrace them according as they perceive them giving
willing service to the sovereign master; so that should aught of poison or
other vicious thing be found in them calculated to diminish the purity of
the Faith, the same should be dastaway... Thus, that the Hebrews

might grow rich with the spoils of the Egyptians, they were commanded to
borrow their precious vases of gold and silver, leaving aside those of
brass, copper, or wood. Having learned, then, that certain books of natural
philosophy, which were prohibited by the Provincial Council of Paris, are
said to contain things useful and baneful, and lest the baneful should mar
the useful, We strongly enjoin upon your discretion... to examine those
books with as minute care and prode as behooves, and to remove
whatever is erroneous, or of scandal, or in the least offensive to the
readers, so that after the severe pruning of all suspected passages, what

remains, may, without delay and without danger, be restored to%fudy.

Augus i nebs charge to claim from philosopt
faith was also depicted in word and image in a series of frescoes and manuscript
illuminations from the Italian Trecento. If these works of art are now widely scattered
and in varyingstates of preservation, they share essentials of subject and representation

and appear to derive, through various paths of redaction, from a common prototype, no

longer extang3 The family of works includes two fresco cycles, painted for the church

22 Gregory IX to William of Beauvais, Simon of Authie, and Stephen of Provins,
April 23, 1231 (Paris, Bibliothéque NatioralSuppl. lat. num., 1575). Transcribed and
translated in Brother Azaria8yistotle and the Christian Chur¢clappendix.

230n the family of related works and their possible redactions, see Sergio
Bettini,Gi ust o ded Menab uRadoeaSdciétdpertAziongd ¥44), Tr ec en
112-21.
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oftheEr emet ani , Padua, and for Sant 6Andr e a, F

originally more extensive than the Ferrara frescoes, exists today only in small

fragments24 Its appearance can be partially reconstructed from a fiftessmttury

description of its emposition and inscriptions and through comparison with other,

related work®9 The remnant of the Ferrara cycle, one wall from a chapel dedicated to
Saint Augustine, survived the destruction of the church and is preserved in the Pinacoteca
Nazionale, Feara. (Figure 1) The same compositional and figurative elements are
variously included in a number of manuscript illuminations, of which the decoration on

folio 3r of a codex now in Madrid (Biblioteca Nacional, Ms. N. 197) most closely

corresponds to the Braa and Ferrara frescoé8(Figure 2)
In the Madrid manuscript, Augustine sits enthroned at the top and center of the

composition, flanked by Theology and Philosophy, personified as female figures, to his

240n the church of the Eremitani and its
Eremitani, 0 i nPadbear BasiliPhe e Cheg¥icenzhi Officirme ,
Grafiche Sta, 1975), 2134. The remaining fragments of thedevant cycle were
published by BettiniGi ust o de 6gs.B¥Bh.abuoi

25 n particular, Hart mann Schedel 6s desc
composition and inscri pt i oMesorabiliembchr el evant
(Minchen, Hof und Staatsbibliothek, Cod. lat. 418, fol. 10d9) were reproduced in
Julius von Schlosser, fAGiustods Fresken in

S e g n a Jabrbueh,dér Kunsthistorischen Sammlungen des Allerhéchsten
Kaiserhaused7 (1896), 9194.

26paol o d6Ancona, fANicol, da Bde ogna min
Lombarda: Ri vi s tl4(1949), figS 16,0DieieraBlurdesahd Dorétinee e
Hai nsen, AAgostino Pater e Praeceptor di u
sullaPropagasha | | | ustr at a deg]lArteeBSpiatualitatnegli rdjro st i ni
Mendicanti: Gli Agostiniani e il Cappellone di San Nicola a Tolen{lRome: Argos,
1992), fig. 8; Luigi Coletti, BUANn®N#Tresco

(1934), fig.1.
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proper right and left, respectively. Theologyksaipward, toward a miniature

manifestation of God, and stands over a wiratlin-a-wheel that bears the four heads
of creatures seen by Ezekiel and is inscribesta[mentum] vet[usjtesta[mentum]
nov[ulm, sensus allegoricysindsensus literalisAn open codex within the wheel is
inscribed with a passage derived from Ezekiel 1Aparuit rota una super terram
habens quatuor facies et opera quasi roti in dimidiofoten Ther e appeared a
the earth having four faces and its work was asiewea wheel i n the mids
Philosophy looks downward and stands over the consecutive circles of the planets and the
Zodiac. Behind each personification are seated four representatives: four authors each of
Scriptural and philosophical text. Eaghure is named in inscriptions either above or
below: St. Jerome, St. John the Evangelist, St. Paul, and Moses on the side of Theology,
Aristotle, Plato, Socrates, and Seneca behind Philosophy. The poses and gestures of these
figures mirror those of thepersonified disciplines: the four authors of Scripture look
upward to God, as if to view and receive revelation; the four philosophers look down to
the earth and planets and hold their chins in their hands, fold their hands, or gesture in
learned discourse Passages from Augustineds writing
t heol ogians and the philosophers and defin
merits of the two disciplines. The scroll over the theologians paraphrases a letter to
Jerome, irwhich Augustine praised the purity of Scripture:

Scriptura[s] ca[n]onicas solas ita sequor ut sc[ri]ptores ea[rum] ni[chil]

i[n] eis o[mn]i[n]o erasse Vv[e]l fal[la]cit[er] posuisse n[on] dubitem

For | confess to your Charity that | have learned taytieis respect and

honor only to the canonical books of Scripture: of these alone do | most
firmly believe that the authors were completely free from error.
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Il n stark contrast, the passage over the ph
injunction,from On Christian Doctringto appropriate those portions of pagan
philosophy that are harmonious with Christian faith:

Phylosophy, si g[ua] v[er]a dix[er]u[n]t et fi[dei] n[ost]re accommodea,

s[un]t ab eis ta[n]g[uam] ab iniusti[s] poss[ess]or[i]b[us] ifi] usu[m]

no[strum] vindicanda.

Philosophy, if it has said what is true and in harmony with our faith, is to

be claimed for our own use from those who possess it unlawfully.

The figures on the lower register of the Madrid manuscript also illustrate the
division of sacred and secular and, through their positions in the composition of the
greater scene, correspond to Augustinebs v
that belong to each, respectively. Nicolo di Bologna, the illuminator, manadied t
fourteen female figures side by side, each with her own attributes and detailed
inscriptions describing certain characteristics. The seven figures to the right, below
philosophy and her representatives, are named as the seven Liberal Arts, arrdinged i
order of instruction and increasing complexity: Grammar, Rhetoric, Logic, Arithmetic,
Geometry, Music, and Astrology. Below each Art is a representative figure, an exemplar
of the Art drawn from either Classical or Biblical history. The seven woméretleft
are the sacred counterparts to these secular piitbeitgirtues, personified: Justice,
Fortitude, Temperance, Prudence, Charity, Hope, and Faith. Below these Virtues are
seven bowed and broken figures who represent not the application totimstdf each

virtue, but their antitheses: seven heretics and fallen kings who lacked in precisely those
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gualities that are represented above them. If the Madrid manuscript places these figures,

the Virtues and the Arts, side by side on a single regisiey still take their positions in

the composition in relation to the division of sacred and secular that is established by the
figures above. The Arts sit [lteelsioisterdidee Phi |
as if to imply what is explicitin A g u s tOn Gleigiian Doctrinethat these branches

of worldly knowledge may be explored by the Christian, but should only be precursors to
the study of sacred Scripture. The Virtues

beneath the authors of ScripguThe same composition was exhibited in the Padua

fresco, with, perhaps, the same connotat®hsn the Ferrara fresco, the Virtues and
Arts each filled their own register and a hierarchical distinction gave the upper level to
the holy figures. The loweegister, with the personified Arts, has been severely
damaged, and only fragments of those figures remain. The Virtues and Arts appear

similarly composed, on registers, in another manuscript illuminated by Nicolo di

Bologna, now found in the Bibliotedembrosiana, Milan (Ms. B. 42 Inf38 (Figure 3)

The works of art that comprise this family of images are of interest not only as
illustrations of a late medieval attitude toward pagan philosophy, but also for the details
of the comparison that is madetlveen secular text and sacred Scripture. Both of the
frescoes and the Madrid illumination juxtapose pagan authors with the authors of the
canoni cal books of the Bible and, in the |

Jerome, implicitly castigate ¢hsecular authors while praising their sacred counterparts.

2Isee Micchiel and Schedel, quoted in vo
Padua94o 90

28Col etti, @AUn Affresco Due Miniature e
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The passage states tloaly the authors of Scripture are without error. The precise nature

of Scripturé the canonical JudeGhristian Biblical narrativigs further glossed in the

figure of a whekwithin-awheel that accompanies Theology and her representatives and

is matched by the spheres of the planets and the Zodiac on the side of Philosophy. The
inscriptions on the wheel suggest that it is a figure for Scripture and the methods of
exegeticalnterpretation. The inscriptions on the wheel in the Madrid manuscript refer to

the Old and New Testaments and to literal and allegorical senses. The same wheel
appears also in a manusCanzongdelle¥iftueRlele t ol o me o

Scienz€Chantilly, Museo Condé, Cd. XX 6426, B), which manuscript includes also the

full cycle of theologians, philosophers, Virtues and Liberal ARgFigure 4) Here, the

four heads that surround the wheel are labeled as the Evaridétittseew, Luke, Mark,

and &hri and the two wheels, outer and inner, are designated by inscriptions as the Old
Testamenttéstamentum vetyand New Testamentestamentum novyprespectively.

The space circumscribed by the wheels is divided by six radii, and inscriptions in each
section further distinguish the senses of scripture: the literal seaasys litteralis the

moral sensesgnsus moral)s the natural sensednsus naturaljs the anagogical sense

(sensus anagogiclghe historical senseénsus ystor[ijografys and he allegorical

sensegensus allegoric)s30 These various degrees of literal and allegorical

interpretation appear only on the side of Theology, only on the motif that designates

291n particular, Leone Doret,a Canzone delle Virtu e delle Scienze di
Bartolomeo di Bartolda Bolognal Ber g a mo : I nstituto Italiano
1904).

30 Dorez,La Canzone delle Virti25
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Scripture. Indeed, the full range of these senses, including the anagegsmlwould be

allowed only to the Biblical narrative throughout the medieval period, from the earliest
centuries of Christianity through the High Middle Ages, and this distinction would
separate that era from the Renaissance which followed.

In hisContraCelsus Origen defended the Jud@&hristian narrative from the
attacks of his pagan counterpart, arguing,
Bible text did indeed contain allegorical meaning. Moreover, while Origen allowed or
acknowledged #it pagan mythology could also contain useful or wholesome moral
instruction hidden within its fables of gods and goddesses, Origen praised the Bible for

the purity and veracity of its literal sense and chastised the shameful and absurd stories of

the Greek, which offended and corrupted through their literal meadinglsewhere, in
his De Principiis Origen described the particular nature of the Biblical narrative, its three
senses, and what he termed its fAhistorical

interpretation. Origen asserted that the Bible was divinely inspired, not only in those

portions which were prophetic, but also in its histoAé&urther, Origen maintained that

the Bibleds text was composed witddtomul ti pl
the body, soul, and spirit of man. I n Orig
Afcorporeal 06 sense was understood to recoun
both the just and the wicked, and to serve for the edification and improtvefrtae

greater multitude, who, in Origendés words,

31 OrigenContra Celsug:47-48.

32 0On the divine inspiration of Scripture, see OrignPrincipiis4:1:6. On the
inner meaning of histories, as Was prophecies, see 4:1:13.
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i nvestigating more important matters. This

to the soul, which revealed the mysteries of the Christiari thgmature ash manner of

God and his Son, of angels, demons, souls, and the #Adhird sense, that of the

spirit, was understood to be the allegorical meaning of the Biblical narrative that was
contained in the patterns of the Old and New Testaments, thaths, @htistian

meaning of passages from Jewish text or history that were thought to contain a shadow of
future blessings. Thus fispiritual o interpr

t hat were, according to Omrwsarmhistorigsiofdhe e n wi t

Jews34

An i mportant distinction inherent in Or
in the Middl e AgeSumnmaiTheoldgla®rigensvasAarefuiton a s 6
specify that the Jewish laws and histories recorded in tthd €tament contained
Christian signi f i c aimne @hristiam mysterees were fo befoundi t u a |
within the whole of the Jewish narrative, historical as well as propetitthe Summa
Theologiage Aquinas claimed that God had not only gmsed the Biblical narrative in
such a mann e r ithathhe barratite ofiha ©ld d@hd New €estaments
contained Christian Truth in moral, typological, and anagogical seéngeslso that the
Divine author had so shaped historical events ttsbiy, itself, as well as the Biblical

text which recorded it, was crafted in relation to Christian mysteries. This very quality

33 OrigenDe Principiis4:1:14.
34 OrigenDe Principiis4:1:12.

35 OrigenDe Principiis4:1:1314.
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distinguished the allegories of the Biblical narrative from those of other, secular works.

Wrote Aquinas:

The author of sacrestripture is God, who has the power not only to use

words in order to signify (which even humans can do) but also to use

things themselves in order to signify. Thus although words are used to

signify in every science, it is proper to this science thathings signified

by the words themselves signify someth#y.
Thus, according to Aquinas, not only the Ju@wistian narrative, but Judéghristian
history, as well, was crafted so as to have Christian relevance, i.e. to contain within
events and themtescription the Truths of Christian theology. In contrast, other sciences
were understood to signify only by words, not by things themselves. Pagan poetry, pagan
mythology, pagan history could not compare to the interwoven JOtdstian narrative,
theobgy, and history that was the Bible text. Because secular or pagan narratives were
neither authored by God nor invested with mystical truths that were inherent in things
themselves, the allegorical systems within secular poetry and pagan myth could not
include typological or anagogical senses, and thus did not reveal the mysteries of the
faith. Thus, in the perception of medieval theologians such as Origen, Augustine, and
Aquinas, a gulf existed between the allegory of the poets and the allegory of the
thedogians, and signaled, perhaps, that these theologians and their contemporaries
perceived a similar gulf between the history and culture of Antiquity and that of the

JudeeChristian tradition. If certain medieval institutions, practices, or concepts grew

36 AquinasSumma Theologiak10c. Thomas Aquina3he Treatise on the
Divine Nature: Summa Theologiae-lLB, trans. Brian Shdey, O.P. (Indianapolis:
Hackett Publishing Company, Inc., 2006), 16.
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from those of Antiquity, here, in the perceived significance of sacred history, medieval

theologians distanced themselves from any culture, literature, or history that was not part
of the Biblical narrative.

The representation of classical subjects inathhe@nd literature of the Middle
Ages corresponds to the systems of meaning or interpretation implicitly allowed to
secular text by medieval theologians. In a 1940 publication, Jean Seznec studied the
mythological tradition in the Middle Ages and Renaissaand observed that medieval
representations of classical subjects tended to present the pagan gods or goddesses as
historical figures (actual heroes, kings, and queens who were mistaken for deities and
elevated to the pagan pantheon), as physical enffilanets or celestial bodies that were

similarly mistaken for deities), or as signs with allegorical significance relating to proper

codes of behavios/ Thus, to paraphrase Seznecds worKk
Seznec observed that in medievalaamd literature, classical subjects could be presented

or interpreted for historical or physical significance or for moral meaning, on a literal or
allegorical level. Until the later Middle Ages, the allegorical interpretation of classical

subjects was réscted to moral significance. Seznec did sketch the development of a sort

of Christian exegesis applied to classical myth, but this development occurred primarily

from the fourteentitentury on38 Earlier representations and interpretations seem to

haveben more closely related to the principl

37 See Sezne&urvival of the Pagan GodSeznec called these the Historical
Tradition, the Physical Tradition, and the Moral Tradition, respectively, and treated of
each in chapters 2, and 3, also respectively.

38 seznecSurvival of the Pagan Gogd89-109.
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classical mythologiythough they need not have followed Origen diréatiyallowing or

acknowledging a degree of moral allegory and edifying instruction in the allegorical
sense opagan myth, even if the letter was seen as fallacious or corrupting. Throughout
the greater expanse of the medieval era, medieval artists, poets, and theologians did not
seek after any typological or anagogical allegory in pagan mythology. Thus, as @xampl
Medieval art did not depict mythological subjects in typological relationship with
Christian figures or events. Such a representation would have run counter to the
perceived divisions of secular and sacred allegory and the possible interpretations of
secular versus sacred text or history. This impossibility makes apparent the perceived
division between the Judé&ohristian tradition, on the one hand, and the culture of Greco
Roman Antiquity, on the other.

It is possible, even necessary, in light of tlews of medieval theologians
outlined above, to refute or refine Panofs
disjunction. As Panofsky observes, medieval works of art that have formal elements
borrowed from classical models tend to have Christianfgignce, and medieval works
that have subjects taken from classical sources tend to clothe them in contemporary form.
This very phenomenon may have occurred as a result of the perceived distance between
medieval culture and that of Antiquity and in ac@nrde with the practice of selectively
appropriating classical elements that were perceived as harmonious with the Christian
faith. Indeed, to represent classical subjects in classical form would have been entirely
antithetical to the culture of the Middkeges, not because there existed any perceived
continuity of cultures, which in theory could have made such a representation possible,

but because medieval authorities recognized the gulf between the classical and Christian
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cultures and prescribed the appiation of elements from that Other culture only when

they could be used for proper Christian purposes. A work of art with both classical form
and subject could not have been produced by medieval artists; such a work would have
belong to a different culte entirely.

In contrast to the views of medieval ecclesiasts, however, authors of the Italian
Trecento increasingly claimed for their own writing and for other secular works the
allegorical modes that had previously been recognized as belonging dmyBiblical
narrative. Twice in his oeuvre Dante discussed the levels of meaning, or the senses that
he believed were inherent in his own work. In@@nvivig a work dating to the first

decade of the fourteentientury, he offered to expound on the megrof certain

canzorii songsthat he had previously published under the Vita Nuova39 Though
Dante specified that writings may be interpreted on four distinct iahelditeral, the
allegorical, the moral, and the anagogib& claimed only literal ahallegorical meaning
for his work, and even distinguished the allegorical sense that is employed by secular

poets from that of the theologians. Thus, Dante wrote:

As | noted in the opening chapter, this commentary must be literal and

allegorical. To inttate what this means, it should be explained that texts

can be interpreted, and must therefore be elucidated, principally in four

senses. The first is called literal: this is the sense conveyed simply by the

overt meaning of the words of a fictitious stoas, for example, in the

case of fables told by poets. The second is called allegorical: this is the

sense concealed under the cloak of these fables, and consists of a truth

hi dden under a beauti ful I i eé. I recogn
allegorical sense in a different way from the poets; but since my intention

39 DanteConviviol:1. See Danté&he Banquettrans. Christopher Ryan
(Saratoga, CA: ANMA Libri & Co, 1989), 15.
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here is to follow the practice of the poets, | shall understand the allegorical
sense as they df)

Danteds description of the moral amh anago
he seems to have been describing his own, secular work, he includes a description of both
the moral and the anagogical sense of allegory. His wording is vague, but inasmuch as his
examples were drawn from the Bible, he may have here implied that tlegeeieal

senses were found primarily, if not exclusively, in the Judbostian narrative:

The third sense is called moral: this is the sense that teachers must be on
the alert to notice as they work through texts, for their own benefit and

that of ther students. One can, for instance, notice in the Gospel that when
Christ went up the mountain to be transfigured he took with him the three
selected from the twelve apostles; the moral lesson which can be drawn
from this is that we should have few compmars in matters that touch us

most closely.

The fourth sense is called anagogical, that is, transcending the senses: this
is brought out when a work is expounded with regard to its spiritual
meaning; even though the work is true in a literal sense, whatdghere
speaks also of things beyond our knowledge relating to eternal glory. One
can see this, for instance, in that song of the prophet which says that, when
the people of Israel escaped from Egypt, Judah was made holy and free.
For although what isaid here is clearly true in a literal sense, the spiritual
meaning of these words is no less true, namely, that when the soul escapes

from sin it is made holy and free in its distinctive podér.
l ndeed, there i s r el atdsoussibnyofneaningdnde t hat i s
interpretation as given in tl@onvivig excepting his division of the allegorical sense into
the distinct categories of that which is used by the poets and that which belongs to the

theologians. Even here his discussion wastbtrorthodox. The levels or degrees of

40 panteConvivio2:1, as in DanteThe Banquet42-43.

41 panteConivio, as in DanteThe Banquetp. 43.
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meaning that were allowed to secular poetry and its interpreters were fewer and more

mundane than those allowed to the Biblical narrative and its exegetes.
Elsewhere, however, Dante appears to have claimed everothéand
anagogical senses for his great masterworkDiiima Commedialn a letter to Can
Grande, Vicar General of Verona and Vicenza, Dante wrote, with regard to the
Commedia
For the clearness, therefore, of what | shall say, it must be undetis&tod
the meaning of this work is not simple, but rather can be said to be of
many significations, that is, of several meanings; for there is one meaning
that is derived from the letter, and another that is derived from the things

indicated by the letter.Fe first is called literal, but the second allegorical
or mystical. That this method of expounding may be more clearly set

forth, we can consider it in these I|ine
the house of Jacob from a people of strange language; iaddis
sanctuary and | srael his dominion. o0 For

departure of the children of Israel is signified,; if the allegory, our
redemption accomplished in Christ is signified; if the moral meaning, the
conversion of the souldm the sorrow and misery of sin to a state of
grace is signified; if the anagogical, the departure of the sanctified soul
from the slavery of this corruption to everlasting glory is signified. And
although these mystical meanings are called by varioussydhey can in
general all be said to be allegorical, since they differ from the literal or

historic42

Though there was some ambiguity inherent in his description of allegory @othaviq

in that work Dante had been careful to distinguish betwealtbgory of the poets and

that of the theologians and to take for himself only the levels of meaning allowed to the
former. Here, in the letter to Can Grande, Dante attempted the exact opposite. He blurred

the distinction between secular and sacred atiegollapsing the moral and anagogical

42 Dante to Can Grande, paragraph 7, as in Charles Allen DinsAidssto the
Study of Dant¢Cambridge, MA: The Riverside Press, 1903), 267.
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senses into the allegorical level of meaning, and illustrated each sense with examples

taken from the Biblical narrative, though the work that he refers to as having these many

senses was not the Bible, but his dsmmedizt3

Danteds discussions of the allegorical
not entirely out of ordémvhile it was not Holy Writ, hi®ivina Commediavas a
theological narrative of sorts and could even have been perceived as something of an
historical account. Rather more extreme were the claims made later in the Trecento by
Boccacci o. Boccaccio realized the possibil
made an explicit claim for anagogical meaning in the most secular of sources, the
mythological narrative of classical Antiquity. In t@enealogie Deorum Gentilium
written between 1350 and 1374, Boccaccio described the literal and allegorical levels of
meaning, as Dante had done in @anvivioand the letter to Can Grande. Boccabcs
description differed, however, in that he illustrated the interpretation of the literal and
allegorical senses with an example from pagan mythology, as befitting the subject of his
work. The greatest difference then followed, as Boccaccio describaddbegical
meaning of the same pagan myth and demonstrated his method of interpreting the
Christian significance of pagan text. In book 1, chapter 3 oG#reealogieBoccaccio

wrote:

430n Danteds use of alll e Qoovivipandithdettet he si g
to Can Grande, see Richard Hamilton Green,
Medi aeval T h e o r Yonmpérative dieertatur®:2 (Bpring 195%), 1128
Massey H. Shepherd, Jr., reviewldfe Typological Problem in Dante: A study ie th
History of Medieval Idegdy Johan Chydeniu§peculun85:3 (July 1960), 4380.
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The first meaning is the superficial, which is called literal. Therstlare

deeper and are called allegorical. To make the matter easier, | will give an

example. According to the poetic fiction, Perseus, son of Jupiter, killed the

Gorgon, and flew away victorious into the air. Now, this may be

understood superficiallyinai se manbés triumph over Vi Ce
attainment of virtue. Allegorically it figures the pious man who scorns

worldly delight and lifts his mind to heavenly things. It admits also an
anagogical sense, since it symbolizes C

this World, and his Ascensidi

In explicitly claiming the anagogical sense for secular, even pagan, text, Boccaccio
signaled not only a certain difference fro
revolutionary departure from medieval interpretatimethods and the perceived
distinctions between sacred and secular text, even the perceived distinctions between
Christian and classical culture that marked the medieval response to Antiquity. Not only
did Boccaccio seek the mysteries of Christianityhie inyths of classical Greece and
Rome, but, in the same work, he claimed that the ancient poets were, in fact, theologians.
Ironically, his justification for this assertion would appear to depend on the very same
argument that supported the medieval pcactif selective appropriation. Boccaccio
noted that Ancient poets, at times, related Truths that were harmonious with Christian
belief, and gave this as evidence for their status as sacred theologians. In book 15, chapter
8, of theGenealogie Deorum Geritiim, Boccaccio argued his case:

On the other hand there are times, as in this book, when the theology of

the Ancients will be seen to exhibit what is right and honorable, though in

most cases it should be considered rather physiology or ethology than

thedogy, according as the myths embody the truth concerning physical
nature or human. But the old theology can sometimes be employed in the

44 BoccaccioGenealogie Deorum Gentiliuin3. Translation in Charles Osgood,
Boccaccio on PoetrfNew York: The Liberal Arts Press, 1930), xuviii.
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service of Catholic truth, if the fashioner of the myths should choose. |
have observed this in the case of more thanarthodox poet in whose
investiture of fiction the sacred teachings were clothed. Nor let my pious
critics be offended to hear the poets sometimes called even sacred

theologianst®

Thus Boccaccio foiled Dant e 6 degay, aadthualet i ons
countered the greater medieval system of exegesis, which privileged the Biblical
narrative over secular text precisely for its ability to convey, in the deeper senses of
meaning, the mysteries of Christianity.

Similarly, Coluccio Saluwti, who wrote only shortly after Boccaccio, sought
Christian meaning in the myths of pagan Antiquity. InDesLaboribus Herculiswritten
primarily in the 1380s and 1390s,i but || eft
Salutati maintained that, thougiere were distinctions between sacred and secular
poetry, God used both to relate the mysteries of the Christian faith. In the case of the
Biblical narrative, this was achieved through the Divine author. Salutati proposed,
however, that God, as the aaottof all things, worked even through secular poets who
were, perhaps, unaware of his intrusions into their work. Thus secular, and even pagan
poetry could contain, within, divinely inspired Truth relating to God, Heaven, salvation,
and other mysteries goerly known only to Christianity. Wrote Salutati:

The former type of poetry in Scripture, since it has as its author the Holy

Spirit, is ordained to an infinity of meanings, nor is a truth congruent to

the letter able to be conceived which was not froenbginning intended

by the infinite spirit from whose throne that truth proceeds. The latter sort
of poetry [secular poetry], however, insofar as it is a human invention, is

45 BoccaccioGenealogie Deam Gentiliuml5:8. Translation in Osgood,
Boccaccio on Poetryl2021.
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so ordered to the meaning of the author that sometimes it is related by
God, theauthor of all things, to something other than what man thinks and

sometimes it means only what the man wished to exffess.

Thus, for Salutati, as for Boccaccio, it was possible to interpret pagan mythology in
exactly the same manner as the Biblical @idre, with respect to its typological or
anagogical meanings, and to find, hidden beneath the fallacious literal sense, truth that
was not simply historical or moral, but relating to the mysteries of the Christian faith.
Herein, also, lies the significae with respect to the perceived distances between
medieval culture and Antiquity, on the one hand, and between the Italian Renaissance
and Antiquity, on the other. Where medieval exegetes, among them the foremost
ecclesiastical authorities, viewed classighilosophy and literature as distinct and
separate from the sacred Jud&uristian tradition, Renaissance poets, and later
philosophers and even ecclesiastical authorities would increasingly incorporate the
classical tradition into the greater sweeCbfistian history. Though, admittedly, certain
medieval institutions and authorities evoked the idea of Rome and even took on certain
forms that were derived from Ancient models, these same institutions and authorities
maintained a distance from that Otleetture, which was only made acceptable by
Christianizing any elements that were borrowed. Conversely, because the Renaissance
essentially Christianized the entire classical tradition by bringing the histories, literature,
and forms of Greece and Romeoiithe Christian tradition, investing them with Christian

significance, the two traditions were increasingly perceived as one, and poets, patrons,

46 salutatiDe Laboribus Deoruni:86-87, as translated and quoted by Ronald
Witt, Hercules at the Crossroads: The Life, Works, and Thought of Coluccio Salutati
(Durham: Duke University fess, 1983), 2225.
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and artists were freed to draw both form and subject from Antiquity without obscuring

either under a veil of @ristianity.
This perceived continuity of cultures has been described by various scholars in
relation to Sal ut atDe baboribus HerculisThys, wroteRopaldr t i c u

Witt:

While only a few passages in all of ancient poetry appeavetety

inspired because of their prophetic nature, nonetheless the belief that at

some point ancient poetry bridged the gulf between natural and
supernatural truth exercised a pervasiyv
ancient literature in generalwesing him to assume a continuity between

pagan and Christian cultufe.

Charles Trinkaus, who discussed these developments at some length, has provided such a
fine summary of the principles here discussed that the relevant passage deserves an
extended gotation:

Thus in greatly expanding the application of the allegorical method of
interpretation to the pagan poets he [Salutati] was simultaneously staying
within an old and Christian tradition of Biblical and literary exegesis and
opening it up to includéhe necessary and expanded vision of human life.
Thus he fulfills the need that was at that time felt to relate the wide world
of the poetsd imagination to the Christ
show that not only Dante and Petrarch composed poetinyGhristian
meaning, but that, if Christian meaning was also human meaning, this
legitimately could and should be sought in Homer and Virgil as well. It
meant a movement towards a universalizing, not only of litefisdure
conception of the possibility ofworld literature where a Christian Dante
could stand beside a pagan Hontert towards a universalizing of human
experience, so that a Renaissance Christian might understand the
experience of an ancient pagan and also find in it elements that were

comparale to his owrf}3

47 \itt, Hercules at the Crossroagd2?26.

48 Charles Trinkausn Our Image and Likeness: Humanity and Divinity in
Italian Humanist Thought_ondon: Constable & Co., 1970), 2:703.
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Indeed, the concepts presented above are not entirely new to studies of Renaissance
literature and philosophy. This study draws from the work of scholars in those fields.
Here, however, certain particulars regarding the nature of mééiesgesis and the
differences between medieval and Renaissance interpretative systems are more fully
developed here than in other scholarship. It is also the unique purpose of this study to
consider the significance of these developments with regare tugtory of Italian
Renaissance art, given that scholars of art history has not fully realized the significance of
the Trecento developments herein described.

A detailed understanding of medieval and Renaissance systems of interpretation
is essential tart historical discourse, not only so that the differences between the periods
can be more correctly realized and the particular qualities of the Italian Renaissance
distinguished, but also in order that modern methods of interpreting Renaissance art may
more accurately recognize meanings that are potentially inherent in representations of
classical subjects during that period. The change in interpretative method that is reflected
in the claims made by Dante, Boccaccio, and Salutati in the Italian Trenadit
possible for authors to juxtapose pagan and Christian subjects within a single work, to
describe characters from pagan myth as types for figures from theGhdetan
narrative, and to explore the mysteries of the Christian faith which, mpieieption,
lay hidden beneath the literal representation of classical subjects. These practices must be
recognized as essentially ARenai ssance, O
Renaissance authors responded to the remains of classiaglintrhe same practices

characterize the response of Renaissance artists to the remains of classical Antiquity and
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are represented in the use of classical subjects in the visual art of the period. Though

medieval artists did occasionally depict classstddjects in their works of art or include

motifs or forms borrowed from classical prototypes, this use of classical subjects

primarily conformed to the interpretative modes allowed to secular literature in the
medieval period. Thus, in this period, classisubjects were primarily represented and
interpreted according to their perceived historical, physical, or moral significances. In
contrast, Renaissance authors and artists expanded the interpretation of classical subjects
to include also those modesallegorical significance which had previously been

allowed only to sacred texts, and, as a result, Renaissance art includes depictions of
classical subjects in typological juxtaposition with Christian subjects and, either through

a perceived typologicalgnificance or in a more direct, anagogical manner, employs

classical subjects as a means even of revealing the mysteries of the Christian faith.
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FigureiFresco from the chapel of Sant éAgostin
Ferraranow Pinacoteca Nazionale, Ferrara.
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Figure 2i Madrid, Biblioteca Nacional, Ms. N. 197, folio 3r.
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Figure 4i Chantilly, Musée Condé, Cd. XX 6428,
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CHAPTER 2

TYPOLOGY AND ANAGOGY IN RENAISSANCE MURALDECORATION:
THE ARENA CHAPEL, PADUA, THE CHAPTERHOU& OF SANTA MARIA
NOVELLA, FLORENCE, AND THE CAPPELLA NOVA ORVIETO

The typological relationship of stories or events from the Old and New
Tedgaments was frequently represented in Christian art, from its origins in the first
centuries C.E. through the-salled Medieval period of European history. Examples
abound and include both well and lesser known works of art: Jonah as a type for Christ in
the decoration of Roman catacombs and on Early Christian sarcophagi, numerous
examples of Mosan enamel work of the twekgntury, among them the famed
Klosterneuberg Altar Frontal, and an equally sublime, if less ostentatious illustration
from the twelfh-century Legendarium Cisterciennse, in which the Madonna and Child
are surrounded by Moses at the Burning Bus
den, and the three Hebrews in the furnh@&gure 5) In such a work as the Legendarium
Cisterciemse, the juxtaposition of types did more than simply establish the existence of
parallels between the figures or stories of the two Testaments. The typological
juxtaposition of figures allowed the medieval artist to communicate significant meaning
which wauld otherwise be difficult to convey artistically: here, the perpetual virginity of
Mary was glossed in four scenes in which a person or object remains inviolate though its
condition or surroundings would normally dictate its consumption or corruptiomghho
Renaissance artists, in certain instances, developed alternate means of expressing

doctrinal themes of this soichelangelo Buonarotti famously defended the youthful

1 See, as examples, the Jonah cycle in the Catacombtad BiMarcellino, the
Balfour Ciborium, now in the collection of the Morgan Library, and the Klosterneuberg
Altar Frontal. The Legendarium Cisterciennse is Dijon, bib. Mun. Ms 641.
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appearance of Mary in hi@ieta(Figure 6) as an expression of her perpetual virgittie
typological juxtaposition of Old and New Testament subjects remained a valid means of
conveying significant meanirg).The 1481 cycle of decoration on the walls of the Sistine
Chapel followed a typological program, pairing scenes from the life seSlwith scenes

from the life of Chris€ Here, as in the Legendarium Cisterciennse, the message was
greater than the sum of its parts. In pairingRob@ishment of Koratith the scene of

Christ giving the keys to Peter, for example, the architects girtigram did not simply
illustrate the calling of Old and New Testament priests, but glossed that latter event as the
establishment of a true priesthood with legitimate authority, as that of Aaron over the
Hebrews, in opposition to the false claims of Koead his followers.

It is not the inclusion or representation of typologically related scenes or figures
that distinguishes the art of the Middle Ages from that of the Renaissance. Artists and
iconographers of both periods proved themselves adeptjaithposition of Old and
New Testament scenes and employed this interpretative and artistic convention more or
less consistently as a means of conveying the allegorical meaning that was, according to
patristic exegesis, perceived as inherent in the oslstip of Biblical types. The
distinction is not in the use of typological juxtaposition as an artistic trope, per se, but in
the range of subjects that were represented as significant types in the art of the Italian
Renaissance, as compared to the ramgelgects represented as types in medieval art.

Where medieval exegetes and artists saw and represented typological parallels in the

20n Michel angel ods explanation ef Maryo:
her appearance and her perpetual virginity, see Condivi, as in Howard Hibbard,
Michelangelo(New York: Harper & Row, 1974), 48.

3 On the program of the walls of the Sistine Chapel, Leopold Ettlifigper,
Sistine Chapel before Michelangelo: Religious ¢y and Papal Primacf{Oxford:
Clarendon Press, 1965); Carol Lewiiiége Sistine Chapel Walls and the Roman Liturgy
(University Park, PA: Pennsylvania State University Press, 1993).
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subjects of the Old and New Testaments, Renaissance artists, authors, and philosophers
posited parallels and typologicalationships also between figures and events from the
JudeeChristian narrative and figures and events from world history and secular

literature. Furthermore, as the range of perceived typological relationships expanded,
ultimately to include even pagan thglogy as a source for types to Christian figures and
themes, Renaissance artists and iconographers found and conveyed Christian meaning in
the perceived anagogical significance of e8illical, even pagan sources. These
developments and practices agers in Renaissance literature, as described in the

previous chapter. These developments and practices may be seen also in Renaissance art,
as demonstrated here by a comparison of the decorative, typological, and anagogical
programs of three Renaissancepria: the Arena Chapel in Padua, the Chapterhouse or
Cappellone degli Spagnuoli of Santa Maria Novella, Florence, arCajeellaNova or
Cappelladi San Brizio of Orvieto Cathedral. In each of these chapels, the authors and
executors of the decorativeggram juxtaposed scenes from disparate traditions in a
typological manner. The range of sources differed, however, in each lexdinps, a
comparison of the three programs shows the expansion of typology from a conventional
paring of Old and New Testamémgpes, to an innovative juxtaposition of New

Testament and contemporary events, which are still sacred if not strictly Biblical, and
ultimately to a more syncretic cycle of Biblical, exBlical, and classical narratives

that depends not only on a peired classical / JudeBhristian typology, but also on the
perception of an anagogical meaning inherent in scenes and subjects from classical
mythology.The expansion of typological juxtapositions and anagogical representation
depicted in these three ctepillustrates the very shift in the perception of allegorical
meaning in sacred and secular texts that was claimed successively by Dante, Boccaccio,

and Salutati and proves a parallel path for art in the developing Renaissance.
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The Arena Chapel, Padua

Giotto di Bondoneds fresco decoration o
sufficiently known to art historical discourse to require but little introductibine chapel
was begun in 1303 and formally dedicated in 1305, and the fresco decoration dates to
those few years or, perhaps, to the years immediately after that date. The interior of the
chapel is divided by painted bands of fictive architecture into three registers of narrative
scenes on the side and altar walls, a decorative vault abovedadddt fictive marble
alternating with monochromatic figures representing various virtues and their opposing
vices. (Figure 7) The narrative scenes of the side walls include scenes from the Life of
Joachim, the Life of the Virgin, and the Life of Christ. Theseai&e scenes have long
been included in the art historical cannon and are variously described and reproduced in
survey texts and specialist studies. A series of smaller scenes painted on medallions that
decorate the bands of fictive architecture, howegattescribed and reproduced much
less frequently and has been the subject of dedicated study only on two notable
occasions, in a chapter and an article published, respectively, by Aldo Bertini and

Claudio Bellinat®Ber t i ni 6 s st udy himaadconnassegrialiny i conogr

* See, among other works, James StubblebineGéntto: The Arena Chape
FrescoegNew York, W. W. Norton & Company, Inc., 1969); Andrew Ladis, &tie
Arena Chapel and the Genius of Giofiddew York and London: Garland Publishing,
Inc., 1998); and Anne Derbes and Mark Sandona, €de.Cambridge Companion to
Giotto (Cambrdge, UK: Cambridge University Press, 2004).

SAl do Bertini, APer | a Conoscenza dei M e
del l a Vita di Gesub6 n e lGiotw e iCsaqptegmpdAttidel de gl i S
Congresso Internazionale per la celebraziom&Heentenario della nascita di Giotto
(Rome: De Luca Editore, 1971), 3437 ; Cl audi o Bel l inati, ATip
Medagl i oni del | a Ca pPpdoval & sud ProviBdib® g (1962), al | 6 Ar

7-10. Note that these scenes have been reprdduce mentioned by other scholars,

though not as dedicated subjects of study and often in passing. See, for example,
StubblebineGiotto: The Arena Chapel Frescqeagho reproduced two portions from the
Adecorative friezeo a gthése onlyasesynbolicvigrettes, 7 3,
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methodology. Bellinati, on the other hand, rightly recognized the scenes within the
smaller medallions as typological precedents of the larger narrative subjects which are
represented in the c¢hap é&dniedalignsappea onyorcycl e
the north wall of the chapgedn the south wall, the larger narrative scenes are divided by
the actual architecture of the chapel, by a series of windows that pierce the wall at the
level of the lower two bands of narrative segnand the fictive architectural bands do not
appear. The decoration of the north wall includes a total of ten medallions, of which nine
depict scenes from the Old Testament. As Bellinati has observed, the Old Testament
scenes in the medallions are paglallor types for the scenes of the larger narrative cycle

of events from the Life of Christ, which they accompany as follows: the Circumcision of
the son of Abraham (Figure 8) is painted in the medallion to the left of the narrative scene
of the Baptism oChrist; Moses striking the Rock (Figure 9) accompanies the Marriage
Feast at Cana; the Creation of Adam (Figure 10) accompanies the Raising of Lazarus;
Elisha Entering Jericho (fig. 11) accompanies Christ Entering Jerusalem; the Archangel
Michael Triumphat Over the Devil (Figure 12) accompanies the Expulsion of the

Money Changers; Moses and the Brazen Serpent (Figure 13) accompanies the
Crucifixion; Jonah Swallowed by a Fish accompanies the Lamentation (Figure 14);

Elisha Assumed Into Heaven (Figure 18¢@mpanies the Ascension of Christ; and God

Appearing to Ezekiel (Figure 16) accompanies the narrative scene of PeffEtest.

on page 75: ATo balance the windows, Gi ottt
on the north wall, and these contain little vignettes or heads in quatrefoils, which
symbolically echo the episodes in the large ssenen e ar by . 0

6These were described by Bellinati, ATi g
Conoscenza dei-47Médeaanlgdubstantial differentedirBtheir
identification of scenes is in regard to the medallion to the left d?émeecospanel.
Bertini identified the scene according to its apparent representation as God giving the
Law to Moses. Bellinati described this as a representation of Ezekiel receiving a book
from God, according to Ezekiel 315, in which the Prophet is visited by G@iven a
scroll to eat, and sent out to speak to the Jews, who would listen regardless of his



43

only medallion not depicting a story from the Old Testament shows, instead, a lion
breathing life into his stillborn cubs (FiguL7), and is placed in juxtaposition with the
Resurrection of Christ.

In the Arena Chapel, the inclusion of typological motifs in addition to the scenes
from the Life of Christ shows that these were not intended to be interpreted only in a
literal or narative fashion. Rather, the juxtaposition of scenes from the Old Testament
draws particular attention to the type, i.e. to the parallel theme or quality which allows a
typological relationship. Thus, in each instance, an allegorical interpretation waslevo
in addition to the narrative depicted. For example, the Old Testament subject of Jonah
entering the mouth of the great fish is a typological parallel to the Entombment af Jesus
this is established in the Gospel text, by the words of Jesus: thaiahswias three days
and three nights in the belly of the great fish, so the Son of Man will be three days and
three nights in the heart of the eaffFihe juxtaposition of this subject with the New
Testament scene commonly described as the Lamentatiorhev@odly of Christ
highlights the shared theme of Entombment. Because the narrative depicted in the larger
panel is not a scene of the Entombment, the pairing of images glosses the Lamentation by
pairing it with a typological representation of that evertt keads the viewer to consider
particular themes or qualities that are common to both subjects. (Figure 18) Thus, in the
Arena Chapel, the viewer is to recognize not only a narrative sequence of events from the
Life of Christ, but is to reflect on the gebts depicted and to contemplate the themes
represented in the typological pairing of larger narrative panels and their accompanying

medallions. The apparent attention to themes, rather than simply subjects, may give

languagéa cl oser parallel to the New Testament
reading more convincing, particularly as it finds support in the typdloafydefines the

relationship between medallion and New Testament elsewhere in the program of the

Arena Chapel.

7 Matthew 12:3%41: Luke 11:2930.
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support to those scholars who havegasged that the narrative scenes have relevance in
their position and opposition, 1| nBetmgr ti cul
of Judaswas included and placed not solely in relation to the progress of a narrative
cycle, but in order to ghlight the significance of its underlying theme of Betrdyal.

The iconographic program of the Arena Chapel is conventional, medieval, in its
use of typological juxtapositiGhe allegorical meaning that is perceived as inherent in
the JudeeChristian narative is revealed through the juxtaposition of scenes, events, or
figures from the Old and New Testaments. Indeed, this may be as expected, given that the
chapel was decorated in the few waer s | mme
Comedyandt i s i n that work, or properly in Dar
theDivine Comedyn his letter to Can Grande, that an Italian author first claims for an
extraBiblical work the same degrees of allegorical interpretation present in the Biblical
narrative, including typological allegory. The Arena Chapel decoration is, nevertheless, a
proper foil to later Trecento examples of mural decoration in which Biblical subjects are
presented in typological juxtaposition with exBalical scenes. This ithe case with the
mural decoration of the Guidalotti Chapel or Cappellone degli Spagthmli

Chapterhouse of Santa Maria Novella, in Florence.

The Chapterhouse of Santa Maria Novella, Florence

8Among them Michael Alpatoff, AThe Par al
Art Bulletin29:3 (1947), 14% 4 , and Ursula Schlegel, non t
Ar ena eisghrdt fUr Kunstgeschich®2 (1957), 12516. | disagree with
Al patofds reading of the significance of t
is interesting, and his imipit recognition that the themes of the narrative scenes have
significance is to be commended.
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The Chapterhouse of Santa Maria Novella was decoratedresitpes some sixty
years after the Arena Chapel in Padua, in a project that spanned the years 1369to 1368.
The fresco cycle, executed by and under Andrea di Bonaiuto, covers the four walls and
their crowning groin vault with scenes from the Passioteaytthe New Testament, the
Acts of the Apostles, and with narratives and allegories constructed around the
Dominican saints Dominic, Peter Martyr, and Thomas Aquinas. It is the relationship
between these scenes and subjects that is of greatest imptotrisestudy, for here the
artist and iconographic advisors can be seen to have deviated substantially from the
typical conventions of typological representation as practiced in the preceding centuries.
Here, scenes from the lives of contemporary religifigures, painted on the walls of the
chapel, are juxtaposed with events described in the Biblical narrative, painted in the vault
guadrants above. Though the scenes painted on the walls are not Biblical, the actions and
events depicted there parallebie which are depicted in the Biblical scenes above and
relate to them in a typological manner.

The program of decoration in the chapterhouse of Santa Maria Novella is
elaborate and complex, with subtle and varied relationships between its different
compaents. In essence, or in summary, the decoration on the walls and vaults presents a
series of scenes from the Passion and Resurrection of Christ together with scenes that
depict and celebrate the actions and goals of the Dominican Order. These two tikemes a
intricately interwoven and interdependent. The iconographic cycle may be said to begin

on the north wall of the chapterhouse, directly opposite the entry into that room from the

9 The most significant recent studies on the Guidalotti Chapel are Richard Offner
and Klara Steinwegh Critical and Historical Corpus of Florentine Paintingee. 4, vol.
4 (New York: College of Fine Arts, New York University, 1979); and Joseph Polzer,

AAndr ea diViaBaiatsd ud oesmi ni can ThoughArt in Lat

Bulletin 77:2 (June 1995), 2629. Offner and Steinweg include a criticadtorry of
earlier scholarship. On the date of the chapterhouse frescoes, see Offner and Steinweg,

Critical and Historical Corpus 1 7 ; Pol zer , YitA¥alitatig & &i6 3Boni

u
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adjoining cloister. This wall (Figure 19) is pierced by an archway whadtslan turn, to

an adjacent chapel dedicated to the Corpus Christi, and the decorative program may have
extended into that space as well, though later-paerting now obscures any possibility

of realizing its subject or significand€ The remaining spacon the north wall, a great

arc over the entrance into the Corpus Christi chapel, is filled with three scenes from the
Passion cycle, reading from the lower left, over the arch, to the lower right: the Road to
Calvary, the Crucifixion, and the Harrowingldell, respectively. The Passion cycle
continues in the vault quadrant over the north wall (Figure 20), with scenes of the Three
Marys Coming to the Tomb, the Resurrection of Christ, antNtlieMe Tangere

Finally, this sequence culminates in the opigogault, that which is over the south wall,

with an Ascension of Christ (Figure 21). Though the Passion cycle unfolds on the north
south axis of the chapterhouse, there is also an iconographic progression from the lower
right scene of the north wall, tiiéarrowing of Hell, to the upper left corner of the east

wall, where the very same figures who were imprisoned by demons and freed by Christ at
his descent are now gathered triumphantly within the walls of Heaven. (Figure 22) Noah,
David, and John the Baptiare easily identified within the crowd of figures who are

freed from Hell on the north wall, and they stand again with the crowd of figures

gathered in Heaven on the east wall, adjacent, now at the front of the assembled masses,
who include numerous Cistian Saints as well as those saved from the Old Testament.

All of these Elect turn their attention to the Beatific Vision of Jesus Enthroned, flanked

by the Virgin and angels and placed over the sacrificial Lamb and four Beasts, at the apex
of the east all fresco. This Vision is not strictly Biblical, though it certainly derives

from the visions of Ezekiel and John. Rather, this vision is contemporary, occurring,

10 Offner and Steinwed_ritical and Historical Corpus 1 8 : N Tdnehef r es co
north wall of the Corpus Domini Chapel must have referred to the mystery of Corpus
Domi ni and may stil| exi st beneath the | at
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according to Trecento doctrine, at time after the Resurrection and before the Last
Judgmentpr at the same time as other events depicted in the fresco, even at the same
time as the fresco is viewed by the Renaissance visitor to the chapte¥house.

The scenes on the east and west walls and on the entry wall to the south are all
extraBiblical in subject and depict scenes that occur not in the Biblical past, but in the
Renaissance present, essentially contemporary to the decoration of the chapterhouse. The
east wall presents an extended scene of the path to salvation through truth and the
guidanceof the Dominican Order. Below the Beatific Vision and the Host of Heaven, St.
Dominic directs penitent souls toward Heav
composition, the hierarchy of the Church sits to the left while St. Dominic, on the right,
sends forth th&elomini canesind Saints Peter Martyr and Thomas Aquinas preach to
doubters and heretics, respectively. The wall opposite is given to a representation of
Thomas Aquinas Enthroned, flanked by wise men from both the Old and New
Testaments, witkhe Virtues personified above him and defeated heretics at his feet.
(Figure 23) Across the bottom of this wall are fourteen enthroned female figures
personifications of the seven Spiritual Sciences and the seven Libeiidabgether with
their historichrepresentatives. Three events from the Life of Peter Martyr, now heavily
damaged, decorate the entry wall to the south. (Figure 24)

The two remaining scenes, painted on the vault quadrants above the east and west
walls, are essential for understandihg perceived relationship between Biblical and
extraBiblical events, as depicted in the chapterhouse. Both vault quadrants are painted

with scenes from the Bible. TRgiumph of St. Thomamn the west wall is surmounted

11 0n the Beatific Vision, and its acceptance as doctrine, see the constitution
Benedictus Deydy Pope Benedict Xll, issued on January 29, 1336, reproduced in
Catholic ChurchThe Church Teaches: Documents of the Church in English Translation
(St. Louis, MO: Herder Book Co., 1955), 389.
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by an elaborated depiction of Perdst: the Dove of the Holy Spirit descends on the
Virgin and Apostles, who are elevated in an architectural construction over the men from
all nations, to whom the Apostles will ministeér.(Figure 25) The vault quadrant over
the east wall is filled by ahp carrying the Apostles over a stormy sea. (Figure 26) In the
lower right corner of this composition, Peter has walked on the water toward Jesus and,
having doubted and fallen through the surface, is saved by him. This particular detail has
largely beerovershadowed in interpretative scholarship by the boat aboeavicella
which has been viewed as an allegorical parallel to the Florentine Duomo depicted in the
fresco on the wall belows Indeed, while scholars such as Steinweg and Meiss have
correctlyposited a relationshi@ unity of theme, to paraphrégetween the scenes
painted in the vault quadrants and on the side walls b¥ltve, particulars of this
relationship have not been fully explored, due in part to a tendency of scholars either to
glossover or to completely ignore the numerous inscriptions included within the
decorative frame of each scene and, as a result, to misinterpret the significance of each
scene and the apparent relationships between the vault and wall frescoes.

Modern interpredtion of the east wall and vault quadrant has been largely shaped
by Adol fo Venturidos 1907 study, in which h

of the chapterhouse and t8pecchio di vera penitenby Jacopo Passavadfi. Venturi

12 Offner and Steinwedritical and Historical Corpus58.

13 Offner and SteinwegCritical and Historical Corpus 36 ; Pol zer , @ An
Boni Witaiéritatis 0 -&.7 9

4 Millard Meiss,Painting in Florence and Siena after the Black Death: The Arts,
Religion and Society in the Migourteenth CenturyPrinceton: Anceton University
Press, 1951), 9204.

15venturi, Adolfo.St ori del |l 6Arte Il taliana: v. La
Origini (Milano: Ulrico Hoepli, 1907).
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noted both theimilarities and differences between the scene painted in the eastern vault
guadrant and GinavcellatbesChuroh asaiship ofdhfe Agodtles and

Peter saved by Jesus from sinking below the iavés t he ol d St . Petero
Rome. Futhermore, Venturi noted that the Chuahship allegory featured repeatedly in

P a s s a \Bpeochipaddghus had a place in a program designed around the interrelated
concepts of salvation and the means toward salvation through periteesequent

schol arship has | argely retained Venturi 0s
representation of the Church, though authors have variously critiqued or defended the
connection between the i coSpecghiddThdseresobr ogr a
inscriptions that gloss the scene from its decorative frame, however, suggest that the
Renaissance program was designed with a different theme iii tim¢he episode of

Peter saved by Christ was of primary importance, rather than the ship of the Apostles.
Thus,though modern scholars have largely viewed the scene as an allegorical

representation of the Church and a parallel to Duomo and its assembled dignitaries, the

Renaissance viewer was directed by these framing inscriptions to look on the salvation of

Peterand to recognize the typological relatio
and St. Dominicbs action in the fresco bel
Andrea di Bonaiutobds fresco decorati on

Novella is notable for its lack of framing divisiongthin each of the architectural fields

the vault quadrants and the walls themselves. This was noted by Vasari and has been

16venturiSt ori del | &@82.te I taliana

17 Note that Offner and Steinweg did not see adtlicerrelation between the
fresco cycle and th&pecchip nor di d Mei ss, while Pol zer 6
support of Venturi and expanded on his original argument with additional evidence
supporting a theme of penitence.
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described by modern scholars who traced the development of Trecento peiftirey.
greater program of decoration, however, doesithelframing bands painted around the
edges of each vault quadrant, separating the vault sections from themselves and from the
scenes on the walls below. These bands are painted with repeating floral patterns and
appear to be largely decorative, but inclatko an extensive series of figured
medallions. The medallion at the apex of the north wall, and thus directly over the scene
of the Crucifixion, contains a pelican feeding its young with blood from its breast. The
medallion at the apex of the east wadhbs the figure of Christ, who gestures toward
Thomas Aquinas, enthroned on the wall below. These two are exceptions to the pattern
repeated throughout the remainder of the chapterheashk of the remaining fortyix
medallions contains a hakngth figue holding a scroll inscribed with Latin text. Thus, a
total of forty-six inscriptions line the room, surrounding the narrative and allegorical
scenes depicted on its mural surfaces. Ironically, these inscriptions have been largely
ignored by modern schata Only Offner and Steinweg, who listed by chapter and verse
the Biblical passages from which the inscriptions are taken, gave the inscriptions more
than a passing and summary menfi8iThe inscriptions, which are brief and often
abbreviated excerpts frothe Old and New Testament, gloss the scenes that are depicted
in the chapterhouse and offer an invaluable key toward understanding its iconographic
program.

The seven inscriptions included in the framing band that arches over the eastern
vault quadrant rmke no mention whatsoever of the boat that is painted there, nor of the

Apostles in the boat, but focus the reader

18 Meiss,Painting in Flaence and Siena 95. Mei ss noted Vasar
aspect of the chapterhouse decoration.

19 Offner and Steinwed_ritical and Historical Corpus73.
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painted in the lower right corner of the composition. In particular, these inscriptions

highig ht Pet er 6s | ack of faith and, conversel
chapter 1postulet autem in fide nihil haesitahs nLet hi m ask 1 n faith
wavering.o This passage, abbreviated as PO

POSTULET I[N] FIDE NICHIL HESITA[N]S, is inscribed on the scrolls held by figures

in the medallions at the top of the vault and again at the lower right, respectively. The
inscription in the medallion to the lower left continues the text of JameQWi6

HESITAT SILIS[lacunaEST FI LUET [l acuna] [/ fHe that v
sea. 0 This portion of the text provides a
relates the passage to Peter, whose lack of faith is described in three of the other

inscriptions, drevn from Matthew chapter 14. The inscription in the center right

medal | i on r eilVER[( ¥IDIFPSET EE[NPTEM VARIBU[M] TIMUIT /
ASeeing the wi ndriasdtthatanthg centér éeft medadlionands him sirtk 0
beneath the wave€U[M] C[O] EP| SSET MERGI CLAMI VI T DI CE]
began to sink he cried out.o | mmedi ately
medal lion, Jesus questions Peterodos | ack of
DUBI TASTI / A0 thowtoft hloiut tdloai bft Ziot W,h ewh y ma
that in the medallion to the upper right, is taken from another story, described in John

chapter 21, in which Peter leaves the other Apostles in a boat and hastens across the

water toward Jesus. The excerpt palrtethe chapterhouse describes Peter girding his

coat about him before jumping into the water: UT AUDIVIT PETRUS Q[UIJA

D[ OMI ] N[ U] S ESSET TUNIC[AM] / #APeter, when
coat . o0 This inscript iyintotterPassis cyclddepiceedamne, ¢
the northsouth axis of the vault, as the account in John takes place between the

Resurrection and the Ascension, though the earlier event from Matthew is more fully

recounted in inscriptions and more accurately dediat the fresco.
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The evidence provided by the inscriptions surrounding the eastern vault quadrant
suggest that its painted scene was intended as a representation of the importance of faith
and the means of salvation from doubt through the agent of Ghtlsér than as any
mystic ship of penitence, boat of St. Peter, or conceptual Church. This representation, in
turn, is typologically related to the scene painted on the eastern wall, below, though this
will only be recognized when the lower scene, ad,\wak been reinterpreted according
to the gloss of the inscriptions which surround it. The inscriptions over the eastern vault
guadrant focus the reader / viewer on the doubt of Peter and the saving action of Jesus.
Similarly, the inscriptions over the starn wall focus the reader / viewer on the action of
Dominic in saving those who have turned from doubt or wavered in their faith. There, the
texts written on the medallion scrolls draw attention to the Saints in Heaven, who witness
the Beatific Vision, ad to St. Dominic, hailed as a shining light, a morning star, and a
herald. Thus, the inscriptions on the medallions at the apex of the arch and at the lower
left corner of the arch praise the Saints, reading, respectively: BEATI QUI AD CENAM
NUPITARUMAGNI  VOCATI SUNT / fnBlessed are they
feast of the I amb, 0 from Revelation 19: 9,
S[ ANJ]C[ TOR] IS EI'US / #AThis glory is to all
altered. An inscription to the upper leflaghs attention to Dominic, as it quotes from
John 5: 35: I LLE ERAT LUCERNA ARDE[ N] S ET L
shining light.o6 The inscription opposite,
3: 4: PRAECO CLAMABAT VAL E NAddcRed VWith B $tr&g / AThe
voice. 0 The inscription to the | ower right
STELLA MATUTINA I[N] MEDIO NEBULAE ET QUASI LUNA PLENA I[N]
DIEBUS SUI S/ A(He shone) in his days as th
the moon at the full .o If, in the original

passages refer to John the Baptist, to a Babylonian herald, and to Simon the High Priest,
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respectively, here they apply to St. Dominic, who is active in the cehtiee

composition, and who exhibits an action that is parallel in theme to that of Christ in the
vault above. Both Dominic and Jesus offer salvation to those who are brought out of
doubt to faith. Just as Jesus calls forth Peter from the boat and raidesr the

turbulent waves of wavering faith, so, too, Dominic is a herald, who cries in a strong
voice and calls the Blessed to the marriage feast of the Lamb. Herein lies the significant
relationship between the two frescoes, in a typology of figureégaents and in the types

of Dominic and Jesus.

It is not only the shared action which reveals these figures as types, but also their
juxtaposition in the fresco cycle of the chapterhouse. Apart from the scene in the vault,
Domi ni c06s act inedmas acsimplanithtio IiClristicoxr@mowed from any
Scriptural basis entirely, as has been typical in modern scholarship. The architect or
architects of the iconographic program, however, placed these scenes in juxtaposition,
and, through the inclusiasf multiple inscriptions in the framing border, focused the
viewer on certain figures and events in the two scenes that share a common action and
theme. The greater number of inscriptions framing the lower scene refer to St. Dominic,
and this, together withis prominence in the composition, shows him to be the primary
focus of that scene. Furthermore, the action that he performs is paralleled by that of Jesus
in the scene above. Herein lies the significant relationship, the essential purpose of the
subjectdepicted in the vault and the cause of its inclusion. The vault scene is not first and
foremost anavicellg a symbolic representation of the Church that is pictured, also
allegorically if somewhat more literally, on the wall below, but a scriptural basike
action of Dominic, who leads mortals out of doubt toward salvation and Heaven. This
relationship, a similarity of action and theme in events from two distinct traditions, is

typological, where a shared allegorical representatioarch as Churchnal ship as
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Church would not have been, and has not been so identified by those scholars who have
previously written on the chapterhouse frescoes.

The typological relationship that is presented in the juxtaposition of scenes on the
eastern wall and eastevault of the chapterhouse in Santa Maria Novella is not,
however, a conventional or traditional typology. Artists and iconographers of the
European Middle Ages, the Italian Trecento included, produced works of art in which
figures or events from the twee$taments of the Bible were juxtaposed. The frescoes
painted on the east side of the chapterhouse of Santa Maria Novella present a
juxtaposition of a Biblical subject and an exB#blical subject, an action or event that is
essentially contemporary withe viewer and not described in the Biblical narrative. The
very possibility that such a juxtaposition could have been viewed as typological depended
on a broadening of parameters, such that éiocal subjects could be perceived as
polysemous in the s@& manner as subjects or events from the Bible, i.e. as having
degrees of meaning that can be understood beyond the literal or moral significance. This,
of course, was the very claim made by Dante in his letter to Can Grande: that his work,
which was esséially religious in nature, if extrB8iblical, contained the same degrees of
meaning that had previously been understood as present only in the Biblical narrative.
What Dante had claimed for HEvine Comedythe artists and iconographers of the
Cappellor degli Spagnuoli practiced in their program of decoration.

Like the frescoes on the eastern side of the chapterhouse, those of the western
wall and vault juxtapose a Biblical event with a contemporary figure in order to highlight
a particular quality asgiated with that figure. St. Thomas Aquinas sits enthroned at the
center of the scene painted on the western wall. A scene of Pentecost is painted in the
vault quadrant above. (Figure 23) The passages inscribed in the medallions of the border
framing thescene of Thomas Enthroned praise his wisdom: IPSE H[AB]ET

CO[N] S[IL]1TUM ET I[N]JTELLEGENTIAM / fAHe ha
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12:13), PROFU[ N] DA FLUVI ORUM SCRUPTATUS ES
hath searchedo (Job 2S8ILTERAMONTIBUSBTERNASS TU M
/ AThou enlightenest wonderfully from the
SPETI OSA VARE SAPI[ENTIA] ET G[LORI]OSUS |
beauti ful i's wisdom for the aged and wunder
25:7). An additional passage, inscribed on the book that Thomas holds open on his lap,
makes clear the origin of his wisdom and establishes the typological relation between

Thomas as the recipient of the Spirit and the Apostles as recipients of theptilinS

the scene painted in the vault. The text o
of Wisdom (7:78): OPTAV[I] ET DAT[U]M SENSUS ET I[N]VOCAVI [E]T VENIT

IIN] ME SP[IRITU]S SAPI[ENTIAJE ET P[RAE]JPOSUI ILLA[M] REGNIS ET

SEDI BUS [/ fiwshed, ard uraerstanding was given me: and | called upon

God, and the spirit of wisdom came upon me: And | preferred her to kingdoms and

t h r o2ASingilar themes are expressed in the inscriptions that surround the Apostles in

the scene of Pentecost aBoBP[IRITU]S QUI A PATER PROCEDIT ILLE VOS

DOCEBI' T / AThe Holy Ghost who proceeds fro
14:26), SP[IRITU]M TUU[M] BONU[ M] DEDI STI
spirito (Nehemiah 9:20), CUMQ@Us REQUI EVI SS
PR[ OPHET] AVERU[ N] T / fAWhen the Spirit had
(Numbers 11:25), QUIS SCIVIT NISI TU DEDERIS SAP[IENT]IAM ET

MI ST ERR] I [ S] SP[ITRITU] M / fAWho know nothin
thy Spirito (Wi s kg diand froinThe GospellhoeJshe and thesGida g

Testament books of Nehemiah and Wisdom, do not provide the source text for the scene

20pol zer described and translated the in
Vita Veritatis 0 -666 4
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of Pentecost represented in the western vault quadnantext is provided in the three
uppermost inscriptions of the vablordefi but gloss that scene with additional
references from the Biblical narrative and highlight the one aspect of that theent
descent of the spirit of wisdom from God to his earthly represeritathieh is
represented also in the wall fresco, pairiietbw.

Here, as on the wall opposite, the inscriptions over the wall fresco and over the
vault quadrant emphasize shared aspects of the scenes or figures depicted and reveal a
perceived typological relationship between figures or events from the Neanerst
and a figure or event that is ex@gblical. This similarity of theme is made explicit in the
medallion at the apex of the arch over the wall, from which the figure of Jesus looks
down on Thomas and opens his arms toward him, as if in the verygeing wisdom
to the Dominican saint. This figure parallels the Dove of the Holy Spirit at the apex of the
vault section, which descends to give wisdom to the gathered Apostles.

It is necessary again to point out that the particular relationship cé¢segwl
figures juxtaposed in the frescoes of the chapterhouse is typological, even though the
similarities of theme are shared by scenes that are Biblical aneBaalical. The
relationship between Thomas Aquinas and the scene of Pentecost is preeisainé as
that between the enthroned Madonna and Child and the surrounding scenes from the Old
Testament in the Legendarium Cisterciennse, described at the beginning of this chapter.

(Figure 5) In the chapterhouse frescoes, as in that manuscript illionirgtstract

%1 The three uppermost inscriptions of the vault border were taken from the
second chapter of Acts and together describe the event depicted in that vault quadrant :
FACTUS EST REPE[N]TE DE C[A]JELO SONUS TAMQUA[M] ADVENI[ENTIS] ET
/ ASuddenlay sduwenrde fcraome heaven as of (a winc
APPARUERU[ NJ] T APOSTOLI S DI SPERTITE LI NGUA]
the Apostles parted tongues, and. ..o (Acts
S[AN] C[ T] O ET CJ[ O] E P keRwefeNI filed Wwit® QdHoly Ghost . . . t
and the began to speako (Acts 2:4).
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gualities associated with a holy figure are represented through the juxtaposition of that
figure with another figure or event from the Biblical narrative that expresses or
epitomizes the same essential qualities. More than an artistic camyehis significant
juxtaposition was both possible and legible in Christian art of th&®pmaissance period
due to the belief that the narrative of the Bible was constructed with levels of underlying
allegory, including typological allegory, which oy meaning through the similarities
of Old and New Testament figures and events. That the same manner of significant
juxtaposition was employed in the chapterhouse frescoes of Santa Maria Novella shows
that the same belief regarding the relationship betvigures and events was here
present, though the figures and events juxtaposed were not exclusively Biblical. The
iconographic architects of the chapterhouse program revealed their perception that
Thomas Aquinas, who is a Saint but not a figure fronBibée, could be typologically
juxtaposed with an event from the Bible. The importance of such a perception is subtle
but significant: where medieval exegesis allowed typological allegory only to the Biblical
narrative, and works of art from the medievaiipe depicted typological relationships
only between figures and event described in the Bible, in the Italian Trecento, Dante
claimed the same degree of allegory for his own religious, but-Biit&al work, and
typological juxtapositions of figures amgents that are Biblical and ext&blical begin
to appear in Trecento works of art. Recognition of this particular development allows a
more accurate reading and understanding of the complex interplay of scenes and subjects
in the cycle of frescoes thdecorate the chapterhouse of Santa Maria Novella.

The scenes and subjects that decorate the chapterhouse are more accurately read
and understood in relation to the inscriptions that surround them and make up a
significant portion of the decorative prograln light of these inscriptions, it becomes
possible to distinguish the intent of the iconographer from the work of the artist and to

properly place the chapterhouse decorations in the larger context of Trecento
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development. Scholars have correctly obsdrthat in conceiving and composing the
scene in the eastern vault quadrant Andrea di Bonaiuto worked from the model of
Gi otNawcéllamosai c for the ol d &®Acompaasorewitd s
that work, through surviving copies (Figures&# 2823 shows that Andrea r&orked
portions of the scene to fit the triangular space of the vault quadrant, but retained all
elements of the subject that are iconographically significant. The architects of the
chapterhouse program, however, were abkhift the emphasis of the subjitct signal
the particular manner in which they intended the scene to be read or intérnhretegh
the inclusion of textual glosses in the framing border. INBeicellahas suggested to

other scholars, chiefly Ventuein d Pol zer, that the art:.

st

Basi

wa

Speculunaccording to a program dedicated to themes of penitence, the marginal glosses

suggest a different intention. The border inscriptions make no mention of penitence, but

emphasize faith. Sinally, the inscriptions surrounding the fresco on the wall below do

not describe penitence, but focus the reader / viewer on St. Dominic as a herald of the

Faith and as one who leads the Blessed toward their reward in Heaven. Though themes of

penitence mape present within the greater subject ofitlzeveritatis the absence of any

references to penitence within the textual inscriptions would suggest that this was not the

pri mary message of the fr eSpecolunaasdoite as

primary inspiration for the iconographic program of the chapterhouse.

a

A similar process of artistic production and iconographic construction is apparent

in the fresco on the eastern wall of the chapterhouse. In its overall composition and in

particularsof its subject matter, the scene represented there is reminiscent of a

22 Offner and SteinwedCritical and Historical Corpus62.

re

23Pparri Spinel |l i davicetlapepeguted ¢. 1460r is BW inthet 0 6 s
collection of the Metropolitan Museusnf Art (19. 76. 2) . Francesc

painted in 1628, is now in the Fabbrica di San Pietro, Rome.
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conventional depiction of the Last Judgment: God is enthroned in glory above, with
angels and the Madonna over the Blessed and the Good at his right hand, and those in
greater need cfalvation at his lef#4 The artist appears to have modified the concept and
composition of a Last Judgment to fit the new theme of thé matlithe day of
reckoning, itself, but the path through St. Dominic and through the Faith which leads to
salvation ad the right hand of God, now and at that Judgment. Andrea and his team
modified a Last Judgment composition and draw certain portions from other works in
order to represent this new subject. Yet again, the iconographic program was revealed in
the surrounohg inscriptions, which provide the key toward understanding the essential
subject of the worlandhow it relates in a typological manner to the scene above.

The same is true also of the frescoes on the west wall. The scene of Thomas
enthroned belongs tlarger family of works that represent a scholar enthroned above
the Sacred Sciences and Liberal Arts, as described in the first chapter of this study.
Again, the artist responded to an available model and adapted the composition to the
space provided. Agin, the iconographic importance of the subject was described in the
marginal inscriptions. Indeed, this method was largely traditional, and Andrea di
Bonaiuto can not here be praised as a Renaissance artist in the manner of the subsequent
Quattrocento, wén an increasing importance would be placed omthenzioneof the
artist rather than the program of the icon
medieval practice of altering a preexisting composition to fit within the composition and
program of anew space. The frescoes of the chapterhouse may be praised for their place
in the development of Trecento composition, as Vasari and Meiss have noted, because

each wall and vault quadrant is conceived as a single, expansive space and not divided

24 Meiss hinted repeatedly at this similarity in his description of the scene, though
he did not pursue the comparison. MeRainting in Florence ad Siena 95-98.
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with intemal frames into smaller sections. The frescoes of the chapterhouse must also be
noted for their place in the development of Renaissance typology, for here the
juxtaposition of scenes and the border inscriptions make clear that this program is
designed acading to a new and distinctly Renaissance belief that typological allegory is
present in contemporary subjects as well as the narrative of the Bible.

The comparison of typological juxtapositions in the Arena Chapel, Padua, and in
the Chapterhouse of Sariaria Novella shows an expansion of the perception of
allegorical interpretation, such that the levels or degrees of allegorical meaning that were
previously perceived as present only in Scripture were, by the mid Trecento, allowed or
perceived also in ésa-Biblical sources. This perception allowed a greater range of
juxtaposed subjects, or more properly the understanding of significant meaning in the
juxtaposition of those subjects, in Renaissance mural decoration. By the end of the
Trecento, Italian ators had claimed the full range of allegorical interpretation
typological and anagogical as well as moral allegeven for the stories of classical
mythology. Little more than a century later, in the opening years of the Cinquecento, this
claim formed thdasis for the inclusion and significance of the classical subjects

represented in the socle of the Cappella Nova of Orvieto Cathedral.

The Cappella Nova of Orvieto Cathedral

The Cappella Nova is built into the south transept of Orvieto Cathedraidege
directly from the nave, with its entry through an iron gate to the north and its altar, which
is dedicated to the Assumption of the Virgin, to the south. The Cappella consists of two
vaulted bays, very richly decorated with scenes depicting Christdfred, the numerous
populations of Heaven, the Blessed and the Damned at the Last Judgment, the End of

Days and the Rule of the Antichrist (Figure 29). Though the fresco cycle was begun by
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Fra Angelico (Fra Giovanni da Fiesole) in the summer of 144&ntéis shop
completed only half of one of the two vaults in the Capp#imvault quadrant directly
over the altar, in which Christ sits enthroned in Judgment and surrounded by angels, and
the eastern quadrant of that same vault, which is filled wigrangdal arrangement of
sixteen Old Testament prophets. The subsequent history of the Cappella decoration has
been well documented and fully described in scholarly publication: the failed attempts,
over the succeeding hatentury, to secure a suitableistrto complete the program, and
the eventual hiring of Luca Signorelli in 1499, first to complete the decoration of the
vault, then to paint the lunettes on the walls under the vault, and finally, beginning in
1502, to complete the decoration of the Cdlppeith a series of portraits, grotesque
decoration, and grisaille medallions in the s@8le.

Signorellidos frescoes in the Cappella N
praised by Vasari and have recently been the subject of numerous dissertatabes, arti

and monograph&® While these studies have each contributed to a deeper understanding

25The history of the Cappella has been outlined in nearly every significant study.
Most recently, Sara Nair Jamé&ignorelli and Fra Angelico at Orvieto: Liturgy, Poetry
and a Vision of the Entime (Aldershot, UK, and Burlington, VT: Aslage, 2003). See
al so Edwin Hall and Horst Uhr, APatrons an
Program: The Case of t h eZeitSdhrgtfiokKumrsigdschichker e s ¢ o
55:1 (1992), 356.

26 Among recent studies and publications are RoaerM e San Juan, [Tl
l 1l lTustrious Poets in Signorellids Frescoes
Journal of the Warburg and Courtauld Institute (1989), 7484; Edwin Hull and Horst
Uhr, fAPatrons and Painterm;ion Dgasltd oMc Laenl |le
ALuca Signorellids Last Judgment Fresco Cy
and Hopes of the Commune and the People of
diss., University of Melbourne, 1992; Guisti Testa, ed.Cappd#a Nova o di San Brizio
nel Duomo di OrvietgMilan: Rizzoli, 1996); Jonathan RieS)e Renaissance

Antichrist: Luca Si @mnoetor, NJ: Pribceton@niverisiyt o Fr e s
Press, 1995); Sara Nair JameslagNusv®aiet i ¢ The
Orvietoo Ph.D. di ss. University of Virgini
Redemption: The Role of the Roman Liturgy

Artibus et Historiae22: 44 (2001), 1147; Creighton GilberttHow Fra Angelio and
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of the Cappella Nova and its decorative programs, the particular meaning of the socle
decoration has remained problematic and obscured to scholarly comprehewsion,
despite specific attempts to unveil and elucidate its significance. Among these, Sara Nair
James, in a new (2003) publication that reworked her 1994 dissertation, came
exceedingly close to understanding the importance of allegorical interpretatinen to
socle decoratiof’ Even though this is to be highly commended on various counts, in this
work, Nair, as others before her, did not fully realize the typological and anagogical
significance of Siteemerd medallionsoThus, moydate scHolarg i ¢ a | |
has fully recognized the degree to which the classical scenes represented in the
medallions of the socle of the Cappella Nova relate to and represent Christian themes of
penance and particular judgment and, in this particular context, cdrev€htistian
belief that the torments visited on good souls in Purgatory are alleviated through the
prayers and actions of the living, even those faithful who visit the Cappella Nova in
Orvieto.

Though the figures and scenes that decorate the vaultaettds of the Cappella
Nova are relatively straightforward in iconography and represernitatioexpanded
representation of the Last Judgment and certain Apocalyptic themes which surround that
event the decoration of the socle is unique in the historyadian Renaissance art and
particular to the program of the Cappella. Here, on the lowest register of the walls,
Signorelli and his team painted portraits of nine authors from the classical and

contemporary periodgight are visible today, though one oésle is severely damaged;

Signorelli Saw the End of the Wofldniversity Park, PA: Pennsylvania State University
Press, 2003); and Jam&sgnorelli and Fra Angelico at Orvieto

27 JamesSignorelli and Fra Angelico at Orvieto
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the ninth was destroyed in 1715 when a large altarpiece was added to the C&gjteila.
figures are portrayed bukngth in perspectival frames, as if seated in a space beyond the
surface of the wall and seen through round omaregilar openings cut into the wall.

These figures act and react as if they exist properly in the space of thé ttraug

three are absorbed in books or scrolls, the others look out of their frames as if aware of
the decoration that surrounds them, amd appear even to lean out beyond the wall
surface to better view the frescoes above. Excepting only the two figures on the entry
wall, each figure has a book, books, or a scroll open before them, held or resting on the
shelf that is formed by the lowesdge of the surrounding frame. Each figure is

intimately connected to his accompanying volume. Their figures touch the books, turn
pages, mark places in their texts with their fingers as they read or if they turn their eyes to
look away from what they hadebn reading. One figure, the only one who can be
identified with any degree of certainty, reads from one open book, propped up against
two closed volumes, even as he rests one hand on another text open before him. (Figure
30) This is Dante, with hischataee r i st i ¢c profile, red gown
laurel. Two of his companions, poets also, are similarly crowned with laurel wreathes,
and a third wears bay leaves in his youthful curls. Though they are distinct in
presentation, none of the poetdlte socle, i.e. none but Dante, is as readily identified.
There are no identifying inscriptions, no titles on the books that they read. If some may
be plausibly identified as the authors of the works which provide the subjects of the
scenes which surrodrthem, in grisaille monochrome, in medallions that are also framed
against the wall of the socle, some degree or uncertainty and scholarly debate will

nonetheless remain.

28 JamesSignorelli and Fra Angelico at Orviet87; and GilbertHow Fra
Angelico and Signorelli Sg®899, 1045.
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The framed medallions constitute a second, or perhaps a third cycle of decoration
to the socle of the Cappella, joining the series of authors and the grotesque tendrils that
fill the surface of the wall around and between them. On the side walls of the Cappella, to
the east and west, the pattern is to surround each of the author puittafour
medallion$ above, below, and to either side. This pattern is interrupted in two instances
by the architecture of the Cappella, where the frames of the smaller burial chapels, the
Cappellina della Magdalena to the east and the Cappellina itBet®the west, cut
through the lower medallions and the author portraits and eclipse what would be one of
the side medallions, in each case. (See figure 40) The two authors of the entry wall, to the
north, are not accompanied by medallions, but thevéi@rchitecture of the altar wall
opposite, to the south, is decorated with grisaille medallions even where there are no
authors. If the arrangement is difficult to describe, it follows a logical composition
relating to the architecture and space of tapgella and is visually comprehensible,
even aesthetically pleasing.

Many, though not all, of the scenes depicted in the grisaille medallions have been
plausibly identified. Those surrounding Dante, on the east wall immediately to the right
of the Cappeiha della Magdalena and beneath the lunette in which is painted the
Crowning of the Electdepict scenes from higurgatorio. (Figure 30) This same source
provides the subjects of the medallions su
right (Figure 31), who also sits beneath tBewning of the Eletthe division of the wall
places two poets beneath each lunette, where the wall is not interrupted by burial
cappeline Dant eds neighbor has been variously
or St. John the Evangelist, according to the various scholarly readings of the Cappella and

its decoratior?® The series of scenes frdPurgatoriocontinues on the south wall, in

29Tom Henry and Laurence Kantéyca Signorelli: The Complete Paintings
( New Yor k: Rizzoli, 2002), 204. For St. Jo
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three medallions that decorate a space between two fictive piers that is @eneicdhh
to accommodate a framed poet. (Figure 32) The series of scend3urgatorid eleven
medallions with their subjects drawn from the first eleven cantos of that poem, one from
each cantios the most extensive series from a single source in the. $agithermore, it
takes a privileged position in relation to the greater program of decoration in the Cappella
Nova. These scenes fill the space beneath the Blessed and the Elect, at the right hand of
Christ, pictured in Judgment in the vault above.

Opyosite Dante and the series of medallions drawn fPomgatorioare the two
other laurelcrowned poets, surrounded each by scenes taken from classical mythology.
Directly opposite Dante, and thus to the immediate left of the Cappellina della Pieta and
bene#h the lunette in which is depicted therture of the Damnedhe poet sits in the
midst of scenes depicting Aeneas and the Cumaean Sibyl, Hercules restraining Cerberus
and the release of Theseus, Orpheus before Plato and Persephone, and Orpheus with
Eurydice. (Figure 33) The poet painted here has most commonly been identified as
Virgil. 30 His neighboring poet, closer to the altar wall, is surrounded with scenes taken
from the abduction of Persephone. (Figure 34) Thus, Persephone appears with Diana,
Minerva and Venus in the uppermost medallion; she is taken by Pluto in the scene to the
right; Ceres hunts for her daughter in the left medallion; Pluto sinks into the pool of Cyan
below31 The poet surrounded by these medallions has been traditionally ideasfied
Ovid, who described the rape of Persephone iMegmmorphoseghough it has been

noted that the story is described in other sources, and, accordingly, the poet has

30 Henry and Kantetl,uca Sigworelli, 204.

31 Henry and Kanter, following earlier identification, described this scene as
Pluto surveying Mount Aetna. Henry and Kantarca Signorelli 201. Sara Nair James
identified this as Pluto sinking into the Pool of Cyane and claimed a derivatioran
illustration in theOuidio Methamorphoseos vulgathough she did not provide a figure
as support. JameSijgnorelli and Fra Angelico at Orvietd 15, 168 n. 33.
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alternately been alternately been identified as Claudian, the author of one suittetext
De Raptu Proserpina#?

Just as the scenes fratargatoriofill one bay of the east wall and spill over onto
the east side of the altar wall to the south, the scenes drawn from mythological sources
fill the southern bay of the west wall and contirumethe west side of the altar wall,
adjacent. There, three additional scenes fronMéEmorphosisa scene of punishment
visited on mortals by demons, the rescue of Andromeda by Perseus, and Phineus at the
wedding of Perseus and Andromédee painted intte narrow space providéd (Figure
35) The continuity of subjects from thetamorphosisupports the identification of
Ovid as the author portrayed in the nearest portrait, at the south end of the west wall.

The scenes dr Rusgatoribandfom Varoustwerld of classical
mythology are relatively easy to identify. Dante is readily recognized, both in his author
portrait and as a figure in the grisaille medallions that take their subject from his work.
Though some of the mythological subjeats abscure and have been variously
interpreted by scholars, the greater number of scenes represent well known characters and
events and follow established artistic conventions. This is the case with Perseus rescuing
Andromeda, Persephone carried to HadeBloto, with Ceres on her serpatrawn
chariot in pursuit, and Orpheusa da braccioin hand, whose beloved Eurydice is
pulled from him by a host of hideous demons. Hercules also will be recognized,
restraining thredneaded Cerebus as Theseus is sgleédrom Hades, slaying the centaur
Nessus, and, in a series of even smaller medallions that alternates with the scenes from

Purgatoriosurrounding Statius / Virgil, performing four of his famous labors. (See

32 JamessSignorelli and Fra Angelico at Orviet&8; Henry and KanteLuca
Signoreli, 204. Creighton Gilbert proposed Claudian, who is the authbe &aptu
Proserpinae Gilbert,How Fra Angelico and Signorelli Sa®3-94,

33san Juan, dlllustrious Poets, o 73.
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Figure 33) The remaining medallions in the Gafg however, are more obscure in

subject and source. These, and the poets whose portraits they surround, have been
variously interpreted and explained by those scholars who have studied the socle. The
medallions on the altar wall, of which the death e&Bus is one, appear to celebrate

virtue and condemn vice: to the left of the altar Charity vanquishes Envy and Chastity
stands triumphant. (Figure 36) A scene to the right, in which a bound figure is held and
beaten by three others, has been interpretédds an allegorical representation of

Blasphemy punished and as a scene of Deiphobus beaten in the Underworld, as witnessed
by Aeneas*4 (Figure 37) Indeed, this scene, like others to the north end of the Cappella,

is somewhat ambiguous in subject.

Thefive medallions that remain visiilene has been obscured by a later grave
markei around the two author portraits on the east and west walls to the north of the
cappellineare similarly ambiguous. Like the scene of a figure beaten on the altar wall,
thesegrisailles depict figures bound, tortured, mercilessly set upon by others, or brought
captive to judgment. Some have been identified as scenes from the lliad surrounding a
portrait of Homer, or as scenes from the rule of Anthony surrounding a portrait of
Cicero35 (Figure 38) The opposite figure, on the west wall, has traditionally been

identified as Lucan, accompanied by representations of the atrocities committed under the

34 Henry and Kanted,uca Signorelli 204. For Deiphobus: Jamé&ignorelli ard
Fra Angelico at Orvietp12223.

35 Luzi proposed the figure as Homer: Ludovico LuzDuomo di Orvieto
descritto e illustratqFlorence: Le Monnier, 1866). For Cicero, see RiBgsaissance
Antichrist 12327. Henry and Kanter list, as proposed ide#tions: Cicero, Statius,
Sallust, and Homer. Henry and Kantiemca Signorellj 203.
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reign of Caesar an dPhatsalia3 (Figure&® Thisn t hat aut h
identification, of course, has been questioned in subsequent schokdrship.

The program of the socle, therefore, appears to be comprised of distinct sections
or categories of subjects. In the east and southeast are a series of scenes that take their
subjects fronD a n tPar@asorio. Opposite, on the west wall and to the right side of the
south wall, are scenes that are readily recognizable as classical in subject, drawn from
classical mythology. These two categories of subject may have found an easy transition
onthe south wall, in the poet and surrounding medallions that were, regrettably, lost to
view in the 18th century. The program of poets is broken by two burial chapels, opposite
each other on the east and west walls. Thecapgteling dedicated to Mary Matalene,
was originally decorated with a grisaille scene ofRlesurrection of Lazarusnd
roundels depicting Mary Magdalene and her sister, Martha. Thecaygsellinastill
displays &Pieta with Saints Mary Magdalene, Faustino, and Pietro Paramzbroundels
depicting the martyrdom of the latter two saints, to whontéppellinais dedicated.

(Figure 40) The series of poets and grisailles resumes to the north of thesppetine
with the third category of subjects: scenes of punishment and tdrainmay relate to
events from classical history or events described in civic commentary from that era.
Finally, the north wall, itself, displays two author portraits, one to either side of the
entrance into the Cappella. One of the north wall poets ibstuced by damage as to be
impossible to identify. (Figure 41) The other has been called Empedocles, though this

derives not from any mark or sign on the figure or in his surroundings, but from one

36 Luzi called him Lucan. Riess elaborated on the rule of Caesar. Riess,
Renaissance Antichrist2930.

37 Gilbert, How Fra Angelico and Signorelli Sad4245.
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possible interpretation of the larger progréfFigure 43 Indeed, any understanding of

the socle of the Cappella Nova rests on the interpretation of figures and scenes and of
how they relate, both to each other and to the Apocalyptic events that are depicted above.
It is essential, therefore, to properly assgsgemporary Renaissance beliefs and
perceptions regarding the nature and interpretation of classical mythology and its relation
to Christian subject and doctrine and to place the program of the socle, accordingly, in
relation to the development of allegmal interpretation in the Renaissance period.

The decoration of the socle of the Cappella Nova has been thought to relate to the
scenes and subjects depicted in the frescoes above, though there has been no consensus
on the precise manner in which trssaichieved. Certain authors have perceived or
recognized a degree of typology in the juxtaposition of scenes, noting a similarity of
theme between the mythological subjects and the actions and events depicted above, but
the particular nature of this relatiship has not been properly understood. Scholars have
sensed, and sought to resolve, a tension between the representation of classical authors
and mythological subjects, on the one hand, and the Christian subjects and setting, on the
other. Thus, Rose Miar San Juan, in a dedicated study of the socle decoration, attempted
to Ajustifyo the presence of pagan aut hors
writings, perceived as prophetic visions and prefigurations of the Last Judgment, were
included n the decorative program of the Cappella in order to give credibility to the
religious narrative of the Apocalypse by providing a foundation of those textual sources
championed by the humanis&Jonathan Riess, who studied the Cappella with a

particular bcus on the figure of the Antichrist, interpreted the medallions as representing

38 Luzi believed that the poets are those described by Dante as being in Limbo.
Luzi, Il Duomo di Orvieto

39san Juan, dAlllustrious Poets,o 77, 84.
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the savagery of the Earthly City, and viewed the poets as at once celebrated and
condemned, as errant in being politically engaged, but also praiseworthy for writing of
mattes that are important to Christians, even prefiguring or paralleling Christian themes
in their subject$°Ri ess outlined some of these parall
Mi chael and Theseus, as a def endigaftheof t he
C h u r 4@ Riesstopped short of naming this relationship as typology, however, and
presented the figures from classical mythology as models of moral behavior, rather than
true types to their Christian counterparts.

The same practice limits 3ar Nai r Jameso0 ot her wi se exce
socle figures in the Cappella Nova. James placed the series of authors in the context of
the Renaissance humanist view that certain classical poets were among the earliest
theologianétheprisci theologiitohave a fAcorrecto view of wha
objective, Christian Truth. James also discussed the mythological scenes as typological,
described the development of allegorical interpretation in the Renaissance, and attempted
areading of Signorebis f rescoes according to a fourfo
typological, and anagogical degré&dronically, however, James ultimately interpreted
the program of the Cappella Nova according to a more traditional view of the
significance of classal mythology, its relationship to Christian subjects and sources, and
the degrees of allegorical meaning perceived in each. James appropriately identified the
scenes which are to be understood according to the literal level of meaning as those of the
uppe walls and vaultthe events from the Apocalypse and Last Judgment. Though she

described them separately, James conflated the second and third degrees of meaning

40 Riess,Renaissance Antichrist31, 12728.
41 Riess Renaissance Antichrist32.

42 JamessSignorelli and Fra Angéto at Orvietq 13843.
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moral and typological allegoignd identified the classical subjects represented in the
Cappela Nova as moral exemplars for Christian virtue. Finally, James reserved the
anagogical or mystical level of allegory for the Christian scenes in the vaults, where, she
claimed, truth is revealed din tHe form of
Though James, alone, recognized the Renaissance development of allegorical
interpretation as a significant context within which the fresco cycle of the Cappella Nova
was constructed and within which the iconographic program will be understood,
ultimately ste fell back on a pr&enaissance mode of interpretation in attempting to
determine the significance of the classical subjects that are integrated into the decoration
of the socle. James viewed the heroes and deities of classical mythology as moral
exemplas, a role that they play in medieval interpretation and ifoide moraliséethe

text that she saw as the source for the iconography and meaning of the classical scenes
that decorate the socle.

Unfortunately, the interpretations of the socle decanadifered to date are not
plausible, either because they invert the relative authority of the pagan and Christian
traditions or because they fail to provide a definitive reason why scenes from the classical
tradition were a necessary inclusion in the daton of the chapel. It has been well
established that the classical authors and even the mythological subjects depicted in the
grisaille panels could have been interpreted for Christian content, that Renaissance
humanists and philosophers professed a&btiat certain aspects of Christian Truth were
known by philosophers and poets even in the period before Christ and that this belief may
have factored in to the reasons for including the poets in the Cappella Nova decoration.
This belief, however, does hprovide the necessity of including the pagan poets or the

mythological scenes, i.e. the reason why these figures and scenes were chosen, and

43 JamessSignorelli and Fra Angelico at Orvietd4243.
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particularly the reason why these figures and scenes were chosen oveClhddgan

figures and scenes whiclm, other contexts and in other iconographic programs, represent
the same subjects or themes that are proposed in the studies by San Juan, Riess, and
James. Why, in the context of the Cappella Nova, would pagan authors replace Old
Testament prophédtBaniel and Ezekiel, for example, who also professed and described
their Apocalyptic visionisas an authority on the events of the Second Coming? Why
would pagan heroes replace Hebrew herasid, Job, or Judiiras moral exemplars or
abstract personificationBaith, Hope, Charity, and those others represented in the socle
of the Arena Chapel in Paduss representations of model virtues? These subjects and
themes are not, by necessity, represented through classical references. A certain tension
between the classicalements of the decoration and the Christian context and
significance of the iconographic program remains inherent in any scholarly interpretation
that simply replaces Judéhristian elements with classical figures and scenes, without
making that exchangeecessary.

The classical elements of the Cappella Nova decoration, their relation to the
Christian subjects depicted in the greater program of decoration, and the necessity of their
inclusion in this program, will be properly understood only when tbgram is viewed
according to a Renaissance mode of interpretation. It is necessary toarpcaiti, that
the Cappella Nova was, above all, a Christian space, and that the architects of the
iconographic program of vault, wall, and socle were Christmhveould have believed
in the authority of the Biblical narrative over any supporting contribution that could have
been made on the authority of classical poetry. It is essentially anachronistic to Christian
belief to argue, asCappella,$hatithe dvents deSsibed iethed i n g
last book of the Bible needed support from classical mythology. The scenes of the
Apocalypse, painted on the vault and on the walls above, are not more acceptable or

authoritative to the Christian mind when gleddy the classical subjects or classical
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authors painted below. Thus, while there was likely a relationship of the scenes on the
socle to the scenes portrayed above, the mythological narrative did not support or justify
the narrative of the Biblical boai Revelation. The mythological scenes do relate,
however, in both a typological and an anagogical manner to the other subjects depicted
on the socl e, t o Purdawriodeserseerses, brmorepaclarly e 6 s
the Christian beliefs and dewgling doctrine that they present and signify, did not rest on
the unerring authority of the Biblical narrative and could, in turn, be glossed and
supported by the mythological subjects that were their types. Furthermore, the
mythological subjects are hgpeesented not only as types for Christian subjects, but, on
the authority of the perception that the classical authors were heirs to Christian Truth, the
mythological scenes can be understood for their anagogical significance and may
contribute directly tdhe understanding of Christian doctrine. Because these mythological
scenes, in their perceived anagogical meaning, expound on the developing doctrine of
Purgatory, and because neither the narrative of the Old Testament nor the doctrine and
parable of th&ew Testament explicitly justifies or glosses the belief in Purgatory, the
mythological elements of the Cappella Nova are a necessary component and contribute to
its iconographic program in ways that scenes from the Bible could not.

Though the doctrinefd?urgatory was not officially codified until the tweHiffth
session of the Council of Trent in the ratkteenthcentury, the belief in Purgatory was
an essential component of Western Church dogma for centuries ffohe existence

and nature of Puegory was discussed and debated at the Councils of Lyon in 1274 and

44 Curiously, Riess, who otherwise exhibited a sensitivity to the doctrine and
importance of Purgatory, maintained that Purgatory did not feature in Christian dogma at
the timeof the decoration of the Cappella Nova (Ri¢dsnaissance Antichris#2) and
that the doctrine of Purgatory was not officially sanctioned until the middle of the
sixteenthcentury (Riesd,.uca Signorelli: The San Brizio Chapel, Orvigibew York:
GeorgeBraziller, 1995), 101), an apparent reference to the Council of Trent.
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Ferrara in 1438 and defended by Thomas Aquinas iBthnena Theologia® The idea

and nature of Purgatory resisted acceptance and definition in certain arenas, most notably
in the EasteriChurch, largely because the belief and doctrine of Purgatory were founded
on the interpretation of Biblical passages rather than any direct Biblical reference to that
realm. The efficacy of prayer for the dead is implied in a portion of the second book of
Maccabees (12: 446), and the forgiveness of sins even after death is similarly implicit

in a passage from the Gospel of Matthew (1233)46 yet Purgatory, as a place, is

neither named nor described in Bible text. Nonetheless, Purgatory existed iarpopul
imagination and developed over the centuries in official Church theology as a place
where good souls go immediately after death to be subjected to the refining fire of Hell as
a means of atonement for sins that were not grievous enough to condenfaritdmof

body to an eternity of torment. What is more, one essential component of the belief and
doctrine of Purgatory described the ability of the living to alleviate the torment of those
good souls and even to win their release through prayer and satramenThomas

Aquinas interpreted the words of Gregory of Nyssa as support for the efficacy of prayer

over the sins of the dead:

Hence Gregory of Nyssa, after the words
preach, holding to the teaching of truth, and this rsbalief; this the

45New Catholic Encyclopedia s . v. #@APurgatory. o On the

Florence New Catholic Encyclopedja s . v . AFl orence, Counci l o]
Goff, The Birth ofPurgatory(Chicago: Chicago University Press, 1984), 41,-884and
on 289: APurgatory triumphed in the thirte

Doubts about its existence were silenced: it became a truth of faith and of the Church. In

one form @ another, concretely or in varying degrees of abstraction, it was accepted as a
place. It took on an official character.... [I]t was controlled by the theologians and the
Church hierarchy, who refused to all ow the

46 The passage from Il Maccabees was cited by AquBiasma Theologiae
supp., App. 2:1 in support of the doctrine of Purgatory. See also LeBuuiif,of
Purgatory, 41-42.
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Universal Church holds, by praying for the dead that they may be loosed

from sins. o0 This cannot be understood e
and whosoever resists the authority of the Church, incurs the note of

heresy*’

This also wa affirmed in the miesixteenthcentury by the Council of Trent, in the
decrees of thetwerdy i f t h s essi on: A[ T] hat there i1is a
detained there are helped by the prayers of the faithful, and especially by the acceptable
Sacriic e of t4he Altar. o

The program of the socle of the Cappella Nova, conceived as a whole, confirms
the existence and efficacy of Purgatory and places that realm and the beliefs pertaining to
it in relation to the Last Judgment portrayed in the frescoesedoThis program is
most apparent in the portrait of Dante and in the scenes that surround him and his
neighbor poet. Here the architects of the iconography presented a series of scenes from
Dant eds wor kPurghtaribaloder Neiher Heagemnélell is represented,
though in hiDivine Comedyante traveled to and described those places, also. In the
Cappella Nova, the subject, source, and position dPtingatoriomedallions profess a
belief in Purgatory, dr anofthatrealm amaesttorehiss nar
authority as a poet / theologian, and locate that pRwegatory itseilfon the side of the

Blessed, who may need refining through penitential labor before their resurrection into

47 pquinas,Summa Theologiasupp. App. 2:1. Thomas Aquin&ymma
Theologica(New York: Benziger Bros., 1947948), 3:3022.

48 catholic ChurchThe Church Teache852.

49 Riess did explore the doctrine of Purgatory and relate various aspects,
including the efficacy of prayer, to the socle decoration and to the frescoes above.
However,he limited his interpretation of the relevance of Purgatory to the medallions
t hat depi ct s kuegat@isand did oahreddgnirettr@atGhese things are
signified also in the mythological subjects. Rid®spaissance Antichris42-45.
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HeaverR0 The extraBiblical subject has proper place in the Cappella Nova and in
relation to the events described in the Bible and painted above, precisely because
Purgatory is not described in the Bible. There was, quite simply, no other authoritative
source for narrative scenes depicting erelscape and population of the Third Realm.
For this same reason, the scenes and subjects of the opposite wall are included in the
program of the socle. Despite their unorthodox origin in classical poetry, these
mythologicatthemed grisailles are necessaryelation to the program of the socle and

in relation to the greater iconographic cycle of the Cappella Nova, for they make clear the
efficacy of prayer in redeeming the souls in Purgatory, which practice or belief was,
again, not described in the Bible n o r i Gomeldiaand tieetefore not otherwise
able to be represented in narrative form.

The relationship between the mythological scenes and the surrounding decoration
of the Cappella Nova is not as simple or direct as that d?tingatoriomedalions. The
Purgatorioscenes are positioned to the rigplaind of God, enthroned in Judgment on the
vault above, and immediately to the right of @egppellina della Magdaleriahe burial
chapel dedicated to a penitential saint, Mary Magdalene. These sbemeboth the
necessity of penitence and the destination of all good souls in the time between their
death and eventual ascent into Heaven. Even the particular subjects reprdsented
torture of souls in Purgat or ynount@ibhtoveard t han

Heaveiiare relevant in this context. These scenes relate directly to the subject pictured in

S0 Riessnoted the relationship of tHeurgatorioscenes and th@oronation of the
Blessedresco, and even referred to the efficacy of prayer in releasing the souls in
Purgatory, who then would rise to the Blessed. However, Riess did not make explicit the
relationship between the grisaille medallions and the release from Purgatory through the
prayers of the livinghe relied on a vague reading of Le Goff in claiming that the first
el even cantos Aprocl ai m t he Tanddidoot vViewhec e o f
classical subjects as typol oDvine&dmedy par al |l
Riess,Renaissance Antichrisd4-45.
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the lunette abovehe good souls of Purgatory are essentially the same as the Blessed who
assemble higher on the wall. This is not the case Wwélpagan scenes on the wall
opposite. Though Hades is, admittedly, the setting of the mythological subjects
represented on the western wall of the Cappella, these scenes do not simply represent
those souls who will end in Hell. Such a representation cool@ properly be
represented either through Biblical subjétte story of Lazarus and Dives, for exaniple
or with scenes Infern@perhaps$ followimg theammodekod Nardo di
Cionebds |l ayered depiction oMariaHNewlla, i n t he C
Florence. Furthermore, if logic alone does not dictate that Christian sources would have
been chosen, as elsewhere in the chapel, to represent the Christian Hell, the particular
subjects and themes represented in the mythological sceneshstidls is not their
intended message, not the significance of their placement, and not their contribution to
the greater iconographic program of the chapel.

With the sole exception of the scenes from the myth of Perseus, the subjects
depicted in the ythologicatthemed grisaille medallions center around figures who
descend into Hades, willingly or unwillingly, and either win their own return to earth or
attempt to bring back a beloved friend or spouse who already in that afterlife. Thus,
Aeneas is braght to the mouth of Hades by the Cumaean Sibyl and descends to witness
the dead being flogged as they confess their sins. Persephone is taken to Hades by Pluto,
but her distraught mother, Ceres, petition
Herculeswho descends into Hades to rescue Theseus and Pirithous, brings the former
back to earth. Orpheus enters Hades and plays for Pluto and Persephone in a doomed
attempt to bring back his beloved Eurydice. Even Perseus, though he does not enter

Hades, performan act of salvation in releasing Andromeda from imprisonment and
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certain death on the rock to which she was b&dn@ihese are not simply scenes of

Hades, and they do relatively little to gloss the Christian Hell, with its many layers and its
vast and vaed population. Rather, these are all scenes in which the action and
intervention of a living figure provides release for one who is already in the afterlife. In
this respect, these scenes parallel one essential component of the Renaissance Christian
belief in Purgatory: that the actions and prayers of the living can lessen the suffering of
souls in Purgatory and even win their rele2s€his particular aspect of the developing
doctrine of Purgatory i s nPorgatoeoxbptisi ci t i n t
represented on the wall opposite, in the allegorical meaning of the scenes from classical
mythology. The figures portrayed here, and Aeneas in particular, are types both for Dante
and for Lazarus, whose return from the afterlife was depicted on thevadlof the

Cappellina della Magdalend@hough alterations to that space have since destroyed that
New Testament scelg.

The mythological scenes may also be seen to function on the level of anagogical
significancéthat is, they do not only reveal, thghujuxtaposition, the meaning that is
inherent in other stories that are typological parallels, but they reveal the very mysteries
of the Christian faith directly in and of themselves. Though their literal significance is

entirely meaningless in a Chrigti@ontext, these scenes gloss the Christian belief in

51san Juan and James, both, cited the various classical source texts from which
these subject wul ti meattreil oju sd eR Signbesll;ao8 Bdaa ndeusa,n ,
Angelico at OrvietoBecause the mythological subjects represented are drawn from
numerous sources and certain subjects are recounted or described in multiple versions by
various authors from various periods andgpresented in works of art available to
Signorelli and/or his patrons, | have chosen not to reproduce the citations given by other
scholars, in part to avoid the i mpression
medallions and specific classicalusces.

52Thomas AquinasSumma Theologia&upp., App. 2: on Purgatory.

53 JamessSignorelli and Fra Angelico at Orvietd 15.
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Purgatory as examples of the efficacy of the actions of the living on the state of souls in
the afterlife. Here, in the anagogical significance of carefully selected episodes from
classical mythologyhe narrative of classical mythology had a greater relevance for the
doctrine of Purgatory than any Jud@bristian narrative, excepting only the raising of
Lazarus, which was depicted elsewhere in the decoration of theb$delthe context of
theiconoga phi ¢ program which decorates the Capp
Purgatorioposit the very existence of that realm and show it to be a place of torment and
the necessary refining of souls through just punishment. The scenes from classical
mythologyf ur t her gl oss the Churchods views on Pu
living can play that through their actions the souls of their loved ones can be spared
torture and punishment and even released into a blessed existence above. This is the
allegorcal message of the scenes from classical mythology, their essential contribution to
the socle and to the larger program of decoration, and the very reason for their inclusion
in that programthat the message they convey can best or only be conveyed tkieirgh
narrative, not from any cycle or series provided in the J@lecstian tradition.
This study, which is primarily concerned with the Renaissance perception of
allegorical meaning in Christian and classical subjects, has focused on the portiens of t
socle that more readily identified as either Christian or classical. The remaining scenes

also fall into place within the iconographic program that is here proposed. The grisaille

54| Maccabees, 12:426, in which the Jews under Judah Maccabeus pray and
sacrifice for the sins of their dead, has frequengigrbcited in support of the doctrines of
Purgatory. If this event does not now appear in the decoration of the socle, one can not
entirely rule out the possibility that it originally appeared on the portion of the wall that is
now hidden by the chapel alpgecé this panel was described as a poet surrounded by
Asouls tormented by puni s h mhemRArasAngelecaodir ge s,
Signorelli Saw104). Furthermore, one may note that the dead in this story were slain at
Godds wi | Is, whiah aspdctiofethie storyscoutd have been not only troublesome
but out of place in the message of the Cappella Nova.
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scenes that are painted on the north side of the Cappella quite cladlystenes of
judgment and torture. In one scene, a figure is bound and brought captive before a
judging authority. In others, figures are held and beaten without mercy. Whether these
scenes il 1l ustr at Aengadrdsrigedgrensc civit éxte g Ciderorog i | 6 s
Lucan, they describe also the tortures visited upon souls in Purgatory, and thus may be
seen as types from classical literature or from Ancient history.

Thus, the iconographic program that decorates the socle of the Cappella Nova will
beunderstood in relation to contemporary beliefs regarding the allegorical interpretation
of extraBiblical literature. The mythological subjects depicted on the socle convey
meaning on the level of typological and anagogical allegory and in this waybcoatro
a program that is of immediate or contemporary significance to the viewer and
complementary to the scenes from the Apocalypse depicted above. The frescoes of the
upper walls and vault present the End of Délys Last Judgment and its effects. The
frescoes of the socle present the effects of the Particular Judgment, which is visited on
souls at their death and determines whether they will enter into Purgatory or descend
directly into Hell>° In the frescoes of the socle, the existence and naturegétery is
descri bed i n sRurgatoacsand the effitacl)af prayer 6rsacrifice in
relieving the suffering of the dead is illustrated in scenes from classical mythology.

As glosses on the Renaissance doctrine of Purgatory, the classited painted
on the socle have a relevance, also, in relation to the actual use of the Cappella Nova. The
Apocalyptic scenes above instilled the righteous fear of God and Judgment in the
Renaissance Christian observer, together with hope for a resurra@ciony the Blessed,

though that time of judgment and resurrection remained in the uncertain future. If that

55 New Catholic Encyclopedi@®e di t i on, s.v. fJudgment,
Theol ogy) . o



81

End of Days was, perhaps, thought near when the Cappella Nova decoration was begun
in 1449, the halmillennium had passed by the time the socleod®mn was begun. It
may be more than coincidence that the subjects represented in the socle speak not to the
ultimate future, but to the importance of contemporary action, to the effect of the very
action and prayer that the observer was to undertakairspace. Prayer and
participation in the liturgical service saved the participant ultimately from the Hell that
Signorelli painted on the west wall of the Cappella. Prayer and participation could also
save those beloved to the participant from the teramd torment that was being visited
upon their souls at the very moment in which the observer turned his or her eyes to the
mythological scenes painted lower on that same wall. Other eyes may have found in
those same scenes an entirely different megssage i s Sara Nair James?o
intellectual elite of Orvieto would have recognized the virtues that are represented by
Aeneas, Hercules, Perseus, and oth@rsdeed, it is the particular nature of
Renaissance interpretation to perceive a pahgsty in the allegorical meaning of
subjects, both Biblical and classical. These same scenes may have held a moral
significance in the mind of the Renaissance observer, or may have been interpreted on
such a level, in the Renaissance just as today. it iee@deeper levels of typological
allegory and even anagogical allegory, however, that these scenes relate directly to the
Christian doctrines that define the message of the socle and place it in relation to the
events portrayed above.

It is also in itsreliance on the perceived typological and anagogical significance
of classical subjects that the Cappella Nova program demonstrates a characteristically
Renaissance response to classical mythology and, correspondingly, signals its place in the

Renaissancdevelopment of allegorical interpretation. The process of expanding the

56 JamessSignorelli and Fra Angelico at Orviet®0, 1B-27.
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perceived levels of allegorical significance in ex@ialical sources that was begun in

early Trecento literature and manifest in the typological juxtapositions of elements in
Trecerto mural decoration reaches perhaps no greater height than the decoration of the
Cappella Nova, where classical subjects are included in the iconographic program in
order to reveal mysteries of the Christian faith through their typological and anagogical
significance. The full range of the development of allegorical interpretation can thus be
bound, on either end, by the examples of the Arena Chapel, Padua, and the Cappella
Nova of Orvieto Cathedral, and an intermediate step in that development signified by
change in the perceived scope of typological interpretation from decoration of the Arena
Chapel to the decoration of the Chapterhouse of Santa Maria Novella, Florence. If the
gulf between the decoration of the Chapterhouse and the Cappella Novside e,

both conceptually and chronologically, nevertheless these two programs are worthy of
comparison, because both are complex mural programs, variously interpreted in art
historical scholarship, which originally constructed and ultimathgal theé meaning in
relation to the developing perception of allegorical interpretation. The lacuna between
these two programs may be filled, at least in part, with other works of Renaissance art
that originally constructed and will ultimately reveal their magnn relation to the
developing perception of allegorical interpretatispecifically with certain freestanding
works of art, rather than mural decoration, which depend on the perceived typology of

classical and Jude@hristian subjects. This is the suttjef the chapter which follows.
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Figure 5 Typological Image of th&adonna and Child Enthronéidom the
Legendarium Cisterciennse (Dijon, bib. Mun. Ms 641)
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Figure 6i MichalengeloPietd,
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View of the Arena Chapel, Padua, from the West toward the Altar Wall

Figure 7i



Figure 8i Giotto (or school of)The Circumcision of the son of Abrahamedallion
from the Arena Chapel, Padua

Figure 9i Giotto (or school of)Moses Striking the Rocknedallion from the Arena
Chapel, Padua
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Figure 10i Giotto (or school of)The Creation of Adapmedallion from the Arena
Chapel, Padua

Figure 117 Giotto (or school of)Elisha Entering Jerichomedallion from the Arena
Chapel, Padua
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Figure 12- Giotto (or school of)The Archangel Michael Triumphamhedallion from
the Arena Chapel, Padua

s

Figure 13 Giotto (or school of)Moses and the Brazen Serpenedallion from the
Arena Chapel, Padua
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Figure 14i Giotto (or school of)Jonah Swallowed by a Fismedallion from the Arena
Chapel, Padua

Figure 15/ Giotto (or school of)Elisha Assumed Into Heavemedallion from the Arena
Chapel, Padua
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Figure 16/ Giotto (or school of)God Appearing to Ezekiainedallion from the Arena
Chapel, Padua

Figure 171 Giotto (or schobof), A Lion Breathing Life Into His Stillborn Cups
medallion from the Arena Chapel, Padua



Figure 18/ Detail of the north wall of the Arena Chapel, Padua, showing the
juxtaposition of medallions with scenes from the Old Testament and narrative wéhe
scenes from the New Testament
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Figure 19Andrea di BonaiutpPassion Cyclenorth wall, Chapterhouse, Santa Maria
Novella
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Figure 20- Andrea di BonaiutoResurrectiorandNoli Me Tangerevault quadrant over
the north wall, Chapterhousanta Maria Novella



Figure 21- Andrea di BonaiutoAscensionvault quadrant over the south wall,
Chapterhouse, Santa Maria Novella
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, Santa Maria

Chapterhouse

Andrea di BonaiutoYia Veritatis east wall

Figure 22/
Novella
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Figure23i1 Andrea di BonaiutoSt. Thomas Aquinas Enthronedest wall

Chapterhouse

Santa Maria Novella



Figure 24i Andrea di BonaiutoScenes from the Life of St. Domijrsouth wall,
Chapterhouse, Santa Maria Novella



Figure 25 Andrea di BonaiutoPentecostvault quadrant over the west wall,
Chapterhouse, Santa Maria Novella
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Figure 26/ Andrea di BonaiutoNavicellg vault quadrant over the east wall,
Chapterhouse, Santa Maria Novella
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