Originalveréffentlichung in: Decorations for the Holy Dead. Visual embellishments on tombs and shrines of saints,
hg. S. Lamia und E. Valdez del Alamo, Turnhout: Brepols 2002, S. 219-232

Civic Promoters of Celestial Protectors:
The Arca di San Donato at Arezzo and the
Crisis of the Saint’s Tomb around 1400

n 15 March 1478, Giovanni Antonio

Piatti, the Milanese sculptor acclaimed

as the new Praxiteles, Polykleitos, and
Phidias of his time,! was commissioned by the
abbot of the Benedictine monastery of San
Lorenzo in Cremona to design and construct
a new marble shrine for the monks’ prized
relics—the bones of the four ‘Holy Persian Mar-
tyrs’. The contract specified that the shrine was
to be made

eiusdem bonitatis et in ita laudabili forma, in
ea de qua sunt figure sculpte ad Archas Sanc-
torum Augustini confessoris in Castro Civitatis
Papie, et Sancti Petri Martiris in Civitate Medi-
olani et Sancti Dominici in Civitate Bononie

that is, on the model of the tombs of Saint
Augustine in Pavia, Saint Peter Martyr in Milan,
and Saint Dominic in Bologna (commonly
known as the Arca di San Domenico).? Indeed, it
was not uncommon for fifteenth-century con-
tracts to refer to works already in existence as
a sort of quality control. In Piatti’s case, how-
ever, the sculptor was required to follow a group
of examples, the oldest of which—the 1267
Arca di San Domenico—had been completed
more than two centuries earlier. This unusual
retrospection resulted from the distinctive sta-
tus of the model in question: Nicola Pisano’s
Arca di San Domenico was known to have intro-
duced a new type of saint’s tomb, one raised on
columns and ornamented with reliefs showing
scenes from the saint’s life.> Over the next two
centuries, this form became somewhat of a tem~
plate, a standard invested with tradition and
meaning. Piatti’s return to it, in fact, seems to
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continue a tendency already evident in the four-
teenth century. We know, for instance, that the
decision of the Dominican general chapter of
1335 to erect a new tomb for Saint Peter Mar-
tyr also insisted that its artist base his work on
the Arca di San Domenico.* The result, signed
and dated 1339 by the Pisan sculptor Giovan-
ni di Balduccio, seems not merely to imitate,
but to improve upon and even outdo the pro-
totype. This might remind us of the precise
demands made in the contract for the Persian
Martyrs: ‘potius melioris bonitatis quam dete-
rioris’. And what is true for these two examples
also seems to be true for countless others. All
pursued a strategy of emulation, a strategy moti-
vated most often by competition between
orders, cities, or donors.”

It might be said that Piatti’s strategy was itself
anticipated in the Arca di San Domenico for it
was not only the imitator who, in the eyes of
his contemporaries, rivalled ancient sculptors.
Pisano’s arca itself had been compared with
ancient Roman triumphal arches and com-
memorative columns.® His innovative design
for a saint’s tomb, with its supporting columns
and narrative reliefs, was understood from the
outset as a revisitation, or an updated interpre-
tation, of ancient Classical monuments—that
is to say, a triumphant Christian memorial for
a saint. Significantly, the burial of saints in
ancient sarcophagi, previously a frequent prac-
tice in the Middle Ages, virtually came to an
end with the appearance of this new tomb type
in 1267.7

Together, tombs like those by Piatti and Bal-
duccio, among others, illustrate what seems to
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Fig. 1. Arca di San Donato, front. Arezzo, cathedral, after 1362—c. 1375 (photo: Kunsthistorisches Institut in Florence)

be a continuous development in the design of
saints’ tombs from the appearance of the Arca
di San Domenico to the beginning of the Refor-
mation in the early sixteenth century—
all, directly or indirectly, in response to Nicola
Pisano’s archetype.® The impression of ‘emu-
lative continuity’, however, does not tell the
complete story: there is also a striking and pre-
viously unexplained interruption in this series
of monuments. A survey, undertaken here for
the first time, of 94 tombs erected in north-
ern and central Italy between 1267 and c.
1524/25 reveals that some 36 monuments orig-
inated in the first 120 years of this period, and
another 53 in the last 80 years (see Appen-
dix). In the 50 to 60 year interval, however
(that is, from c. 1380 to 1430/40) a crisis in the
development of the saint’s tomb seems to have
occurred. In these years, with five (mostly
provincial) exceptions,” all those funerary mon-
uments that do appear are ‘simple’ tomb
forms—wooden sarcophagi, frescoed epitaphs,
or plain slabs.! Even allowing a margin of error
for the statistics (later renovations often
destroyed all traces of numerous tombs, and I
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surely have not catalogued every example), the
hiatus around 1400 remains to be explained.

The aim of this article is twofold: first, to dis-
cuss one of the last and greatest of the saints’
monuments that appeared before the onset of
this ‘crisis’, the Arca di San Donato, begun after
1362 in Arezzo Cathedral; second, to examine
more closely the interruption in the construc-
tion of saints’ tombs that occurred between c.
1380 and 1430/40.

The Arca di San Donato in Arezzo

When the Aretines completed the reconstruc-
tion of their cathedral in the late thirteenth cen-
tury, they reserved the place of honour, the
space behind the altar, for the shrine contain-
ing the body of Saint Donatus (figs 1-3).!!
Donatus, the second Bishop of Arezzo, who
was martyred according to legend in 362, had
become the city’s patron saint.'? His tomb-mon-
ument was built in two phases. The actual altar
block, with its blind arcade of pointed arches
and figures of saints on the reverse, should prob-
ably be dated around 1289, since, by this date,
masses were already being celebrated in the



Fig. 2. Arca di San Donato, rear. Arezzo, cathedral, after 1362—c. 1375 (photo: Kunsthistorisches Institut in Florence)

cathedral’s presbytery.!3 The original cult seems
to have required an open passage behind the
altar, as its construction indicates. On either side
of this space, two rows of saints were arranged:
Saints Peter, Donatus, and Lucilla (?) to the
right; and Saints Paul, Gregory X, and Flora (?)
to the left. The faithful must have, in all likeli-
hood, approached the back of the altar on their
knees, that is, with the small statues of saints at
eye-level, in order to view and contemplate the
relics found there.!*

After 1362, this altar block was covered with
a hybrid structure that superimposed an altar-
piece upon a reliquary shrine. Of the group of

Fig. 3. Ground plan of Arezzo Cathedral, indicating the
locations for the Arca di San Donato (A) and the tombs
of Pope Gregory X (B: original location, b:location after
1810) and Bishop Guido Tarlati (C: original location, c:
location after the late eighteenth century)

(drawing: author and Michael Pfisterer)
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Fig. 4. Iconographic scheme of the Arca di San Donato, front.

A Madonna and Child, B St Donatus, C St Gregory X, I Blessing Christ, I Saint John the Baptist, ¢ Birth of the Virgin,
d Presentation of the Virgin in the Temple, e Marriage of the Virgin, f Annunciation, g Nativity, h Adoration of the
Magi, k Assumption of the Virgin, 1 Baptism of Donatus, 2 Donatus Meets the Monk Hilarius, 15 Donatus Preaching
in the Prison, 16 Decapitation of Donatus (graphics: author and Michael Pfisterer)

sculptors who executed this, the names of Gio-
vanni di Francesco da Arezzo and Betto di
Francesco da Firenze are recorded.!> Unfortu-
nately, the sources give no further information
about this alteration, so that a discussion about
it must rely on visual evidence alone. Noting
the numerous ways in which strategies of emu-
lation are pursued best elucidates this evidence.
The tomb in Arezzo aimed not only to exceed
every comparable saint’s tomb in the area, but
also—through its sculptural richness, opulent
ornament, and distinctive iconography—to
compete with the increasingly popular, ever
more magnificent lay tombs. Some of these were
also being erected behind high altars, even as
free-standing monuments on supports emulat-
ing a typology formerly reserved for saints.!®
Of special note is the front side of the altar-
retable, which shows the Madonna and Child
flanked by the civic patrons Donatus and Gre-
gory; it utilizes a support apparatus adopted from
the so-called buttressed altarpiece, a form most
likely introduced first by Duccio in his much
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admired high altar for Siena Cathedral.!” The
technique of the mosaic-inset marble frame
seems to have been inspired by the newest Flo-
rentine fashion as seen in Orcagna’s tabernacle
in Orsanmichele, which, by the way, also heav-
ily influenced the composition of the reliefs
with the Life of the Virgin.!® The combination
of altarpiece (albeit in painted form) and saint’s
shrine likewise appears in earlier works devot-
ed to Tuscan civic patrons.'?

The programme of the arca’s imagery is equal-
ly competitive (figs 4, 5). With the eleven scenes
depicting the Life of the Virgin, the two imag-
ines pietatis, the personifications of the Theo-
logical and Cardinal Virtues, and the panels
representing the Life of Saint Donatus, it unites,
so to speak, the programme of a Marian altar-
piece with the canonical iconography of the
saint’s tomb, that is, the formula utilized since
Nicola Pisano’s Bolognese monument for Saint
Dominic. No other saint’s tomb in central Italy,
however, includes a narrative so elaborately
extensive as that of the Arezzo tomb, where, in



Fig. 5. Iconographic scheme of the Arca di San Donato, rear.

A St Flora (2), B St Gregory X, C St Peter, D St Paul, E St Donatus, F St Lucilla (?), I Imago Pietatis, II Resurrection

of Souls at the Last Judgement and Hell, III Resurrection of Christ and Annunciation of the Death of the Virgin, IV
Theological / Cardinal Virtue (on the lateral sides: Liberal Arts), a Expulsion of Joachim from the Temple, b An Angel
Speaks to Joachim in the Wilderness, i Death of the Virgin, 3 Donatus Cures the Blind Siranna, 4 Donatus Exorcises
Asterius, Son of the Roman Prefect, 5 Donatus Baptizes Siranna, 6 Eufrosina Is Resurrected by Donatus, 7 The Pope
Installs Donatus as Bishop of Arezzo, 8 Miracle of the Chalice, 9 Miracle of the Dragon, 10 Donatus Exorcises Antilia,
Daughter of the Emperor Theodosius, 11 A Dead Man is Resurrected by Donatus, 12 Donatus Provokes a Miraculous
Rain, 13 Donatus Consecrates the First Cathedral of Arezzo, 14 Donatus Is Interrogated by Quadrazianus (graphics: author

and Michael Pfisterer)

addition to six purely biographical scenes like
Donatus’ baptism and martyrdom, ten miracles
performed by him are represented—interest-
ingly, no posthumous, more recent inter-
ventions of the saint are recorded.?’ The only
comparable monument, the roughly contem-
porary tomb of Saint Augustine in Pavia, also
appeared in a competitive milieu.?! In Arezzo,
however, the vita reliefs had to surpass not only
those embellishing other saints’ tombs, but also
the ones for the tomb of Bishop Guido Tarlati,
built in 1330 in the chapel immediately adja-
cent to the high altar. Previously, it must have
been this tomb that, through its sculptural rich-
ness, attracted a great deal of attention. Tarlati,
the city’s powerful bishop and ruler, had had

the most important events in his life portrayed
on his tomb in a series of sixteen reliefs, thus
creating, simultaneously, a liturgical and secu-
lar monument (fig. 6).2? Saint Donatus’s tomb
did not trump this profane, elaborate monu-
ment by increasing the number of narrative
scenes it included. Instead, by incorporating the
many miracle scenes attributed to Saint Dona-
tus, the arca’s hagiographic identity underscored
the difference between a tomb for the holy dead
and a tomb for a non-canonized person. More-
over, it used the arca itself to visualize the Heav-
enly Jerusalem, thereby implying that the saint
was already an inhabitant of the civitas Dei. For
contemporary viewers, this association between
the arca and the Heavenly Jerusalem would have
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(photo: Kunsthistorisches Institut in Florence)

been a familiar one: a sermon on Saint Dona-
tus by Peter Damian, whose writings on Church
reform were well known in the fourteenth and
fifteenth centuries, had described the blessed
bishop’s fervent faith metaphorically as the *walls
of a shining town fortress’ and Donatus himself
as the ‘building block’ of a heavenly city.? This
traditional characterization of the saints as lapi-
des vivi was, in fact, still widely current by the
late Trecento. Petrus de Natalibus, for one,
recalled this metaphor explicitly in the intro-
duction to his roughly contemporary Catalogus
Sanctorum: ‘The uncreated Wisdom of the
Divine Word [...] built itself the house of the
most holy Church [...] not with hewn stones
or handmade walls, but rather invisibly, out of
the merits of the saints’.>* Related to this com-
parison was another metaphor, the idea that the
Heavenly Jerusalem outshone all the marble
works and all known mosaics created by the
ancients.?® This association between the Heav-
enly Jerusalem and artistic media, in turn, was
visually reinforced by the framework of the arca
itself, for, like the celestial city, its diminutive
architectural border is also surrounded by angels.
The relief showing the resurrection of souls at
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Fig. 6. Agostino di Giovanni and Agnolo di Ventura, tomb of Bishop Guido Tarlati (detail). Arezzo, cathedral, 1327-30

the sound of angels blaring trumpets during the
Last Judgment (fig. 7), makes it probable that
Peter Damian’s sermon influenced the design-
ers of the programme for this tomb. In point of
fact, Damian had described the very same musi-
cal instruments as heralding Saint Donatus.?
Thus, the unique presence on the arca of the
episode of the Last Judgment with its signifi-
cant inclusion of trumpets visually invokes the
holy bishop as an intercessor during this cru-
cial moment in the salvation of the souls of the
departed. Naturally, everyone hoped for the
intercession of the saints at the end of time;
tellingly, however, the event was not represent-
ed on any other fourteenth-century saint’s
tomb.2” Concomitantly, the arca in the choir of
the cathedral must have appeared to the faith-
ful as a prospective symbol of the civitas Dei,
which would, together with the Last Judgment,
come about at the end of time. At its gates, the
patron saint of Arezzo, Donatus, would inter-
cede on behalf of the citizens of this commune.

The Arca di San Donato was erected after 1362,
the same year in which the remains of the saint
were rediscovered in the cathedral. Their dis-
covery put an end to a long dispute over the
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saint’s true burial place between the canons of
the cathedral and the rival clerics of the Pieve,
who had earlier defended their claim with the
evidence of a head reliquary.?® Yet as the pri-
vate contributions made by the populace
demonstrate, the tomb did not originate sim-
ply as a result of an argument between com-
peting clergymen.?’ It was understood by both
the city’s inhabitants and by others to be an inte-
gral focal point of civic identity. This civic char-
acter of the shrine, moreover, was reinforced
by the presence of yet another persona sancta.
Sometime before 1327, the body of Gregory X,
a sainted pope (d.1276), who rendered out-
standing service in the rebuilding of Arezzo
Cathedral, was provided with a tomb in the left
chancel, on the opposite side of Tarlati’s mon-
ument (figs 3, 8).>° Gregory X was first men-
tioned in 1327 in official documents as the
cathedral’s second patron saint. This multipli-
cation of tombs reflects a larger phenomenon
thoroughly discussed by André Vauchez: the
striving of central Italian cities in the late Mid-
dle Ages to acquire and adopt additional, more
recently deceased patrons as celestial advocates.>!

The relics of the two patrons guaranteed the
protection and the cohesion of the city.?? In the

W IR e g lne s wh - 2

Fig. 7. Resurrection of Souls at the Last Judgment, detail of the Arca di San Donato, after 1362—c. 1375 (photo:

Fig. 8. Tomb of Pope Gregory X. Arezzo, cathedral, c.
1300-10 (photo: Kunsthistorisches Institut in Florence)
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early 1360s, as disputes between Guelphs and
Ghibellines reached a new high point, and as
Florence increasingly asserted its claims to polit-
ical hegemony over Arezzo, this protection and
civic unity were urgently needed. A few years
earlier, radical Guelphs had chopped off the
heads of all sixteen portrayals of the Ghibelline
bishop Tarlati, and probably of his predecessors
in the episcopate, on his tomb in the cathedral
(the current heads are an eighteenth-century
restoration). The new tomb of the city’s patron
would serve, in contrast to the vandalized mon-
ument, as a unifying symbol and an embodi-
ment of dvitas. During 1384-86, when Arezzo
was in the midst of being plundered by for-
eign soldiers, it seemed to one contemporary
that the final sign of indignity was the desecra-~
tion of the relics of Saint Donatus.>?

The Crisis of the Saint’s Tomb around 1400

How might we now begin to account for the
fact that, with the Arca di San Donato in cen-
tral Ttaly and, analogously, with the tomb of
Saint Augustine in north Italy, the building of
monumental saints’ tombs came to an almost
abrupt end? The hybrid form of both of these
saints’ tombs already suggests a sort of exhaus-
tion of possibilities. The strategies used in the
Arca di San Donato of emulating recent prece-
dents could no longer be escalated; the differ-
ences between sumptuous secular monuments
and those for saints had become too blurred.
Formal reasons alone, however, can hardly
account for the whole phenomenon, which
lasted half a century and which prevailed in all
of north and central Italy. A number of addi-
tional factors must also be considered.

The crisis of the saint’s tomb coincides with
a crisis of the institution of the commune itself.
In the late fourteenth and early fifteenth cen-
turies, a number of smaller city-states lost their
political independence, and early forms of ter-
ritorial states took shape in their place.>* With
the disappearance of civic autonomy, the need
to erect publicly financed saints’ tombs as foci
for shared religious identity and protection
apparently disappeared as well. Even when there
was no apparent decrease it devotion or spend-
ing, resources were redirected towards other
forms of veneration.> It is telling that the Arca
di San Donato appeared during the last years of
Arezzo’s independence. It was built after the
first, unsuccessful, attempt by Florence to con-
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quer the city, but before the city’ final subju-
gation in 1384. The commune-crisis theory,
of course, fails to explain why neither the large
new centralized states, nor the religious orders
unaffected by the new political and military
developments, ceased to venerate their patrons
with traditional monuments.

The conditions of the time, such as the eco-
nomic collapse after the plague, political chaos,
and the crisis of faith during the Great Schism,*
must also have been decisive, if only in some of
the areas that manifest an interruption in the
building of saints’ tombs. This appears to have
been the case, for example, in Rome, where
new tombs only began to appear between 1430
and 1440, as part of a general renovation of the
city under Popes Martin V, Eugenius IV, and
Nicolas V7 We might compare the spirit of this
enterprise to that described in the preface to
Antonio degli Agli’s near contemporary Vitae
gestaque sanctorum, which credits the popes’ ren-
ovation for his own interest in collecting scat-
tered saints’ lives, the earliest surviving humanist
undertaking of its kind.*8

Surprisingly, the intense honour accorded
to saints actually seems, on the whole, to have
increased in the late fourteenth century. What
differentiates this devotional intensity from that
of other centuries, however, is that the official
presentation of sanctity and the devotion of the
masses parted ways. A mere six persons were
canonized in the fourteenth century, and of
those, none corresponded to the newly popu-
lar type of the ascetic-mystic layperson—what
Richard Kieckhefer describes as the ‘unquiet
soul’.3® Only with the acceptance of Cather-
ine of Siena’s sainthood would the official posi-
tion of the Church change. Furthermore, the
Church’s critical viewpoint regarding ascetics
and mystics was bolstered by such contempo-
rary intellectuals as Giovanni Boccaccio and
Franco Sacchetti, who sharply condemned,
even mocked, some of the popular forms of
attention paid to obscure, local saints.*® The
ecclesiastical rejection of the popular saint-type
and the even more strident criticism of these
forms of devotion contributed to the same end:
for the ‘new local saints’, no large, official tomb
monuments were erected. Although, even in
the first half of the fourteenth century, con-
gregations had built tombs with hopes for the
quick canonization of their occupants, and
although popular religious movements con-
tinued to seek ‘worthy resting places’ for their



holy heroes, demands for such honourable col-
locations were answered in the decades around
1400 only with altarpieces, frescoes, wooden
shrines, and the like.*!

Finally, religious aspirations of the period
around 1400 were characterized by the search
for an undiluted ecclesia primitiva, in an attempt
to follow the examples of the apostles, the first
Christian congregations, and the famous mys-
tics of the High Middle Ages.*? In some
respects, this pursuit conformed to the early
humanists’ ‘rediscovery’ of the church fathers,
with their new interest in Early Christian mon-
uments, and with the demand for a sancta rus-
ticitas, or ‘holy simplicity’.*> Given the ideal of
an ecclesia primitiva, a postulate of simplicity, and
an orientation towards Early Christianity, rela-
tively modest shrine forms for sacred bones must
have seemed far more fitting than the previously
used and much more decorative sarcophagi,
which, following the example of the Arca di San
Domenico, vied with ancient pagan monuments
and with each other.

This constellation of circumstances also helps
to explain the exceptional situation in Florence,
where, in the later Middle Ages, no single large
monument for any saint’s tomb seems to have
been constructed. Only in 1409, with the
advancement of the rebuilding of the cathedral,
did Florentines respond to the monuments for
civic saints that other Tuscan cities boasted,
deciding then and there to build a marble tomb
for Saint Zenobius in a chapel of the cathedral’s
apse. Not until 1428, moreover, were any spe-
cific plans underway for an altar and a bronze
or marble shrine, on which the gisant of the
saint was to be visible. Five years later, the entire
original project was scrapped in favour of some-
thing wholly different, namely the bronze shrine
for the head of the saint executed by Lorenzo
Ghiberti and a reliquary-altar for the bones
designed by Filippo Brunelleschi.** Previous-
ly, Ghiberti had completed a similar shrine for
Saints Proto, Hyacinth, and Nemesius—albeit,
in this case, for their entire bodies. Of this, we
know not only the format of its original set-
ting, in a sort of arcosolium in the wall of the
monks’ choir, but also the name of its spiritus
rector—the Camaldolese abbot Ambrogio Tra-
versari, known for being one of the main pro-
tagonists of the ‘patristic revival’.*> The shrine

form is not the only feature of these works to
return to its presumably ancient models. The
inscription, which designates the tomb as a locu-
lus, also alludes explicitly to Late Antique and
Early Christian funerary customs. Incidentally,
the new arcosolium form of these tombs was
immediately adapted for secular monuments,
and the competitive endeavours refuelled once
again the fabrication of ever more elaborate
monuments.*®

To sum up, in the late fourteenth century,
with the competitive, aggressive building cam-~
paigns to construct saints’ tombs, and with the
appearance of ever more elaborate secular
tomb-monuments, the formal possibilities that
such escalation demanded reached their calmi-
nation. The attempt by cities and orders to pro-
mote their own saints and celestial protectors
through lavishly decorated tombs had finally
precipitated a ‘crisis’ in the decades around
1400. Neither the political decline of the com~
munes nor their economic situations, and nei-
ther the restrictive politics of canonization by
the Church nor the increasing criticism of pop-
ular forms of devotion, permitted the erection
of elaborate monuments for the countless, but
for the most part officially unrecognized, local
saints. When holy bones were to be newly pre-
sented, communities turned, in accordance with
the ideals of an ecclesia primitiva, to simpler
forms. In the humanistic climate of early fif-
teenth-century Florence, it was ostensibly Ear-
ly Christian models, such as the shrine in a
loculus, that were revived.

In the second half of the fifteenth century,
especially in northern Italy, the emulative
impulse in saint’s tombs began anew. Reelics were
once again buried in free-standing sarcophagi
decorated with reliefs and columns.*” Addi-
tionally, as before, visual parallels were drawn
between several contemporary sacred and sec-
ular tomb-monuments.*® Only after sweeping
Church reforms in the middle of the sixteenth
century does the horizon of expectations seem
to have changed fundamentally. Only then,
finally and exclusively, does the ‘archaic form’
of the arca raised upon supporting columns—
which thus seems both metaphorically and vis-
ibly to lift the meritorious body of the holy
dead to heaven—denote an unmistakable sign
of sainthood.*®
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APPENDIX

Monumental tombs (marble, bronze, or terracotta) of saints in northern and central Italy, ¢. 1267-1525

TOMBS LOCATION DATE

S. Agatha Verona, Cathedral 1353

B. Osanna Andreasi formerly Mantua, S. Domenico ¢. 1505

S. Aniello Lucca, Cathedral 1416

S. Ansovino Camerino, Cathedral c. 1390-1418

S. Antonio Padua, The Santo 1263, 1310, 1350,

SS. Apollonio and Filastio

S. Arealdo

S. Atto

S. Agostino

SS. Avertano and Romeo

S. Bartolo

B. Benedetto X1

B. Bernardino da Feltre

S. Bernardino da Siena

B. Bernardo deglt Uberti

B. Bertrando

S. Boccardo

B. Bovo

SS. Quattuor Canziani

S. Catherina da Siena

S. Celestino

S. Cerbone

S. Colombano

S. Cristina

S. Pietro Damiano

S. Domenico

S. Donato

S. Donnino

S. Emiliano

B. Enrico da Bolzano

S. Eutichio

S. Evasio

S. Felice 11

B. Gabriele Ferretti

S.Fina

S. Geminiano

S. Giannelli

B. Giovanni di Cagli

B. Giovanni da Fiesole
(Fra Angelico)

S. Girolamo

S. Giuostina

B. Gregorio X
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Brescia, Duomo Nuovo
Cremona, Cathedral

Pistoia, Cathedral

Pavia, S. Pietro in Ciel ’Oro
Lucca, Oratorio della Madonnina
S. Gimignano, S. Agostino
Perugia, S. Domenico

Pavia, S. Giacomo fuori le mura
D’Aquila, S. Bernardino

Parma, Cathedral

Udine, Baptistery

Berceto, S. Moderanno

Voghera, S. Bovo

Aquileia, Cathedral

Rome, S. Maria sopra Minerva
I’Aquila, S. Maria di Collemaggio
Massa Marittima, Cathedral
Bobbio, Cathedral

Bolsena, S. Cristina

formerly Faenza, S. Maria fuori porta
Bologna, S. Domenico

Arezzo, Cathedral

Fidenza, Cathedral

Faenza, Cathedral

Treviso, Cathedral

Como, S. Giorgio in Borgonuovo
Casale Monferrato, Cathedral
Padua, Santo

Ancona, S. Francesco ad Alto

S. Gimignano, Collegiata
Modena, Cathedral

S. Ciriaco

Cagli, S. Francesco

Rome, S. Maria sopra Minerva
formerly Rome, S. Maria Maggiore
formetly Padua, S. Giustina

Arezzo, Cathedral

1470, 1500-34

. 1504-10

1484

1337 sqq.

c. 1355—¢. 1383
1480s

1317, 1492-1500
1324/25

1496

1505

after 1439, 151948
¢. 1340-50

1355

after 1469

¢. 1330

1380, 1430

1517

1324

1480

¢. 1495

1354

126567, 1469-73, 1494, 1532

after 1362
1488

c. 1462
1316 (?)
mid-fifteenth century
¢. 1525
1503/04
1489 (?)
1472 sqq.
1442

¢. 1509
1372

late fifteenth century
1461-64

c. 1475
early fourteenth century



TOMBS LOCATION DATE
S. Imerio Cremona, Cathedral 1479-82
8. Isidoro Venice, 8. Marco ¢. 1350-55
S. Lanfranco Pavia, S. Lanfranco 1498
B. Luca Belludi Padua, Santo . 1285, 1382
S.Luca Padua, S. Giustina «. 1316
SS. Marcellino and Pietro formerly Cremona, S. Tommaso 1506 sqq.
B. Marcolino formerly Forli, S. Giacomo 1458
B. Margherita da Cortona Cortona, S. Margherita . 1320
B. Margherita di Lussemburgo formerly Genova,
S. Francesco di Castelletto 1313 sqq.

B. Michelina Pesaro, S. Francesco 1356/59
S. Monica Rome, S. Agostino 1455
S. Mustiola Chiusi, Cathedral 1474
B. Nazzario Capodistria, Cathedral before 1381
5. Nicola da Tolentino Tolentino, S. Nicola 1474
B. Oderico Mattiuzzi

da Pordenone Udine, S. Maria della Carmine 1332
S. Ottaviano formerly Volterra, Cathedral (?) .. 1320, 1522
B. Pacifico Venice, S. Maria Gloriosa dei Frari . 1437
S. Pellegrino S. Pellegrino in Alpe c. 1474-84
SS. Martiri Persiani Cremona, Cathedral 1478-84
S. Pietro Martire Milan, S. Eustorgio 1339
B. Pier Pettinaio formerly Siena, S. Francesco 1289 sqq.
B. Gioacchino Piccolomini formerly Siena, S. Maria dei Servi ¢ 1320
B. Lorenzo Pisano di Ripafratta  Pistoia, S. Domencio 1457/58
SS. Proto, Giacinto, and Nemesio formerly Florence, S. Maria degli Angeli 142523
S. Ranieri Pisa, Camposanto ¢. 1300-06, 145152
S. Regolo Lucca, S. Martino ¢ 1485
S. Rocco Venice, S. Rocco 151624
S. Romano Lucca, S. Romano ¢. 1490
S. Rufillo formerly Forli, S. Giacomo before 1362
B. Beatrice Rusca Milan, S. Angelo 1499
B. Giacomo Salomoni formerly Forli, S. Giacomo 1340 sqq.
B. Ambrogio Sansedoni formerly Siena, S. Domencio 1287 sqq.
S. Savino Faenza, Cathedral 1474 sqq.
S. Sigismondo Imola, S. Maria della Regola 1372/75
S. Silao formerly Lucca, S. Giustina late fifteenth century
S. Simeon Venice, S. Simeon Profeta 1317
B. Simona dei Cantulli Parma, Cathedral ¢. 1476
SS. Simeone, Giuda,

and Saturnino Verona, S. Giovanni in Valle 1395/96
S. Terenzio formerly Faenza, S. Renzio 1461/62
S. Terenzo S, Terenzo, S. Terenzo Monti 1525
SS. Teonesto, Tabra, and Tabrata Treviso, Cathedral 1485-1506
S, Tiziano Brescia, SS. Cosma e Damiano 1505
S. Venanzio Camerino, S. Venanzio ¢. 1400
S. Vittore Volterra, now Museo d’Arte Sacra ¢ 1325
SS. Quattuor Vergini Aquileia, Cathedral 1330
B. Villana Florence, S. Maria Novella ¢ 1451
SS. Vittore and Corona Feltre, Santuario di SS. Vittore e Corona 1438-40
S. Zenobio formetly Florence, Cathedral 143240

Volterra, now Museo d’Arte Sacra . 1331

Anonymous saint
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NOTES

This essay represents part of a larger project on ‘Body and
Tmage of the Saints in the Italian Renaissance’. I would like
to thank Stephen Lamia and Elizabeth Valdez del Alamo for
the invitation to Leeds, and Michael Cole for illuminating
discussions and the translation.
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