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agree to a postponement while Filippino painted murals for
Cardinal Carafa”s burial chapel 1in Rome, Filippino was paid 75
florins 1larghi d”oro for unspecified work on the murals, possibly
in the wvault. After Strozzi“s death a new deadline was set for
the murals, 14 May 1498, which again was not met. After some
litigation, Filippino received an extra 100 florins to complete
the frescoes. This was accomplished in 1502.

J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria
Novella, p. 111.

Ibid., p. 119.

E. Borsook, The Mural Painters of Tuscany, p. 123.
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J.R. Sale, The Strozzi Chapel by Filippino Lippl In Santa Maria
Novella, p. 147, note 1III. A. Scharf, Filippino Lippi, p. 60,
also believed that the vault of the chapel was completed during
the campaign of 1489, and there remains some disagreement among
the authorities.

J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria
Novella, p. 192, also p. 170. The contract of 21 April 1487 does
not specify Patriarchs, but Strozzi must have decided later to
include them as they relate to the iconographic programme in
relation to Death and Resurrection,

Ibid., p. 193. Adam disobeyed God by eating of the forbidden
fruit, and for this first sin he, and all mankind, were punished
by death. Romans 5:12.

Therefore as sin came into the world through one man and
death through sin, and so death spread to all men because
all men sinned.

Ibid., p. 194.
Ibid.

Ibid., p. 200. This Biblical tree of knowledge and of good and
evil, was according to medieval legend, destroyed after the Fall
because 1t served as an agent in man”s first transgression. The
denuded trunk in the Adam fresco points to his mortality.

Ibid., p. 201-202. The springing young branches transform the
otherwise mnegative tree into an image of rebirth and renovation,
a symbol which will be seen in the Strozzi eagle on the altar
wall, The new shoots also allude to the Passion and Resurrection
of Christ, 1in the light of a lignum vitae; there may also be a
reference to Holy Cross legends which identified the redemptive
wood of the Cross with the very tree that had given occasion for
the first sin.

It 1s the fundamental Biblical role of each figure as a Patriach
that 1is stressed im the vault, Taken as a group, the Strozzi
fathers possess a funereal significance that is a major concern
for the burlal function of the chapel. At the same time
Christians considered the Patriarchs as being among the first
saved souls in heaven. See also, J.R. Sale, The Strozzi Chapel
by Filippino Lippi in Santa Maria Novella, p. 178 and D.M.
Lefebure, (ed)., Saint Andrew Daily Missal, Bruges, Biblica,
1962, p. 1794:

Deliver, Lord, the soul of Your servant,
as You delivered Noah from the Flood.

Deliver, Lord the soul of Your servant,
as You delivered Isaac from being sacrificed
by his father.
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J.R. Sale, The Strozzi Chapel by Filippino Lippl in Santa Maria
Novella, p. 180. In Filippino”s fresco Noah is shown after the
Flood, for the ark is upon the ground and the door is open, the
ark 1s a direct pre-figuration for the Cross of Christ and
implies Redemption.

Ibid., p. 191. Jacob”s vision of a heavenly ladder can be
interpreted as a ladder leading to spiritual perfection and one
of contemplation. Through his vision, according to Sale, Jacob

was divinely inspired to know the way to heaven by knowledge of
God”s secrets.

Ibid. The emphasis on knowledge and spiritual absorption in the
Jacob, 1s related to the other Patriachs as possessors of wisdom,
with of course, the exception of Adam.

Ibid., p. 226, see also M.R. James, The Apocryphal New Testament,
2nd ed, Oxford, Clarendon Press, 1989, pp. 439-453, for the early
acts of St. Philip.

J.R. Sale, The Strozzi Chapel by Filippino Lippl in Santa Maria
Novella, p. 227.

Tbid.

Ibid., p. 232. The candelabra held by a pagan to the right is an
adaptation of the seven-branched minorah from the interior of the
Arch of Titus. For exact derivations see, A. Scharf, Filippino
Lippi, p. 66, and fig. 219.

J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria
Novella, p. 236.

T. Troy, Classical Reliefs and Statues 1in Later Quattrocento
Religious Painting, Ph.D. Thesis, University of California,
Berkely, 1980. This edition reprinted by Ann Arbor, University
Microfilms International, 1980, p. 112. The setting as a whole
probably reflects Roman wall palntings or grotesques, Filippino
was familiar with these and his notebooks were famous for their
Antique arabesques and drolleries; see also, N. Dacos, "La
Decouverte de 1a Domus Aurea et la formation des grotesques a la
Renaissance”, Journal of the Warburg and Courtauld Institutes,
London/Leiden, 1970, p.6.

T. Troy, Classical Reliefs and Statues 1n Later Quattrocento
Religious Painting, p. 112.

Ibid.

J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria
Novella, p. 242.

Ibid., p. 243.
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Ibid. The imprint of Christ”s face on the cloth offered him by
Veronica 1is recorded in the Legenda Aurea under the events of
Christ“s passion, see, J. da Voragine, Legenda Aurea, New York,
Longmans, Green and Co., 1941, p. 233, for the relic”s veneration
in the fourteenth century see M, Meiss, Painting in Florence and
Siena after the Black Death, Princeton, University Press, 1951,
p. 36.

The Fucharistic connotations of this section of the frieze are
evident 1in these symbols of the Mass as a transubstantiation of
the flesh.

S. Sandstrém, Levels of Unreality, p. 59.

Ibid.
Ibid.
Tbhid.

J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria
Novella, p. 244.

Ibid., p. 290, mnote 55. The soldier to the left holds the
military wvexillum with the abbreviation SPQR, and a closer look
at the letter "S" reveals the outline of a crescent, which is the
Strozzi symbol. This could 1link Filippo Strozzi with the death
of his name-saint and, by inference, reinforce his own hopes for
Salvation. Mengin has identified a portrait of Filippo Strozzi
in the fresco, see U. Mengin, Les deux Lippls, Paris, Librerie
Plon, 1929, p. 187. This 1identification 1is repeated by
K.Neilson, Filippino Lippi, p. 163,

S. Sandstrdm, Levels of Unreality, p. 58.

G. Kaftal, TIconography of the Saints in Tuscan Painting,
Florence, Sansonl, 1965, p. 564.

J.R. Sale, The Strozzi Chapel by Filippino Lippl in Santa Maria
Novella, p. 254.

P. Halm, "Das unvollendete Fresko des Filippino Lippi in Poggio a
Caiano", Mitteilungen des Kunsthistorischen Institutes in
Florenz, III, 1931, p. 416, note, 1.

J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria
Novella, p. 267.

Ibid., da Voragine also mentions the goddess in the Golden Legend
not in the account of the Drusiana miracle, but at a slightly
later point 1In the mnarrative when St. John 1is invited to
sacrifice at her altar.
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Ibid., p. 85.
Ibid., p. 276.
1bid.

S. Sandstrom, Levels of Unreality, p. 57.

Ibid., p. 58.
Ibid.

This emphasizes the discontinuity between the two areas so that
the back wall is not, in any way, illusionistically penetrable.

J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria
Novella, p. 277.

E. Winternitz, "Muses and Music in a Burial Chapel”, in Musical
Instruments and their Symbolism in Western Art, p. 166. Lippi
made them flank and frame the window in the chapel, as they do
the middle door in the Arch, and here, as there, they rise from
massive pedestals and support large figures above their high
entablature.

J.R. Sale, The Strozzl Chapel by Filippino Lippi in Santa Maria
Novella, p. 309.

E. Borsook, The Mural Painters of Tuscany, p. 124.

Ibid.
All the marbles are depicted in relief.

J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria
Novella, p. 317.

The skulls, in their 1illusionistic, fictive slot of space
function as reminders, to the viewer, of his corporeal state, and
act as a grim fact representative of his mortality once the body
and soul are no longer united.

J.R. Sale, The Strozzi Chapel by Filippino Lippl in Santa Maria
Novella, p. 323.

F. Cumont, Recherches sur le Symbolisme Funéraire des Romains,
Paris, P. Guethner, 1942, pp. 360, 368, Sleep and death, Hypnos
and Thanatos, are twin sons of night according to Hesiod, and
they appear together carrying bodies of the dead in ancient art;
see also, G. Berefelt, A Study on the Winged Angel: The Origins
of a Motif, Stockholm, Almquist and Wiksell, 1968, p. 57.
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These figures are, however, identified as angels by P. Halm, "Das
unvollendete Fresko des Filippino Lippli in Poggio a Caiano”,
Mitteilungen des Kunsthistorischen Institutes in Florenz, III, p.
414, and by D. Friedman, "The Burial Chapel of Filippo Strozzi in
Santa Maria Novella in Florence", L"Arte, p. 112.

.

J.R. Sale, The Strozzi Chapel by Filippino Lippl in Santa Maria
Novella, p. 319.

E. Winternitz, "Muses and Music in a Burial Chapel”, in Musical
Instruments and their Symbolism in Western Art, p. 171.

J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria
Novella, p. 328.

Ibid., p. 329.
Ibid.
Ibid., p. 330.
Ibid.

E. Winternitz, "Muses and Music in a Burial Chapel™, in Musical
Instruments and their Symbolism in Western Art, p. 171.

Ibid., p. 173.

E. VWinternitz, "Muses and Music 1n a Burial Chapel”, Musical
Instruments and their Symbolism in Western Art, pp. 177-178. The
Muses are intimately connected with the topic of immortality.

Ibid., p. 175, Poliziano”s Fabula d"Orfeo describes the plectrum
as having symbolic power when it rivals Pluto”s sceptre. In the
words of Pluto:

I son contento che a si dolce plettro
S” inchini 1a potenzia del mio scettro.

Ibid., p. 178.

J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria
Novella, ©p. 332. The predominant plectrum and the lyre she plays
make the 1identification of the left Muse as Erato most probable,
for she was the Muse and leader of lyric poetry and hymns.

E. Winternitz, "Muses and Music 1in a Burial Chapel”, Musical
Instruments and their Symbolism in Western Art. The gigantic
lyre, on 1its painted marble pedestal, between the Deo Max
figures, 1s non-functional.
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The fact that many of the musical instruments cannot be played
indicates that musica Instrumentalis is less Filippino“s concern
than the musica umana that is synomous with metaphysical truth,
see M. Bukofzer, "Speculative Thinking in Medieval Music”,

Speculum, XVII, No. 2, April, 1942, p. 167.

J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria

Novella, p. 368.

Ibid., p. 373.

E. Winternitz, "“Muses and Music in a Burial Chapel"”, Musical
Instruments and their Symbolism in Western Art, p. 178.

Ibid.

J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria

Novella, p. 369.

P. Halm, "Das unvollendete Fresko des Filippino Lippi in Poggio a
Caiano”, Mitteilungen des Kunsthistorischen Institutes 1in

Florenz, p. 416.

M.A.P. Godby, "The Boni Chimneypiece in the Victoria and Albert
Museum, A Fifteenth Century Domestic Cenotaph™, De Arte 27,
Journal of the Department of Art History, Unisa, September, 1982,
p. 8.

M.A.P. Godby, "Iconography of the Shell in the Fifteenth Century
Italian Art”, De Arte 2, Journal of the Department of Art History
and Fine Arts, Unisa, April 1985, p. 6.

J.R. Sale, The Strozzi Chapel by Filippino Lippil in Santa Maria

Novella, p. 384.

The Strozzi eagle and falcon were related to the Phoenix, the
most widely used hieroglyph for rebirth. The moulting falcon was
part of the Strozzl imprese and embodies the symbol of renewal, a
consclous and deliberate regeneration.

E. Winternitz, "Muses and Music in a Burial Chapel”, Musical
Instruments and their Symbolism in Western Art, p. 167.

The Virgin dominates the tomb area and the window as an
intercessor for Strozzi“s soul; she is also accompanied by the
Christ-child. Hence the Virgin and Christ are both present on
the altar wall, If the dedications of Parthenice and Deo Max
are, 1in fact, only “Antique allegories for the Virgin and Christ,
this symbolism is reiterated on the grisaille wall itself.

The 1lines are from the apocryphal book of Ecclesiasticus, but
show a selection of phrases that seemed appropriate for the
glorification of Filippo Strozzi, see E. Winternitz, "Muses and
Music in a Burial Chapel”, Musical Instruments and their
Symbolism in Western Art, p. 170.




119 D. Friedman, "The Burial Chapel of Filippo Strozzi in Santa Maria
Novella in Florence", in L7Arte IX, p. 112.



CHAPTER 7 : A MURAL LANGUAGE

NOTES

1 S. Sandstrom, Levels of Unreality, p. 7.

2 Ibid.

3 Ibid., p. 26.

4 Ibid., pp. 26-27.

5 U. Schlegel, "On the Picture Programme of the Arena Chapel”, in
J. Stubblebine, Giotto - The Arena Chapel Frescoes, pp. 182-190.

6 E. Borsook, The Mural Painters of Tuscany, p. 38. This chapel was
also known as the St. Sylvester chapel.

7 Ibid., p. 39. Few painted burial niches from the first half of
the Trecento survive 1n Florence, but when the donor appears in
such painted areas, with or without a recumbent effigy below,
there 1s always a clear distinction between the realm of the dead
and the painted vision. One of the aspects which makes Maso”s
mural for the Bardi grave unique is its absence of this clear
boundary between the two spheres (real and false). On either
side of the niche Maso painted a Prophet on the left and a Saint
on the right who address the beholder on the one hand and the
painted scene on the other. Overhead, under the arch, are what
appear to be two winged Virtues.

8 Ibid., p. 58.

9 U. Schlegel, "Observations on Masaccio”s Trinity in Santa Maria
Novella™, Art Bulletin, XLV, 1963, pp. 19, 24. For a discussion
of spatial aspects to the fresco see, S. Sandstrom, Levels of
Unreality, p. 92.

10 S. Sandstrdm, Levels of Unreality, pp. 57-59.

11 1Ibid.

12 E. Borsook, The Mural Painters of Tuscany, p. 4.

13 J. White, The Birth and Rebirth of Pictorial Space, p. 26.

14 S. Sandstrtm, Levels of Unreality, p. 23.

15 J. White, The Birth and Rebirth of Pictorial Space, p. 135.

16 E. Borsook, The Mural Painters of Tuscany, p. 69.

17 S. Sandstrbm, Levels of Unreality, p. 57. The prominent false

architectural piers which articulate the four corners of the



18

19

20

21

22

23

24

25

26

27
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Strozzi chapel, differ from those of the Brancacci chapel”s
shallow pilasters, because they have the same viewpoint as the
pictorial space, thus achieving continuity. It is possible, for
example, to see a symbolic intention in Filippino Lippi“s false
architecture 1in relation to his proscenium. The reason for the
use of the proscenium (in 4its early and later examples in
Filippino“s frescoes 1n the Brancacci and Strozzi chapels) was,
in both cases, to be understood as that part of the fresco that
has the highest degree of reality. The proscenium is the closest
area to the total reality in the observer”s space. For more on
the character of reality possessed by the proscenium, see
Sandstrom, p. 70.

E. Borsook, The Mural Painters of Tuscany, p. 116.

Ibid.

S. Sandstrom, Levels of Unreality, p. 24.

Ibid.

M. Battersby, Trompe L70eil., The Eye Deceived, London, Academy
Edition, 1974, p. 53.

E. Borsook, The Mural Painters of Tuscany, p. 117.

This fictive relief casts shadows and has an effective
1llusionism while retaining an architectonic attachment to the
structural diagonality of the actual Gothic ribs.

J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria
Novella, p. 83. The most generic and widespread symbol of the
Strozzi is that of the three crescent moons or the arme delle tre
lune. Their origin can be found in the Strozzi family“s desire
to trace their origins to Fiesole, whose symbol is the crescent.

Ibid., pp. 83-84.

Ibid.

Ibid., pp. 91-92 for Strozzi“s belief in the symbolism of plant
imagery as "rejuvenation."”

E.B. Sanders, Realism in Florentine Painting, 1400 to 1465:
Practice and Theory, pp. 45, 46, 108.

Ibid. According to Sanders, Giotto used a mimetic viewpoint for
framing features and idealized viewpoint for the sacred
narrative. The reason for this dichotomy was to separate the

religious from the secular i.e. indicate two different "levels of
reality”,
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Ibid., p. 48, note 1.

A.T. Brown, Non-Narrative Elements 1in Tuscan Gothic Frescoes,
p. 13.

Tbid.

Ibid. Brown uses the term “non-narrative” for all bands and
framework as the basic decorative factor accompanying fresco
decoration. A serious consideration of any fresco programme as a
whole, whether a narrative serles or an individual scene, has
borders or peripheral effects which are Iintegral to its mural
language. See, A.T. Brown, "The Context of the Band and other
Peripheral Ornament”, in Non-Narrative Elements in Tuscan Gothic
Frescoes, p. 13.

The central band of the Arena chapel vault has lattice-quatrefoil
iconographic stops alternating with diamond stops, all containing
Prophets and Saints, with an outer border of Cosmatl detail. The
two outer bands have lattice-quatrefoil iconographic stops, but
contained within diamond-shaped medallions. These are connected
by small figures, surrounded by floreate detail. The outer
border 1is also of floreate design, similar to the surrounding the
upper register of the Virgin cycle.

A.T. Brown, Non-Narrative Elements 1In Tuscan Gothic Frescoes,
p. 29.

Ibid., pp. 2-3.

Simone Martini also continues to use this type of Cosmati
framework 1in the St. Martin chapel, in the Lower Church of San
Francesco, Assisi, painted in the 1320"s. Fictive mosaic occurs
around the tracery of the windows. See, A. T. Brown,
Non-Narrative Elements in Tuscan Gothic Frescoes, pp. 149-150.

Ibid.

J. White, The Birth and Rebirth of Pictorial Space, p. 72, see
also, A.T. Brown, "Fictlive architectural features", Non-Narrative
Elements Iin Tuscan Gothic Frescoes, pp. 54-57.

Ibid.

S. Sandstrom, Levels of Unreality, pp. 82-83.

Ibid., pP. 83. Sandstrom uses the terms "transition” and
"invitation” as two ways of creating an impression of contact,
transcending the boundaries of the picture. By their means, a
channel of communication 1is opened between the picture and real
space without negating the boundary as such.

A. Smart, "Reflections on the Art of Giotto™, Apollo, 81,
Jan-June 1965, pp. 262, 263.
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J.R. Sale, The Strozzi Chapel by Filippino Lippi in Santa Maria
Novella, p. 254. The theme of death is prominent in the lower
areas of the chapel, whereas in the upper parts an ascension to
heaven through virtue 1is implied. The thematic content of each
saint”s 1life determined the placement of the eplisodes within the

chapel. The emphasis given to divinely assisted resurrection
scenes in the 1lower frescoes was surely meant to offer solace
within a burial chapel. The St. Philip narrative moves

chronologically upwards, whereas earlier cycles moved downwards.
No such reversal of normal ordering takes place on the wall
devoted to St. John the Evangelist; the scenes move downward
from the top.

J. White, Duccio. Tuscan Art and the Medieval Workshop, London,
Thames and Hudson, 1979, p. 160.

M. Jersky, "The Style of Giotto”s Santa Croce Frescoes”, History
of Art Honours Seminar Paper, University of the Witwatersrand,
1981, p. 2.

E. Borscok, The Mural Painters of Tuscany, p. 64.

Ibid.

S. Sandstrom, Levels of Unreality, passim.

The Concise Oxford Dictionary, fifth edition, London, Oxford
University Press, p. 977.

Ibid.

E.B. Sanders, Reallism in Florentine Palnting, 1400 to 1465:
Practice and Theory, p. 4. Early Renaissance painters employed
two different modes of representation, one intensely realistic,
1llusionistic, imitating the real presence of the thing depicted,
and one more abstract, 1idealized and pictorial, a step removed
from the viewer”s reality.

Ibid., p. 9.

S. Sandstrtm, Levels of Unreality, p. 26.

Ibid.

E.B. Sanders, Realism in Florentine Painting, 1400 to 1465:
Practice and Theory, p. 10.

F. Bauml, "Varieties and Consequences of Medieval Literacy and
Illiteracy"”, Speculum, 55, 1980, pp. 237-264, especlally, p. 262.

R. Trexler, Public Life in Renaissance Florence, New York, 1980,
pp. 110-111. The official doctrine of the Church was, what
Trexler called a "healthy devotional realism”:; the doctrine of
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61

62

Corpus Christi, the cult of the host, which instructed Christians
that the FEucharist 1s the body of Christ, all affirmed the real
and immedliate presence of Christ”s holy flesh in every Mass.
Some images had to maintain a certain distance and
inaccessibility or they "lost efficacy if besmirched by
commonality”; others wused illusionism to create contact. This
duality of perception is part of the Tuscan mural language.

E.B. Sanders, Realism in Florentine Painting 1400 to 1465:
Practice and Theory, pp. 9, 112, 140. Painting as "imitation” is

selective, 1dealized portions of frescoes, or fresco cycles, are
distanced from the viewer”s reality and invited the viewer to
locate himself, if not physically then mentally, in a direct
confrontation with the representation: a conceptual leap to the
image”s level of reality. Conversely, Quattrocento Florentines
enjoyed realism and wanted a strong sense of contact with the
depiction of sacred narrative. This ambivalence is described by
R. Trexler, Public Life in Renaissance Florence, New York, 1980,
pp. 55-57.

J.R. Sale, The Strozzi chapel by Filippino Lippi in Santa Maria
Novella, p. 177. As a group the Patriarchs possess a funereal
significance that is a major concern of the burial chapel and,
being among the first saved souls in Heaven, according to
Christian belief, 1llustrate the theme of Salvation. The oldest
fathers of mankind were believed to be the first to be released
to Heaven from the bonds of original sin when Christ descended
into limbo following his death on the Cross.

St. Francis” torso floats above the scene and he gives a symbolic
gesture to enact the miracle of the resuscitation of the dead
boy.
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Plate 1 : Exterlor view of the Arena Chapel, Padua.



: Interior view of the Arena Chapel, Padua, towards the

‘Plate 2

chancel arch.
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Giotto,
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Christ in Judgement,

Plate 4 : Giotto, Details of the Last Judgement, Arena Chapel,
Padua.




Enrico Scrovegni offers his chapel
to the Virgin.

Plate 5 : Giotto, Details of the Last Judgement, Arena Chapel,
Padua.




The Saved.

Plate 6 : Giotto, Details of the Last Judgement, Arena Chapel,
Padua.




The Damned.

Plate 7 : Giotto, Details of the Last Judgement, Arena Chapel,
Padua.




Giotto, The Debate in Heaven, Arena Chapel,
Padua, (chancel arch).

Plate 8




The angel Gabriel.

Plate 9 : Giotto, The Annunciation, Arena Chapel,
Padua, (chancel arch).
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The Annunciate Virgin.

Plate 10 : Giotto, The Annunciation, Arena Chapel,
Padua, (chancel arch).




Plate 11 : Giotto, The Betrayal of Judas, Arena Chapel, Padua,
(chancel arch, above illusionistic painted chamber).
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Plate 12
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a: The Expulsion of Joachim from the Temple, (south wall), -

b: The Presentation of the Virgin, (north wall).

Plate 13 : Giotto, south and north walls of the Arena Chapel, Padua.
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Padua.

’

Meeting at the Golden Gate.

b
south wall of the Arena Chapel

Giotto,

Plate 14
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Plate 15 : Giotto, north wall of the Arena Chapel, Padua, showing
Christ among the Doctors and The Carrying of the Cross
framed by decorative borders.
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Plate 16 : Giotto, south wall of the Arena Chapel,

Padua, showing
The Massacre of the Innocents above the

Mocking of Christ.
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pel, Padua,
Lenders from the Temple above

: Glotto, north wall of the Arena Cha

Plate 17

The Expulsion of the Money-

the Pentecost.
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The Nativity above the Last Supper.

Giotto,

Plate 18
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The Betrayal of Christ.

a

Christ before Caiaphas.

.
.

b

Padua.

south wall of the Arena Chapel

Giotto,

Plate 19
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b: The Crucifixion.

Padua.

’

: Giotto, north wall of the Arena Chapel

Plate 20
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The Lamentation.
Giotto, north wall of the Arena Chapel, Padua.

Plate 21



Jonah swallowed by the whale

(iconographic stop of a quatrefoil
design in border framework).

Plate 22 : Giotto, north wall of the Arena Chapel, Padua.



The Raising of Lazarus.

a

ARG T

b

Noli me Tangere.

Padua.

’

north wall of the Arena Chapel

Giotto,

Plate 23



Plate 24 : Giotto, north wall of the Arena Chapel, Padua
The Lioness breathing life into her dead cubs
(iconographic stop of a quatrefoil design in
border framework of the Noli me Tangere.)




Plate 25 : Giotto, north wall of the Arena Chapel, Padua
The Resurrection (or the Ascension),
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c: Charity (south wall), d: Envy (north wall),

Plate 26 : Giotto, fictive marble dado of the Arena Chapel, Padua,
showing, "sculptures" of the Virtues and Vices.




a: Faith (south wall), b: Infidelity (north wall).
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c: Justice (south wall), d: Injustice (north wall),

Plate 27 : Giotto, fictive marble dado of the Arena Chapel, Padua,
showing, "sculptures" of the Virtues and Vices.
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a: Temperance (south wall), b: Wrath (north wall),
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c: Fortitude (south wall), d: Inconstancy (north wall)

Plate 28 : Giotto, fictive marble dado of the Arena Chapel, Padua,
showing, "sculptures" of the Virtues and Vices,




c: Prudence and Fortitude separated by fictive marble

panels (south wall),

Plate 29 : Giotto, fictive marble dado of the Arena Chapel, Padua,
showing, "sculptures" of the Virtues and Vices,




Vault (towards west wall).

Plate 30 : Glotto, Arena Chapel, Padua, view of the vault.
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Vault (towards chancel arch).

Plate 31 : Giotto, Arena Chapel, Padua, view of the vault.



Vault roundel (medallion)
showing, Virgin and Child.

Plate 32 : Giotto, Arena Chapel, Padua, details of vault.



Details of vault framework.

Plate 33 : Giotto, Arena Chapel, Padua, details of vault.



Exterior view of S. Maria del Carmine, Florence.

Plate 34
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Plate 35




B
o g o

,,...pllllll.

Masolino, The Temptation of Adam and Eve, Brancacci

Plate 36

Chapel, Florence, (right entrance pier).



Plate 37 : Masolino, The Expulsion of Adam and Eve, Brancaccil
Chapel, Florence, (left entrance pier).




Plate 38 : Masaccio, The Tribute Money, Brancacci Chapel,
Florence. (left wall)




b: Detail of Peter.

Plate 39 : Masaccio, The Tribute Money, Brancacci Chapel,
Florence. (left wall)




Peter draws the coin from the
mouth of the fish.

Plate 40 : Masaccio, The Tribute Money, Brancacci Chapel,
Florence.




Peter pays the Tribute.

Plate 41 : Masaccio, The Tribute Money, Brancacci Chapel,
Florence.
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Masolino, Peter Preaching, Brancacci Chapel,

Florence. (altar wall)

Plate 42
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Masolino, Peter Preaching, Brancacci Chapel,
Florence. (detail)

Plate 43




Plate 44 : Masaccio, The Baptism of the Neophytes, (altar wall).




Masaccio, The Baptism of the Neophytes, (detail)

Plate 45
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Plate 46 : Masaccio, The Baptism of the Neophytes, (detail during
present restoration).




Plate 47 : Masolino, The Healing of the Cripple at the Beautiful

Gate and The Raising of Tabitha, Brancacci Chapel,
Florence, (right wall).




Plate 48 : Masolino, The Raising of Tabitha, Brancacci Chapel,
Florence, (detail during present restoration).




a : Entire fresco.

b : Detall of the left of the fresco (cleaned).

Plate 49 : Masaccio and Filippino Lippi, The Raising of the son
of Theophilus and The Chairing of Peter, Brancacci
Chapel, Florence, (left wall).




Masaccio, Peter Healing with his Shadow, Brancacci

Chapel, Florence, (altar wall).

Plate 50




Petails of two cripples.

Plate 51 : Masaccio, Peter Healing with his Shadow, Brancacci
Chapel, Florence, (altar wall).




Prior to restoration.

Plate 52 : Masaccio, The Death of Ananias, Brancacci
Chapel, Florence, (altar wall).




During restoration.

Plate 53 : Masaccio, The Death of Ananias, Brancacci
Chapel, Florence, (altar wall).




Brancacci

)

Filippino Lippi, The Crucifixion of Peter

Chapel, Florence, (right wall),

Plate 54




Plate 55 : Filippino Lippi, Peter in Prison visited by St. Paul,
Brancacci Chapel, Florence, (left entrance piler).




Plate 56 : Filippino Lippi, Peter”s Liberation from Prison,
Brancacci Chapel, Florence, (right entrance pier).




of the Brancacci

Restoration of the altar wall

Plate 57

Chapel, Florence.



Plate 58 : Female and male heads (Brancacci portraits?) uncovered

beneath the marble altarpiece during restoration.



Altar wall of the Brancacci Chapel, Florence, during

present restoration showing female head and

decorative borders.

Plate 59



Plate 60 : Altar wall of the Brancacci Chapel, Florence, during
present restoration showing male head and
decorative borders.



Plate 61 : Details of decorative borders uncovered on the altar
wall of the Brancacci Chapel, Florence, during
present restoration.



g in the Brancacci Chapel,

: Restoration team workin

Plate 62

Florence.
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Plate 63 : Exterior of San Francesco, Arezzo.



San Francesco, Arezzo.

’

Interior view of the Bacci Chapel

Plate 64
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Plero della Francesca, The Death of Adam, Bacci Cha

Arezzo, (right lunette).

Plate 65




Plate 66 : Piero della Francesca, The Exaltation of the Cross, Bacci

Chapel, Arezzo, (left lunette).
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Plate 67 : Piero della Francesca, Prophet, Bacci Chapel,
Arezzo, (altar wall lunette),



Plate 68 : Piero della Francesca, The Adoration of the Holy Wood,
and the Meeting of Solomon and Sheba, Bacci Chapel,
Arezzo, (right lunette).




: Piero della Francesca, detail of the Meeting of Solomon

Plate 69

Arezzo.

and Sheba, Bacci Chapel,



Arezzo - Basilica di S. Francesco
Piero della Francesca

Invenzione della Croce

Plate 70 : Piero della Francesca, The Discovery and Proof of the
True Cross, Bacci Chapel, Arezzo, (left wall).
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Piero della Francesca, The Victory of Constantine,

Plate 71

Arezzo, (right wall).

Bacci Chapel,



Plate 72 : Piero della Francesca, The Defeat of Chosroes,

Bacci Chapel, Arezzo, (left wall).



Plate 73 : Piero della Francesca, The Burial of the Wood,
Bacci Chapel, Arezzo, (altar wall).




Plate 74 : Piero della Francesca, The Torture of the Jew (Judas),
Bacci Chapel, Arezzo, (altar wall).




o Y

Plate 75 : Piero della Francesca, The Annunciation,
Bacci Chapel, Arezzo, (altar wall).




Plate 76 : Piero della Francesca, detail of The Annunciation,
Gabriel proffering the palm to the Virgin,
Bacci Chapel, Arezzo.




Plate 77 : Piero della Francesca, detail of The Annunciation,
The Annunciate Virgin, Bacci Chapel, Arezzo.
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Plate 78 : Piero della Francesca, the Dream of Constantine,
Bacci Chapel, Arezzo (altar wall).




Plate 79 : Exterior view of Santa Trinité, Florence.
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Interior view of the Sassetti Chapel, Santa Trinité,
Florence.

Plate 80 :



Plate 81 :

Ghirlandaio, St. Francis Renouncing his Worldly

Patrimony, Sassetti Chapel, Florence, (left lunette).



Plate 82 : Ghirlandaio, The Confirmation of the Franciscan Rule,
Sassetti Chapel, Florence, (altar wall lunette).
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Ghirlandaio, the Trial by Fire,
Sassetti Chapel, Florence, (right wall lunette).

Plate 83
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Plate 84 : Ghirlandalo, the St. Francis Receiving the Stigmata,
Sassetti Chapel, Florence, (left wall).
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Plate 85 : Ghirlandaio, The Resuscitation of the Roman Notary”s
Son, Sassetti Chapel, Florence, (altar wall).




Plate 86 : Ghirlandaio, detail of Francesco Sassetti”s daughters
and their husbands and fiancés in The Resuscitation of
the Roman Notary”s Son, Sassetti Chapel, Florence.




Plate 87 : Ghirlandaio, The Death of St. Francis, Sassetti Chapel,

Florence.



Plate 88 : Ghirlandaio, the altarpiece of the Sassetti Chapel,
Florence, the Nativity.



Plate 89 : Ghirlandaio, detail of the Virgin in the Nativity,
Sassetti Chapel, Florence.



Plate 90 : Tomb and sarcophagus of Francesco Sassetti,
Sassetti Chapel, Florence, (right wall).
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Ghirlandaio, drawing of the Apparition of St. Francis
at Arles.

Plate 91 :
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Ghirlandaio, donor portrait of Nera Sassetti,
Sassetti Chapel, Florence, (altar wall).
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cesco Sassetti

» Florence, (altar wall).

Ghirlandaio, donor portrait of Fran
Sassetti Chapel

Plate 93



: Ghirlandaio, original drawing for the Confirmation

Plate 94

4591.

of the Franciscan Rule, Berlin Print Room no.




Plate 95 : The Basilica of Maxentius and Constantine (drawing).



Plate 96 : Ghirlandaio, CAES.AVB.S.C., grisaille paintings on
tomb spandrel of Francesco Sassetti, Sassetti Chapel,
Florence.



Plate 97 : Ghirlandaio, Adlocutio, tomb spandrel of Francesco
Sassetti, Sassetti Chapel, Florence.



Portrait roundels, of Francesco and Nera Sassetti,

(beneath their sarcophagi), Sassetti Chapel,

Florence.

Plate 98



Framework roundel of Nereids surrounding tomb of
Nera Sassetti and Triumph of Germanicus (grisaille
painting in left tomb spandrel) Sassetti Chapel,

Florence.

Plate 99 :



Plate 100 : Ghirlandaio, Cimmerian Sibyl, Sassetti Chapel,
Florence (vault).



Plate 101 : Ghirlandaio, Agrippan Sibyl, Sassetti Chapel,
Florence (vault).




Plate 102 : Ghirlandaio, Eritrean Sibyl, Sassetti Chapel,
Florence (vault).




Sassetti Chapel,

pPlate 103 : Ghirlandaio, Cumean Sibyl,
Florence (vault).




a: The Vision of Augustus.

b: Fictive statue of David.

Plate 104 : Ghirlandaio, Sassetti Chapel, Florence (entrance
arch).



Plate 105 : Exterior view of Santa Maria Novella, Florence.
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Plate 106
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Plate 107 : Filippino Lippi, altar wall of the Strozzi Chapel
Florence, (with stained glass window).
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Plate 108 : Filippino Lippi, stained glass window of the altar
wall of the Strozzi Chapel, Florence, showing detail
of book with an edited account of Filippo Strozzi“s
life, held by St. Philip.
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Filippino Lippi, detail of Filippo Strozzi’s tomb,

Strozzi Chapel, Florence, (altar wall).

Plate 109
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architecture, Strozzi Chapel, Florence, (altar wall).
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Plate 110
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Plate 111 : Filippino Lippi, St. Philip before the Altar of Mars
and the Crucifixion of St. Philip, Strozzi Chapel,
Florence, (right wall).




Plate 112 : Filippino Lippi, St. Philip before the Altar of Mars
Strozzi Chapel, Florence, (lower right wall).
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Plate 113
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Filippino Lippi, details of.altar wall

vault, Strozzi Chapel,

left wall and

"Plate 114

Florence.



Plate 115 : Filippino Lippi, The Raising of Drusiana and the Death

(left

, Florence,

Strozzi Chapel

of the Evangelist,

wall).
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Plate 116 : Filippino Lippi, The Raising of Drusiana and the
writer (Pamela Prendini) Strozzi Chapel, Florence.
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Plate 117
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: Filippino Lippi, The Raising of Drusiana,

Plate 118

showing simulated relief in framework, Strozzi Chapel,

Florence.
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a: Abraham.

Plate 119 : Filippino Lippi, Strozzi vault, Patriachs.



Upper trompe 17o0eil angels.

Plate 120 : Filippino Lippi, details of the altar wall,
Strozzi Chapel, Florence.



Parthenice group.

Plate 121 : Filippino Lippi, detail of the altar wall showing
Parthenice, Strozzi Chapel, Florence.



Deo Max group.

Plate 122 : Filippino Lippi, detail of the altar wall showing,
Deo Max group, Strozzi Chapel, Florence.



Caritas.

a:

Fides.

.
.

b

detail of the altar wall

Florence.

: Filippino Lippi

Plate 123

’

Strozzi Chapel
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Plate 124
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