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Synopsis

In this stady, 1 examine the ‘Trade Reliefs’ of the main portal at San Marco and the
related cycle of the theme of urban work, the Piazzetta column base sculptures, in the
light of three chief factors: their possible dating, the issue of their palronage and the

conceptual climate that sucrounded their production in thirteenth-century Venice.

In Chapter One, 1 establish that the historical and formal context for the “Trade Reliefs’
and the Plazzetta column bascs was the ambitious campaign of civic works undertaken
at the basilica and in the Insula Sancti Marei in the course of the duecento. -Proposing
that both cycles depict Venice’s trade guilds, the arti, I analyse the various strategies
scholars have used to interpret the presence of their images in the Insula Sancti Marci,
notably the notion of the value of manual work to the redemptive process and also what
I dub the ‘arti argument”: the idea that the guilds directly commissioned their
representation in stone at San Marco and the Piazzetta. I also underline that a
comparison with other monumental medieval cycles of the iconography of urban work
can only be made in form, not in meaning, and as such I conclude that the key to the
reading and interpretation of both sets of sculptures is represented by the particular

sclection of trades and artisan activities they depict.

In Chapter Two, L consider the problem of the date of the “Trade Reliefs® in relation to
that of the main portal as a whole. I substantially revise the termini post and unte quem
art historians have used to define the latter’s chronological span, and I strongly
question the value of the purported connection hotween the Venetian Labours cycle and
that executed by the sculptor Radovan in Trogir. I then set out modified criteria for the
consideration of the main portal, resitualing the start of works in the 1210s or early-

12205 and their end by 1261. In these terms, I mark a departure from existing




scholarship by suggesting that the “Trade Reliefs’ could be dated to the early- to mid-
1250s, and I also propose that Piazzetta column bases were produced a decade or so

later, thus placing both cycles within the dogado of Ranter Zeno.

In Chapter Three, I outline the regulation to which trade and manufacture were subjed )
in medieval Venice, especially in reference to the statutes of the guilds, in order to
establish the worth of the ‘ar#i argument” for the analysis of the “Trade Reliefs” and
Diazzetta column bases. Given the closc regulation to which they were subject, I
proposc that while the guilds were not oppressed, their affairs were placed in striet
relation to the state, which in the coursc of the thirteenth century was in process of
implementing a defining model of strict political control. I cite recent historical
analysis that supports such a construct, particularly the reading that events that led up
to significant revisions to the guild oath in the 1270s doemonstrate the governmenta]
perception that the political status quo was under threat, and this also from within the
working population. In these terms, I conclude that the guildsmen did not directly
commission the ‘Trade Reliefs’ and Piazzetta column bases since the state emphasis on
regulation was expressly designed to prevent autonomy of action within the civic

collective.

In Chapter Four, T propose that the question of the patronage of the “Trade Reliefs’ and
Piazzella column bases must be analysed in relation to the procurators of San Marca,
the governmental. officials who organised the workings and fanding of the activities of
the opus, a remit that extended to the fmnsula Sancti Marci as a whole. I firmly connect
the role of the procurators to trade and commerce, especially in their gathering of funds
for works in and around San Marco from rents from tradesmen in the area under their
immediate control, and I suggest that the inclusion of some of the activities in question
in the “Trade Reliefs’ and Piazzetta column bascs constituted a politic recognition of

the process. [ also examine the case of the artisan activities depicted at the main portal




that cannot be so specifically linked to the notion of frade within the /nsula, proposing
that their inclusion can be equally be interpreted as a form of symbolic recognition, this
time of the established tradition of certain workers and artisans having to undertake
obliged work for the benelit of the state. In these terms, I conclude that the procurators
of San Marco commissioned the “Y'rade Reliefs’ and Piazzetta colmmn bases in their
role as the executors of governmental policy at the opus; and in the case of the “Trade
Reliefs’, whether or not the former were planned fom the portal’s inception or in
Ranier Zeno’s dogado, I argue that the considerations underlying the cycle were
present within the political irajectory in the period during and surrounding their

production.

Tn the {ifth and final chapter, I place the “Trade Reliefs’ and the Piazzetta column bases
within the context of the fashioning of visual politics in the fuswla Sancti Marci in the
duecento. I consider the implications of previous interpretations of the decoration of
San Marco as a politically-motivated programme of works, proposing that the display
of spolia such as the Quadriga and the deliberate evocation of early Christian and
Roman models at both the basilica itself and in the Jnsula as a whole can be read as the
proclamation of a triumphalist message ia the aftermath of the Fourth Crusade. I also
analyse the emphasis placced on the imagery of civic justice, and by citing the inclusion
ol lion protome heads in the “Trade Reliefs’ I link this concept Lo their overall meaning,
proposing that the latter should be read as not merely cschatological but also a direct
statement of the workings of the state-led civic collective. I conclude, therefore, that the
case of the ‘Trade Reliefs’ and Piazzetta column sculptures presents us with a paradigm
of visual propaganda in which the state enforced the values of the civic collective, and
that in both cycles of the iconography of everyday life the dialectic between ideal and

real become is mirrered by that between subject and subjectified.
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(reproduction: Williamson 1995 p.86 fig.128)

Fig.104.Reims, Cathedral, External Facing, Marble Sculptures: Corbel Heads
(reproduction: Sauerldnder 1972, fig.257)

Fig.105.Castel del Monic, Vaulting, Marble Sculpture: Corbel Figure (reproduction:
Willemson and Odenthal 1959, fig.91)

Fig.106.Workshop of Arnolfo di Cambio, Perugia, Fountain I'ragment, Marble
Sculpture: Male Figure (reproduction: Salvini 1959, fig.257)

Fig.107. Workshop of Nicola Pisano, Pisa Baptistery, Pinnacles, Marble Sculpture: St.
John the Evangelist (reproduction: Ames-Lewis 1997, p.50 fig.14)

Fig.108. Workshop of Filippo Calendario, Venice, Ducal Palace, Portico, Marble
Column Capital (reproduction of original): Blacksmith (photograph: anthor)




Introduction

San Marco, the ‘Trade Reliefs’ and the Piazzetta Column Bases

In his Crudities, Thomas Coryat turned a descriptive eye 1o the renowned visual glories
of the Republic of Venice, Of these, the basilica of San Marco made a particular
favourable impression on the seventeenth-century gentleman traveller. Gazing upwards
at the bands of marble reliefs set on the three monumental arches of the west fagade’s

main portal, Coryat evlogised ‘that beautiful alabaster border full of imagery and other

. s 1
singular devices.’

The enthusiasm of Coryat’s reaction to the sculptures of the main portal is certainly not
misplaced. In the art-historical sense, the reliefs constitute a sophisticated crossover
between the medieval tradition and that of the ltalian proto-Renaissance, Even more
significantly, however, they represent the finest sculptural achievement of the Venetian
duecento, a period during which the fagades of San Marco were progressively encased

in a gleaming carapace of mosaic and stone.

In itself, in fact, the formal and iconographical complexity of the main portal could be
said to encapsulate the ambition of the thirteenth-century decoration campaign as a
whole; and by means of introduction, it bears detailed description. Each side of its
opening has a revetment of splendid spolia marble columns with intricately carved
foliate capitals. From these spring the three concentric arches: the first two frame a
niche and the third and largest, which rises up to the level of the loggia and the four
bronze horses of the Quadriga, encloses a mosaic of the ‘Second Coming of Christ’, the
‘Parousic’ (fig.1), While, like the other lunette mosaics, the present version of the

Parousia dates back to a seventeenth-century restoration campaign, the evidence

' Coryat 1905, pp.348-349.



presented by Gentile Bellini’s monumental painting of 1496, the Procession in the
Piazza San Marco (fig.2), indicates that it reprised the theme of the thirteenth-century

original *

Tt is in its sculptural decoration, however, that the main portal®s scale and importance
emerges. Fach of the three archivolts has reliefs fixed on to both its inner face and its
facing side (the intrados and extrados respectively), thus forming a total of six bands of
carved decoration. The sculptures of the intrados of the first archivolt consist of
mythological and allegorical representations. Between a figure of ‘Oceanus’ and a
female personification of ‘Luxury’ at either end, an acanthus frieze cncloses human and
animal figures, some of which are in fierce combat (fig.3). The theme of the struggie
between man and man, man and beast, is continued on the extrados (fig.4), although
here we also find allegorical scenes of temptation and human influence: an elderly
bearded man instructs a young male pupil (fig.5), for instance, and a woman pours
wine [or a group of drunken men alongside a vignetle of another female figure being

castigated with a whip (fig.6).

The intrados of the second archivolt depicts the ‘Labours of the Months’. In ‘January” a
man chops wood (fig.7); i ‘February” (fig.8) a bearded man warms himself at a fire; in
‘March’, a nude hora-blower blasts the adjacent figure of a warrior with a gust of wind
from a trumpet (fig.9). ‘April® is represented by a shepherd (fig.10); ‘May’ by a man
garlanded by two female flower bearers (fig.11). ‘June’ threshes (fig.12); ‘July’ reaps
(fig.13); ‘August’ fans himself in the claustrophobic heat of the Venetian summer

(fig.14). ‘September’ sows {tig.15); ‘October’ gathers grapes (fig.16);, “November’

* As well as the seventeenth-century campaign, which iconographically if not formally reprised
the thirteenth-century originals, an earlier restoration of the lunctte mosaics may have occurtcd.
The chronicle of P'ietro Dolfin, for instance, reports that the original mosaic ‘appresso al volto
della porta granda della Giesia di San Marca’ was damaged by fire in 1419. Cronaca di Pieiro
Dolfin detta “Dolfina”, MC, Raccolta Cicogna, c0d.2610, 1.3, ¢ 720, Cited us doc.847 in
Cecchetti 1886, p.213.



hunts birds (fig.17); and in ‘December’ a man is engaged with the seasonal task of pig
killing (fig.18). The outer face of this archivolt shows the ‘Virtues and Beatitudes’,
female [igurcs in softly draped robes who sway with arms aloft; they bear identifying
cartouches, most of which are now illegible (figs.19, 20). A similar set of figures is
depicted on the extrados of the third and final archivolt, but here the subject is a series
of ‘Prophets and Sibyls’, each of which once more holds a cartouche (figs.21, 22); they
alternate with intricate vegetative bosses and on the keystone there is a clipeus of

‘Christ Emanuel.’

If these five bands of reliefs were analysed alone, there would be little need to remark
on the unusualness of the decoration of the main portal of San Marco, for as Otto
Deinus points out, their themes do not substantially depart from the monumental
sculptural programmes of the fle-de-France, Lombardy and Emilia-Romagna.’ Yet the
third archivolt’s intrados displays a set of reliefs that are utterly removed from (hese
precedents (figs.23-37). Of its fifteen sculptures, thirteen show what could be defined
as the iconography of everyday urban life in medieval Venice: the trades and artisan
activitics that took place within the medieval city. Ships are shown under construction;
wine is poured from barrels and cheese portioned off] bread is traded; animal carcasses
are carried and butchered; barrels are made and shoes shaped on lasts. Teeth are pulled

and a beard shaved; an anvil hammered and fish speared from a boat in a lagoon.

These works, which are generally termed as the ‘Trade’ or ‘Mestieri Reliefs’,
constitute, as Colla puts it, ‘la pid completa...rappresentazione dei mestieri nelia
soultura medievale.” Yet as we shall see in this study, their interpretation
remains a conundrum. Were they commissioned, as art historians generally

attest, by those they depict: the tradesmen and artisans of the thirteenth-century

3 Doemus 1995, pp.16-17; Demus 1960, pp.146-149 and 149 .93,
* Colla 1987, p.434
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Republic? Do they indeed present a mirror of the “reality” of their subjects? Or
do they instead represent an idealised roflection of a city renowned for the

potency of its own internaliscd mythologising?

At this juncture, it is crucial to underline that the ‘Trade Reliefs’ are not the only
cycle of the iconography of urban work execuied in the Insula Sancti Marci, the
area constituted by the Piazza — the broliv — and the Piazzeita, the extension to
the latter that connected the basilica to the lagoon’s edge at the Molo. i the
Pinzzetta, in fact, we find the two huge columns (fig.38) topped with bronze
statues of Venice's patron saints, Mark the Evangelist and Theodore, which thus
function as a ceremonial frame to the entry point into the nsula from the sca.
Most significant for onr purposcs, though, is the fact that the square bases of the
columns display carvings at each of their four corners, forming a total of eight
sculptures almost in the round {figs.39-46). While the lagoon’s salty atmosphere,
pollution and pigeon droppings have all taken their toll on the cayvings —a
situation that recent conservation has fortunately managed to stabilise if not
rectify — each can just be made out to depict two human figurcs together with
attributes that framc the subject of the cycle as Venice’s traders and artisans.’
Here, then, four key questions can be posed. When was each cycle created? Why
was the theme of urban work judged to be so important as to be displayed both at
the Piazzetta and on the main portal of the basilica of San Marco? Who — and

what -- motivated their creation?

This, in fact, is the enquiry that will drive the following study, and in it T will examine
the “Trade Reliefs’ and the Piazzetta column sculptures in the light of theee chief
factors: their possible dating, the issue of their patronage and the conceptual climate

that surrounded their production in thirteenth-century Venice.

3 For the conservation of the Piazzetta column bases, see ‘{igler 1999-2000, p.9.
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In Chapter One, I will establish the parametcrs for the discussion, Firstly, I will set out
a historical and formal context for the ‘Trade Reliefs’ and the Piazzetta column bases
by presenting the overall lineaments of the campaign of works undertaken at the
basilica and in the Insula Sancti Marci in the course of the duecento. § will then
propose an identification of the varicus trades and artisan activities within the two
eycles, itself a thorny problem, and also propose definitions as to what they actually
depict; individualised practitioners, or one of the two main expressions of the collective
phenomenon in medieval Venice, the trade guilds known as the ar#i, or alternatively the
religious confraternities tormed as the scuole di devozione. Next, 1 will outline a
Jfortuna critica of the interpretation of the iconography of urban work at San Marco and
pinpeint the methodological problems presented by these theories. I will also examine
the analogies scholars have drawn between the “Irade Reliefs” of Venice and the few
other monumental examples of the theme, notably the carved formelle of Piacenza
Cathedral and the *I'rade Windows’ of Chartres, to determine the extent to which the

comparison ¢an be usclul, or whether, in fact, caution needs to be exerted.

In Chapter Two, I will place the issue of the date of the ‘Trade Reliefs’ within the
problem of the chronology of the main portal as a whole. Fixst, I will outline the
sequence in which its sculptural decoration was undertaken and the termini post and
ante quem att historians have used to establish the start, end and an approximate mid
point of the works, describing the various ways in which these lynchpins have been
used to give an overall dating span. Here the most crucial question, though, is the
reliability of these termini, and | will place particular focus on the purported connection
between the Venetian Labours cycle and that executed by the sculptor Radovan at the
Cathedral of Trogir in Croatia. I will then set out modified criteria for the consideration
of the main portal’s chronology and analyse the stylistic evidence to pinpoint the most

probable date for the “Trade Reliels” themselves. Finally I will tumn Lo the case of the
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Piazzetta column bascs fo establish whether dating parallels can be drawn between the

two cveles.

In Chapter Three, I will examine the circumstances of the medieval trade collectives in
order to establish whether or not the ‘Trade Reliefs’ were likely to have been directly
commmissioned by the workers and artisans they depict. With reference to contemporary
or near-contemporary documentation, in particular the statutes of the trade guilds, 1 will
analyse the way in which domestic trade and commerce were enacted in the medieval
city, and describe the nature of the regulatory structure to which the thirteenth-century
arti were subjected, thus establishing whether, within the limiting nature of the civic
collective, they had sufficient political weight to commission their self-portraits, as it

wetre, at the chief staie shrine.

Tn Chapter Four, I will reframe the question of the patronage of the ‘Trade Reliefs’ in
terms of the overall mechanics of how work was commissioned and funded at the opus
at San Marco. I will firstly outline the development of the procuratia of San Marco, the
governmental office at the helm of organising every aspect of works in the Insula
Sancti Marci. Here the principal focus will be on how the role of Lthe procurators can be
comected to irade and commerce, especially within their remit of gathering funds for
the opus from rents devolved in the area under their immediate control. T will next
examine the case of the artisan activities depicted within the ‘Tradc Reliefs” that cannot
be so specifically linked to this process. Can the inclusion of these other subjects be
interpreted in a light of similarly political considerations? In these terms, who is likely

to have commissioned the *Trade Reliefs’ and Piazzetta column bases?

In the fifth and final chapter, 1 will place the “Trade Reliefs’ and the Piazzetta column
bases within the context of the fashioning of visual politics at San Marco and in the

Insula Sancti Marci as a whole. Here I will examine previous interpretations of the
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decoration of San Marco as a politically-motivated programme of works, with
particular reference to the hagiography of St. Mark the Evangelist and the display of
spolia such as the Quadriga, and ouiline the conceptual implications of the deliberate
evocation of early Christian and Roman models at both the basilica itself and in the
Insula as a whole. Why was there so potent a drive to presenl Venice’s medieval
collective as a political and apostolic paradigm, as well as a model underpinned by the
notion of civic justice? What was the meaning of the close dialectic between subject

and subjectified?
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Chapter One
The ‘Trade Reliefs’ and the Piazzetta Column Bases:

Identifications, Interpretations and Methodologies

Intreduction: Urban Iconography in Context

The “Trade Reliefs’ of San Marco and the Piazzeita column bases have been subject to
a great deal of scholarly study, vet few concrete answers have been produced as to the
reasons and realities informing their existence. Above all, the sculptures present a
problem of interpretation: how to explain the presence of such unusual iconography in
thirteenth-century Venice, not only in locations which are amongst the most symbeolic

of the medieval Republic but also on such a prominent scale.

What is inarguably key to the interpretation of both cycles, however, is the conceptual
climate that produced them; and it is the various scholarly interpretations of their
meaning within this context that will be presented in this (irst chapter. The sefting of
the sculptures, though, is also crucial. As such, in the first part of the discussion I will
outline the history of San Marco and also what is known about the thirteenth-century
decorative and siructural works that rendered it and the fisula Sancti Marci Venice’s
ceremanial and civic centrepiece. Secondly, § will examine the matter of the
identifications of the subjects of both the ‘Trade Reliefs” and the Piazzetta column
bases. Which trades and artisan activities are depicted, and, moreover, should we
regard them as the representations of individuals, or rather of the trade guilds or the
other principal type of collective in medieval Venice, the scwole di devozione?
Thirdly, I will present a summary of the interpretative strategies art historians have
applied to both cycles. What has been proposed as to their meaning and their
patronage? Fourthly, I will consider whether a methedological approach can be

usefully informed by other instances of the iconography of everyday urban life,
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notably the relief slabs at Piacenza Cathedral and the ‘Trade Windows” of Chartres.
Lastly, I will propose an interpretative key for the analysis of the “I'vade Reliefs’ and

the Piazzetta column hases: the selection of activities shown within them,

The Duecento Campaign in the Insula Sancti Marei

The decorative history of San Marco is a densely researched subject, and rightly so;
for no element of its embellishment can be analysed in isclation. The basilica
functioned as the palladium of the Venetian Republic: the repository for the relics of
its patron saint, Mark the Evangelist, and in its role as a church of which the doge
himself was patronus et gubernator, the chief locus of civic identity, both sacred and

secular.!

The first incarnation of San Marco was undertaken in the ninth century as a shrine for
the relics of St. Mark the Evangelist, which — according to the vast array of chronicles
within the Venetian historiographical tradition — had been summarily appropriated
from its tomb in Alexandria by two enterprising merchant traders.® After a devastating
fire, the basilica was rebuilt in the late- tenth century under doge Pietro I Orseolo, only
to be destroyed once moare in a conflagration less than a hundred years later.” A third
and final church was started during the dogado of Domenico Contarint in around

1063, and in 1094 it was dedicated by doge Vitale Falier.”

During the following two centuries, the Contarini basilica took on the lineaments by
which it is still recognisable today. An ambitious programme of mosaic decoration

was started under doge Ordelaflo Falier in 1104 and continued throughout the twelfth

! For the doge’s full title of Patronus et Verus Gubernator Ecclesia et Cappella nostra
Sancti Marci, see Muir 1981, p.261.
2 For an outline of the cronachista tradition, see Rrown 1984, pp.277-280.
3 For the first and second incarnations of the basilica, see Zuliani 1994, p.21; Dorigo 1993,
.17-36; Demus 1960, pp.64-70.

Zuliani 1994, pp.24-69; Mainstone 1991, pp.123-137; Demus 1960, p.71, 75. See Zuliani
1994, pp.23-39 and 1985, pp.497-498 for a discussion of the original form of the Contarini
basilica and Jacoby 1888 for drawn reconstructions.
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century, encrusting the interior of the basilica in a glittering evocation of Venice’s
connections to the Byzantine Fmpire.” Additional construction work was also carried
out both inside the basilica and in the brolio outside. In the carly twelfth century, the
southern end of the atrium was transformed into an apsed portal, the Porta da Mar,
which served as the ceremonial connection between the basilica and the lagoon
entrance into the Jnsula.” Half a century or so later, soon after Venice’s constitutional
structure was formalised as the Comune veneciarium in 1144, work started on the
campanile, the bel} tower in the Piazza.! Undor Doge Sebastiano Ziani (1172-1178),
furthermore, works were undertaken to expand the brofio and the PDucal Palace and
possibly continued into the reigns of his successors Orio Mastropiero (1178-1192) and
Enrico Dandolo (1192-1205); and it is here, in fact, that one can position one of the
most crucial questions within this study: when and by whom the colossal Piazzetta

columns (fig.38) were raised at the Molo.®

What is certain, though, is that of these doges it was Enrico Dandolo who set in
motion the programme that defined the basilica of San Marco as Venice’s ritual
centrepiece: the decoration of its three external [agades, That these works were by
definition a campaign is given credence by the essentially political circumstances that
provided their impetus. In 1202, Venice agreed to provide a flcet for the Fourth

Crusade in retura for the right to besiege the Dalmatian town of Zadar, which had

* Demus suggests that the Falier campaign involved some siructural alterations, such as the
closing of a nnmber of windows in order to provide as much wall space as possible for the
mosaic decoration. Demus 1960, p.87. See also Muraro 1975, p.62.

¢ For varying dates of the Porta da Mar, see Zulfani 1994, p.27; Demus 1960, p.78. in the
sixteenth cenfury the Porta da Mar was scaled and the apsed area was transforned into the
Cappella Zen; as such its original disposition remains open to question. See Dernus 1995,

17; Demus 1960, p.78.

For the establishment of the Comune verneciarium in 1143-44, see Ortalli 1998-1999,
p.415; Hubach 1996, p.379; Schulz 1992-1993, p.134, For the hell-tower, see BM, Cronaca
anonima del sec XTV, Lat,CL.10, cod.36, c.64 t. Cited as doc.75 in Cecchetti 1886, p.9.
Marcantonio Michiel’s chronicle specifies that the campanile had its foundations struck in
the tenth century under doge Pietra Tribune. but this version may well be in lines with the
Venetian historiographical tradition’s tendency to falsify antiquity in order to emphasise
E)rcstige. BM, dggiunia di Marcantonio Michiel, Lat.C1.10, n.185, cols.288 and 525.

For a full list of the doges of Venice from the year 726 to 1460, sce Norwich 1972, p.301.
For the question of when the Piazzetta columns were put into place, see discussion in
Chapter Two.
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broken free of Venetian control.” According to Les Estoires de Venise, the vivid
historical chronicle written by Martino Da Canal in the period 1268 to 1275, Enrico
Dandolo made full use of the state arsenal — established just under a century before —
to ‘apariller et faire chalandres et nes et galiés a planté’, with the ships being finished
in a remarkably short space of time.'” But as well as successfully subjugating Zadar,
the Venetians also engineered the diversion of the crusading army to Constantinople.
In 1203 and then again in 1204, doge Enrico Dandolo himself led the violent sack of
Venice’s nominal overlord as an opportunistic act of reprisal for the political tensions

that had underwritten the preceding docades.'!

After the bloodshed came the pillaging, and it was the Venetians who took the lion’s
share of the booty. Huge quantities of marbles, mosaic and sculpture were shipped
back to Venice; and in the course of the reigns of at least five consecutive doges —
Pietro Ziani (1205-1229), Giacomo Tiepolo (1229-1249), Marino Morosini (1269-
1253), Ranier Zeno (1253-1268) and Lorenzo Tiepolo (1268-1275) — the spolia were
channelled into the project of gradually sheathing the brick walls of the Contarini
structure in marble veneers and columns, mosaic, and early Christian and Byzautine
relicf slabs. The ambition of the programme of works, in fact, appears to have gone
hand-in-hand with the desire to visualfy render the state’s own church in a
magnificence commensurate with Venice’s political role in the new Latin Empire of
the East. During the next half century, the decoration of the atriwm, probably a work-
in~progress shortly after the Fourth Crusade, was finalised in the form of the
magnificent mosaic cycles showing the stories of Genesis;'* and within that same

period the four bronze horses of the Quadriga, which had been seized from

? For the siege of Zadar, see Hindley 2004, p.151; Seneca 1999, pp.159-160; Da Canal
1972, p.49.

1 Da Canal 1972, p.46. Sce also Concina 1984, p.9; Brunello 1980-1981, p.67.

"1 For the deterioration of relations between Venice and the Byzantine Empire in the late-
twelfth century, see Madden 1999; Lanc 1973, pp.34-35,

12 Zuliani 1994, p.23; Demus 1960, pp.46,77, 82. It is still debated whether the northern
wing of the atrium was vaulted or created ad novo at this time. The Chronica brevis of
Andrea Dandole simply records that work was carried out under doge Marino Morosini
{1249-1253). Dandolo 1941, 2, p.369. Scc also Bettini 1954, pp.22-30.
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Constantinople’s Hippodrome were placed into position on the joggia over the main
portal, aithough as we shail see in Chapter Two, the precise date that this occurred is a

matter still under debate P

During the decoration campaign, furthermore, all three external faces of the basilica
received new sculptural embellishment. Of the fagades, the south remained essentially
an open structure; yot the north was inset with relief slabs and an intricately carved
doorway, the Porta dei Fiori, was constructed. The main focus for the works, though,
was the west [agade. The five pre-existing portals of the Contarini basilica had mosaic
depictioas of the life and posthumous career of St. Mark inserted into their funettes;
and the four smaller of these doorways also received carved marble reliefs. Six
monumental slabs, three early Christian originals and three carved ad novo, were
placed above the level of the loggia; and five others showing Christ and the
Evangelists, which are now on the north fagade, were positioned ahove and to either

side of the four bronze horses of the Quadriga."

‘I'he centrepiece of the sculpiural work, though, was indisputably the main portal itself.
Of its arches, the third soars (o the level of the loggia and Quadriga, connecting the
magnificence of the display of spolia with that of the new decoration below. But how
would the whole have appeared to the contemporary viewer? Here our principal visual
evidence is constituted by Gentile Bellini’s monumental Procession in the Piazza San
Marco (tig.2) of 1496, which as well as serving as an important document of the
lunette mosaics prior to their seventeenth-century restoration gives us some indication
of the original aspect of the sculptures of the three archivolts. Although the main
portal is relatively distant in the image, one can see that the figurative elements of its

reliefs were gilded, with faces and hands picked out in flesh tones and black; and in

B For the discussion of the chronology and significance of the placement of the Quadriga,
see Chapters Two and Five.
1 See also discussion in Chapters 'I'wo and Five.
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fact the painstaking conservation campaign carried out in the 1970s at the main portal
found traces of the colouring, as well as traces of a dark-red earth pigment or bolo in
the backgrounds of the intrados slabs, and a greenish tint in those of the extrados
reliefs. The scientific analysis, though, could not provide firm answers as to whether
these aesthetic touches were contemporary to the reliefs’ creation, or indeed whether
subsequent repainting was faithful to their original state.”® What does appear certain,
however, is that the effect in the duecento would have been of considerably more
vibrancy — and as such increased visibility — than the almost monochrome etfect that
survives today, and would have even gone beyond the effect of gleaming ‘alabaster’

that so impressed Thomas Coryat.

Similar ambiguitics afflict our understanding of how the portal was constructed. On
one hand, the rigorous investigation of the 1970s did confirm an early supposition:
that in lines with the approach followed in most medieval portal projects, the
sculptures were carved avant-pose, and were attached to the six faces of the three
archivolts as they were completed according to precise measurements. The
proportions of the reliefs are, in fact, substantial. Thosc of the first and second
archivolts are 532 centimetres wide on the intrados and a iittlc narrower on the
extrados, and those of the third arch larger — namely 59 centimetres wide on the
intrados and 63 on the extrados - in lines with the fact that its carvings had to be
viewed from a greater distance.'® In the absence of contemporary documentation or
more precise structural clues, however, it is difficult to know how to interpret such
data. Were the reliefs put into place only when they were completed as an entire

series, or band by band? And if the former, how does one tally this with a factor we

¥ For the gilding and paint in the reliefs, see Lazzarini 1995, pp.228-234; Piana 1995,
np.235-246; Lazzarini and Piana 1988, pp.162-165; Dorige 1988, p.5. The restoration of
the archivolts in fact revealed that the reliefs were probably repainted on at least two
subsequent occasions, the first of which was in the mid-fourteenth century, Dorigo 1988,

.10,
% Lazzarini 1995, pp.228-234; Piana 1995, pp.235-246; Lazzarini and Piana 1988, pp.162-
165, For the measurements, Dorign 1988, p.5. For the gvant-pose procedure within
medicval portal projects in general, see Saverldnder 1999, 1992,
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shall examine in detail in Chapter Two: that of substaatial technical and stylistic

development from the first band of reliefs to the sixth?

While the implications of these questions will be addressed a little later, the
uncertainty of the portal’s construction can be balanced with a persuasive theory; (hat
the decoration campaign at the west fagade was as a whole informed by a somewhat

ad hoc approach. Fulvio Zuliani expresses the case as follows:

Nella realizzazione della decorazione delle facciate di San Marco non si
procedette seguendo un unico progetto originario, ma quasi a tentoni, con
una serie di addattamenti successivi che comportarono moditiche di rilievo

: 17
anche in opera.

This notion of a “work-in-progress™ is supported by additional evidence, and this from
the ‘Trade Reliefs’ themselves. When the sculpture of the fishermen (pescatori)
(£ig.37) — the last of the sequence and on the lower right-hand side — was detached
from the archivolt for treatment and analysis, its underside displayed clear signs of
having already been carved, and while the subject could not be determined the case
was suggestive enough but to lead the conservators to believe that other slabs may
have been re-used in a similar manner."® Could this correspond with the idea of 2
campaign of sufficient duration to include changes and revisions? In short, while it
may not be in doubt that the sculptures of the main portal were executed to precise
measurements, and even though it is likely, according to Zuliani’s reading, that they
werte then assembled on the archivolts as and when each band of reliefs had been
completed, the length of the process as a whole is a matter subject to considerable
discussion, as is whether its iconographical planning was a fait accompli prior to its

inception or instead was in itself a matter of some fluidity.

17 Zuliani 1994, p.108. See also discussion in Chapter Four.
®Fora summary of the findings, see Dorigo 1988, pp.5-6.
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The Subjects of the ‘Trade Reliefs’ and Piazzefta column bases
Before we can approach the problem of the chronology of the ‘Trade Reliefs” and the
Piazzetta column bases — and this will be the main focus of the next chapter — we must

closely consider another: the identification of their subjects.

First, let us examine the ‘Trade Reliefs’. Notably, the first siab (reading from left to
right) does not show a scene of urban work but instead a bearded man, seated ona
chair and with a pair of crutches propped against his body, raising a finger to indicate
his mouth {fig.23). As wc shall scc below, this figure has raised varying interpretations
amongst art historians, but it is generally dubbed as the “Proto” in lines with the
tradition that it represents the architect of the original basilica, who had been struck

dumb after proudly promising to deliver a church more beautiful than heaven itself. o

Above the ‘Proto’ we find the first of the scenes of urban work (fig.24). Here four
male figures are engaged in the construction of a hoat, with twe men, one older and
bearded and one younger and clean-shaven, caulking its seams, while above them one
young man carves the prow and another extracts timber from a large woven basket.
The figure of the older caulker uses a small lion’s head protome as a knee-support, its
features creased by the pressure exerted. In these terms, the relief is generally and
tenably held to represent the caulkers (calafuti) and shipwrights (marangoni da nave,

also known as carpenticri da nave or falegnami da nave) ™

In the next relief, there ave five male figures. A bearded man draws a liguid from a
barrel into a container, with the lion protome below him; a younger man seated by the
barrel drinks from a bowl, while above another holds a vessel ready fo receive his

portion, and two figures manhaudle a vat slung onto a pole (fig.25). While it is

' Qee, for example, Dorigo 1988, p.10; Demus 1960, p.90 and n.124,125,
® Where appropriate, I will give guild names in both the Italianised version and veneziano.
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possible that the liguid might be water, and thus the figures water carriers, no
documentation refers to such an activity in the medieval city, where each campo had
its own artesian well. With this in mind, I would support the usval identification of the

image as the vintners (vinai or travasadori / portadori de vin).

Adjacent to the vintners is the slab of the bread sellers (panattaroli) and the
fishimongers (pescivendoli) (fig,26). Here a bearded man is seated by a small table
resting on the lion’s head; the table supports a basket to hold the loaves of bread he is
handing to a female figure standing alongside. The woman also holds a pair of fish,
implying that she has just made a purchase from the pescivendoli. Above, two

beardless male figures hold further baskets of loaves.

Then there are the buichers (macellai I becheri) (fig.27), whose guild also included the
related activity of the sellers of oil and fat (ternieri). A bearded man applies the
deathblow to an ox he grasps by one of its horns, its belly squashing the feonine
protome below; a ram awaits slaughter in the background. Above, another younger
bearded man portions off a carcass with an axe; and a clean-shaven colleague carries

another ram over his shoulders.

Next we find the dairy sellers (pestrineri / latrai) (1ig.28), The lion’s head supports a
large vat, from which a bearded man pours a liquid, almost certainly milk, into a jug,.
A customer, once more female, stands expectantly before him, holding ancther small
jug and a bowl. Above these two figures, two young men are engaged in portioning
off a round flat cheese; one cuts it into two, and the other hold a scale with a weight at

its left end.

In the subsequent relief, we see the builders (muratori / nureri) (fig.29). A young man

carrving a hod of bricks scales a wooden ramp wedged onto the [ion protome below.
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Above, another beardless figure mortars a wall with a trowel and holds a hammer; an
older bearded man applies a plumb line to the edge of the building under construction.
On the archivolt’s keystone alongside, there is a carving of the Agnus dei ina

heavenly sphere supported by two busts of angels (fig.30}.

After the Agnus dei we find the cobblers (calzolai ! calegheri) (fig.31). A beardless
man, his left foot conveniently propped on the ear of the lion’s head, sits in front of a
last on to which he has slipped leather and holds another pair of lasts at anm'’s length;
two finished boots stand below. Above, another figure holds what appear to be
callipers — although the implication could be that he is engaged in sewing leather —

and an awl and a hammer hang above on the background plane.

Next to the cobblers are the barbers and dentists (barbicri e dentisti) (1ig.32). A male
customer sits in a chair with his right foot wedged on top of the lion’s head, and a
young barber applies the shaving knife above his left ear; a pair of shears and a mirror
hang above. A bearded dentist in the right hand corner of the relief wedges open his
patient’s mouth with his thumb as he applies a large pair of pliers to his teeth. In an
appropriate descriptive detail, the client’s right fist clenches in painful reaction to the

extraction.

Next, we see the coopers and barrel hoop makers (bottai / botteri and cerchai /
cerchieri) (tig.33). A bearded male figure in a wide-brisumed hat raises a mallet as he
forces on a hoop to a large barrel, using the crumpled lien protome as a footrest.
Above him are two further male figures, both beardless. In the top left corner, one
holds two bundles of barrel hoops; the other twists rope around a single hoaop,

presumably to make it ready for use on the barrel below.
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‘I'hen we have the carpenters (mmagistrorum domorum / marangoni du casa /
Sfalegnami) (fig.34). One bends downwards to work on a piece of timber propped
alongside the lion’s head, but the fact this figure is missing his arms makes it difficult
to establish the precise nature of the work in which he is engaged; he does, however,
hold a stick, possibly implying that it is the handle of an implement. Above him, a
bearded figure applies a tool to another wooden shape, the curve of which mighi
indicate destination for use in the shipbuilding context or as a support for a domed

structuze.

The theme of woodwark is continued into the next relief, where we see the sawyers
(segadori) (fig.35). Here both figures are engaged in the same task of wielding a two-
man saw to split a piece of timber into two. The trestle on which the piece of wood is
balanced has one leg thrast deeply onto the lion protome below, and in the right top

corner a horn receptacle and some type of wrench hang from a tree-trunk into which is

wedged a large axe.

The penultimate relief depicts the blacksmiths (fabbri) (fig.36). Once more its ruinous
state of preservation makes if difficult (o interpret the work being carried out by the
two male figures, one hearded and one clean-shaven. The former raises a hammer
above his head and appears to be in the act of bringing it down onto an anvil balanced
on a tree-lrunk below; the latter, probably the apprentice, repeats the process, but this
time with what appears to be an axe, and here too the lion’s head is integrated into the

composition as a foothold.

The final sculpture of the sequence (fig.37) is also rather damaged, but it clearly
represents two fishermen (pescatori). One, seated in a small boat, uses a hooked line
to bait fish, and while his companion lacks his arms, a forked trident just below the

water line indicates that he originally held its long pole. Finally, it remains Lo point out
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that this is the anly one of the ‘Trade Reliefs’ not to have the supporting lion protome;
Y g

instead a decorative border links the slab to the archivolt’s springing,.

Now let us turn to the sculptures of the Piazzetta column bases, where my own observations
— which broadly if not completely correlate with those of Demus and Salvadori — have led
me to identify them as follows.” On the four corners of the socle of the column of Saint
Theodore, we {irstly find the blacksmiths (fig.3%): two fabbri, one holding a raised hammer,
crouch on either side of a protruding anvil. Then there are the fishmongers (pescivendoli)
{fiz.40), once more twe in number and squatting on either side of a large basket, Next, there
appear to be two bread sellers (panattaroli), whose basket holds loaves of bread (fig.41); and
finally the vintners (vinai) or possibly dairy scilers (pestrineri) (fig.42), of whom one sips

from a bowl and the other holds a similar container next to a barrel.

On the column of St. Mark, the sculptures are in an even more precarious state of
preservation. The first, however, appears to show two figurcs scated on either side of a large
basket, and both are apparently engaged in the act of consuming some of their produce;
arguably they could be ambulant [ruit and vegetable sellers (erbaroli) or greengrocers
(venditori di hiade e legumi) (fig.43). The next corner of the column base is occupied by an
almost illegible sculpture (fig,44); but on one side, we find a possible indication of a ram’s
head with a wavy forefock, thus suggesting that the subject is the butchers (macellai /
becheri). A similar fate has afflicted the next work (fig.45); all that is discernable is the
possible presence of a knife in the central portion, and one could posit thal here we have
some sort of other animal sellers. The final sculpture (fig.46), unfortunately, is eutirely

unreadable.

2! Salvadori 1986, p.39; Demus 1960, p.118.
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Identification Issues

This description of the *“Trade Reliefs’ and Piazzetta column bases should have made
it clear that the identification of the various activities they depict is reasonably clear if
not entirely unilateral. What is less apparent, however, is the answer to the first crucial
question that we could pose: do they depict individual tradesmen and artisans, or are

their subjects the medieval Venetian trade guilds, the arti?

The composition of the images supports the latter reading, for they frame each trade
and activity as one practised by a group of artisans working as a cohesive unit. On the
Piazzetta column bases, for instance, each sculpture apparenily shows two workers
alongside the tools and products of their trade. At the main portal, on the other hand,
the situation is a little more complex. As we saw above, all of the relicfs contain onc
older figure, denoted by a beard and sometimes a cap or hat; he is accompanied in his
labours by one or more figures who are clean-shaven and apparently younger, Here,
then, we might have a micro-reflection of the guild structure: the master sctting the

example for the younger apprentices, the garzoni, in the period of their training,

If we do ideatify the ‘“Trade Reliefs’ as depictions of the arti, however, it is important,
to emphasise that some of them do not show a single trade but instead one or more
guilds whose activities were related. The coopers (botfai), for instance, had a separate
arte to that of the barrel hoop makers (cerchai), yet they are placed together in the
same carving, and in the case of the first sculpture in the sequence, that showing ship
construction, we see both the carpenters (maragoni da nave), and the related
profession of the caulkers (calafaii), whose guild statutes or capitolari were distinct
entities. In the event, though, the nature of these groupings does not preclude them
being read within the guild framework. As we shall see in Chapter Four, there were
clear precedents for related ar#i being permitted to collaborate amongst themselves if

the requirements of their work demanded it, and indeed each guild could act as the
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general umbrella under which were grouped smaller related activities, known as
colonelli® One example of this subdivision is provided by the case of the domestic
carpenters, depicted, as we saw above, in a different relief slab to their shipbuilding
colleagues in the arsenal and the private boatyards, the squeri. Their guild, as
Gramigna and Perissa point out, was divided into the marangoni da case (house
carpenters), marangoni da noghera (furniture makers), marangoni da soarze (frame
makers) and marangoni da rimesse (makers of veneers and intarsia), all of whom
were governed by the same overall set of rules and conventions, with the details being

modulated according to the specific requirements of their professions.”

The identification of the subjects of the two cycles as trade guilds, however, raises the
problem of how to correlate the documentation relating to the thirteenth-century arti
with their images at San Marco and the Piazzeita, Iere the chief textual resource is
represented by the capitolari, the statutes relating ta the medieval arfi and their
colonelli, a corpus made more accessibie for historians by means of Giovanni
Monticolo’s monumental nineteenth-century transcription, I Capitolari delle Arti

. 24
Veneziane.

The value of Monticolo’s undertaking was to put together a picture of the existence of
the medieval guilds from documents dispersed thronghout Venice's state archive; and
what strikes one immediately is the sheer scale of the enterprise. Out of the 203 guilds
that catne into being in the course of the duration of the Republic, thirty-seven had
their statutes registered with the presiding authority, the grustizia, in lhe period 1219

and 1278, with thirteen sets of capitolari being encoded in the period 1270 to 1271

2 For the term colonelli, see Manno 1997, p.17. See also discussion in Chapter Four.
% Gramigna and Perissa 1981, p.28.

* Denoted in the remainder of the study as CAV. See also list of abbreviations in
Bibliography.
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alone.” But since the thirteenth-century corpus was subject to later revisions, which
from the fourteenth century onwards tended to be in the volgare, and since also the
original documents appear (o have been often discarded in favour of later
transcriptions, the exact chronology of each set of statutes is by definition difficult to
establish. Yet Monticolo’s achicvement was to date the capitolari as closely as
possible, and Richatd Mackenney, the most prolific recent scholar of the Venetian
trade guilds, has taken up this example to categorise the arti and their statutes into
three thematic divisions: shipbuilding in the arsenal, trade and manufacture in the city
as a whole, and the various bodics of officials whose cuimnpetency was largely to

oversee the first two categories.”®

The chief methodological difficulty created by placing the thirteenth-century
capitolari in relation to the ‘Trade Reliefs’ and Piazzeita column bases, however, is
simply whether or not there is a direct relationship between them; and here the dates
of the statutes are not particularly reassuring. As we shall see in Chapter Two, both
cycles of sculptures can almost certainly be dated to a period before the mid-1260s;
yet of the subjects of the former, tor example, only the fishmongers (pescivendoli) and
the barrel hoop makers (cerchai) had statutes before 1260, in 1227 and 1259
respectively. Of the other arfi in the portal sculptures, the sawyers (segadori) had their
capifolari registered in 1262, the oil and fat sellers (fernieri) in 1263 and the barbers
(barbieri) in 1270; and in fact seven of the depicted guilds received their statutes only
in 1271, namely the cobblers {calzolai), the carpenters (fidegnami / marangoni da
casa), the shipwrights (carpentieri | marangoni da nave / falegnami da nave), the
caulkers (calafat?), the builders (muwatori), the smiths (fabbri) and the coopers
(bottai).” Of the remaining ari in the “Trade Reliefs’, those of the butchers (hecheri),

dairy-sellers (pestrinery) and the vintners (vinai) did not appear to have statutes at all,

22 Manno 1997, p.17. For the full list of statutes with their respective dates, sce Mackenney
1997, pp.17-19; Manno 1997, p.137.

2? Mackenney 1987, p.10.

* For these dates, see in particular Mackenney 1997, pp.17-19.
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arguahly beeause they were not subject to the same presiding authority, the giustizia;
and the bread sellers (panatiaroli) only had their statutes in 1333, If an arfe could not
be defined to be in official existence before receiving its capitolari, does this imply

that the ‘Trade Reliefs’ do not depict guilds after all?

One of the chief historians of the Venetian medioevo, Giorgio Cracco, does indeed
take the position that a worker collective could not have guild status without
possessing statutes. Significantly, Cracco centres part of his argument on the “Trade
Reliefs’ themselves. Firstly, he believes that the sculptures cannot be dated before
1271, for it was only in that year that more than half of the arii depicted within them
received their statutes, Secondly, using the assumption that it was indeed the guilds
that were the patrons of the cycle, Cracco suggests that it was at the point of receiving
their capitolari — a prerogative that he believes was claimned by the arti themselves —
that the guilds would have had ‘il peso effettivo neila societd veneziana’ to flex their
muscles as sponsors af the state shrine 8 Both constructs are intri guing, of course, and
the second will be considered a little kater in the study. With regard to the first, though,
Cracco’s overall rationale is probably flawed, for the documentary sources suggest

that the possession of capitolari was not a prerequisite for a formalised guild structure.

Let us examine the evidence. In a passage of his Les Estoires des Veneciens, for
example, Martino Da Canal describes a procession celebrating the coronation of doge
Lorenzo Tiepolo in 1268, an event in which he ciles the participation of the guilds.
Yet out of the eighteen he cites ~ and this most specitically as arti — only ten had
received their statutes by this date.”” To this obscrvation can be added two others.
Firstly, as Elena Favaro points out, the terms ars or arte appear from the beginning of

the duecento onwards in documents predating the statutes, for example those relating

28 Cracco 1967 p.249.
* Da Canal 1972, pp.284, 286, See also Darigo 1988, p.22 n.17.
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to the state arsenal.”® Secondly, the case of the other well-known medieval Venetian
associations, the scuwole di devozione, makes it clear that decades or even centuries
sometimes divided their documented establishment and the first cedification of their
capz‘z‘ol.fm'.31 Even if this were not the case, however, Cracco contradicts his own
rationale by failing to consider the case of the bread sellers (panattaroli), who appear
in “Trade Reliefs’ despite the fact that their statutes, as we saw above, were only
registered in 1333, Clearly, then, the date of the ‘Trade Reliefs’ must be derived

independently {rom that of the statutes of the workers and artisans they depict.

No discussion of the ‘Trade Reliefs’ and Piazzetta column bases can be undertaken,
however, without being certain that the groups they depict are the trade guilds, Could
they equally be said to represeunt scuole di devozione? While the first of the latter came
into existence around the middle of the thirteenth century — and as such would fit into
the chronology I will propose in this study for both sculptural cycles — the argument

N . 12
ultimately revolves around definitions.

Essentially the scuole were confraternities that acted as a forum for social
respectability, religiosity and the protection of professional interests 3 Their activities
centred on charitable action, including the support of sick and needy along with the
provision of funerary rites of their own deceased confiatelli and care of their
dependants. The scuole also engaged in a very visible piety, taking part in the grand

civic processions in which statecraft and spirituality were inextricably bound together.

*® favaro 1975, p.29. Even before this, cerfain trades were cited in nomenclature that
implies a guild collective, Although he does not mention his source, Agostinelli cites a
tenth-century document in which mention is made of the chest makers (casseleret), bell
founders (calderei) and millers (rugnar). Agostinelli et al 1995, p.27. See also Gramigna
and Perissa 1981, p.46
*1 Mackenney, who argues this point strongly, cites the case of the scrole of Santi Giuliano
e Carlo, which was established in 1277 yet did not have statutes until 1559, Mackenney
2000, pp.177-178.
32 The first reliably documented scuolu was that of San Mattia on Murano, established in
1247. By the end of the thirteenth century another nine are documented. Mackenney 2000,
pp. 177, 179-181. At this early stage the scuole were undifferentiated between grandi and
{n'ccole. See Mackenney 2000, p.181, Gramigna and Perissa 1981, p.26, Pullan 1971, p.33.
? Gramigna and Perissa 1981, p.25. See also Pini 1999, p.16; Costantini 1989, pp.36-37.
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Yet the overall binding factor for a scuola was a shared devotion to a particular patron
saint or holy relic — an aspect altogether lacking in the “Trade Reliefs’ and Piazzetta
cotumn bases, where the focus is very much on a shared artisan activity or trade,
which within the scuole di devozione was merely a demographic possibility, not a

34
common thread.

In the event, though, it is difficult to entirely disentangle the affairs of the arti and the
scuole, especially since each guild appears to have had a related and dependent
confraternity, the scuola dell’arte, for its religious devotions. In fact it is interesting to
note that the existence of the latter may have pre-dated that of the guilds themselves;
certainly in early documentation, the terms ars and schola appear to have been
virtually synonymous.” Once more, though, clear delineations must be drawn. While
it is likely that the artisans had to be a member of both (he arfe and its scuola in order
to practice their trade, essentially the former existed as a functional concern to protect
the interests of its members, with the latter as the forum for religious devotion.™ In the
ovent, though, it may be reductive to attempt to separate these two strands of the
collective experience, for as Bosisio Dosio points out, in the statuics of the later
thirteenth century in particular, the terminology applied to both spheres of activity,
practical and religious, becomes less clear-cut.”” Overall, though, it appears likely that
in effect their artisan and iradesmen members would have made little net distinction

between their activities as guildsmen and as confratelli.™

** There was one notable exception to this rule: the scuola di San Nicold, established in
1337 by the fishmongers (pescivendoli) of Rialto and San Marco. See Mackenney 2000,
p.181. But the fishermen of San Nicold, the Nicolorti, had rituals that were rather distinet
from the rest of the city, and indeed appear to have wilfully maintained a state of
“otherness”. See Lane 1973, p.12.

* Gramigna and Perissa suggest that the oldest confraternity in Venice was in fact a scuola
dell'arte, that of the makers of sea and trousseau chests {casselleri) — also known as the
scuola della Purificazione in honour of the Virgin of the Purification ~ that was founded in
the tenth contury. Gramigna and Perissa 1981, p.43. For the earliest known use of the term
scolq in a twelfth-century document, see Favaro 1975, p.11.

% pullan 1971, p.98.

¥ Bonfiglic Dosio 1997, 12.607.

¥ For this point, see Mackenncy 1987, pp.1, 5.
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The question of whether the “Irade Reliefs’ depict the guilds or their confraternities, though,
is probably best considered alongside the symbolic nature of the association of St. Mark the
Evangelist with the stale itself. As Mackenney underlines, it is in itself significant that only
one of the hundreds of the scuole di devozione established over the centuries — the scuola
grande di San Marco —was dedicated to Venice’s patron, and, moreover, that its seat was
placed not at or near the basilica itself but next to the mendicant church of Santi Giovanni e
Paolo, implying the deliberate circumscription of its activities within a sphere kept firmly

separate from government-led sacrality at San Marco.”

It is also useful to consider that overall, the devotions of the guilds tended to be centred at
their own seats of civic ritual, whether aliars in churches or in buildings expressly dedicated
to the purpose; and the imagery they commissioned, even in their own capitolari, tended to
revolve around the depictions of the patron saints under whose protection they placed their
activities.”” In the ‘“Trade Reliefs’ and Piazzetta column bases, on the other hand, the
emphasis is firmly on the symbolic representation of the world of work: weights and
measures, artisan practice, trading transactions. In these terms, it would seem that we can
rely on the usual assumption that the sculptures do indeed depict the guilds, not the scuole,
although the close dialectic between the two forms of the associative experience illustrates
how, as Mackenney puts it, ‘economic, political and religious life constantly interacted’

ey . .. " 4l
within the medieval civic collective.

% Mackenney 2000, pp.188-189. See also Mackenney 1987, p.159. For later guild

paironage at their own ritual seats, see ITumfrey and Mackenney 1986. The only

confraternity that had its seat within San Marco was that of the cappella dei Musculi, and

its devotions appear to have heen devoid of trade~related associations. Sce Forlati 1975,
18,

i For the illuminated capitoiari of the fourteenth and fifteenth centuries, the mariegole, see

Giachery 19921993,

* Mackenney 1987, p.1
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Interpretative Precedents: The Problem of the ‘Trade Reliefs’

If the identification of the subjects of the “I'rade Reliefs’ and Piazzetta sculptures can
thus be resolved with relative certainty, a far more challenging question is how to
interpret the depiciion of Venice’s trade guilds in the first place, and this in a position

of such prominence.

QOveral}, scholars have concentrated their analysis on the ‘Trade Reliefs®, for here the
prablem is the most satient: how to conceptually situate these striking images of urban
work within what, in many senses, is an otherwise fairly conventional church portal
programme, Overall, the most frequent reading closely mirsors that usually applied to
another, better-known example of the images of daily life, the ‘Labours of the
Months’: that of the earthly journey of humankind towards heavenly redemption in the

light of an ecclesiastical revaluation of the value of manual work.*

This approach, for instance, is taken by Demus, who argues that the interpretative key
to the main portal is the subject of its [unette mosaic : the Parousia, the Second
Coming of Christ, as set out by the Gospel of St. Matthew.* According to this
structure, the fighting creatures and humans of the first archivolt would represent a
moralising message of the fight of good against evil; the “Labours of the Months’ on
the sccond archivolt would signify the value of manual work within the frame of
man’s expiation of the Original Sin; the “Virtucs and Beatitudes® would encapsulate
the values needed by man to endure his earthly lot and earn passage into Paradise; and
the ‘Prophets and Sibyls’ on the third archivolt would function as the heralds of
Christ’s Second Coming. In this light, Demus posits that the *“Trade Reliefs’ were a
deliberale variation on the Liberal Arts, the usual inclusion within what he believes to

be the model for the central portal, the Specudum mundi cathedral portals of the le-de-

%2 For this interpretation of the Labours of (he Months, see, for example Cohen 1990; De
Leo 1983; Mane 1980; Le Goff 1983; Schapiro 1941; Webster 1938,
# Matthew 24, 30-31. For the same citation, see also Tigler 1993, p.156.
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France.” In these terms, the images of urban work would function as a further
eschatological gloss on the overall redemptive message, with the aim being to simply

position the latter within the urban context.

This line of argument has been taken up and developed by other art historians, and it is
worth citing the chief theories posed to date. Antonio Niero, for example, uses
Aquinas's Sunma Theologica as the basis for proposing a connection of the theme of
urban work to the “Virtues and Beatitudes’ on the extrados;"s Lorenza Cochetti Pratesi
comments on the ‘grave necessita del lavoro’ presented by the ‘Labours of the
Months’, which would then be reiterated in the “Trade Reliefs” in a manuer more
appropriate to the Venetian environment;*® and Zuliani regards the cycle as an
endorsement of the ideal of ‘concordia sociale.””’ Even more pertinently, Antonio
Manno argues that the dgrus dei on the keystone of the band of reliefs functions as the
‘supremo governatore degli artigiani,” and extends the Parousia theory by proposing
that the concept of artisan labour can be specifically related o the Second Coming as

set out in the Book of the Apocalypse, VII, 16-17:

They will no longer be thirsty, or hungry, nor will the sun burn them...because
the Lamb will be enthroned, He will be their shepherd, He will give them the

life-giving waters, and God will wipe every tear from their eyes.48

It is Guido Tigler, however, who has most fully devetoped this vein of thought. Like
Manno, he cites potential connections to the Book of the Apocalypse, stating that

within this frame the choice to represent the ‘Prophets and Sibyls® on the third

“ Demus 1993, pp.16-17; Demus 1960, pp.146-149 and 149 n.93. For a famous example,
the ‘Liberal Arts’ of Chattres (1145-55), and the tradition of the Speculum mundi as a
whole, sce Katzencllenbogen 1959, pp.15-19,

* Niero 1993, p.144.

“ Cochetti Pratesi 1960, p.17. For a similar argument, see Frugoni 1997, p.895; Dorigo
1990, p.155; Colla 1987, p.434.

* Zuliani 1994, 13.120.

8 My translation from Manno’s Italian, Manno 1997, pp.13-14,
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archivolt’s extrados might reflect the popularity of the so-called Sermio — in its full title
De symbolo contre Tudeos, puganos et Arianos — an apocalyptic tract in circulation at
the time;™ and indeed this might tie in to the frame which Arturo Quintavalle also
applies Lo the portal as a whole, that of an anti-heretical message in stone based on
conceptual precedents such as that presented by the case of Chartres.” Overall,
though, Vigler frames the reading of the “Trade Reliefs® around the Agnus dei on the
keystone, stating: ‘il senso religioso dei Mestieri qui raggmfopati
&..assicurato..dall’ Agnus dei al centro, dove non a caso il Redentore si presenta “in
umilita,” calato nel quotidiano sacrificio dell’umanita lavoratrice.”™ The Parousia
thus becomes the central element surrounding the presence of the images of urban
work, with their position on the main portal reinforcing the basitica’s symbolic status

as the earthly manifestation of tho Heavenly I erusalem.”™

Tigler reinforces his argument by discounting the traditional identification of the
figure of the ‘Proto’ as the overseer of works at the basilica. Instead, he proposes that
his crutches and the fact he points towards his mouth might signify penury and/or his
being a cripple, and that when taken within the context of the Parousia, this might
constitute a direct reference to the message of social concord and charity as a principal
component of the redemptive message:.5 ? Here, in fact, the analogy is convincing, for
the arti did indeed enact a charitahle role within their associated scuole, giving
financial aid to members stricken by illness and performing devotional duties at
funerals.” On the other hand, one could also consider that the iconography of a cripple
may have some relation to that of Zachariah, especially since the ‘Prota’ indicates his

mouth. Could this be an indication of his status as a prophet, especially since both his

* Tigler 1993, p.165.

* Quintavalle 1997, p.173. For a similar view, see also Niero 1993, pp.131-132, 138,

' Tigler 1993, p.164. See Ibid, pp.156-162 for the full exposition of this view.

52 For the overall concept of the Heavenly Jerusalem in medieval cathedrals, see Williams
1993, pp.143-144.

™ Tigler 1993, p.165.

’ For a broad outline of social charity within the guilds, see Mackenncy 1987 and also
discussion above.
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clothing and the seat he sits upon are grand, not the shabby accruements of a case of

for chatity?”

These speculations would present further grounds ftor study, but what is essential to
underline at this juncturc is that the Parousia reading does not explain is why such a
revision of the Speculum mundi approach appeared in this particular place and,
moreover, at this particular time. Michelangelo Muraro offers a reading that is

representative of the state of studies as a whole:

Nei Mestieri si riflctte [un] realismo sociale, questo gusto per i soggetti
borghesi...c’¢ una accurata descricione degli ambienti di lavoro; gli utensili
non sono oggetti simbolici come nel romanico. Non troviame qui
T'immobilita espressiva che caratteriza rileivi dello stesso soggetto nelle
cattedrali di altre citta; le figure vengono umanizzate, vivono a contatto con

. s qs . o e . . . 56
il quotidiane, si perde ogni misticismo, I’unica maestra ¢ la realta.

While the depiction of fools and artisan practice in the “Irade Reliefs’ is
unequivocally valuable to the historian, Muraro’s statement is inherently problematic.
The ‘reality’ of which he speaks would have been one comman to Europe’s urban
communities, and indeed it could be argued that the subject of artisan labour within
the frame of human redemption was apposite for all these contexts. Yet the subject of
urban work was not in wide dilfusion within in the monumental corpus; so why does it
specifically appear in the portal at San Marco, and this on so prominent a scale? What
was so defining about this particular environment as to engender the insertion of the
theme into an otherwise fairly conventional programme? And why was it also used in

the decoration of the Piazzeita column bases?

%5 For (his theory T am grateful for the suggestions of Dr Louise Bourdua and Professor Samuel
K.Cohn, Jr.
% Muraro 1985, p.13.
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The ‘Arti Argument’

The ‘Trade Reliefs’ of San Marco and the Piazzetta column bases proveke intriguing
questions as to the reasons informing their existence, For most art historians, however,
the answer to their presence in the nswla Sancti Marci lies in a crucial concept: that
both cycles arc intrinsically self-~documenting representations, and that the images of
urban work reflect the daily realities of their practitioners precisely because it was the
artisans themselves that commissioned them. If this theory is tenable, it would
abundantly bear out the reading that the images were a true mirror of the urban
context, of both its practices and the notion {hat the artisans and tradesmen who
inhabited it were in some way able to tip the balance of social inclusion in their own

favour.

For the purposes of this study, this line of thinking wilt be dubbed the “ar#i atgument.’
Yet given its the centralily to the debate, what is somewhat surprising is that the very
art historians who promote it are unsure about its parameters. Demus, for instance,
only goes as far as to offer that the guilds probably commissioned the ‘Trade Reliefs™:
‘¢ ben possibile che csse fossero una commissione detle arti’;” and Quintavalle
simply states that the guilds ‘hanno probabilmente contribuito alla realizzazione del
complesso.””® Even Tigler leaves the question somewhat open: ‘non sappiamo se le
arti qui raffigurati siano state davvero le committenti dell’arcone o dell’intero
portafo.”™ Yet while quite fairly rejecting the argument presented by Cracco — that the
‘Trade Reliefs’ must be dated to the early 1270s given that this was when most of their
statutes were issued — Tigler ultimately rejects the notion of historical analysis to

determine their context:

" Demus 1995, p.17.
** Quintavalle 1997, p.166.
* Tigler 1995, 1, p.258 and n.12. See also Tigler 1993, pp.162-163.
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Specialmente in un caso come questo, in cui il ruolo di committenti degli
artigiani non & affatto chiarito, credo che sia pilt proficuo astenersi da

deterministici collegamenti fra situazioni storico-sociali ed artistiche.

In effect, Tigler’s statement highlights the main fault within the ‘arti argument’: that it
does little to shed light on what the act of patronage actually might have actually
involved for the artisans and tradesmen concerned. Commissioning, of conrse, implies
a role in the definition of the theme of the work or works commissioned, and in this
case, in fact, a deliberate action of engineering seif~representation. Sponsorship, on the
other hand, might suggest direct financial involvement but with little impact on the
decision to use the subject matter in the first place. These questions depend, of course,
on nuance, but they also require us to take the very contextual approach that Tigler
ultimately rejects. Not only do we need (o determine the aciual circumstances of the
thirteenth-century guilds; we must also enter into the realm of perceived status, both
on behalf of the guilds themselves and the state that ran San Marco as a civic shrine.
Were the arti in a position to undertake an act of commissioning, and if their
contribution was merely financial, who was responsible for deciding and

implementing the theme of urban work in the first place?

Piacenza and Chartres: Precedents for a Contextual Investigation

If the mechanics of potential artisan patronage need to be carefully examined, at this point it
is worthwhile to look at what othicr cases of urban iconography can provide us in tcrms of
methodological precedents and interpretative strategies. The representation of manual toil
specific to the urban context is limited to a handful of well-known cases. Of these, it is the
twelfth-century relief slabs of the cathedrals of Piacenza and J.odi in Lombardy and the

thirteenth-century stained glass windows of Chartres that we can take as the defining

 Tigler 1995, 1, p.258 n.12. In reaction to Cracco 1967, p.249. See also discussion in
Chapter ‘Three.
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paradigms. Can they ofter us valuable insight into the process of analysing the “Trade

Reliefs’ at San Marco?

Around the year 1170, shortly after the construction of the naves and transepts of
Piaceanza Cathedral iIn Lombardy, nine sculpted reliefs were inserted into several of its
massive internal columns,” Seven of these depict tradesmen and artisans and have
identifying inscriptions. We see bakers with the words ‘hec est colonna fornariorum’
inscribed into their oven (fig.47); the relief of the dyers has the inscription ‘Ugo
Tinctor® (fig.48), and that of a wheelwright *lohannes Cacainsolario’ (fig.49). There

are also reliefs of drapers (fig.50), cobblers (fig.51), cordwainers (fig.52) and furriers
(fig.53).

One historian of the Placentine formelle, Giuseppe Beiti, argues that they should be

seen in the by-now familiar thematic {rame of the revaluation of manual labour,

commenting:

Ormai la forza del lavoro appartiene all’artigiano e a chi lo compie, anziche
ad un padrone, e il suo acquisto & dovuto in parte notevole al riconoscimento

della libera personalita per la presenza della Chiesa.”

In fact Berti argues that the approval of the church authorities in the formation of
Piacenza’s trade associations, the paratici, had led to a situation of ‘realismo socio-
politico religioso” and also to a direct act of guild sponsorship at the ongoing project

represented by the cathedral

8 Yor the formal analysis of the Piacenza formelle, see Cochetti Pratesi 1984, pp. 603-668;
Cochetti Pratesi 1975, pp.53-72; Toesca 1965, pp.135-136; Romanini 1956, pp.1-45;
Crichton 1954, p.54; De Francovich 1952, pp. 18-21; Venturi 1905, p.60.

2 Berti 1975, p.14S.

% Ibid, p.174. For an outline of the history of the paratici of Piacenza, see Tagliaferri 1964,
pp-B1-34.
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This somewhat rose-tinted interpretation does lend itself to some hypothetical links to
the contempozary political context. In the iwelfth century, an uncertain proportion of
the trades peaple of Piacenza were becoming increasingly involved in the formation of
lay confraternities — could the Piacentine church have applicd this promotion of artisan
activity in a move to draw back the religious focus of the town’s population? While
this notion is interesting, careful parameters should be drawn. Although these
confraternities tend to be rather misleadingly termed within scholarship as Umiliati,
they may not have been part of the Humiliati movement itself, which was only firmly
rooted in Piacenza from the early years of the duecento. Frances Andrews underlines,
in fact, that the twelfth-century use of the term “Humiliati® might ‘have been used here
for communities administratively linked to a different order’;* and also that at this
early point, these collectives might have intrinsically been promoted by the
ecclesiastical authorities, thus showing signs of having been ‘a far more

“establishment” experience’ than traditionally framed.®

When we discount the theory of a troubled populace, it is difficult to view the formelle
of Placenza as anything but direct donations on the behalf of the trade groups they
depict. Their inscriptions, in fact, go beyond mere identification; they render the
images trade *badges”, as it were, of the guilds concerned. In fact two other reliefs on
the cathedral pillars reinforce this reading. The first shows a man indicating the
stomach of an adjacent woman (fig.54) — a representation also repeated slightly later at
Lodi (fig.55), where two other reliefs show a shoemaker and a cordwainer. At
Piacenza, the second non-trade relief shows the figure of a pilgrim wearing a belt with
a pouch inscribed with the sign of the cross (fig.56). I would posit that both represent
donors in acknowledgement of financial offerings: the former image might imply

thanksgiving for the birth of a child or a plea for intercession, the second the revenue

6% Andrews 1999, p.57.

% Tbid, p.59.

% For Lodi, see Caretta, Degnani and Novasoni 1966, pp.186, 201-202; Romanini 1975,
p.50,
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from passing pilgrims that in all likelihood contributed to the costs of the building

campaign.

Demus, in fact, makes a similar distinction. He comments: ‘tultavia le
raffigurazioni...di Piacenza presentana in modo molto pit specifico le caratteristiche
di donazioni relative a determinate parti architettoniche o decorative di un

edificio. .. sui pilastri che in tal modo ne sono contrassegnati.’®” At San Matco, on the
other hand, the ‘Trade Reliefs’ constitute a monumental and integrated iconographical
series: ...a San Marco le rappresentazioni dei Mestieri sono stata innalzate in una
sfora pid clevata ¢ costituiscono une dei elementi principali della decorazione
figurativa della facciata.’® Unlike in Venice, then, the Piacentine Sormelle are
emphatically not a cycle; they act as stamps on the cathedral fabric much in the same
way as other donors could sponsor individual chapels or altarpieces, and it may be that
the guilds used the cathedral as their meeting place in lines with widespread practice
throughout medieval Europe.”’ Whether or not the conceptual or political climate
affected the production of the images, the fact remains that the reliefs at Piacenza arc

specific to their context. With this in mind, let us turn to the case of Chartres.

The stained glass windows of Chartres constitute the most extensive cycle of the
theme of urban work in the medieval monumental corpus, Executed in the early years
of the thirteenth century, forty-two of the windows include approximately 125 scenes
of artisans involved in twenty-five different urban trades from production to market
(figs.57, 58).° Traditionally, the “Trade Windows’ have been interpreted as evidence
of direct and willing donations on the behalf of the guilds. A fire in 1194 had ail but

destroyed the cathedral; the rebuilding campaign became the financial concern of all

7 Demus 1995, p.17.

% Thid.

fg For the general role of cathedrals as guild meeting-places, see Duby 1981, p.}11,
" For the different trades in the windows, see especially Kemp 1997, pp.163, 177.
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the citizenry, both noble and artisan. What emerges is an impression of simple piety,

popular devotion and the clergy’s acknowledgement of the rising artisan class.

Yet one scholar who has offered a distinetly different interpretation of the “Trade
Windows’ of Chartres is Jane Welch Williams, [n her “Bread, Wine and Money”,
Williams points out that the idea of willing artisan contributions might in fact
misinterpret the political circumstances surrounding the production of the stained glass
images. Instead she proposes that the “I'rade Windows’ in effect ‘represent required
offerings by the faithful and the obligatory presentation of work ar its product by the

cathedral canons and bishop.*”’

Drawing evidence from }ocal charters and liturgical documents in the town’s archives,
Williams argues that in the early- thirteenth century Char{res was far from the
peaceful haven suggested by the images of its artisans. Instead, tensions had arisen
around the distribution of taxes between the secular authority represented by the connt
of Chartres and the ecclesiastical power of the cathedral canons. Nominally, the
bishop and chapter only had rights to tithes on trade carried out within the cathedral
precinets. In the years after the fire, however., they increased their revenue by
constraining a proportion of the town’s workers to live in the cloister as their vassals
or avouds. The income this generated was thus redirected from the count to the clergy,
much to the anger of the former, and the artisans and tradesmen themselves were
effectively trapped betwecn a rock and a hard place: staying in the cloister, they had to
swear an oath of non-participation in the town’s communal structure, but if they
ventured outside, they risked harassment, abduction or violence at the hands of the
count’s officials. Such a status quo, problematic as it was, was short-lived. Violence
exploded in 1210 and 1215, with town workers spearheading a rebellion against both

forms of oppression: secular (for the count had forbidden the formation of guilds) but

T williams 1993, p.3.
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especially clerical. That they were joined by some of the cloister avoués appears
likely, for the trouble was concentrated in the arca of the unfinished cathedral.
Although the clergy were able to rein in the violence by the threat of elernal torment
and by badily punishment, including whipping in front of the altar of the Virgin, this
was clearly far from the civic harmony of work and fair play implied by the trade

scenes of the stained glass windows.

What Williams suggests, therefore, is that the production of the ‘Trade Windows’
should be viewed within the context of a deliberately displayed message. She argues
that the fact that a good proportion of the depicted trades worked as avoués in the
cloister cannot be coincidental. The images would reflect the nature of their existence:
as obligated contributors to the financial costs of the cathedral rebuilding campaign.
Yet Williams is at pains to point out that this does not undermine the fact that the
“Trade Windows’ are both extraordinary and unprecedented in their scale. All she
does is to shift the decision to use the imagery from the traditional reading of a self-
reflexive and self-reflecting action from the part of the workers themselves to the
clerics who tithed their labours, In this sense, the “Trade Windows’ do indeed
represent the rehabilitation of manual fabour, yet in intensely practical terms. By using
the imagery of trade and tradesmen, the cathedral authoritics couched the forced
conlributions within terms of the redemptive process, and ensured that their own
treatment of the artisans concerned was framed as an ideal, whatever the real situation

of the medieval town.

The ideas that Williams sets out constitute an immensely valuable methodological
precedent. ITer example, though, is not without its limitations. As the title of her work
suggests, she takes as her case study the bakers, the vintners and the moneylenders;
would a more penctrating investigation into the other trades of the windows have

given alternative readings? One also suspects that the workers themselves would have
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been far from indifferent to the idea of visible inclusion within the church fabric. The
very fact that the trade-‘donated” windows outnumber those sponsored by nobles
speaks volumes; clearly there had been considerable input from the tradesmen and
artisans, whether freely offered or otherwise. Wolfgang Kemp, in tact, offers useful
reservations on this kind of contextual reading. He belicves that the ‘Trade Windows’
at Chartres were undoubtedly sponsored by the guilds, but that the theme of urban
work was one framed by the clergy as an effort to offset the {lireat of possible artisan
connection to contemporary heresies, stamping out “(he worst excesses of this
“association explosion™, and ‘[adapting] the best cases [the guilds| by a process of
integration.’™ Yet I would argue that Kemp goes too far in defining the windows as
the guilds undertaking a ‘collective self-portrayal.’” Instead it appears to have been a
politic decision to use the theme on the behalf of the cathedral clergy, and a political
response to the matter of funding the visible manifestation of an enduring

ecclesiastical paradigm.

What the cases of Piacenza and Chartres highlight, then, is that the act of patronage
must be defined with care. It also illustrates, it would seem, that soine sort of agenda
informs each and every case of this type of urban iconography, and that that agenda
changed according to the specific nature of the context that produced it. But
methodological parallels can certainly be drawn between Piacenza, Chartres and San
Marco, in the sense that they frame the three most important questions we can posit
about the production of a cycle of such unusunal imagery: when it was executed, who

commissioned it and why.

A Interpretative Key? The Selective Principal in the Iconograpiy of Urban

Work

" Kemp 1997, p.166.
? Ibid, p.171.
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Whal the examples of Chartres and Piacenza make clear, then, is that the context that
produced the ‘Trade Reliefs’ and Piazzetta column bases should be firmly tied to
cerfain key considerations: the political circumstances of the thirteenth-century guilds
and how commissiening and funding took place in the Inswla Sancti Marci. Yet the
potential of this sort of analysis requires unlocking, as it were, by means of another
important question: what does the choice of guilds shown in the two cycles tell us

about the sclective principals at work?

Here, though, the dearth of direct supporting documentation is rather discomforting,
and as such any potential evidence tends to punctuate the scholarship surrounding the
“Trade Reliefs.” One such case, in fact, is constituted by a source to which we have
already alluded above: the passage in Martine Da Canal’s Estoires which vividly
describes the guilds’ participation in the 1268 procession celebrating the coronation of

doge Lorenzo Tiepolo. Let us look at the passage devoted to the blacksmiths (fabbri):

Les maistres fevres, a tot lor servant, se aiinerent ensenble desos un
confanon et orent chascun une guerlande en chef et se mistrent a la voie, li
confanon devani, et les trombes et autres estrumens aveuc igus; ¢l avoient
bon conduseors. En tel maniere monterent desor Ii Palés et salucrent

monsignor Ii dus et Ii oire(re)nt chascun vie et victoire... T

When related to the “I'rade Reliefs,” Martino’s account throws up more questions than
it provides answers, for there is little correspondence between the guilds hic cites and
those of the sculptures. Only four of the eighteen ar#i he lists ~ the blacksmiths
{fabbri), the cobblers (calzolai / calegheri), the sellers of oil and fat {ternieri) and the

barbers (barbieri) — appear at the main portal; yet he states that ‘/es homes de tos

 Da Canal 1972, pp.284, 286.
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mestiers’ took part in the procession.” While this may, of course, be a rhetorical
device, what remains is the fact, as Dorigo puts it, that ‘il denominatore comune fra le
{re casualita (la selezione dei mesteiri deli’arcone, la scelta descrittiva di Mattin da
Canal, ¢ la fortunata conservazione di certi documenti e non di altri} non & confortante

. . 16
né illuminante.’

To address this dichotomy, Dorigo proposes that there must have been some
correspandence between the choice of trades on the doorway and the relative financial

and numerical impact of the workers concerned:

Comunque, criteri di scelta per precedenze oggettivamente fondate sulla
rappresentativita numerica o sulla eapacitd finanziaria, privilegianti mestieri
non a caso rispondenti alle principali attivita industriali e di servizio urbano
alia citta nascente, si possono certamente evincere dall’enciclopedia del

. . - . . « . . 77
terzo intradosso, anche se vi mancanc importanti corporazioni di mestiere.’

Here, though, we can raise two points. The first is that even if the artisans of the
depicted guilds were guistly prosperous, the economic clout of even a large group of
coopers ot bread sellers, say, would have been considerably less than that of a group
of apothcearies, furricrs or poldsmiths. The second notion is that the reliefs of both the
main portal and the Piazzetta cofumn bases tend to show the trades relating to
industrial construction and food commerce. How can this be reconciled to the notion

of their relative status?

Other art historians, in fact, have chosen to base their interpretations of the ‘Trade

Reliefs’ on what activities the sculptures include, rather than those they exclude.

Zs Ibid, p.284. See pp.284-303 for the full passages relating to the guilds.
”® Dorigo 1988, p.22 n.17.
7 Tbid, p.11.
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Muraro, for instance, suggests that the choice of certain artisans and traders represents
“lo schieramento di quelie corporazioni sulle quale si basava la struttura
elficientissima di Venezia;'"® Francesco Gandolfo states that the Trade Reliefs
represent an emphasis on those mechanical arts that underwrote urbun existence;” and
Chiara Frugoni splits the archivolt into two halyes, proposing that the lower level on
either side concentrates on navigation, the upper left-hand sculpturcs on the food
industries and those on the upper right-hand side artisan activities," Yet Tigler arpues
for a mote symbolic reading, proposing that the overall choice of trades was intended
to reflect Eucharistic connotations: “gli alimenti fondamentali deila cucina
mediterranea, fa cui vendita & qui illustrata (panc, vino, pesce, carne ma anche latte),

sono in gran parte connotati anche di significati eucaristici ¢ quindi santificati.”®

Given Tigler’s rationale, the omission of more wealthy guilds from the ‘Trade Reliefs”
may have simply come down to the ecclesiastical condemnation of the luxury trades.
One has to wonder, though, whether in Venice this would have been such a concern.
The church was emphatically a state-led enterprise, and the government chose to
accept or reject papal strictures as it thought appropriate; the Republic’s wealth and
reputation rested to a great extent on precisely these luxury trades; and Martino Da
Canal’s narration makes it abundantly clear that there was no perceived paradox in

including them in state ritual, Why, then, not on the basilica itself?

Here it is Schlink and Manno who arguably present the most echesive and persuasive
case to explain the selective principal at work. Schlink, for instance, cmphasises that

the activities chosen wete meant to epitomise the striving for the collective needs of

8 Murarn 1985, pp.61, 63.
™ Gandolfo 1994, p.339.

% Frugoni 1997, p.895.

8 Tigler 1993, pp.163-164.
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the commune, not personal gain, in a message designed for as public a consumption as

possible.” Even more pertinently, Manno comments:

I mestieri destinati all’arcone marciano sarebbero da interpretare come
prototipi o cmblomi universali di una cittd fondata sul lavoro manuale. Un
dramma politico dunque, oltre che catechetico, ricordando che San Marco
era basilica dogale, Lo stato rendeva omaggio ai ceti produttivi ponendo la

loro attivita nell’economia della salvezza.®

What Manno underlines, therefore, is that the selection of activities for depiction
within the ‘Trade Reliefs’ must have been planned according to some state-led
imperative. In thesc terms, it is somewhat paradoxical that he contradicts the
implications of his own argument by stating his belief that the criteria followed may
not have existed in the [irst place, nor does he admit that his theory might challenge
the notion of direct guild sponsorship.*® It is inarguable, however, that if one
acknowledges the ‘Trade Reliefs.” — and by extension the Piazzetta column bases — to
be the praduct of a superbly political process of image-making, it is vital to address
the questions of when they were created, who was responsibie for their
commissioning, by what means, and by whal motivation, It will be my contontion in
the following chapters, in fact, that it is the very selective concept to which Manno
somewhat unsatisfactorily alludes that must come under scrutiny, for ultimately it
places the context of the two cycles within one of the principal constructs of Venice’s

medieval civic collective: the dialectic between state and workers.

Conclusions

%2 Schlink 1985, pp.33-44.
 Manno 1997, p.14.
% Ibid, p.15.
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Qverall, this fortuna critica of the ‘Trade Reliefs’ and Piazzetta column bases should
demonstrate that their art historical study has generated not answers but questions.
These extraordinary images may indeed constitute the paradigmatic exegesis of the
value of manwual labour, but in the scholarly framework that surrounds them, the
distinction between ideal and reality and between ideology and history is by definition
blurred. It is the purpose of the next chapters of this study to disentangle the
generalities surrounding the sculptures to engage with specifics: their date, their
patronage and the political concepts that informed their creation in thirteenth-century

Venice.
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Chapter Two
Dating the ‘Trade Reliefs’ and Piazzetta Column Bases:

Method, Misconceptions and Revised Conclusions

Introduction: Questions and Challenges

Establishing the historical context of the ‘Trade Reliefs’ and the Piazzetta column
bases requires a firm understanding of when they were produced. To a great extent,
though, the question of their date remains unresolved; and it is the purpose of the
following discussion to critically analyse the scholarly debate, offering both

revisions and tenable solutions,

By definition, the process of dating both cycles is a challenging undertaking. Very
little primary dlocumentation survives for theit context: the ambitious cawpaign. of
works that took place in the Jnsula Sancti Marci in the course of the duecento,
incorporating not only the decoration of the three fagades of the basilica of San
Marco buf also the reworking of the Piazza and Piazzetta. Here too we meet with a
defining difficulty: how to balance the traditional historiographical accounts with
the more useful information olfered by formal, iconographical and technical
criteria, evidence which in itself has led scholars to present a range of different,

often conflicting, conclusions.

With this in mind, in this discussion I will follow the example of previous art
historians in suggesting that the “Trade Reliefs’ themselves can only be dated in
refation to that of the sculptural work of all three archivolts of the main portal, a
project that in itself must be placed in relation to what is kiown about the
lineaments of the decoration campaign as a whole. In the first section of the

chapter, I will set out existing theories surrounding the overall chronologicat span
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of the sculptures of the main portal itself; and in the second, I will suggest why and
how the dating lynchpins used by scholars to situate the start, mid point and end of
works on the three archivolts within the averall frame of the duecento decoration
campaign should be re-examined. In the third part of the discussion, I will examine
the stylistic and iconographical evidence in the light of these modified parameters
to determine the most likely date for the ‘Trade Reliefs’ themselves. Finally, the
fourth part of the chapter wiil examine the issues surrounding the Piazzetta column
bases, not only demounstrating the extent to which their chronology can be linked to
that of the ‘Trade Reliefs’ at the basilica but also sctting a [irm base for the

historical interpretation of both cycles of urban work

The Main Portal: The Art Historical Debate

The main portal at San Marco has rightly received a great deal of art historical
attention, and the complexity of the debate mirrors that surrounding its context: the
decoration of the basilica’s three facades that took place in the course of the
duecento. Before examining the various strands of scholarty opinion, though, it is
essential to underline -- and indeed to confirm — an axiomatic idca that has
underpinned all responses to the three archivolts: that of commensurable stylistic

and technica! development from the {irst to the third.

Let us consider the visual evidence. In the reliefs of the intrados of the first and
lowest archivolt (fig.3), the chief emphasis is given to the decorative aspect of the
acanthus frieze rather than to the essentjally planar animal and human forms
contaitied within it. While it might be unfair to describe such an approach as
sudimentary, the contrast to the extrados is siriking: in the latter (figs.4,5), the
fighting figures, moralising scenes and acanthus whorls display a significant
increase in plasticity and now inhabit their space rather than merely appearing

superimposed upon it.
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In the ‘Labours of the Months® of the second arch’s intrados (figs.7-18), this effect
of qualitative progression is considerably more pronounced. Here the drilling is
considerably deeper, with the acanthus frieze now merely serving as a framing
device for figures whose robustly rounded limbs give them new and striking
volume, This plastic awareness continues into the ‘Virtues and Beatitudes’ of the
cxtrados (figs.19,20), where smooth, almost chubby facial features and fiuid,

damp-fold draperies are only slightly compromised by their rather block-like hands

and feet.

By the “Trade Reliefs® on the undetside of the third archivolt (figs.23-37), technical
and compositional ambitions are closely intermeshed. The traders, artisans, tools
and containers are disposed on two or even three planes; the deep undercutting
involved thus allows full and unencumbered plasticity, with the figures in places
almost pulling clear of the background. In contrast, the ‘Prophets and Sibyls’ of the
third extrados represent a conceptual shift (figs.21,22). Here, the four-de-force
deep drilling within the intricate acanthus bosses is coupled with a reversion to a
more planar and linear quality in the figures themselves. It is clear, than, that
although there was a commensurable technical and stylistic development through
the six bands of reliefs, formal inffuences could be taken on or modified according

to the preference of the sculptors, in itself implying some chronolagical span.

1t is the dating of the various bands of reliefs, however, that bas occupied the most
central place within studies of the main portal, and it is worth outlining the
principal findings of some of the principal scholars who have considered the
problem most thoroughly. Let us take as a point of departure the conclusions of
Otto Demus, an art historian whose work, in its breadth, reflects the myriad of

nuances and theories that surround San Marco as a whole,
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Essentially, Demus proposes that all three archivolts were executed by a single
workshop. He cites two termini post quem to sitvatc the earliest start of its activify:
firstly the sack of Coustantinople of 1204, an enterprise in which Venetian
involvement resulted in a tide of spolia being used in the new decoration campaign,
nolably marble veneers and columns, masaic and, most famously, the bronze
horses of the Quadriga; and secondly a fire that broke out in the Treasury of the
basilica in early January 1231, which Demus argues would have caused sufficient
damage [or any pre-existing sculptural work on the west fagade to have been

neecssarily started afresh.'

Demus considers the marked stylistic and iconographical progression throughout
the three archivolts to be the result of various influences being successively
assimilated into the practice of the warkshop, and this under the supervision of two
principal masters. The first capomaestro, he sugpests, oversaw the inhabited frieze
of the first archivolt’s intrados, with the work registering above all the impact of
recent Lombard and Emilian-Romagnan sculpture, especially that of Benedetto
Antelami and his circle. The same workshop head went on to supervise the
extrados of the same archivolt, where increased plasticity and classicising elegance
would attest to the influence of the great sculptural projects at Notre-Dame, Reims

and Chartres.”

By the ‘Labours of the Months’ of the second arch’s intrados, however, Demus
proposes a new supervisor to be at the helm, a figure he dubs the ‘Master of the

Mestieri’ since his involvement stretched to the “Virtues and Beatitudes” of the

' In the Venetian calendar, more venero, January 1231 is cited as 1230, since the system
Elaced the start of each year in March.

For a similar argument, see Frugond 1997, .895; Cochetti Pratesi 1960. Bettini, however,
considers the Jle-de-France to have been the key influcnce from the outset. Bettini 1954,
p.29.
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second archivolt and culminated in the ‘Trade’ or ‘Mestieri Reliefs’ of the third
archivolt’s intrados.” Demus gives chronological grounding to the output of the
“Master of the Mestieri’ by citing a theory that for cur purposes cau be dubbed the

‘Radovan argument.’

The ‘Radovan argument’ bears considerable consideration, for it offers what would
appear to be an inviolable terminus ante quem for the execution of all of the main
portal’s reliefs up to the first four of the ‘Labours’ on the second archivolt. It
centrcs on the third sculpture of the Months cycle: the ‘March’. Here the
iconography is highly unusual: a nude humanoid sprite blows a gust of wind
through a trumpet towards the standing figure of an armed soldier (figs.9,60).
Following the earlier example of Venturi and Toesca, Demus points out that only
one other example of this composition exists: the ‘“March’ of the incomplete
Months cycle of the cathedral portal of Trogir in coastal Dalmatia (fig.59). He thus
concludes that this relief must have been dircetly modelled on that of Venice
(fig.60); and since an inscription in the ‘Nativity® lunette above the Months cycle at
Trogir (fig.61) cites the year 1240 as the starting-point for the activity of a
workshop led by a master called Raduanus (Radovan) it would logically follow

that the ‘March’ at San Marco must have been completed by that vear.*

In his characteristically thorongh manner, Demus bolsters the ‘Radovan argument’
with a considerable range of iconographical evidence. In his opinion, the ‘January’
and ‘April® at Venice (figs.7,10) — a man warming himself at a fire and a shepherd
respectively — are used by Radovan as his models for the same months at Trogir
(figs.62,63); the apgels in the archivoll scene of the ‘Dream of Joseph® (fig.64) at

Trogir reprise the spandre] angcels of the Porta dei Fiori on San Marco’s north

3 Demus 1995, p.19.

* Here Demus follows the lead of Venturi 1904, pp.350-356; and Toesca 1927, pp.798-800,
Within the scholarship swrounding Radovan, Trogir is often cited in its Italianised form,
Trau, For an analysis of the nomenclature of Radovan, see Tigler 1996-1997, p.314 n.2.
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facade (fig.65); Trogir’s ‘Nativity’ lunette (fig.61) is based on the ‘Nativity’
tympanum of the Porta dei Fiori (fig.65); and the intricate acanthus whorls of the
two columns flanking the portal opening at Trogir (fig.66) are based on the

inhabited frieze of the first extrados of the main portal at San Marco (figs.5,6).°

Given this level of iconographical analogy, Demus concludes that prior to working
al l'rogir, Radovan was in all probability a member of the cantiere at San Marco;
and here he bolsters his case with perceived similarities of style and sculptural
handling. He sees, for instance, considerable consonance between the tubular
drapery folds of the western pair of free-standing angels at the basilica’s crossing
(fig.67) — works which he dubs the ‘Clumsy Angels’ in contrast to the morc
distinetly Antclamesque eastern pair — and those of four reliefs of the “Evangelists’
at Trogir (fig.68), sufficient, in fact, to ascribe both works to either Radovan or a
close collaborator. Accordingly, Demus frames the ‘Clumsy Angels’ as works of
the 1230s — in other words shortly before Radovan departed for Trogir — and he
reinforces the chronology by connecting them to works at San Marco that he
regards as the product of a full assimilation of the Antelamesque and the fle-de-
France, namely the series of small protome heads on the southwest pier supporting

the central cupola (fig.69) and the heads of the first four months in the ‘Labours’ of

the main portal itself (figs.7-10).°

The web of formal and iconographical influence Demus uses to underwrite his
version of the ‘Radovan argument’ is vital to any consideration of the main portal.
If his line of thinking — and indeed the ‘Radovan argument’ as a whole — is valid,
its remaining reliefs, namely the last nine “Months’, the ‘Virtucs and Beatitudes’,

the ‘Trade Reliefs’ and the ‘Prophets and Sibyls,” must by extension date to some

* Demus 1988, pp.389-393; Demus 1966, pp.119-120. For a response, see Tigler 1996-
1997, p.317 n,13.

¢ Demus 1979, p.11; Demus 1960, pp.120, 156-157. See also Tigler 1996-1997, p.317 n.13.
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point after 1240, Yet Demus somewhiat sidesteps the matter of how one eould
punctuate this chronological span. He does not commit to a date for the “Trade
Reliefs’ themselves, for example, merely stating that their ambitious spatial
solutions and the plasticity of the classicising forms represent the culmination of
the practice of the “Master of the Mestieri.”’ In the case of the ‘Prophets and
Sibyls’ (figs.21,22), however, Demus is more specific. He frames their flattened
forms as the result of two hypothetical influences: a newly-Byzantinising approach
in light of the Paleologans’ retaking of Constantinople in 1261, and the
collaboration of the ‘Master of the Mestiert’ with the so-called ‘Master of
Heracles’, who supervised the decoration of the north and south fagades. Yct
despite thosc uscful criteria, all Demus is prepared to conclude is that the ‘Prophets
and Sibyls’ must have been finalised within the period 1250 to 1275, as indeed was

the decoration of the west facade as a whole.®

Demus’s use of the year 1275 as a outside terminus ante quem for the main portal
reflects, in facl, another key topos of studies of the main porial, as are the pieces of
evidence he cites, the first of which is the mosaic of the Porta Sant’ Alipio on the
west fagade (fig.70). This, the only one of the five thirfeenth-century portal lunettes
showing the legend of St. Mark to have survived more or less in its original
thirteenth-century form, shows a doge, his dogaressa and members of the
population standing in front of the basilica itself as a bier with the saintly body is
borne through the central portal. In these terms, the episode could be interpreted
either as the first reception of the Evangelist’s relics in the ninth century or the
episode from the Mareian hagiographical canon known variously as the apparitio

or collocatio, when his bones were lost and then miraculously rediscovered in the

7 Demus offers that with the “I'rade Reliefs’: ‘Ia bottega raggiunse la sua piena maturita.’
Demus 1995, p.19. See also Demus 19935, p.20; Demnus 1960, pp.164-1635

¥ Demus 1995, p.20. For a reconstruction of the output of the workshop of the ‘Master of
Heracles’, see Demus 1995, p.21.
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attermath of a devastating fire in the late- eleventh century, then to be

ceremoniously re-interred within the newly rebuilt church.”

For our purposes, the importance of the Porta Sant” Alipio mosaic is two-fold. First,
like the other scholars who cite it, Demus’s implicit assumption is that it and the
other four lunctics would only have been put into place after the sculptural and
structural works sutrounding them was complete. Second, the depiction of the
basilica within the mosaic would appear to show the west fagade in its finished
form, with clear delineations of its five portals, of the outlines of the six
monumental reliel slabs of the *Virgin Orans,” Saints ‘George’ and ‘Demetrius’
and the two ‘Labours of Hercules’, and, crucially, of the four bronze horses of the
Quadriga.’® Date the mosaic, then, and one would have an outside completion date

for the west fagade, and thus by extension the main portal.

For Demus, the chronology of the mosaic can be placed in the period 1268 to 1275,
a reading predicated on his theory that the figure of the doge in the mosaic is an
anachronistic representation of Lorenzo Ticpolo, to whose reign Demus ascribes
the completion of the west fagade as a whole. In support of his argument, Demus
links in another axiomatic piece of evidence, an early passage of the Estoires de
Venise in which Martino Da Canal refers to the lunette mosaics as a visual

endorsement of the legend of St. Mark:

Et se vodra savoir la verité tat ensi con je le vos ai conté, veigne veoir la

bele yglise de monsignor saint Mare en Venise et regarde tres devant la

® For a full description of the lunette mosaic, including its explanatory inscription, see
Andaloro 1991, p.209,

® For this argument, see also Borelli 1999, p.71; Frugoni 1997, p.867; Hubach 1996, p.373;
Demus 1995, p.15 n and p.23 n.11; Bettini 1954, p.30.
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hele yglise, que est escrit tote cete estoire tot enci con je la vos ai

11
coniee,

Demus believes that to be cited in such concrete terms, the mosaics of the west
fagade must have been in place by the time Martino wrote his account; and since he
also ascribes the Estoires to Tiepolo's reign — as we saw in Chapter One a lengthy
section of the narrative is devoted to his coronation festivities in 1268, and they
break off in the year 1275, when the doge died ~ Demus contends that the pertod
bounded by these two years must constitute the outside limit for the completion of
the mosaics, and by extension all the sculptural works on the west fagade, the main

portal incladed,

Overall, Demus’s conclusions epitomise the extent to which the state of studies
surrounding the main portal depends on specific chronological lynchpins for its
dating;: the Treasury fire of 1231, the mosaic lunette of the Porta Sant’Alipio,
Martino’s Kstoires and above all the ‘Radovan argument.” Other art historians who
have dealt with the problem of the main portal’s chronology have, in fact, used the
same criteria, but within the broad limits these provide, their theories as to how and
when works (ook place vary considerably, and as such it is useful to briefly outline

those that exemplify the different schools of thought.

Michelangelo Muraro, Fulvio Zuliani and Waldimiro Dorigo, for instance, ali
adhere to the idea that works at the main portal started after the Treasury fire of
1231 and finished by the time Martino referred to the west fagade mosaics in his
Estoires. What preoccupies them above all is simply how the workshop or

workshops were organised within this wide time frame, Muraro, for instance,

' Da Canal 1972, p.20.
12 Demus 1995, pp.20-21. TFor similar arguments, see Bettini 1954, pp.29-30; Cochetti
Pratesi 1960, pp.3-4.
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argues for a single cantiere that developed its output in lines with new
developments in sculpture both within and without Venice, with its chief influences
being the Antelamesque, the fle-de-France and Mosan gold work. Interestingly, he
also proposes the influcnce of late-antique sarcophagi that survived in the lagoon
area, an idea that as we shall see a little later may in fact have played a strong part

in the characterisation of the ‘Trade Reliefs’ in particular,”

In contrast to Muraro, both Zuliani and Dorigo see the existence of a unified
workshop as an inherently false construct.”* fnterestingly, Dorigo centres his
argument on the only piece of written contemporary documentation that survives
for the basilica’s external decoration campaign, an ordinance contained with the
capitolari of the procurators of San Marco that in its original redaction dates to

1258:

Ttem faciemus, quod omnes Magistri de Muxe, gui nunc sunt, ad Opus
dictae Ecclesiae deputati haheant et teneant ad minus duos pueros apud
se qui videant, et adiscant dictam artem, intelligendo quod dicti Magisiri
non teneantur tenere dictos pueros in domo sua, ita quod omni tempore
necessario ad dictam Ecclesiam laborari possint, et non possunus
aligualiter licentium dare, seu parabolam dicere aliquibus Magistris de
Muxe, qui inceperint aliquod laborerium in Ecclesia Sancti Marci, eundi
ad laborandum in aliguem alium locum, seu spetialem personam; donec
laborerium, quod inceperint in ommibus et per umnia completum fuerit, et
Surnitum, et possumnus providere dictis pueris ab une grosso in die pro

quolibet sicut nobis videbitur, usque ad umim aunum postquam eos

% Muraro 1985, pp.11, 13, 47, 49, For a similar reading, see also Colla 1987, p.434.
1 Zuliani 1994, p.108; Dorigo 1988, p.21.
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acceperimus, ef ab uno anno in antea possumus eis providere secunduim

qguad nobis videbitur"®

Tor Dorigo, the primary importance of this document lies in the fact that it sheds
substantial light on how works were carried out within the opus, the organisational
body for works at San Marco. Firstly, the order to hire mosaic masters, the magistri
de muxe, was issucd by the Great Council itself, demonstrating how the
organisation of the opus was a state concern. Secondly, the express purpose of the
measure was to ensure the completion of the decoration of the atrivm, implying a
situation in which workers were taken on as and when necessary to complete cach
stage of the campaign, a modus operandi that Dorigo argues to have applied to the

duecento programme of works as a whole.

Dorigo’s use of the 1258 ordinance does not, however, fully extend to what
ramifications it might have for the dating of the main portal itself. Here, in fact, his
argument is centred on the only lynchpin for the chironology of the main portal
during its execution: the ‘Radovan argument.” While he docs not question its
constructs, Dorigo is notable in that he expresses some doubt as to whether there
was a detinite link between San Marco and Trogir: ‘probabilmente — non
necessariamente — Radvanus vide I"opera veneziana, il “Marzo” incluso.”* Yet
even this rather vague statemoent might, however, hint at a fault line within the
‘Radovan argument.” Put succinctly, if the first three of the six bands of reliefs at
the main portal could have been executed in the relatively short time frame of 1231

to 1240, how come the remaining three took thirty years more to complete?

* ASV, Procuratori.di S.Marco de supra, busta 78, procuratori 182, cap.c.1. Dorigo 1994,
pp-34-36; Dorigo 1988, p.20. The ordinance is cited as doc.96 in Cecchetti 1886, p.12. See
also Mueller 1971, p.108; Demus 1960, p.53; Bettini 1954, p.22.

1 Dorigo 1994, p.36. For the ‘Radovan argument® in general, see Muraro 1983, p.51;
Dorigo 1994, p.36; Dorigo 1988, pp. 20-21.
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Two scholars who have addressed this shortfall more thoroughly are Arturo
Quintavalle and Guido Tigler; and interestingly, both do so by using the ‘Radovan
argument’ as the chief evidence for a much shorter span of works at the main
portal. Quintavalle proposes a single workshop under the direction of the ‘Master
of Ferrara’, the sculptor who had carried out the ‘Labours of the Months® for
Ferrara’s Cathedral half a decade or so previously, including, notably, one of the
finest examples of a ‘Marcius Cornator’, the “March’ horn blower, in the
Romanesque corpus (fig.71a). For Quintavalle, in fact, the Ferrara Mastet’s
cantiere would have commenced operations at San Marco inuncdiately after the
Treasury fire of 1231 and would have gone on to complete its work by the time

Radovan executed his portal at Trogir in and around 1240."

Tigler, on the other hand, proposes a rather different theory: that the main portal at
San Marco was undertaken in not one but two separate campaigns. An initial
project was started under the supervision of the ‘Master of Ferrara’ in the early
1230s but, crucially, it was then abandoned, with. its only surviving remnants being
constituted by the fragmentary figure groups of the ‘Adoration of the Magi’ now in
the Museo del Seminario di San Marco, two lions later placed in the Cappella Zen
and the so-called ‘Dream of St. Mark’ in the niche of the main portal, which in its
origin was probably intended to represent the ‘Dream of Joseph’ (fig.72).” The
second portal workshop, which the same master influenced rather than led, started
operations around 1235; and for Tigler, the consonances between the relief of
‘March’ at Trogir and that of San Marco suggest that Radovan underwent a

formative period within this cantiere. As such he sees no reason why the whole

7 Quintavalle 1997, p.174. Cochetti Pratesi argues for the influence rather than the actual

iresence of the ‘Master of Ferrara,” Cochetti Pratesi 1960, pp.12-13.

¥ Tigler 1996-1997, pp.289-290; Tigler 1993, p.150. The ‘Dream of Joseph” was only later
put into its present position in the niche of the main portal. Tigler rejects an idea proposed
by Babid and Stosié: that Radovan must have executed the ‘Dream of Joseph’ group at San
Marco given his use of the theine at Trogir; and that he is correct to do so is evinced by
Stosi¢’s self-contradictory argument that Radovan’s own work was in no way influenced by
the output at San Mavco. Stosi¢ 1894, p.73. See also Babié 1994, p.113,
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portal at Venice could not have been finished shortly after Radovan’s, possibly as

carly as 1245.%

The implications of these arguments are considerable. Put simply, if Quintavalle
and Tigler are correct in their compressed time frame, the scuiptures of the third
archivolt and thus the main portal as a whole could have been completed within the
reign of Giacomo Tiepolo, not that of his son Lorenzo some three decades later.
Yet here therc arc two potential pitfalls. Firstly, if the main portal took only around
fifteen years to complete, how does one explain the considerable progression of
style and influence throughout the six bands of reliefs? Secandly, all the arguments
outlined above stand or fall according to the validity of the various fermini post and
ante quem. The aim of the next section of the discussion is to demonstrate that the
use of these chronological lynchpins does, in fact, require revision, and that the
modifications they demand may, in fact, have commensurable impact on the
problem of the duration of works at the main portal, as well as that of dating the

‘Trade Reliefs’ themselves.

The Begiuning and End of Works at the Main Portal

As we have seen in our examination of the key scholarly findings surrounding the
dating of the main portal, the question of when works started and finished there
have tended to be framed within the wider limits of those on the west facade as a

whole. But do the criteria used stand up to scratiny?

Firstly, the importance of the Fourth Crusade as both means and motivation for the

duecento programme of works needs to be taken with a little caution. On one hand,

1 Tigler 1999-2000, p.11. In contrast to Tigler, Cochetti Pratesi proposes that the
‘Adoration’, along with the ‘Dream of Joseph™ and the Cappella Zen lions, were intended
for the unfinished Porta Da Mar project on the basilica’s south fagade, a work which she
proposes could have been still in an ongoing concern in the seventh or eighth decade of the
duecento, Cochetti Pratesi 1960, pp.202-219.
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it is indisputable that the booty of the sack of Constantinople was channelled into
the enterprise of embellishing San Marco. The chronicles report that the process of
shipping the spoils to Venice commenced in 1206 under the supervision of the
Venetian podestd in Conslantinople, Marino Zeno; yet given their sheer volume, it
could be fairly considered to have been an enterprise of considerable length.”
Added to this, there would have been some time frame involved in the process of
preparing the brick fagades of the Contarini basilica for their revetment of spolia
marble veneers and columnettes, with the doorways and niches, for example,
showing signs of having been undergone substantial structural alteration.
Furthermore, a possible intercuption may also have arisen in 1220 or 1221, when
an earthquake reportedly devastated the lagoon arca.”’ Yct cven given these factors,
it is not beyond reason that operations at the main portal could have started earlier
than the date usually proposed by art historiaus — if not the later 1210s, at the very

latest the early- to mid- 1220s,

Here the question is, then, how this reading can be reconciled with the usual
terminus post quem scholars give for the beginning of operations, 1231. To bricfly
recap, in the first few days of the January of that year, a fire broke out in the
Treasury of the basilica. Given that at this point in time, the south wing of San
Marco was still essentially an open structure — the baptistery had not yet been built
and the Poria Da Mar had not yet been closed into the Cappella Zen — the argument
runs that a fire that started in the Treasury could have travelled its length to the
atrium and the west fagade, causing enough damage for any existing work at the

main portal to be started over.”

* For the references in the chronicles to the shipping of the spoils and Marino Zeno’s role,
see Niero 1993, p.136.

1 Norwich 1977, p.173.

% For this view, see especially Polacco 1984, p.71. There has been speculation about
whether the Treaswry that the fire destroyed was on exactly the same site as its replacement.
Kieslinger, for instance, suggested that the original was located in the crypi, an argument
rejected by Tigler on the rational grounds that the letter of 1265 (sce below) would have
mentioned such a radical change. See Kieslinger 1944, p.57; Tigler 1995, 2, pp.40-41.For
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This scholarly view appears to be dependent above all on accounts of the fire

within the historiographical tradition. Let us look at one typical account:

Nel tempo de Messer Giacomo Thiepolo Dose accidentalmente entrd il
Jfuoco nella Chiesa di §.Murco et poi nella Cancelleria et abbruggio tutti
{i Privilegij et atti del Dogado con grandissima quantita de Scritiure di

23
gran valore.

Here, of course, the implication is that the documents destroyed in the fire were
located in the Ducal Palace, suggesting that the flames spread much further than
the Treasury itself. But was this necessarily the case? Firstly, not one chronicle
mentions damage to the rest of the basilica itself; and given the inherent
historiographical tendency to over-exaggeration for dramatic effect, one could
argue that the real extent of the disaster would not have been understated. In fact
the most important piece of documentary evidence regarding the fire — a letter doge
Ranier Zeno sent to the papal curia in 1265 in order to have the survival of certain
priceless relics declared a miracle — states unequivocally that the fire was contained
to “the place in the church where the relics were.”* Secondly, Debra Pincus points
out that the documents that the flames destroyed were in fact contained within the
Treasury itself, which at the timoe of the fire — much as in its rebuilt form — was
split into two adjoining rooms, one for relics and the other the repository for

important manuscripts pettaining to the procuratia of San Marco.”” All that could

the construction of the Baptistery and the Cappella Zen in the fourteenth and sixteenth
cenluries respectively, see Demus 1995, p.17; Demus 1960, p.78.
B BM, Sivos: Vite dei Dogi, It.CLVI], Cod.I21, c.48. Cited as doc.Y in Cecchetti 1886,

A2,
5 Thid, ¢.93-94, Cited as do¢.97 in Cecchelti 1886, pp.12-13. A relief slab he coinmissioned
for the outside wall of the reconstructed Treasury shewing the ‘miraculous’ relics also
shows that Ranier Zeno placed great importance on the episode. See Tigler 1999-2000, p.12
n.23; Tigler 19935, 2, p.40; Demus 1960, pp.14 n.45, 18; and especially Pincus 1984, pp.39-
40, 44 and figs 1 and 2,
* Pincus 1984, p.41.
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be argued for the fire, then, is that in its aftermath all workers at the basilica may
have been ordered to shore up the damage at the Treasury itself. For the main
portal itself — and indeed the west fagade ~ its impact would have been minimal,
and the events of 1231 would appear to merely represent a hiatus in a campaign

that could have already been an ougoing concern,

If, then, the start of works at the main portal can probably be situated by the 1220s
at the latest, can similar revisions be applied to their end point? As we saw above,
here too the fermini ante quenm scholacs have used refer to the decoration campaign
on the west fagade as a whole. Let us first look at the case of the Porta Sant’ Alipio
Iunette (tig.70). Demus, it will be remembered, dates the mosaic to 1268 to 1275
on the basis that the figure of the doge receiving the relics of St. Mark into the
basilica can be identified as Lorenzo Tiepolo. Yet it is the very evidence Demus
uses to support his claim — the reference {o the mosaics in the Estoires de Venise —
that contradicts his argument. As Gina Fasoit points out, it was in fact Ranict Zeno
(1253-1268), not Tiepolo, who was Martino’s commissioning patron; as such, the
passage, situated as it is in the infroduction to the Estoires — in other words
substantially before reaching the narrative of the coronation festivitics of doge

Tiepolo - conid easily have been written in the time of Zeno's dogado.”

[ would argue, in fact, that the creation of the west fagade mosaics should be firmly
situated within the reign of Ranier Zeno rather than that of his successor. Firstly,
Zeno is generally credited with the expansion of the hagiography of St. Mark the
Evangelist; episodes introduced ab rove in his reign include one already described
above, the collocatio — which I consider to be the most likely subject of the Porta

Sant’ Alipio — and its prequel the apparitio, when St. Mark revealed the location of

2? Fasoli 1961, pp.51, 59; Fasoli 1958, p.470. This rather invalidates Demus’s dating of the
Estoires and by extension the mosaics to the period of Tiepole’s reign (1268 to 1275).
Demus 1995, pp.20-21.
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his lost relics afler the prayers of the doge and populace of Venice.”’ Certainly
Zceno appears to have been behind the execution of three other mosaic panels, this
time within the basilica, which can be closely linked to the west fagade lunettes.
One, on the wall of the south aisle near the crossing, shows the collocatio; the other
two, placed adjacently in the south transept close to the door of the Treasury,
sequentiaily show the apparitio, with the lefi-hand panel (fig.73) showing the doge
leading the population in prayer and the right-hand scene depicting the Evangelist’s

skeletal arm emerging from a pillar within which his body had been hidden.”®

Crucially, the transept mosaics help us to date the collocatio scene of the Porla
Sant’ Alipio. Like the latter, they give the events they depict topographical
grounding by using San Marco itself as the background; yet while in the Porta
Sant’ Alipio the cupolas of the basilica are shown in their familiar onion shape, here
they have their previous hemispherical form. Since this structural innovation is also
attributed to Zeno’s dogado, the transept mosaics must have been executed before
the Porta Sant’ Alipio lunette.”” Also, as Demus points out, the officials standing
immediately behind the doge in the transept mosaics can be identified as his
immediate inferiors in rank, the procurators of San Marco; since these are three in
anumber, the apparifio scenes can in all likelihood be dated to cither pre-1261 or
pre-1266, the variable dates documentary sources give for the creation of a fourth

. 30
procuratorial post.

* For the view that the Porta Sant’Alipio depicts the coflocatio, see also Fasoli 1973, p.270.
For Zeno’s role in the expansion of the Marcian canon, see Dale 1994, p.92; Pincus 1984;
Muir 1981, pp.86-87; Tramontin 1970, pp.55-57.

% For the apparitio mosaic, see also Mutaro 1975, pp.60-61; Demus 1960, p.13 n.41,

* For the cupolas, see Tolacca 1994, p.61; Dale 1994, p.85; Perocco 1979, p.59; Fiocco
1974, pp.167-169, 173-174.

* Demus 1960, p.154. For the conflicting dates ascribed to the new procuratorial posts, see
also Chambers 1998, p.26; Muratori, ‘Chronica’ of Andrea Dandolo, R.1.S., XTI/, 1941,
p.310; ASY, Procuratori di S.Marco de citra, busta 369, fasc.2, VI: Tempi, ne'quali firono
institute le Procuratie, 1r; ASV, Procuratori de San Marco de supra, Chiesa, Busta 72,
processo 156, fasc.1, 3r. sce ASV, Procuratori di S.Marco de citra, busta 369, fasc.2, iii:
Memorie civea la storia dei Procuratori di S.Marco, 11.

* Mueller 1971, pp.109, 119-120.
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Here, then, we have a useful chronological sequence. The transept masaics were
the first to be cxccuted, and this in Ranier Zeno’s reign; and given the visual
evidence of the cupolas, the Parta Sant” Alipio mosaic must have been executed
either post-1261 or past-1266. Since, however, it must have been completed by the
time of Martino’s citation in the Fstoires, which also appears to date to Zeno’s

dogado, it is the former date that appears to be the more tenable.”

Dating the Porta Sant® Alipio lunette to the early to mid-1260s is, in fact, supported
by a piece of evidence already cited above: the Great Council ordinance of 1258.
As Sergio Bettini convincingly argues, the ruling, which frames in imperative
terms the need to hire mosaic masters to complete the atrium, implies that there
must have previously been some sort of hiatus in the decoration campaign, which
in the casc of (he atrium may well have started as early as the 1220s.* 1 would
offer, however, that Bettini’s theory could be expanded. In the period immediately
following 1258, with the atrium nearing a state of completion, the same workshop
of magistri de muxe could have then turned its attention to the mosaics of the
transept and the west fagade. In these terms, the case for the apparitio scenes of the
south transept having a ferminus ante quem of 1261 is still more convineing, as is
the idea that the west facade mosaics were undertaken in the years immediately

following.

This chronological span is reinforced still further by a final picce of evidence
offered by the luneite of the Porta Sant’ Alipio (fig,70); it shows the Quadriga
already in place on the loggia of the west fagade. Since the lower edge of the loggia
is structurally integrated into the third archivolt, the upper edge of which rises

above the level of the horses’ hooves, this implies that the arch, and probably its

3! Muraro dates the apparitio mosaic as late as 1268, the year of Zeno’s death; yet the
evidence of the fagade inosaics rather invalidates his argument. Muraro 1975, p.63.

32 Bettini 1954, pp.22-30. Although Bettini does not make the casc cxplicit, this theory
rather contradicts the idea that the Treaswry fire of 1231 had severe impact in the atriam.
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sculptures, must have been already complete at the time the Quadriga was placed
above. If, then, we can fix the date the four bronze horses were placed into

position, we would have another ferminus ante guem for the main portal,

The debate about when the Quadriga arrived at the basilica, though, remains
unresolved; nor, as Boreili notes, is the inquiry aided by the fact that contemporary
sources do not mention it at all.”’ Later chronicles do imply, however, that there
was a substantial time lag between the pillaging of the four bronze horses from
Constantinople’s Iippodrome and their use at San Marco. Sansovino reports, for
instance, that after they arrived in Venice, they were Jeft to languish in a storeroom
in the arsenal; it was only half a century or so later that their beauty was recognised
by visiting Florentine dignitaries, at which point, whether in shame or in pride, the
Venetians finally transferred them to the basilica’s loggia as the triumphal

centrepiece of the west fagade >

In the event, Sansovino is probably simply repeating an apoctyphal gloss on a
situation later Venetians may have found hard to cxplain at a time, especially since
by then the Quadriga had become one of the most potent symbols of the Republic.
One historian who has offered a more scholarly hypothesis is Michael Jacofl.
Essentially, Jacoff proposes that the four brouze horscs ovoke the Four Evangelists
in their symbolic form as the ‘Quadriga of the Lord.” He cites a page of a famous
model book, the Musterbuch of Wolfenbiittel, which shows a drawiag of the
Evangelists Johtt and Matthew next to a small animal Jacoff identifies as a horse

(fig.74). For Jacoff, this juxtaposition must have been based on direct observation

* Borelli 1999, p.70.
3 Por the Sansovino narrative, see Perocco 1979, p.56; Perry 1979, pp.104, 109 ns.4, 8.
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of the horses of San Marco, and thus the Quadriga must have been in place by the

time the Musterbuch was executed, circa 1230 to 1240.”

Although Jacoif’s theory is attractive, | would raise two objections. First, as Jacoff
himself argues, the notion of the ‘Quadriga of the Lord” was in relatively common
curreney in the first half of the thirteenth century; as such, the Musterbuch drawing
waould not have to necessarily depend on observation of San Marco. Second, the
drawing is frankly more akin to a lion or a griffon than to a horse. What, then, [
would argue is that evidence for dating the raising of the Quachriga must be framed
in the structural terins outlined above; and that, in fact, it could have been put into
position very shortly after the sculptures of the main portal were completed, and
not long before it was depicted in mosaic at the Porta Sant” Alipio at some point in

the 1260s.

What could be said of the cvidence so far, though, is that it mostly has impact on
the question of when the west fagade was finished as a whole. Although an overall
terminus ante quem for the main portal is indeed provided by the lunette mosaics
and the raising of the Quadriga, at this juncture one must turn to the testimony of
the three archivolts themselves to help us to determine an outer limit for their

completion.

Here the primary evidence is material. When the reliefs of the main portal were
subjected to intensive conservation and analysis from the late 1970s onwards, close
attention was justly placed on the {ype ot stone from which they were carved. Until
that point, it had been thought that the first two archivolts had been made from a

proconnesio marble from the quarrics of the Sea of Marmara near Constantinople,

 Tacoff 1993, pp.35-41. For the Musterbuch of Wolfenbttel, see also Scheller 1963, pp.5,
19, 78-83.
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and those of the third, on the other hand, from a stone derived from Istria.®® This
would imply that the sculptures of the third arch, the “Irade Reliefs’ and the
‘Prophets and Sibyls’, must have been carved after 1261; for during the hiatus
between the Paleclogan retaking of Constantinople in that year and the ratification
of a treaty between the new administration and Venice in 1268, the latter’s access
to the quarrics of the Sea of Marmara would have been effectively blocked, foreing

the use of Istrian stone as a more accessible alternative.’

The 1970s restoration project at the main portal, however, provided a revelation:
that the third arch was also made of Marmara marble, In these terms, there is no
reason ta believe that its reliefs could not have been carved hefore 1261; and a little
later in the discussion, we shall establish the extent to which the formal and
iconographical evidence of the archivolts supports this reading. Before doing so,
however, it is imperative to turn our attention from the fermini post and ante quem

to the fulerum of the main portal’s dating: the ‘Radovan argument.’

A Mid Point for Works? The ‘Radovan Argument’

The importance of the ‘Radovan argument’ {or the chronclogy of the main portal
can hardly be overstated. It would provide us with a unique indication of a
hypothetical mid point for the activity of the cantiere at the main portal; yet in
these terms, it is somewhat surprising that its consiructs have not been subject to
intensive examination, nor, with one notable exception that we shall see below, do
art historians expressed any degree ol doubt as to its validity. With this in mind, the

purpose of the next part of the discussion is to attempt to redress the balance.

% For the restoration of the archivolls, sce Lazzarini 1995, pp.228-234; Piana 1995, pp.235-
246; Lazzarini and Piana 1988, pp.162-165; Dorigo 1988, p.5.

*7 For the treaty of 1268, see Ortalli 1998-1999, pp.414-415; Cessi 1985, pp.232, 239;
Pincus 1984, pp.48, 535 n.55.
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As a point of departure, it is useful to describe the grounds on which the theory
rests: the work of Radovan at Trogir. The west portat of the cathedral at Trogir is
fundamentally an asscmblage, with its reliefs being of two distinet styles and
somewhat clumsily joined, implying an avent-pose carving procedure, From this,
scholars have tenably argued that there were at least two separate campaigns, and it
is important to be clear about which reliefs were undertaken in the phase of works
led by Radovan himself, for these are the only ones that can be drawn into the

discussion of a direct relationship with the sculptures of San Marco.

The centrepiece of the portal at T'rogir is the “Nativity of Christ’ that occupies the
lunette of the tympanum (fig.61). The Virgin reclines in a curtained box bed,
washerwomen bathe the Christ child, Joseph, as marginalised as ever, sits to one
side with a crutch, and we also see the related episodes of the Adoration of the
Shepherds” and the *Adoration of the Magi.” Arguably fhe most ctucial aspect of
the lunette carving, however, is a factor that we cited above, namely that its jower

part includes an inscription. In full, it reads as follows:

Fundantur valve post partum virginis alme per raduanuam cunctis hac
arte preclarum wt patet ex ip(s)is sculpturis ef ex anagliphis unno milleno

duceno bisq(ue) viceno presule tuscano floris ex urbe treguano.”™

Here, then, we have the sculptor’s name, that of his patron Treguan, bishop of
Tregir, a statement of the latter’s Florentine origins, and a starting date of 1240 for

what can be presumably taken as the first part of the portal project:™

3 Cited in Gvozdanovié 1982, p.177.
3% [For the tenable theory that the date of 1240 records the start of works at Trogir, not their
completion, see Tigler 1995 1, pp.515-516.
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Since Radovan’s own workshoep can be safely said to have produced the ‘Nativity’,
a vital step is to relate the [urmal approach of the lunette to other parts of the portal
to determine which were produced during the same phase of works. Its chief
characteristics — robustly-classicising modelling, plastic spatial values, intricately-
defined hair curls and rounded facial types — are presesnt, for example, in some of
the Now Testament scenes in the archivolt reliefs around the lunette, namely the
‘Flight into Egypt’, the ‘Dream of Joseph® (fig.64), the angels on the second
bottom relief on the left and right, and the two panels on either side showing the
‘Annunciation to the Virgin’ (fig.75), and also in the pairs of telamons on either
side of the doorway. one of who bears a crutch in a manner reminiscent of the
figure of Toseph in the ‘Nativity® (fig.76). Crucially, similar stylistic traits are
apparent in the key works brought into the putative Venice-Trogir relationship: the
inhabited frieze of the columnetics (fig.66) and, above all, the *Fanuary’, ‘March’
and ‘April® of the incomplete ‘Labours’ cycle on the flanking pilasters, which show
a man warming himself at a fire (fig.62), the wind horn blower and the warrior, and

4 shepherd respectively (fig.63).*

The other parts of the portal are characterised by quite a different style and
approach, and were almost certainly produced in by a workshop subsequent to
Radovan’s. In the ‘February’ scene of figures cooking fish and pruning (fig.62), the
‘Four Evangelists’ (fig.68), the ‘Adam and Eve’ and the remaining archivolt rcliefs
around the lunette, including some of the angels (fig.77), we find static modelling,

far less plasticity and much shallower drilling.

° Another interpretation is that the two figures cooking fish and holding a cartouche could
represent ‘February® and the pruning scene another version of “March’, yet this is probably
based on a misunderstanding of Radovan’s original scheme. For the various theories
surrounding the identifications of the months, sce Tigler 1996-1997, pp.315-316 n.7;
Belamarié 1994, p.139; Belamari¢ 1990, p.140; Goss 1980, p.29; Richer 1963, pp.28-32;
Pressouyre 1965, p.447 n.2.
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Various theories can be offered, in fact, as to why Radovan’s cantiere did not
complete the portal. First, the upheaval caused in Trogir by the Tartar siege of 1242
might have caused a forced interruption in the initial campaign, as might a conflict
with nearby Split in the foilowing three years."' Second, the project may have been
stalled by financial difficulties. Immediately after Ogodei Khan’s army retreated in
1242, in fact, a loan had to be granted to the Cathedral chapter from the Commune,
and the portal’s embellishment might have received new impetus from privileges
and endowments conferred by King Bela IV of Hungary in recoguition of the
shelter he had received within Trogir’s walls.” Alternatively, as Fiskovié

proposes, Radovan may have left Trogir to seek work elsewhere or have simply

died."”

This rationalc in itself invalidates the some of the purported links between San
Marco and Trogir. As we saw above, Demus argues that Radovan based his
“Nativity’ lunette and archivolt angels on the tympanum and spandrels of the Porta
dei Fiori on the north fagade at San Marco (fig.68); yet it is notable that he himseif
dates the latter to the 1260s, thus negating any link with Radovan’s work
undertaken a [ull two decades before.™ On similar grounds, Demus’s identification
of Radovan or a close collaborator with the sculptor of San Marco’s ‘Clumsy
Angels’ (fig.67) fails to hold water, since the comparison is centred on the pilasier
‘Evangelists’ at Trogir (fig.64), works that chronologically and qualitatively can be

placed out with Radovan’s own campaign.

* Birnbaum 1999, pp.500-502; Belamari¢ 1994, p.139; Andreis 1909, pp.22-24.

2 For the benefices, see Birnbaum 1999, p.501; Tigler 1996-1997, p.320 n.36; Andreis

1909, pp.22-24. Evidence that Tregnan was not a native Dalmatian may be evidenced by

the fact that the name does nol appear in a comprehensive register of contemporary Croat

names edited in JireSek 1984. For Treguan’s Florentine origin, see also Belamaric¢ 1997,
.189; Gvozdanovié 1982, p.177.

™ Fiskovié 1994, p.12.

" Demus’s inclusion of the *Madonna dello Schioppo’ and the ‘Evangelists’ of the Porta

Sant’ Alipio into Radovan’s eeuvre falls shoxt on similar grounds. See Demus 1995, p.21.

Demus 1988, pp.389-393 and critique in Tigler 1996-1997. p.317 n,13.
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What I would arguc, in fact, is that forced analogies between Radovan’s work and
San Marco might obfuscate other, mote useful, points of comparison, fixrstly and
principally with contemporary sculpture in northern France. Radovan’s “Nativily’
lunette, for instance, has one significant detail: the Virgin and Child lic within a
curtained box bed (fig.61). While this structure is not present in the relief of the
Porta dei Fiori (f1g.65) ~ which, it will be remembered, Demus proposes as
Radovan’s model — it does figure in the ‘Nativity® of the left-hand portal of the
north door at Chartres (¢.1220) (fig.78). Goss, Belamarié and Papastavru follow the
precedent set by Katzenellenbogen in arguing that this, the first exantple of a
tympanum expressly devoted to the theme of the ‘Nativity’, constitutes a deliberate
statement of the duality of Christ’s Incarnation, especially since it was executed at
a time when heresies such as Catharism were challenging orthodox belief.** Could
a similar motivation have been behind Bishop Treguan’s commission at Trogir, and

could Chartres have been its exemplum?

In terms of intent, the analogies are certainly striking. Radovan’s lunette inscription
reiterates the Virgin’s role in the Tncarnation of Christ; and Treguan appears to
have fought the anti-dualist threat with particular virulence. The contemporary
chronicles of Rogerius and Archdeacon Thomas of Split record that he attended (he
Fourth Lateran Council of 1215, the forum for Pope Innocent HI’s exposition of the
suppression of heresy, and also that he modified Trogir’s town statutes to include
the penalty of the stake for thosc convicted of any such beliefs.* On the other
hand, the formal differences between Charfres and Trogir might suggest more a
situation of Tregunan’s knowledge of such precedents than that of a direct

relationship. One potential source for the idea could be represented by Andrea

* Belamarié 1997, pp.182-183; Papastavru 1992, pp.9-28; Goss 1980, p.27. For the
comparison with Chartres and twelfth-century works such as the portal at Laon and
St.Anne’s Portal at Nolre Dame, Paris, see alsc Goss 1994, p.131; Goss 1980, p.31. For
other instances of sculpture as possible anti-heretical propaganda, see Duby 1981, pp.143-
149, 163-164.

“ For the chronicles of Rogerius and Thomas Archdiaconus of Split, see Birnbaum 1999,
Pp.5G0-502,
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Buvina’s wooden doors for Split Cathedral, especially since one panel depicts 4
“‘Nativity’ remarkably similar to that of Trogir. Since the doors were commissioned
by Treguan’s mentor Archbishop Bemardo of Split, who also attended the Fourth
JLateran Council, it is notable that their programme, to which Gvozdanovi¢ ascribes
a similar anti-heretical interpretation, might well have been of influcnce at ‘L'rogir,

and overall the theory presents grounds for fruitful investigation.”’

With this in mind, let us turn back to the figure of Radovan himself. As Tigler puts
it, the sculptor’s ‘freschezza inventiva non pud cerlo essere spiegalta in termini
strettamente dalmati.**® Yet while Radovan’s work registers a rich sct of
influences, I would argue that they were not necessarily derived by way of San
Marco. The fluid drapery folds and deeply-drilled hair curls of the angels in the
archivolt scene of the ‘Dream of Joseph® {fkg.64), for instance, constitute a more
elegant translation of French classicising modcs than the ‘Clumsy Angels’ at San
Marco (fig.67), arguably even more so than the rather lumpish *Virtues and
Beatitudes® of the second archivolt of the main portal (figs.19,20). Nar is
Radovan’s ¢vocation of the fle-de-France purely formal. While Demus, as we saw
above, cites the “January’ of Trogir as an emulation of that of San Marco, alt that
can be said is that they share a common iconographical heritage: the composition is
used for ‘February’ at both Reims and Amiens (fig.79), and indeed one could say
that Radovan’s version more suceessfully evokes their fully-moulded plasticity

than his purported model in Venice.

Even without these potential links, however, it must also be underlined that
Radovan was also clearly aware of sculptural models in the Ttalian peninsula, and
not necessarily via a Venetian filter. The inhabited whorls of his columnettes at

Trogir (fig.66) demonstrate a sophisticated take on the great acanthus friezes of

7 Gvozdanovié 1982, pp.180-182,
% Tigler 19961997, p.289.

76




portals in Puglia, Emilia-Romagna and Lombardy, certainly more se than the
flattened forms of the exirados of the first archivolt at Venice, which Demas
proposes as Radovan’s model (figs.5,6), where the [laitened forms bear little
comparison with the plastic, deeply-cut approach at Trogir.” There are also
possible analogies between Radovan’s work and that of Benedetto Antelami. Goss,
for instance, notes that in the archivolt reliefs of the ‘Annunciation” ai Trogir
(fig.75) and that of the tympanum of Parma Cathedral (fig.80), ihe Virgin stands in
the same profile position, her hand rather awkwardly emerging from her columnar
drapery folds to indicate the angel opposite. This, in fact, leads him to propose that

Radovan spent a formative period within Antelami’s workshop.™

T would suggest, though, that Goss’s conclusion is overly forced, for what it elides
is the possible, indeed probable, role of manuscript models and pattern books in
any such formal and iconographical relationships. Quintavalle, for instance, argues
that Antelami’s output at Parma was at Jeast in part rcliant on Byzantine
manuscript exempla.” Ts it not conceivable that a similar situation applied in
Trogir, itself 4 dependency of Constantinople until the late- twelfth century? To
this line of argument we can add two additional considerations. First, Trogir was
itself a prestigious centre for manuscript production in the duecento, with one
notable product being the “Trogir Evangeliary’, a strongly Byzantinising work that
contains a scene of the ‘Annunciation’ very similar to Radovan’s.”? Second, like
his mentor Archbishop Bernardo of Split, Treguan may well have possessed a
library of manuscripts, a resource that could have provided the models to which he

and his sculptor referred; but even without this factor, the relatively sparse survival

“ Demus 1988, pp.389-393; Demus 1960, pp.119-120. Both Tigler and Dorigo also argue
against Radovan’s direct dependency on the inhabited frieze of San Marco. Tigler 1996-
1997, pp.297, 317 n.13; Dorigo 1994, p.36.

% Goss 1980, pp.27, 30, 32-34,

51 Quintavalle 1969,

%2 Pol.77r. For full reproductions of the ‘Trogir Evangeliary’, see Demovi¢ and Bratuli¢
1997.
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of pattern books should not exclude their importance in the dissemination of

medieval artistic practice.

While it may be a talsely reductive exercise to argue for the influence of overly
specific prototypes, the notion that Radovan, and indeed Treguan, may have seen
San Marco’s main portal as a work in progress certainly cannot be discounted out
of hand. If they travelled ~ and this does appear likely — they may have sailed
dircetly between Trogir or Split and the coastal ports of the Marche, the Abruzzi or
Puglia; but equally Venice would have been a logical stop-over en route to or from
Dalmatia, espccially at times of the year that sea travel would have been
impractical. Yet in the cultural sense, if Venice cannot be defined as the only point
of reference, it was arguably also not the most obvious ong; for in the period under
question, political relations between the Republic and Trogir were not close. While
the latter did pass into Venice’s control in the first half of the fifteenth century —
accounting for the distinctly Venetian charactet of its later architecture — in the
duecento itself, only Dubrovnik and Zadar were in its hands, the former from 1236
and the latter, which required vielent subjugation in 1202 and 1243, from the late
twelfth century.”® Trogir, like the other communes of coastal Dalmatia, had passed
directly from Byzantine overlordship into the nominal control of the Hungaro-
Croat kingdom, a process that the Venetians had attempled to jeopardise by
sacking the town in 1171 3 In the 1240s, in fact, Trogir’s de Jacto ruler was

Treguan, its bishop; and while possession of Zadar and Dubrovnik may have given

% For the treaty of 1420 for Trogir and that of 1437, which placed the rest of coastal
Dalinatia in Venetian hands, see Seneca 1999, pp.151-152; Tigler 1996-1997, p.315 n.6;
Cracco 1967, p.182. Yor Dubrovnik, see Cessi 1985, pp.114-115; Krekié 1973, pp.393-394.
For Zadar, see Hindley 2004 p.151; Seneca 1999 pp.159-160; Belamarié 1997 p.177;
Tombor 1985 p.262; Cessi 1985 pp.135-144; Gvozdanovié 1982 p.177; Lanc 1973 p.75;
Andreis 1909 p.20. For Venice’s attempted hegemony in Dalmatia, see Seneca 1999,
PP.155-159; Tombor 1985, pp.261-262; Lutic 1994, p.267; Morris 1980, pp.151-171.

** For the rule of Hungary, see Hindley 2004, p.150; Sencca 1999, p.158; Ludié 1994,
p.267; Belamari¢ 1997, p.177; Cessi 1985, pp.43, 64-65; Gvozdanovié 1982, p.177;
Fiskovi¢ 1951, p.XXXVL
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Venice a considerable irading foothold in the Adriatic, Lrogir itself appears to have

functioned as an independent, if [imited, player on the maritime stage.

if there are concerete links between Trogir and the Italian peninsula, these are best
perceived in the second portal project, not Radovan’s, and herc we need to look to
the south, not the north. Tigler, for example, proposes that the sculptors who
completed the works may have had formative experience in Apulia — in fact the
rather wooden modelling probably does their sources a disservice — and have
brought their training to fruition at Trogir as late as the seventh or eighth decade of
the thirteenth century, or even the turn of the next.” In political terms, the
connection is convincing, As Frederick Lane points out, Dalmatia depended
heavily on Apulia for its grain;*® and from the outset, trading relationships with
Frederick II’s administration were strong, with Treguan himself consolidating such

a treaty between Ancona and Trogir in 1236.”

If, in fact, the workshop that operated at Trogir from the 1270s or 1280s onwards
was indeed Apulian in its formation, what is interesting — and arguably rather
contradictory — is that links can also be made 10 Saa Marco. What to my
knowledge has not been noted, for instance, is that an angel on the corner of the
ciborium inside Trogir cathedral (fig.81) is almost identical to one in San Marco’s
atriumy; the latter, like the former, appears to have been executed in the 1270s or
shorily afterwards.”® In this period, then, the dynamic may indeed have been more

complex; the question is, though, whether a direct relationship between Venice and

* For the former date of the 1260s to 1270s, see Tigler 1996-1997, pp.299-302; for the
latter of the early 1300s, see Goss 1980, p.29. For Puglian influences in the second phase of
works at Trogir, see Tigler 1996-1997, p.313; also Belamari¢ 1997, pp.180, 193; Belli
DBlia 1994, p.45.
5% Lane 1973, pp.63-64.
%7 For such trading and political links, including the 1236 irealy between Ancona and
Trogir, see Gvozdanovic 1982, pp.177-178; Andreis 1909, p.20. For Apulia’s status as “the
§ranary of Dalmatia’, see Lane 1973, p.04,

® For the idea that Venetian impact was only registered in Trogir in the later duecento, see
Fiskovié 1974, pp.176-177.
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Trogir stands up to scrutiny three decades or so before, and here T would suggest
that the assumptions underlying this construct of the ‘Radovan argument’ demand

closer investigation.

It is iconographical evidence, though, that lies at the heart of the ‘Radovan
argument’, and ultimately it is bere that it stands or falls, Let us briefly recap, The
representation of the month of *March’ at Trogir and San Marco uses a
composition unknown elsewhere in the medieval ‘Labours canon’: a wind sprite
and a soldier. Essentially, arl historians argue that the “March’ of San Marco was
an ab nove conflation of two pre-existing traditions for the representation of the
month. According to this theory, the wind personification would be derived {rom
the western ‘Marciuy Cornator’ motil, a man or boy blowing on onc or two horns
to indicate the blast of the wind. Here, the sculptors at San Marco would have
taken their inspiration from the Lombard and Emilian sculptural tradition, for
example the thirteenth-century ‘Labours’ cycles of Cremona Cathedral, Parma
Baptistery (fig.72b) and the Duomo of Ferrara (fig.71a).” Second, the figure of the
warrior would have been taken from the Byzantine Months corpus, which scholars
argue would have heen availablc to the Venetian cantiere in the form of such
manuseripts as the eleventh- or twelfth-century ‘Marcian Evangeliary’ (fig.82),
which afso shows the eastern motif for April, the shepherd, a symbol that also

appears in the ‘Labours’ of both San Matco and Trogir.”

The ‘Radovan argument’ has appeared in this form in most scholarly approaches to

the main portal, unquestioned and unaltered. Yet one historian who has put its

* For the ‘Marcius Cornator® tradition, sce cspecially Pressouyre 1960. For the
geographical distribution of the different themes for Mareh, including the ‘spinario’
thornpuller, the digger and the vine-pruner, sec Manc 1983, p.72; Pressouyre 1960, p.497,
Schapiro 1941, pp.135-136; Rasetti 1940, p.46.

8 For the “Marcian Evangeliary’ (BM gr.7 540), see Zucchetta 1990, p,165; Furlan 1979,
p.13; Akerstrom-Tlougen 1974, p.84; Stern 1955, pp.168, 173, 175-176, 182; Strzygowski
1888, pp.23, 25, 27-45. For the dozen or so surviving Byzantine Labours cycles, see Stern
1955, pp. 147 n.4, 167-168, 184; Mane 1983, pp.74 n.95, 83-85; Akerstrom-Hougen 1974,
pp.74-77, 152.
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constructs under scrutiny is Josko Belamarié, and on the basis of fundamenta{
differences beitween the ‘March’ reliefs of Venice and Trogir (figs.60,59), he
proposes that Radovan did not use San Marco as his exemplum but only as his
inspiration. Instead, he would have used another instance of the wind-wartior
conflation as his model, one, moreover, in all likelihood in the form of a

. 6
manuscript. :

Since it is so crucial to the discussion, Belamarié’s argument bears close analysis,
and it is also useful to develop and expand its implications. First of all, he points
out variants in the appearance of the two soldiers. At San Marco (fig.60), the
unhelmeted figure has his sword sheathed and bears a spear and a pointed shieid.
At Trogir (fig.59), on the other hand, he is helmeted, has no spear, helds a round
shield and has his sword brandished. For Belamari¢, the strongest analogy for the
San Marco soldier lies in the west fagadc’s relief slab of St. George (fig.83a). 52 At
Trogir, though, the model was clearly different. What Belamarié¢ does not do,
though, is to suggest the hypothetical sources for Radovan; and here it is opportunc
to comment on the various possibilities. One, of course, is a direct model from the
Byzantine months canon; as noted above, the surviving corpus does not indicate its
original volume. Another possibility, I would suggest, consists of the illustrated
Byzantine compendia of saings’ days known as the Metaphrastian Menologia.
These included a variety of military figures and were, as Kessler states, ‘a basic
Byzantine source book.’® The implications of such an argument, though, must

remain a subject for investigation out with the present context,

Other factors that Belamarié notes are arguably more revealing of Radovan’s

potential use of a manuscript model. At San Marco (fig.60), for instance, the

%! Belamari¢ 1997, pp.187-188. See also Belamari¢ 1994, p.144.
“ Belamari¢ 1994, p.140.
& Kessler 1990 p.vii.
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warrior’s hair fHies npwards in thick plastic locks and the horn blower has small,
composed curls around its forehead. For Belamarié, these details evoke sculptural
examples of the ‘Marcius Cornator’ such as at Ferrara (fig.71a) and at the
baptistery of Parma (fig.71b). At Trogir (fig.59), on the other hand, the situation is
more redolent of the two-dimensional tradition than the plastic. The soldies’s hair
remains immobile in tiny, delicately carved whorls around the edge of his helinet,

while the genie’s own hair flies upwards in elegant but planar ripples.

Belamari¢ also points out one detail present at Trogir but lacking at San Marco —
preuma, delicate rippling lines to denote the blast of air from the horn blower’s
trumpet — and here it is useful to develop the implications of his line of thought.*
Preuma were sometimes used in ‘Creation’ scencs, for example, to denote the
breath of God and also in batlle scenes where the wind was personified as an
advorse influence.” Above all, however, they were a foature of the wind tables or
roses des vents that appeared within a crucial medieval corpus, that of compendia
Lreatises that dealt with astrology, astronomy and meteorology. One salicnt
example, for instance, is constituted by a twelfth-century manuscript at Dijon
(fig.84), where a rose des vents depicts the four cardinal winds with preuma
emerging from their trumpets, with their handling, in its rippling linearity, bearing
considerable comparison with Radovan’s use of the motif.*® Crucially — and this is
where Belamari¢’s argument really stands proud — preumia rarely featured in the
sculptural tradition. To my knowledge, in fact, there are only three examples: the
twelfth-century reliefs of ‘Euros’ and ‘A