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Abstract

The ltalian Poetic Triumvirate Realized:
Visualizing the Trionfi’ of the tre corone’

by
Kristen S. Keach
Doctor of Philosophy in Italian Studies
and the
Designated Emphasis in Renaissance and Early M&tarhies
University of California, Berkeley

Professor Albert Russell Ascoli, Chair

“The Italian Poetic Triumvirate Realized: Visuatigithe Trionfi’ of the ‘tre corong,” is the first
study to analyze the mostly unexplored fifteenthtaey visualizations of Francesco Petrarca’s
unfinished poem] Trionfi (1351-1374), through an intermedial lens. While thtertextual
references to two prior works, namely Dante Aligltse Commedia(1321) and Giovanni
Boccaccio’'s’Amorosa visiongc.1342), have been studied in some detail, mjeptas the first

to locate the intermedial ties between Boccaccid Betrarch. Additionally, | am the first to
explore the imagery for thErionfi and its tie to both literary and visual elementsieCommedia

| develop a new reading of these canonical workisdning variousnacchineor ‘machines,’ such
as God’s chariot located in the Book of Ezekieldreeal French literary automata, and civic-
sacred public pageantry, that intertextually appeddante’s and Boccaccio’s poems. | further
examine how contemporary visual examples, sucluas&nico Buffalmacco$riumph of Death

in the Pisa Camposanto (c.1336-1340) and GiotBodidone’sTriumph of Vaingloryoriginally
depicted in Azzo Visconti's palace in Milan (c.1336imilarly portray thesenacchineand serve
as artistic interlocutors for Boccaccio’s “triumphi$ is only through Petrarch’s mediation of these
mechanisms from Dante, Boccaccio, and contempatignial artists that his readers, and those
who later attempt to depict his poem visually, aegan image of th&rionfi.

It is apparent that this intermedial triumphal disise does not cease with fifteenth-century Italian
visualizations of Petrarch’s text. As a furthermiaf comparison, | conclude by demonstrating
how the “triumph of thére coroné extends and is re-integrated into other fifteesatid sixteenth-
century poems, artworks, and public festivals obr@ader European scale. My methodology
brings the textual and visu@fionfi in conversation with works that implicitly adheéoethe same
composite triumphal dialogue, allowing us to recdesand enhance our reading of later texts.



Though | offer the case study of the visual rewaglof “Petrarch’s” Triumph of Chastity in Queen
Elizabeth I'sSieve Portrait(c.1583) by Quentin Metsys the Younger, my disggm invites
audiences to regard other examples, including And#&liziano’s re-writing of the hybrid
“Trionfi” in Part 1l of his Stanze per la giostrél478), Sandro Botticell'®rimavera(1477-1482)
and triumphal entrees at least as far away in eintespace as those of Henri Il into Rouen (1550),
along similar lines.

The broader implication of this project is tha¢xplores what happens when there is no longer a
one-to-one correspondence between textual modelvisndl representation or between visual
model and successor text. My project underscoresntiermedial value of equal parts text and
image from another source. Through distinct, yemnglimentary approaches, each chapter
guestions the dominant discourses of transmissiod eeception as direct models for
representation to uncover the multi-layered dimamsiembedded within a singular textual or
discursive example. This critical analysis complsaconventional methodologies for literary and
visual analysis which may take for granted the itehemeaning of a particular text or material
object. By proposing new angles through which tostter the relationship between literary and
visual histories, this research accentuates thaieréonnectedness as part of a broader,
sociopolitical and cultural history. Such mutuahldgues of exchange bolster opportunities for
analytical evaluations of the role of intermedialécross numerous disciplines, in both early
modern and contemporary contexts.



For my parents,
Marty and Kathy Keach
my first readers and guides on my own journey &siars
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INTRODUCTION

Are TheseTrionfi Really Petrarch’s?

An art historian working in the field of Italianugties often confronts unsatisfying explanations
for visual translations of literary texts. This plem is magnified and remains unresolved when
defining the visual portrayals of Francesco Pe#&‘aranfinished poetic project, tAeionfi (1351-
1374). Instantly received as an accomplishmentdtyakch in the vernacular and disseminated
across Europe, numerous artists in a variety ofianetdortly began depicting thErionfi on
cassoni or marriage chests, as manuscript illuminationsi@ woodcut and engraved prints, as
woven tapestries, and in other forms. However, ugose examination of the typical iconographic
structure of each of the triumphs, such asddesoneby Domenico di Michelino (1442) or the
Apollonio di Giovanni illustrations (1442), it isvielent the imagery does not directly emanate
from Petrarch’s text. Scholars such as Lucia Ba#dgicci and Edith Wyss acknowledge the
disparity between these visual portrayals and Ratitext but offer no clear explanation or
conclusion for the true source of the imagdhus, the question remains, from where does the
visual iconography derive?

My dissertation;,The Italian Poetic Triumvirate Realized: Visualigithe ‘Trionfi’ of the
‘tre corone,’ examines the textual and visual iterations of&elrsTrionfi. A composite poem
of six successive “capitoli” using the “terza rimetheme invented by Dante Alighieri, thigonfi
showcases the trials of human beings strugglimy#scome the limitations of their post-lapsarian
condition, progressing from sinful carnal lust gach God’s Eternity. While the intertextual
references to two prior works, namely Dant€semmedia(1321) and Giovanni Boccaccio’'s
I’Amorosa visiongc.1342), have been studied in some détail; project is the first to locate the
intermedial ties between Boccaccio and Petrarcheitihat Boccaccio’s titld Amorosa visione
speaks of a “vision,” and that the subjects of bedlems function with the space of dreams,
Boccaccio’s and Petrarch’s works invite readersamsider images and, more broadly, the tight
connection between visual and the verbal mediaitfeadally, | explore the imagery for th&ionfi
and its tie to both literary and visual elementthmCommedial assert that the manner in which
Dante, Boccaccio, and Petrarch inscribed triumjpimalgery into their three poems exposes a
shared and mutually conditioning vocabulary thaefithem into an inseparable entity now known
to us as thére coroneor “three crowns” of Italy. In particular, sincetParch’s text does not offer
any visual cues beyond the band of followers foe fof his six triumphs, thenacchine or
mechanics, of the triumph are taken over from Danig Boccaccio. | develop a new reading of
these canonical works by tracing various ‘machiressh as God’s chariot located in the Book of
Ezekiel, medieval French literary automata, anitedacred public pageantry, that intertextually
appear in Dante’s and Boccaccio’s poems. | furéxamine how contemporary visual examples,
such as Buonamico Buffalmaccdsiumph of Deathn the Pisa Camposanto (c.1336-1340) and
Giotto di Bondone’Sriumph of Vaingloryoriginally depicted in Azzo Visconti’'s palaceMilan

! Lucia Battaglia Ricci, “Immaginario trionfale: Patca e la traduzione figurative” Inriumphi di Francesco
Petrarca ed. Claudia Berra (Bologna: Instituto Ediotribleiversitario-Monduzzi Editore S.p.A, 1999), 255829
Edith Wyss, “Matthaus Greuter's Engravings for Beth’s “Triumphs”,”Print Quarterly17 no.4 (December,
2000), 347-363.

2 Dorothy C. Shorr, “Some Notes on the Triumph afEgd The Art Bulletin20 no.1 (Mar., 1938), 100-107;
Theodor E. Mommsen, “Petrarch and the Decoratigh@fSala Virorum lllustrium in Paduarhe Art Bulletin34
no. 2 (June, 1952), 95-116.



(c.1335), similarly portray thesmacchineand serve as artistic interlocutors for Boccaccio’'s
“triumphs.” It is only through Petrarch’s mediatiohthese mechanisms from Dante, Boccaccio,
and contemporary visual artists that his readerd tlaose who subsequently attempt to depict his
poem visually, acquire an image of theonfi.

Furthermore, | hope to demonstrate that the intdiahdériumphal discourse of thiee
coronedoes not cease with visualizations of Petraratxs. tRather, it is re-integrated into later
poetic, painted, and public projects, such as Amdg®liziano’'sStanze per la giostrgl478),
Sandro Botticelli’'s indisputably Poliziano-esqueinpiag, Primavera (1482-86), feast day
celebrations such as those for Corpus Christitamchphal entrees as far away in space and time
as those performed by Henri Il into Rouen (1550).

In the grand scheme, this project demonstrategnpertance of the crossover from the
intertextual to the intervisual to an intermediakcleange, operating at the juncture between
literature and art. Since Homer, the relationskdpveen the visual and the verbal world has been
of interest? On the one handkphrasis or the visual representation of a verbal textherverbal
representation of a visual art, and ga@agone or rivalry between the arts, isolate the arta in
competitive nature but, at the same time, creadrtipetus to represent the visual verbally, and
the verbal visually. While these are not novel rodtilogical approaches, what happens when the
lines between the visual and verbal are blurredatWwhanges when there is no longer a direct
one-to-one movement from text to image or imageexo but rather an intermedial influence of
equal parts text and image on another source? eTdwessome of the questions | will develop
throughout my project.

ORIGINS OF THE PROJECT, METHODOLOGY, AND REVIEW CHCHOLARSHIP

This project arose from a seminar | took with Denke Lange in Spring 2016 at UC Berkeley
in which we read Petrarch®ionfi in its entirety while tracing the history of “tmph” from its
origins as an ancient Roman phenomenon through matgeations of the terrhlt is thanks to
the ongoing conversations | had with my colleagnesgard to the evolution of the ancient Roman
military triumph into a Christian intermedial expsgon of civic-sacred societal values that led me
toward my soon to be triumphal dissertation. Magail offers the most insightful account of
Roman triumphs. Her main argument throughout hekpbhe Roman Triumphs that triumphs

of ancient Rome provide not only a ritual processiaut also a historical context through which
to challenge values associated with triumphs. WB#ard reconstructs the triumphal path the
ancient Romans followed and gives an account o$élggience to which Petrarch closely adheres
when writing Scipio’s triumphal procession in thdrica,® Andrew Martindale notes the
inaccuracy in Petrarch. Instead, Martindale asskaisPetrarch followed the example of Livy in
documenting a non-classical processional nfoflecordingly, there remains a scholarly dispute
over triumphal processions, which suggests no tieknconclusion for either the procession

8 G.E. LessinglL.aocoon: An Essay on the Limits of Painting andtBodrans. Edward Allen McCormick
(Baltimore: Johns Hopkins University Press, 1984mes A.W. Heffernatuseum of Words: The Poetics of
Ekphrasis form Homer to Ashbef@hicago: University of Chicago Press, 1993).

4 Henrike Lange@Giotto’'s Arena Chapel and the Triumph of HumiliNew York: Cambridge University Press,
2022).

5 Mary Beard,The Roman Triump{Cambridge: Harvard University Press, 2007).

6 Andrew MartindaleThe Triumphs of Caesar by Andrea Mantegna in th&e€mn of Her Majesty the Queen at
Hampton Cour{London: Harvey Miller, 1979).



itself, or the triumphal ideologies offered by adi Romans. Rather than attempt to establish a
common ideological or processional element thatstorically accurate, it is more appropriate to
trace the similarities in representing ancient Rormraumphs across the Tre- and Quattrocento.
What are the typical recurring elements of the Romast that early modern Italian poets and
artists reproduce? In particular, this dissertatiwestigates the communal triumphal ideologies
within the texts of thére coroneto pinpoint their origins within and outside o&thncient world.

While Roman military processions set the initighge for how a triumph could be
generated via mobile art, this ancient precededément notable re-fashioning in later centuries.
The Roman tradition grew more vibrant and carrigdrger civic-religious weight with the
introduction of Christianity, during which we caochte the fusion of Roman imperial practices
with Christian ideology. Scholars such as Massegp8hrd and Robert Baldwin note the fusion
of ancient Roman and early Christian triumphal,itaristic imagery. Shepherd’s history of
triumphs focuses on Constantine as the intermetheiyeen ancient Roman imperial values and
a new Christian ideology. He suggests that whilesfantine promotes Christian ideologies of
peace and the pursuit of the divine in God, the &ommperor outwardly remains ambivalent
toward Christianity so as to maintain pagan loyaln the other hand, Baldwin generally
discusses the adoption of Roman militaristic votatyuwithin a Christian context. He proposes
that early Christians remodel the figure of Chingbd an imperial force, similar to a Roman general,
trampling over the defeated. This Christian triumsdpimagery no longer characterizes Christ as
humble or “weak” in appearance. Instead, Chrisansimperial authority and the Christian
“military” victory triumphs over Satan, sin, andgamism® While both Shepherd and Baldwin
state that early Christian triumphs portray Chaisdl the Church as the new triumphators over sin,
they do not mention the significance of ultimatartiph of Christ, the Last Judgment and there is
no notice of the Christian dream-vision, a majaurse for the triumphs of thee corone? This
dissertation evaluates the transition from anci@oitman to early Christian to Renaissance
triumphs through the allegorical nature of a Charszed triumph within the dream vision. For
Dante, Boccaccio, and Petrarch, the dream becomastive, generative agent in reconfiguring
the mechanics of the Roman triumph within each, teyth as the processional route, the
monuments, and the chariot, blending history aciibf through Christian allegory.

Although the importance of Dante’s, Boccaccio’s] 8etrarch’s interest in ancient Roman
and Christian triumphs cannot be denied, | askattdontemporary festival, feast day pageants,
and public funerary rituals become more influerfealdefining the triumph of thige corone By
the thirteenth century, processions became animegtgart of public ceremonies that conveyed
not only a sense of authority, but also the powesgiritually and emotionally influence their
audience. The colorful pageants, with their loudingts, festive music, and ritual objects,
dynamically drew a wide public community into visapectaclé? At the same time, specific parts
of the procession, such as ttarro trionfale of ancient Rome, underwent technical revisions,

7 Massey H. Shepherd, “Liturgical Expressions of@mmstantinian Triumph,Dumbarton Oaks Papetl (1967),
57-78.

8 Robert Baldwin, “I slaughter barbarians™: Triumaha Mode in Medieval Christian Art{onsthistorisk Tidskrift
LIX no. 4 (1990), 7-13; Robert Baldwin, “TriumphdRhetoric of Power in Italian Renaissance A&gurce:

Notes in the History of AR no. 2 (Winter, 1990), 7-13.

® Maria Cecilia Bertolanill corpo glorioso: studi sui Trionfi del PetrarcggRoma: Carocci editore S.p.A., 2001).

10 Kathleen M. Ashley,Wilhelmus Norbertus, and Mdtiiasken, edsMoving Subjects: Processional Performance
in the Middle Ages and the Renaissa(loseds: Brill, 2001).
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assuming new life as tharroccio, or four-wheeled wagot. In addition to civic-sacred public
rituals, more quotidian parades, such as funerasggssions, aided in influencing literary and
visual media, particularly at times of heightenddtrdss and anguish such as the moment
surrounding the Black Death of 13#8Meaning is communicated through technology and
movement. This same sense of movement underlieds ehche poems and is key to our
understanding of triumph more generally, as it e@dlfrom Roman antiquity to the time of the
tre corone

Although the notion of th&e coroneis not inherently new, much of the focus lingens o
the relationship strictly between Dante and Pelxamith slightly more attention given to
Boccaccio in recent years. Throughout my resedrbkgan to see the essential role Boccaccio
plays in solving the visual discrepancies in thageks representing Petrarch’s poem. Scholars
repeatedly mention the dependence on Dante inrBltsa rionfi.'* While Vittore Branca and
Martin Eisner reveal the structural reliance on &mcio’sI’Amorosa visiondor the frame of the
Trionfi,'* no scholar considers the subject matter of Thenfi as Petrarch’s reading of and
responding td’Amorosa visioneBoccaccio began themorosa visionavhile living in Florence
between 1327 and 1340. While there is much delsatewhether Boccaccio’s or Petrarch’s poem
came first, Boccaccio sent Petrarch a copy of haglAmorosa visionend Dante’sCommedia
while Petrarch was immersed in, and concentratingtibe re-writing and expansion of his
Trionfi.'> The mere fact that there are structural parablelsveen the two texts should indicate
there are strong intertextual correlations.

1 Diana M. Webb, “Cities of God: The Italian Commare¢ War,” inThe Church and War: Papers Read at the
Twenty-First Summer Meeting and the Twenty-Secdntek\Meeting of the Ecclesiastical History Socjetgt. W.J.
Sheils (Oxford: Basil Blackwell, 1983), 111-127;diano Artusi and Silvano Gabbriellie feste di Firenze: dalla
Candelora a Berlingaccio, dal Palio di San GiovamhiCalcio fiorentino, dallo Scoppio del Carro al
Calendimaggio, un viaggio pittoresco attraversaadai, le festivita, le ricorrenze tradizionali duesta bellissima
cittd (Rome: Newton Compton Editori, 1991); Gerald Pass8iena, Civil Religion, and the Siend8airlington:
Ashgate, 2004); Jenna Soleo-Shanks, “From StaBade: Siena’€aleffo dell’AssuntaSpectacular Machines, and
the Promotion of Civic Power,” ilthresholds of Medieval Visual Culture: Liminal Sea&ds. Elina Gertsman and
Jill Stevenson (Woodbridge: Boydell Press, 2018),-201.

12 Sharon Strocchid)eath and Ritual in Renaissance FlorerfBaltimore: The Johns Hopkins University Press,
1992); Samuel Cohen Jr., “Burial and the Early Resaance: Six cities in Central Italy,” Riti e rituali nella
societa medievalieds. Jacques Chiffoleau, Lauro Martines, and #gio®aravicini Bagliani (Spoleto: Centro
Italiano di Studi sull’alto Medioevo, 1994), 39-58.

13 Paolo TrovatoDante in Petrarca: per un inventario dei dantisnei IRerum vulgarium fragmen{&irenze: L.S.
Olschki, 1979); Claudio Giunta, “Memoria di Dante firionfi,” in Rivista di letterature italianaI no. 3 (Pisa:
Giardini Editori e Stampatori, 193), Fabio Finotiihe Poem of Memory,” ifPetrarch: A Critical Guide to the
Complete Workseds. Victoria Kirkham and Armando Maggi (Chicabmiversity of Chicago Press, 2009), 63-84;
Giuseppe Mazzotta, “Petrarch’s Dialogues with DdntePetrarch and Dante: Anti-Dantism, Metaphysics,
Tradition, eds. Zygmunt G. Bafigki and Theodore J. Cachey Jr. (Notre Dame: Urityes§ Notre Dame Press,
2009), 177-194; Zygmunt G. Barski, “The Triumphi, in The Cambridge Companion to Petraraus. Albert
Russell Ascoli and Unn Falkeid (Cambridge: Camteidbpiversity Press, 2015), 74-84.

4 vittore Branca, “Introduction,” irGiovanni Boccaccio: Amorosa visianeds. and trans. Robert Hollander,
Timothy Hampton, and Margherita Frankel (Hanovarmivdrsity of New England, 1986), ix-xxix; Martin $tier,
“Petrarch Reading Boccaccio: Revisiting the Genekthe Triumphi,” inPetrarch and the Textual Origins of
Interpretation eds. Teodolinda Barolini and H. Wayne Storey (BosBrill, 2007), 131-146.

15 Giuseppe BillanovichPetrarca Letterato: I. Lo scrittoio del Petrar¢®®ome: Instituto Grafico Tiberino, 1947);
Vittore BrancaBoccaccio: The Man and his Worlesl. Dennis J. McAuliffe and trans. Richard Mon{jdsw

York: New York University Press, 1976); Theodor€achey Jr. “Between Petrarch and Dante: Prolegomtma
Critical Discourse,” irPetrarch and Dante: Anti-Dantism, Metaphysics, Ttiad, 3-49; Martin EisnerBoccaccio
and the Invention of Italian Literature: Dante, Patth, Cavalcanti, and the Authority of the VernezuNew
York: Cambridge University Press, 2013).
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In Boccaccio’s text, the pilgrim-poet, guided bmgsterious Lady, encounters Fiammetta,
his love-object, in an imagined, paradisiac garddimhough framed within a Christian allegorical
dream-vision, Fiammetta does not accompany Booos#owaiard Heaven nor do the pilgrim’s final
moments in the dream reveal the ultimate Christiarmphal vision of God, unlike Dante’s
Commedia Petrarch’sTrionfi also deviates from Dante. In tAeiumphus EternitatisPetrarch
diminishes the Christological significance of Eigrto promote the final vision of his love-object,
Laura, over God, thus adhering to and more closedgmbling Boccaccio’BAmorosa visione
To advance my initial interest in Boccaccio’s irhiial role for Petrarch’s poem, it is interesting
to note that in later fourteenth- and fifteenthicey printed editions of Amorosa visiongthe
publisherschose to include the subtitl®idotta in luce, nella quale si contengono cinque
Triomphi. Triompho di Sapientia, di Gloria, di Rleézza, di Amore, e di Fortunalthough the
structure of Boccaccio’s poem is a journey from #agthly realm of sin toward Heaven, the
publishing houses expand upon Boccaccio’s initied to hint at the fact that the majority of the
text is devoted to these five triumphal pageantstha fallen victims of Wisdom, Glory, Wealth,
Love, and Fortune.

The visual images for thErionfi receive less attention then the text of Petrdtds. not
enough to claim the visual portrayals do not adelyaffer an account of Petrarch’s words. While
Petrarch offers few, if any, visual clues in regarthe allegorical figures of higionfi, Boccaccio
provides extensive visual detail for each allegadnpersonification. Despite the fact that Boccaccio
and Petrarch witness different triumphs, | will drapize that it is precisely Petrarch’s reading of
and intertextual reliance on Boccaccio’s imagemt timspires the visual interpretations of the
allegorical figures in PetrarchBriumphus Cupidinis, Triumphus Pudicitie, Triumphdertis,
Triumphus Fameand Triumphus TemporisThis dissertation further considers how the Jisua
promote the ubiquitous triumphal language of tileecoroneas an intertextual, intermedial, and
intervisual discourse that later artists integmate their poetry and art.

My methodological approach not only considers thle of ekphrasiswithin each textual
and discursive model, but also examines the rolendf play betweeekphrasisand imitation
theory!® Within ekphrasisit is necessary to understand how textual soumitate and receive
other sources, textual and visual. Through thertestéuality of thetre corone the triumphal
descriptions share similar constructs, blurring thgtinction between a Dantean triumph, a
Boccaccian triumph, and a Petrarchan triumph. imesoases, such as Boccaccio’s allegories, the
triumphs exists as explicgkphrasesAt other times, their triumphal prose easily lenigelf to
visual representations, promoting thlphrasesLater poets, such as Poliziano, re-integrate the
intertextual triumph in their works, demonstratiing immediate reception and imitation of this
meshed triumphal language.

By the end of my dissertation, | will have showmhibie intertextualities, intervisualities,
and intermedialities of th€ommedial’Amorosa visiong and theTrionfi create a sustaining
triumphal vocabulary that evolves across media utinout the Renaissance. The merged
triumphal dialogue of th&re coronedoes not end with the artistic renditions of Petias poem.
Rather, there is a wide reception and integratioih® composite triumph by later poets, artists,
and within various pageants. While scholars sucBasd Quint and Christina Storey highlight
allusions to Petrarch’§riumph of Loveand Triumph of Chastityin Poliziano’s Stanzé,’ in

6 Thomas Greenén the Light of Troy: Imitation and Discovery iniRéssance PoetrgfNew Haven: Yale
University Press, 1982).

17 Eugenio Donato, “Death and History in PolizianBtanze, MLN 80 no.1 Italian Issue (Jan., 1965), 27-40;
Christina Storey, “The Philosopher, the Poet, &edRragment: Ficino, Poliziano, and Le stanza geidstra, The
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actuality, Book Il reconfigures the hybridized coroneversion of thélrionfi, starting with Love
and ending with Fortune. If we believe tBanzeserves as a key source for Botticelsmavera
it seems appropriate to re-read Botticelli’'s paigtin a new light. Taken at face value, the figures
in the Primaverarepresent a mythological scene. On closer inspectt seems as though the
figures mirror characters and moments mentione®ante’s Earthly Paradise, the garden of
Boccaccio’s’/Amorosa visiong and Petrarch’s description of Laura @smavera within the
Triumphus Mortis

Due to the incredible success of Petrarch’s poestivials incorporated elements from the
Trionfi into their sacred processions, such as#re figurati.'® Specifically, the carts transported
allegorical figures across the cityscape, recrgaditive “triumph.” As Jochen Becker notes, the
only precedent for these figures was the imageupdaoin the fifteenth-century visualizations of
Petrarch’sTrionfi,1®which, as | will prove, materializes thanks to themphal exchange of Dante,
Boccaccio, and Petrarch. The allegorical pageaolved outside of the Italian context and was
included in various pageants and entrees for figsteh as Queen Elizabeth | (15?&)nd the
Princess of Orange (1660), showcasing the widedptisgemination of not only Petrarch’s text,
but also, the imagery of the communal triumph eftte corone

CHAPTER OUTLINE

The first chapter, “Making the “Immobile” Mobileh¢ Intermedial riumphus Eternitatis traces
the mechanical apparatus of the chariot and theegsional route from ancient Rome and
medieval civic-sacred pageants, as they appeananiety of ways, in these visual representations.
While Roman triumphs came from a Greek phenomerfocelebrating victories, the Roman
triumph evolves as a distinct ritual apart from @seek precedent. In particular, the Greeks
commemorated victory in battle through the instadtaof “trophies” that had both a secular and
spiritual connotation, either honoring a militargtery or symbolizing a loss due to the demonic
forces working against the.The Romans, on the other hand, offered more paye@ntheir
victories, lauding not only the general or triumfgnabut his men, the victims conquered, the
spolia acquired, and the power of Rome. The processiowedl the most important figure to
follow last in a chariot, while the spoils, armydavictims preceded hi#t. The parade moved
through the triumphal arches toward the templeupftdr where a ritual sacrifice ended the victory
celebration. While Romans had a procedure thaerdiff from the Greeks, there is a shared
spiritualized history that becomes more preciseealorate in the Christian era.

Modern Language Revie®8 no. 3 (Jul., 2003), 602-619; David Quihie Stanze of Angelo Poliziafidniversity
Park: Penn State University Press, 2005).

8 Virginia Garrone Galanté, apparato scenic del drama sacro in Ital{@urin: Tip V. Bona, 1935); Henri Zerner,
“Looking for the Unknowable: The Visual ExperiermfeRenaissance Festivals,” Huropa Triumphans: Court and
Civic Festivals in Early Modern Europeds. J.R. Mulryne, Helen Watanabe-O’Kelly, Maggé8hewring,
Elizabeth Goldring, and Sarah Knight (Burlingtorshigate, 2004), 75-102.

19 Jochen Becker, “The Princes of Orange’s WelcorteAmsterdam in 1660,” iEurope Triumphanss75-583.

20 Francis A. YatesAstraea: The Imperial Theme in the Sixteenth Cer{oston: Routledge & K. Paul, 1975);
Roy Strong,The Tudor and Stuart Monarchy: Pageantry, Paintilmgnography(Rochester: Boydell Press, 1995-
1998).

21 Anthony Spalinger and Jeremy Armstrong, eRgyals of Triumph in the Mediterranean Wo¢Boston: Brill,
2013).

22 Robert PayneThe Roman Triump{New York: Abelard-Schuman, Ltd., 1962); H.S. \fegs Triumphus: An
Inquiry into the Origin, Development and Meaninglof Roman Triump(Leiden: Brill, 1970).
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Given the civic and spiritual nature of ancienirtiphal parades, it seems appropriate that
triumphs could function for a Christianized sacretctory.” Early Christianized triumphs
deviated from the pageant scene and reverted taghef “trophies” in the form of crosses to
symbolize the sign of a Christian triumphal victobyurring militaristic vocabulary with sacred
emblems. Initially, there was no clear differenagvieen ancient Roman and early Christian
triumphs other than the processional mode versastribmphal “trophy.” By the thirteenth
century, the merged Roman-Christian idea of a rfiph” inspired a new mode of public
pageantry. Processions becomes ingrained in publial as a means of expressing political,
social, and religious authority.

The civic-sacred nature of such public pageantspimes the processional motif present
first in Dante’sCommediafollowed closely by BoccacciolAmorosa visionend Petrarch’s later
Trionfi. Refracted through a reading of Ezekiel's mechariescriptions of God’s chariot and
wheels, thdre coronemanipulate these “machines” to reciprocally regefiheir understanding
of the triumph as it evolves across their poemscBigally, it is Dante’s initial reading and
integration of Ezekiel's apocalyptic vision as atbrical precursor to his paradeRargatorio
XXIX that informs how Dante’s chariot “moves” aceome and space to land in Boccaccio’s
Amorosa visionand Petrarch’3rionfi. It is precisely Ezekiel's notion that the “word? God
must become “flesh” in order for God’s chariot tmjaire both its form and function that Darte,
and later Boccaccio and Petrarch, rely on in demdheir triumphal carts. Dante takes this idea
one step further by blurring Ezekiel's machine, ttiariot, with Saint John’s vision of the
Apocalypse from the Book of Revelation in shapihg Purgatorio XXIX procession as a
complete vision of the “word made flesH.”

Ezekiel's prophetic, mechanical vision also alludesChrist's entry into Jerusaleth,
which not only intertextually draws the reader tanfe’sParadisoCanto XXIIl and the Triumph
of Christ in Heaven, but also provides a historioadel to which Boccaccio, Petrarch, and visual
artists may turn when accurately renderingtteecoronetriumphal cart: the feast day celebration
of Palm Sunday® The physical demonstration of Ezekiel's vision—8teeet parade for Palm
Sunday—thus decelerates the chariot and allow4rinenph” to reach beyond a pictorial frame
to encourage active audience participation.

The intermedial confluence of Dante’s literary pags inPurgatorio XXIX and Paradiso
XXIII with the Palm Sunday pageant culminate in tbese study of PetrarchBriumphus
Eternitatis While Petrarch’s journey to the stars seeminghulates Dante’Commedia the
ending of thélriumphus Eternitatisloes not provide the reader, nor the pilgrim-peét a vision
of God as the ultimate “I'amor che move il soleeealtre stelle.” Rather, | argue that Petrarch

23 Robert HollanderAllegory in Dante’s Commedi@rinceton: Princeton University Press, 1969); Pidtavkins,
Dante’s Testaments: Essays in Scriptural Imagimeti®tanford: Stanford University Press, 1999).

24 Teodolinda BaroliniThe Undivine ComediPrinceton: Princeton University Press, 1992);ng8ieeDeen
Schildgen, “John, St.,” ifhe Dante Encyclopediad. Richard Lansing (New York: Routledge Pre8402, 539-
541; Robert M. Durling and Ronald L. Martinez, eaisd trans.The Divine Comedy of Dante Alighieri: Purgatorio
(New York, Oxford University Press, 2011).

25 Julian Morgenstein, “The Gates of Righteousnedsfirew Union College Annuél (1929), 1-37.

26 Charles SingletorDante Studies 1. Commedia: Elements of StrudtDeenbridge: Harvard University Press,
1954); Charles SingletoDante Studies 2. Journey to Beatr{€@ambridge: Harvard University Press, 1958);
Charles Singleton, “In Exitu Israel de Aegypt8&venty-Eighth Annual Report of the Dante So¢E3¢0), 1-24;
Ronald L. Martinez, “L’'amoroso canto: Liturgy an@&iacular Lyric in Dante’Purgatorid’ Dante Studies with the
Annual Report of the Dante Society. 127 (2009), 93-127; Giuseppe Leddahibbia di DantgTorino:

Claudiana, 2015); Max Harri€hrist on a Donkey: Palm Sunday, Triumphal Entraas] Blasphemous Pageants
(Kalamazzo: Arc Humanities Press, 2019).



concludes higriumphus Eternitatigt the same moment Dante completes his twentg-thinto
in Paradisq allowing the pilgrim-poet Petrarch to witness themph of Laura instead of God, in
a similar fashion to that of the pilgrim-poet Danténessing the ascension of the Virgin and
Beatrice inParadisoXXIll. My reading of Petrarch’s final triumph thigheds new light on how
viewers could interpret the iconographic choicesual artists made in their renditions of
Petrarch’sTriumphus EternitatisThe public memory and intermedial evocation otl&el's
chariot and the feast day celebration for Palm Syndsually come to life in the imagery for
Petrarch’sTriumphus Eternitatis

Chapter two, “Boccaccio’s Pisan Allegory of “Dea#imd Petrarch’§riumphus Mortig’
suggests that after Boccaccio turned to publicranygprocessions and Buonamico Buffalmacco’s
Triumph of Deathresco for theAmorosa visione’$Triumphs of Death and Fortune,” artists then
fuse these ideas to intertextually, intermediadlgd intervisually present PetrarcAsiumphus
Mortis. Throughout the thirteenth through fifteenth ceies; the image of Death evolved from the
idea of a biblical Fourth Horseman of the Apocas/p®to a terrifying, monstrous harbinger of
death for all individuals. This evolution is bothedlection of the social crises brought about by
various contagions and plagues, most immediatedyBiack Death of 1348, and alterations to
public rituals, such as the rise, fall, and retofrfunerary processions and rituals for honorirgy th
dead?’ As a result of the mass destruction and devastatiought by this particularly distressing
historical moment, frescoes located in cathedralglexes and as parts of religious sites began to
depict subjects that offered to the living a didtantessage of the impending doom about to befall
them.

These socio-political changes felt throughout Itafyparticular Tuscany, lead us to the
Pisa Camposanto. The Camposanto was a novel atcingkestructure not only for its time, but
also remains a unique space within Italy. Thoughalginear cathedrals were common practice
throughout the medieval period, circa 1203, thdlaishop of Pisa, Ubaldo Lanfranchi, brought
earth from Jerusalem upon which he imagined bugldicemetery atampus sanctusn addition
to housing tomb monuments and memorial slabs, #mposanto also showcases numerous
antique sarcophagi that were reused throughouh#utkeval period. However, construction of the
Camposanto did not begin until 1277 and the mgjaitthe frescos were not painted until the
1330s. Painters from different generations andsscv@arious regions came together to create a
one-of-a kind visual program comprised of scenesifthe Old and New Testaments, allegories,
and ancient Roman poetf§The sheer volume of artistic genius in a singldaation speaks to
the Camposanto’s role as a major site for artistiovation during the fourteenth-century.

Buffalmacco’sTriumph of Deathfresco takes center stage as the initial Italisxdehin
understanding this new interpretation in the rdl®eath and her destruction of those who lie in
her wake. Part of the larger fresco cycle for teefary complex, th&riumph of Deathworked
hand in hand with public funerary pageants wheesrntiourners both performed and witnessed
their fears and anxieties before them, intermegiahd didactically enacting audience
participation and reflectioff. The play between the iconography initiated in Bluffacco’s scene
and the textual phrases in both Latin and the weraa further instilled a level of audience

27 Diane Owen Hughes, “Mourning Rites,” Riti e rituali nelle societa medievalk3-38; Paul BinskiMedieval
Death: Ritual and Representatighondon: British Museum Press, 1996).

28 Joachim Poeschktalian Frescoes the Age of Giotto 1280-140&w York, Abbeville Press, 2005).

29 Alberto Tenenti, ed., “Introduction,” iHumana Fragilitas: The Themes of Death in Europerfithe 18 century
to the 18 century(Clusone: Ferrari Editrice, 2002), 1-24; Pierragbescaramella, “The Italy of Triumphs and
Contrasts," irHumana Fragilitas 25-98. Lorenzo Carletti and Francesco Polacaiafi§ition between Life and
Afterlife: Analyzing The Triumph of Deatim the Camposanto of Pis&igns and Socie® no. 51 (2014), 84-120.
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participation into the theme and promoted the nwssé ubiquity, regardless of wealth, fame, or
status, in all of Death’s victims. The Pisa Campbsshus becomes the exemplar for representing
Boccacccio’s “Triumphs of Death and Fortune” antimately, Petrarchan “Triumph of Death.”

Though scholars such as Liliane Brion- Guerry, BuBattaglia Ricci, and Lina Bolzoni,
have studied the relationship between Boccaccib&cameron (c. 1353) and the Pisa
Camposantd®their focus has been on delineating a clear pdimfluence from Buffalmacco’s
presentation of &rigata in a garden setting amidst terror and destrudtioBoccaccio’s choice
thereof for hismagnum opusWhat | suggest is that there is another textwatgdent and
contemporary influence, Boccaccid®snorosa visionand his, what | term, “Triumphs of Death
and Fortune” that further demonstrates a closarttecollective understanding of Death between
Buffalmacco and Boccaccio. It is apparent that laotists utilized public funerary pageantry and
changing social and religious beliefs to portrag #ame idea of Death across their works. The
blurring of live-action pageantry in the visual atidcursive models then informs our reading and
viewing of Petrarch’§ riumphus Mortis

As with all but theTriumphus CupidinisPetrarch provides few visual descriptors for how
to present the allegory of Death and does not eXglimention a triumphal procession or parade
associated with Her “triumph.” However, by examuithe intertexual clues Petrarch embeds
within his third chapter, it is clear that his irgeetation of Death and her triumph evolved out of
the intermedial dialogue of public funerary proeess and Buffalmacco’Sriumph of Deathas
mediated through Boccacciofsmorosa visioneThough Petrarch’$riumphus Mortiss divided
into two distinct parts, | will show how each unggunderstanding of Death further reflects the
changing attitudes and representations of Deathuatiyt promoted by Buffalmacco and
Boccaccio.

My chapter ends with an examination of the lat#edinth-century visualizations for the
Triumphus Mortisand additionally recalls the fusion of live-actibmerary pageantry with the
iconographic standards established visually by &@oféicco and textually by Boccaccio. However,
there is another visual precedent to which we may &s a parallel source for representations of
Petrarch’sTriumphus Mortis With the rise of technological apparatuses anthaereased interest
in engineering practices, artist-engineers alshzetl similar types of carts pulling objects to
portray how these machines operated and functioheshtises, such as those from Mariano
Taccola, offered another outlet for depicting a mgy three-dimensional cart, in a two-
dimensional mediurd | conclude my analysis of the imagery for theumphus Mortisby
demonstrating that a shared interest in technobgy machinery further reflects a desire to
transcribe live-action pageantry into the Petraridualizations while striving to maintain the
allegorical and didactic messages of Petrarch’smpoe

My third chapter, “Ekphrastic “Robots” or Petrarsriumphators?,” continues to show
the intermedial influence of Dante and Boccaccio textual and visual representations of
Petrarch’s Trionfi through the case study of thHEriumphus FameWhile each standard
iconographic representation of theonfi, whether as a manuscript illumination, a paird@ssone

30 Liliane Brion-GuerryLe Théme du “Triomphe de la Mort” dans la Peintli@ienne(Paris: G.-P. Maisonneuve,
1950); Vittore Branca’'8occaccio visualizzato: Narrare per parole e peagmi fra Medioevo e Rinasciment®
vols., (Torino: Einuadi, 1999) offers many visuahmples of the inclusion of a representation of freumph of
Death” within illuminated manuscripts of tileecamerory Lucia Battaglia RicciRagionare nel Giardino:
Boccaccio e i cicli pittorici del Trionfo della Mte(Rome: Salerno Editrice, 2000); Lina Bolzoog rete delle
immagini. Predicazione in volgare dalle origini @ardino da Sien&Turin: Einaudi, 2002).

31 Frank D. Prager and Gustina Scadliariano Taccola and his Book ‘De ingene{€ambridge: MIT Press,
1972).



panel, or a printed woodcut or engraving, showcasealegorical figure atop a chariot in the act
of processing from one triumph to the next, thegdties themselves are extremely inanimate,
rigid, and “robotic.” This does not seem to be tlu¢he limitations of the medium of the visual
arts, but, as | argue, an intentional choice anéhtermedial reference to the medieval French
literary tradition of automata. In the earlier Fermodel, automata most commonly appeared
within literary ekphrasess sculptural machines, crafted out of metal aedipus stones, whose
purpose in the text served a didactic functiontfer characters within the story as well as the
reader’? This phenomenon was not an esoteric poetic debigcerather a popular choice and
appeared in many texts that would travel acrossfgjrsuch as the storyloé Conte de Fleur et
Blanchefleur(c. 1150-1170). While it is unclear whether Dadlitectly read these texts or solely
was familiar through intertextual sources, it icdmented and proven that Boccaccio not only
read many of these works while residing in Napbes,also re-wrote his own versions of the tales
in vernacular Italian, such as the story of Fl@&iBiancifiore in hid=ilocolo (c. 1336). By reading
Dante’sCommediaand Boccaccio’dAmeto(c.1341)andl’Amorosa visionghrough the lens of
medieval automata, it is evident that their ekpticasllegorical “robots” intertextually become
the visual precedents for many of the “triumphatofdetrarch’sTrionfi.

After establishing a connection between the autam@adition and Boccaccio’s
representations of his allegorical triumphatorstie Amorosa visionel then turn to his
representation of Gloria in Canto VI, which, schislaote, is the direct source for Petrarch’s Lady
Fame in thélriumphus Fameé? Upon close examination of the description of Bactas Gloria,
it is apparent that her persona actually accordls prievious representations and iconographies
for the allegory of Justice. This chapter thus exas the manner in which Boccaccio
intertextually models his character of Emilia, thanph who represents Justice, from Ameto
on Dante’s example of connecting Justice with Gloryis Purgatorio XI and ParadisoXIX.
Within these two parts of th@ommediaDante defines how one may obtain glory both athea
and in the afterlife. For Dante, poetic and axtigtory can only be achieved by one who is “just.
Boccaccio thus follows suit, and crafts his figoefeJustice, Emilia, in accordance with Dante’s
textual model.

Though the personality traits and characterisgsicEmilia originate from Dante’s textual
example, the physical attributes of Emilia deriveni Boccaccio’s interest in the visual arts.
Specifically, | argue that Boccaccio turned to @t Arena Chapelc.1305) and the figure of
Giustiziawhen detailing Emilia’s physical appearance withisAmetoBoccaccio was extremely
interested in the visual arts and was familiar w@lotto and his works, as is evident in his
description of Giotto in thBecameronThe merging of a visual exemplar with a textualgedent

32 J. Douglas Bruce, “Human Automata in Classicaliffiran and Mediaeval Romanceylodern Philologyl0 no. 4
(Apr. 1913), 511-526; Merriam Sherwood, “Magic avidchanics in Medieval FictionStudies in Philolog¥4 no.
4 (October, 1947), 567-592; John Cohdaoman Robots in Myth and Scien@&»outh Brunswick: Barnes, 1967);
Penny Sullivan, “Medieval Automata: The ‘Chambre Beautés’ in Benoit'R®oman de Troié Romance Studies
no. 2 (1985), 1-20; E.R. Truitt, “Fictions of Litsnd Death: Tomb Automata in Medieval Roman&s5tmedieval:
a Journal of Medieval Cultural Studids(2010), 194-198; E.R. Truit¥ledieval Robots: Mechanism, Magic,
Nature, and Ar{Philadelphia: University of Pennsylvania Pressl3).

33 FitzRoy Carrington, “Florentine Studies Il: Theumphs of Petrarch Engraved by the Master of thgdma
Vienna Passion Art & Life 11 no. 8 (Feb., 1920), 437-443; Mary Powell, “Thaumph of Fame, Bulletin of the
City Art Museum of St. LouB# no. 2 (Spring 1949), 30-33; Aldo S. Bernardeettarch’s Attitude toward Dante,”
PMLA70 no. 3 (June, 1955), 488-517; Aldo S. BernaRddrarch, Laura, and the Triumpl{8lbany: State
University of New York Press, 1974); Philip Hardiymor and Renown: Representations of Fama in Wester
Literature (New York: Cambridge University Press, 2012).
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allows Boccaccio to sculpt his image of Emilia asimermedial, “robotic” allegory of Justice
within the Ameto

If we return to the image of Gloria in tenorosa visiongit is evident her attributes and
triumph intermedially arrive from Dante, Giotto,cathe earlier Boccaccian narrative. However,
Boccaccio makes one final move and binds Emiliaideisvith not only his Glory but also the
visual precedent of Giotto’s Glory in thEiumph of Vaingloryto complete hiskphrasisfor
Gloria. Scholars note the close relationship betwBeccaccio’s and Giotto’s Glotybut this
chapter expands and explains each nuance behindotih@graphic and intermedial choices that
will ultimately inform Petrarch’s description, regsentation, and visualizations thereof for his
Triumphus FameThough | focus on the case study of Petrarchisufiiph of Fame,” | believe
this intermedial methodology can be utilized to lekp the visualizations of Petrarch’s other
allegorical triumphators, specifically those frometTriumphus Cupidinis the Triumphus
Pudicitie and theTriumphus Temporis

CONCLUSION

It is clear that not only do thee coroneinitiate and establish a set of principles for Howportray

a triumph in fourteenth- and fifteenth-century ytdbut also that their ideas and legacy transcend
time and space. My conclusion will focus on how thtermedial triumph of thére corone
surpasses historical and cultural bounds to bedograined in the iconography associated with
Queen Elizabeth 1, specifically within h8reve Portraitoy Quentin Metsys the Younger of 1583.
After historicizing the presence of and immensernest in Petrarch and hisionfi within not only
British intellectual circles but, more specificalthe Tudor Court® | examine the ways in which
the iconography of the cult of Elizabeth centeradpanciples found in Petrarch’Brionfi, and
especially th&riumphus Pudicitie

Initially, pageants in Elizabeth’s honor connectbéé queen’s chaste image with the
Petrarchan model. In the performances, Chastitguwered Cupid and brought tepoliato the
Virgin Queen, selecting Elizabeth as the inherabiChastity’s legacy. However, after several
failed marriage attempts and an ultimate desire@ain unwed, the iconography of Elizabethan
portraiture shifted and transfigured Elizabeth ciseinto the allegory of Chastity herself. This is
apparent in her variousieve Portraitdrom the late sixteenth century.

Though there are several elements included iSitne Portraithat are strictly Petrarchan
and from theTriumphus Pudicitiesuch as the sieve that reminds the viewer oVestal Virgin
Tuccia?® other aspects of the painting, such as the immusf scenes from Virgil'é\eneidBook
IV on the pillar behind Elizabeth or the processibthe courtiers in the far right background, are

34 J. von Schlosser, “Ein Veronesisches Bilderbuahdie héfishe Kunst des XIV. Jahrhundertighrbuch der
Kunsthistorischen Sammlungen des AllerhdschstesezmuseXVI, 1895; Creighton Gilbert, “The Fresco by
Giotto in Milan,” Arte LombardaNuova Serie no. 47/48 (1977), 31-72; Ernest HatdkiWg, Studies on Petrarch
and Boccacciped. Aldo S. Bernardo (Padua: Antenore, 1978).

35 Ernest Hatch Wilkins, “The Fifteenth-Century Edits of the Italian Poems of Petrarckiddern Philology40
(1943); Robert Coogan, “Petrarch’s ‘Trionfi’ andetBnglish Renaissancestudies in Philolog$7 no. 3 (Jul.,
1970), 306-327; Andrew Hadfield, Neil Rhodes, arldsdandra Petrina, edBetrarch’s Triumphi in the British
Isles(Cambridge: Modern Humanities Research Associa86g0).

36 Roy StrongGloriana: The Portraits of Queen Elizabetiilondon: Random House, 2003), Barbara Baert,
“Around the Sieve. Motif, Symbol, Hermeneutid@gxtile17 no.1 (2018), 4-27; Sarah Eycken, “Tuccia armd he
sieve: theNachleberof the Vestal in art,” PhD Diss., (Ku Leuven, 2D18
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not in-line with Petrarch’s narrative. My conclusiargues that these intentional choices on the
part of Quentin Metsys the Younger reflect the nmedial blurring once more of Dante’s
Commediaand Boccaccio’'&morosa visiongvithin a singular image of triumph related to Quee
Elizabeth I. The fictionalized Dido appears in b&ihnte’sinferno Canto V and Boccaccio’s
“Triumph of Love” in theAmorosa visionebut is in direct opposition to how Petrarch views
Dido.?” Rather, Petrarch places Dido among the femalevielts of Chastity and espouses that the
historical Dido is one who should be honored far ¢teastity and virtue. As my conclusion will
show, these diametrically opposed views on Diddidmlin theSieve Portraitto intermedially
present an image of the Elizabeth triumphing ovevd_as the ideal figure of Chastity, like
Petrarch’s Dido. Once Elizabeth is transfigured i@hastity herself, she may then adopt her final
persona, Astrae&which, as my dissertation proves, further derfvesh the intermedial dialogue
of justice and glory from Dante, Boccaccio, and&eh.

The shift from the ancient Roman triumph to the i§tten allegorization of triumph
institutes a happy medium within civic and sacrebligc pageantry that resonates most with Dante,
Boccaccio, and Petrarch. As a result of his seiaitgy of Dante’sCommediaBoccaccio affords
the closest textual source from which Petrarch sesvihisTrionfi. With the emphasis on a
reciprocal relationship with Boccaccio and a mirzied role played by Dante, Petrarch’s text acts
as the interface of ancient Roman and Christianmjpihal ideology. While Petrarch’s text does
compete with Dante’s and Boccaccio’s, it additibnallows all three texts to enhance one another
through a shared triumphal discourse. As such, Tthecan poets taken together furnish a
comprehensive representation of triumph for thetémnth and fifteenth centuries. Rather than
strictly adhering to Petrarch’s text, visual adigurn toward the shared interest in public
processions and mutual iconographic referencesntiese three poems for inspiration and craft
a new image of Petrarch&ionfi. With the visuals and poems in circulation, poattists, and
public parades across time and space ultimatalyeepate thdrionfi of thetre corone

37 Deanne Williams, “Dido, Queen of Englan&LH 73 no. 1 (Spring, 2006), 31-59.

38 Francis A. Yates, “Queen Elizabeth as Astradayirnal of the Warburg and Courtauld Institute® (1947), 27-
82; Kevin SharpeSelling the Tudor Monarchy: Authority and ImageSimteenth-Century Englari@lew Haven:
Yale University Press, 2009).
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CHAPTER ONE

Making the “Immobile,” Mobile:
The Intermedialriumphus Eternitatis

It is difficult to disassociate the word “triumplfifom its roots as a mobile production proudly
displaying a victorious Roman general for all te.délaunting victims and spoils alike, triumphs
invite audiences to partake in a moving spectadhile not actively participating in the hard-won
victory. The ancient Roman triumph followed a présed path in the Eternal City toward the
Temple of Jupiter atop the Capitoline hill, cargyi@long the way various wagons that hoisted up
spoils, exotic animals, musicians, dancers, captigongside the “winning” team of victorious
soldiers! At the end of this production would have stoodekalted general, who paraded slowly
across the city in guadriga a four-horse chariot pulled by white hor8&uch a mode of public
display shaped the triumph as a portable instruntleatitualized spectacle of victory decelerates
and reactivates the action of the battle, authagithhe people of Rome to visually and collectively
experience the singular moment of triumph as a foirshared living history.

While Roman military processions provided the fitstation for how to emblematize a
triumph as mobile art, this ancient precedent undet notable re-fashioning in later centuries.
The Roman tradition grew more vibrant and convesteohger civic-religious messages with the
introduction of Christianity, during which we caochte the fusion of Roman imperial practices
with novel Christian ideologyMetaphorically adopting the appearance of a vigemeral, Christ
was no longer viewed as the humble son of Godwastdepicted as an imperial force trampling
over sin, paganism, and the new enemy Sat@aginning in fourth-century lItaly, Christian
military triumphs not only traced the same topobiepl path as the Roman triumph, but also
repurposed some of the same material objects,as@agons and chariots. The reliance on such
forms of transport preserved the spirit of the fraristic” action of sin, even as it highlighted
Christ as the ultimate “triumphator” on behalf af Bpiritual followers. By the thirteenth century,
processions became an ingrained part of publi@lrittat communicated not only a sense of
supreme political authority, but also the powespoitually and emotionally invite audiences into
a collective experienceThese colorful pageants, with their boisteroussisyfestive music, and
ritual objects dynamically drew a wide public conmity into a visual living spectacfeAlthough
there are resonances with traditions from Romaiquaity throughout Francesco Petrarcaronfi
(c.1351-1374), Petrarch’s triumphal visialso relies on the technologies of contemporaricciv
and religious pageantry. The pages ahead will detrate that the technologies of triumph

! Mary Beard,The Roman Triump{Cambridge: Harvard University Press, 2007), 81.

2 Robert PayneThe Roman Triump{New York: Abelard-Schuman, Ltd., 1962), 38; Bea&tl, Max HarrisChrist
on a Donkey: Palm Sunday, Triumphal Entries, arasphemous Pageanfiseeds: Arc Humanities Press, 2019),
30.

3 Robert Baldwin, “Triumph and the Rhetoric of Powettalian Renaissance ArtNotes in the History of Ar® no.
2 (Winter 1990), 7-8.

4 Massey Shepherd, “Liturgical Expressions of thestatinian Triumph,Dumbarton Oaks Paper21 (1967), 71;
Robert Baldwin, “I Slaughter Barbarians’: Triumpk a Mode in Medieval Christian Artonsthistorisk Tidskrift
4 (1990), 4.

5 Kathleen M. Ashley,Wilhelmus Norbertus, and Mdtiiasken, edsMoving Subjects: Processional Performance
in the Middle Ages and the Renaissafloseds: Brill, 2001), 9.

6 Kathleen M. Ashley and Pamela Sheigo®aihte Foyon the Loose, or, the Possibilities of Processiion,
Moving Subjects: Processional Performance in thddié Ages and the Renaissang®,
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embedded in Petrarch’s text do not strictly confeonthe Ancient Roman standard. What | will
argue is that this intertextual and intervisual kvmaugurated a new intermedial form: a “hybrid”
collective triumph of thére corone(Dante Alighieri, Giovanni Boccaccio, and Petrarch

Such contemporary appropriations of the idea ofrigh inspired Dante’s literary triumphs
within his Commedig1321). As a way of framing his “Procession of @rurch Triumphant” of
Purgatorio XXIX, Dante evokes Ezekiel's apocalyptic visionakistorical precursor to specific
moments detailed in the parade—via the particidprasentation of the four symbols of the
Evangelists and the gold chariot. Thus, it is wattle to begin with an analysis of how certain
biblical sources informed Dante’s representatiortritfmph in hisCommedia The manner in
which Ezekiel describes the mechanical motion sfgnophetic, visionary chariot resonates from
Dante’s representation of the triumphal chariobtigh its later, albeit modified, appearances in
Boccaccio’'sAmorosa vision€¢c.1342) and Petrarch®ionfi. For Ezekiel, the allegorical “word”
must become “flesh” in order for the chariot to aicg both its form and function. Dante not only
adopts this idea from Ezekiel, but also blendsrtiege of the biblical prophet’s chariot with Saint
John’s vision of the Apocalypse from the Book of/Blation in shaping the procession as a whole
as an embodiment of God’s “word made flesh.” ThoDgimte’s pageant iRurgatorio XXIX is
the most elaborate triumphal parade of@oenmediaEzekiel’'s prophetic, mechanical vision and
the allusions to Christ’s entry in Jerusalem intedially reappear within DanteRaradisoXXIl
and its triumph of Christ in Heaven. While Chrisfmamph is a parade expressed concisely, the
elements that Dante includes either revert direttilyhe Purgatorio pageant or to Ezekiel's
mechanics.

Although much of Dante’s pageant Rurgatorio XXIX is modeled after Ezekiel's and
Saint John’§ apocalyptic, revelatory visions, several elemémifided in Dante’s episode were
immediately located in the live-action processiorceélebrate Palm Sunday. The role of Ezekiel,
to an arguably greater extent than Saint John, pudlve to be fundamental in linking Dante’s
poetic triumph of the Church with the street fesitifor Palm Sunday and its correlative
relationship to the Annunciation celebration, siriie vision of the chariot may be seen to
foreshadow Christ’s entry into Jerusal&hwill argue that Dante recalls a physical demmatiin
of God’s “word made flesh,”—the Palm Sunday and émeiation celebrations in particular—to
decelerate and reanimate in verse the mobile spagtant, allowing the “triumphs” to reach
beyond the frame of the literary page and encouaatjge reader participation. Since the feast
day celebration functioned as both a civic and @eshpublic ritual, the examples from Palm
Sunday and the Annunciation served as fitting fg/i counterparts to Dante’s textual model,
while still engaging with Ezekiel's prophetic visiof God'’s return to the New Jerusalem.

While several scholars have noted the close relstip between the subject matter of
Petrarch’sTriumphus Eternitatisnd Dante’$aradisoXXXIll, ® what still remains understudied

" Teodolinda BaroliniThe Undivine ComediPrinceton: Princeton University Press, 1992),Bi&nda Deen
Schildgen, “John, St.,” ifthe Dante Encyclopediad. Richard Lansing (New York: Routledge Pre84,02, 540. It
should be noted that in Dante’s time, it was undexsthat Saint John was the Evangelist, the awthtire Gospel,
and the visionary of this Apocalyptic prophecywHs not until later when many theologians generieed that a
different John, John of Patmos, was the true audhtive Apocalypse vision. Since Dante believedh&3ohn to be
all three of these figures, my interpretation amzusion of Saint John will follow this line of thking.

8 Julian Morgenstein, “The Gates of Righteousnedsfirew Union College Annuél (1929), 1.

® Aldo S. Bernardo, “Petrarch’s Attitude toward DatPMLA 70 no. 3 (June, 1955), 508; Theodore J. Cachgy Jr.
“Between Petrarch and Dante: Prolegomenon to &@lribiscourse,” irPetrarch and Dante: Anti-Dantism,
Metaphysics, Traditiogneds. Zygmunt G. Bafigki and Theodore J. Cachey Jr. (Notre Dame: Unityen§ Notre
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are the visual discrepancies between Petrarchtsateck the supposedly corresponding images.
Though Petrarch’s final triumph reveals a glowimngjan of his love-object Laura—and not God—
as the ultimate symbol of divine love, artists whalized this triumph in visual form replaced the
image of the poet’s muse with the Christologicanicgraphy of Heavenly bodies. Rather than
utilize Dante’sParadisoXXXIll as the model upon which to construct the clusion of Petrarch’s
Trionfi, the Triumphus Eternitatigurns instead to the intertextual themes preseftaradiso
XXIll—such as the appearance of Christ and his gigwlemeanor, the ascension of the Virgin
and, as | will argue, of Beatrice too—as inspinatior Petrarch’s concluding ascending vision of
Laura. Given the association between Beatrice amisCand the live-action Palm Sunday and
Annunciation celebrations in bofPurgatorio XXIX and ParadisoXXIll, Petrarch’s Triumphus
Eternitatismay follow this precedent set by Dante in @@mmediabut draws an earlier visual
conclusion tharParadisoXXXIIl. | submit that Petrarch designed this imitat-via-revision of
Dante in order to conclude his visionary poem vattiumphal imagine of Laura, rather than of
God, in Heaven.

Both the Commediaand theTrionfi are metaphysical journeys that guide readers to
experience a collective spiritual awakening throutte successive acts of reading and
interpretation. This communal experience that usc#es both poems is communicated through
technology and movement, an operative pair keyitaiaderstanding of the triumph more broadly
considered, as it evolved from Roman antiquityhte time of thetre corone Our viewing of
images associated with Petrarch’s final triumptstmay be informed by an understanding of the
intermedial references to Dante’s textual and spwading images foPurgatorio XXIX and
ParadisoXXII-XXIV and of the public memory of the feast ylaelebrations, such as those for
Palm Sunday.

THE MECHANICS OF EZEKIEL IN THE CHARIOT OF THETRE CORONEFE’

Let us begin with Dante’®urgatorio XXIX, which sets the stage for Petrarch’'s poemteAf
making the ascent up Mount Purgatory, Dante ari@élse garden of the Earthly Paradise. While
walking along the stream of the rivers Lethe andd&y the pilgrim-poet suddenly hears the sound
of voices singing in the distance. He turns higrdton toward the music and witnesses the
following procession: seven candelabra carried apphs, twenty-four elders walking two by
two, four animal figures, an empty gold, two-whekelhariot pulled by a gryphon—a hybrid
animal with the head of an eagle and the bodylona—three women dancing on one side of the
chariot and four women dancing on the other, amérsenen trailing closely behind (lines 43—
154)1° While several elements from this visualization irehthe reader of actualized pageants,
such as ancient Roman processténs those designed for the later Corpus Chifsthe

Dame Press, 2009), 14; Christian Moevs, “Subjegtiand Conversion in Dante and Petrarch Pé&trarch and
Dantg 235.

10 Dante Alighieri,The Divine Comedy of Dante Alighieri: Purgatarams. and trans. Robert M. Durling and
Ronald L. Martinez (New York: Oxford University B 2011), 494-500.

1 Robert M. Durling and Ronald L. Martinez, eds. arashs.,The Divine Comedy of Dante Alighieri: Purgatorio
(New York: Oxford University Press, 2011), 507.

12 Miri Rubin, Corpus Christi: The Eucharist in Late Medieval Cuét (Cambridge: Cambridge University Press,
2008), 247-248.
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procession usually has been identified as the Tphunf the Church in EdeX. This triumph is
divided into three parts: the figures precedingdhariot are allegorizations of the books of the
New Testament, the gryphon recalls the duality lofisE as both human and divine, the cardinal
and theological virtues are represented by thersdaacing women appearing on either side of
the chariot, and the figures of the Old Testamempete the parade. Together, these elements
give shape to the whole pageant as a figural érucihe empty gold chariot and the crucifix
symbol further function as signals of life afteatle a possibility only realizable after the arfiva
of Christ.

As Dante stands within the Earthly Paradise orctisp of being reunited with Beatrice,
the pilgrim-poet witnesses the first grouping dajuiies who lead the parade—those meant to
represent the Old Testament. Following the Old dresnt are the Books of the Gospels. These
are the four animal symbols that immediately preciéet appearance of the chariot, causing the
pilgrim-poet to turn from the immersive experiermfeobserving the pageant’s progression to
addressing his reading audience. This interruptedlects at once upon the images that appear
before the poet-pilgrim’s eyes and the Biblicalrees from which they are taken:

Ognuno era pennuto di sei ali;

le penne piene d’occhi, e li occhi d’Argo,

se fosser vivi, sarebber cotali.

A descriver lor forme piu non spargo

rime, lettor, ch’altra spesa mi strigne

tanto ch’a questa non posso esser largo;

ma leggi Ezechiel, che li dipigne

come li vide da la fredda parte

venir con vento e con nube e con igne,

e quali i troverai ne le sue carte

tali eran quivi, salvo ch’a le penne

Giovanni & meco e da lui si diparte.
(PurgatorioXXIX, lines 94-105)4

It is revealing that Dante chooses to invoke thappet Ezekiel as his counterpart and visionary
expert for the intervisual representation of therftanimals” and the chariot in his procession.
The remaining elements from the pageant biblicatijceptualize the Book of Revelation and

13 peter Armour irDante’s Griffin and the History of the World: A 8tuof the Earthly Paradise (‘Purgatorio,’
Cantos XXIX-XXXIIIYNew York: Clarendon Press, 1989), argues agaii@tristological reading of the griffin and
pageant and suggests that the griffin is repregeataf an idealized Rome; Durling and Martinez550

4 Dante, 496; Barolini, 154-163; Peter HawkiDante's Testaments: Essays in Scriptural ImaginstiGtanford:
Stanford University Press, 1999), 64; Albert RusAstoli, Dante and the Making of the Modern Autlfbiew
York: Cambridge University Press, 2010), 377. Danemtions another figure during this call to thader whose
prophetic vision informs ours and the pilgrim-psetiewing of the pageant. Though Dante refers &kket's vision
for the symbols of the Evangelists and the chahietis quick to mention that there is one eleméizekiel's
prophecy that he disagrees with, the number of svorgthe four figures. In this regard, Saint Jahwith Dante
and supports Dante’s claim. The inclusion of Saattn in the call explicitly reminds the reader tthat bulk of the
pageant derives from the Book of Revelation’s apygti vision of John. At the same time, Dante neds the
reader that John was the seer who relived Ezeldaplbealyptic vision. By inserting Saint John’s edten to
Ezekiel's description, Dante aligns himself asititeritor of their prophetic genealogy, furthertjfyéng the
Christological significance of not only this pagedrut also his entir€ommedia
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figures from the Apocalyptic vision of Saint Jofiinese details will be especially pertinent to later
sections of this chapter.

In Ezekiel's Chapter 1, the prophet testifies teatmaordinary vision of Yahweh. The first
image the prophet sees flying across the sky fleembrth wind are four figures, each with four
faces and four wings, moving in tandem with fieoyches surrounding them. Immediately
following these figures, there appears a charith Waur wheels—two wheels located within two
larger wheels—and a throne cast in the color opkap suspended above the chariot, upon which
a human form sits (Ezekiel, 1:4—28)Several church leaders, theologians, and bibdicablars
have interpreted Ezekiel's opening vision as a raeial tour de force in which motion, the
wheels, and technology fuse with the spiritual wartl God® According to Christian
interpretations of the Old Testament prophecyfdie figures serve as emblems for both the four
Evangelists and their corresponding symbols asviddal facets of Christ! However, what is
perhaps most striking in Ezekiel's account is tlesadiption of the allegories’ wings and the
movements they control. Not only do the figuresenéwr faces, but also each has four wings
whose movements up and down in flight synchroniith the wheels of the chariét.When the
figures lower their wings, the chariot and thronene to a halt; it is only when the figures liftithe
wings to touch the wings of the opposite figure—aahwhich creates a perfect ring around all the
figures included in the procession—that the chasiod entire procession are reactivated into
motion again. The allegorical significance of thfgeration suggests that both the wings and the
wheels may only advance when their movements apeifect kinetic harmony with the Holy
Spirit, the force which unites and moves th€ithe movement of the wings symbolize the way
in which the followers of God worship Him. When thimgs are down, man contemplates his own
virtues rather than considering those of God ar&l gdiodness. This action results in a lack of
“spirit” capable of moving the chariot towards Gedfiumph. When the wings are lifted, God’s
people stand in contemplation of His lofty achieests and thus the chariot may make its way
once more toward HeavéhThe interdependence between man'’s actions ardivime triumph’s
progress, according to Ezekiel's vision, proveteédundamental for the lessons it yielded among
Christians in later centuries.

The interpretation of Ezekiel's prophecy offered ®segory the Great suggests that the
wheels allegorically serve as the word of God, Whepiritually reaches both children and adults
alike 2t According to Gregory, the structure of the paradguch that the wheels must follow the
figures so that we may learn God’s Law (the Oldtdeent) through the first four books of the
New Testament—the Gospéfsin other words, the Gospels interprets the worGod from the

5 Tanakh: A New Translation of the Holy Scripturesd¥ding to the Traditional Hebrew Teghiladelphia: The
Jewish Publication Society, 1985), 893-894.

16 Grover A Zinn, ed. and tran®jchard of St. Victor: The Twelve Patriarchs, Thgskital Ark, Book Three of the
Trinity (New York: Paulist Press, 1979)heodosia Gray, ed. and transhe Homilies of Saint Gregory the Great:
On the Book of the Prophet Ezekigtna: The Center for Traditionalist Orthodox Stisd 1990); Daniel I. Block,
The Book of Ezeki¢Grand Rapids: William B. Eerdsman Publishing Camyp 1997); Paul M. JoycEzekiel: A
Commentary(New York: T & T Clark International, 2007).

17 Gray, 40-42; Abigail Ann Young, “The Fourth Gosprethe Twelfth Century: Rupert of Deutz on the @Gelsof
John,”A Page Concerning Theology and Exegesis, Mostlyiddgdl 1998, home.chass.utoronto.ca/ (accessed
February 25, 2022).

8 Block, 101.

19 1bid.

20 Gray, 83.

2! |bid., 56.

22 |bid., 59.
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Old Testament and breathes life into it for thevgbn of Christian people. The wheels cannot
move without the wings of the four figures, just@sd cannot appear seated upon His throne
without His word being contemplated fully by Hidléavers. As Gregory suggests, it is only when
the Holy Spirit touches the soul of the followerflsGhrist when the pilgrim—in this case, the
reader too—directs their attention from earthlaaff to God, mobilizing the wings and the wheels
of His “triumph.” Thus, the mechanics of the appasaand, indeed, the entire production may
only function when the word of God is made “flesh;ihen there is a coherent connection
between the subject of men’s contemplation andspigtual movements of the divine pageant
across time and space.

This vision returns to Ezekiel two more times thgbout his Chapter. In Chapter 10,
Yahweh, who is guided and transported by the fryurés and the chariot, leaves the Eastern gate
of “New Jerusalem.” This procession will not retum Ezekiel's account until Chapter 43.
Through a Christological reading of Ezekiel's Cleap43, the return of Yahweh foreshadows
Christ’s entry into Jerusalem, since Christ willesrthrough the same Eastern gate, an act that will
ultimately lead to his crucifixion, death, and nesation?* However, in the later iterations of this
vision, Ezekiel substitutes the four faced figuesxl the chariot with the term “cherubim,”
suggesting that this type of angel sits adjacetiéochariot's wheels (Ezekiel, 10: 1-22Due
to Ezekiel's claim in 8:4—"And the Presence of thed of Israel appeared there like the vision
that | had seen in the valle¥”—the reader understands this to be the same vistoessed earlier
in Chapter 1. To be sure, all the individual eletagncluded in the pageant remain consistent
across these three books, aside from the detatkecoimg the cherubim/four faced figures. Ezekiel
describes the “cherubim” the same way he presahtedour faced figures, thus superimposing
the cherubim onto the figures from Chapter 1 amghalg the cherubim with the same mechanical
force as these figur@s.What is unique in this account, though, is that therubim become at
once the apparatus that moves the machine andaitierm upon which God'’s throne rests. In this
way, the cherubim evolve into the entire mechamssponsible for transporting God in triumph.
As we know from the medieval commentaries on Ezskiprophetic vision, this account
allegorically sets the procession into motion tlgiothe spirit of God’s word imparting itself onto
His followers and their redirecting their contenmma of God away from earthly goods. Now,
however, rather than focus on the Evangelists @sthive agents in the procession, it is God’s
followers—those imbued with the spirit of His wordvho support God. The substitution of the
cherubim for the four faced figures transformswloed of God into “flesh,” while constructing a
more compelling message to the reader that stiesikattive participation in the procession.

While some scholars claim that Dante’s addressie¢oréader is a rhetorical device that
reflects back on the poet’s particular st§fié, seems, in this particular instance, to be lzotisual
and spiritual invitation for the reader to trargitifrom a more passive form of reading to an active
mode of participating in the pageant ceremony.izixidj the liturgy of Ezekiel, Dante not only
justifies his parade as an authentic spectacleglbatinvites the reader to consider that his “pmem
sacro,” and in particular this pageant, may funcagocording to a fourfold interpretation of Old
Testament Scripture, whereby the literal visionEakkiel appears within Dante’s parade, the

23 Block, 97.

24 Morgenstein, 1.

25 Tanakh 903-905.

26 |bid., 902.

27 Joyce, 69.

28 Erich Auerbach, “Dante’s Addresses to the Read®orhance Philology V1953-54), 268-271; Leo Spitzer,
“The Addresses to the Reader in @@mmedid Italica XXXIl no.3 (1955), 153.
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allegorical significance of the chariot’s motioropelled by the Evangelists’ wings represents our
salvation through the contemplation of Christ ogarthly goods, the moral interpretation is that
of the conversion of the soul from sin to gracel #e anagogical meaning occurs as the ultimate
passing of the soul from corruption on earth towakerlasting glory with God. By first
overwhelming the senses of both the pilgrim-poet #re reader, Dante blurs the boundaries
between literature and reality, which guides hadegs into this “private” display made public.
Now, Dante shapes the arrival of his actualizedriochas a communal event by joining his
procession with the “word” of the prophet Ezekpayticipating alongside this biblical prophet in
further transfiguring God'’s word into “flesi?’

This is not the first instance in which Dante ikes Ezekiel's prophetic structure as an
interpretive tool for hisCommedialet us recall that ifPurgatorio ll, we see the arrival of the
souls on the boat at the base of Mount Purgatomg Jouls’ singing thelfi exitu Israel de
Aegyptd demonstrates, as several scholars note, Dantessilge invocation of the fourfold
principles of biblical exegesis, which, due to #ieging of Psalm 113, underlines the theme of
Exodus present throughout Dante’s “sacro poethaVhile this is one of the most pertinent
examples cited as Dante’s potential interest infoliefold scriptural interpretatioft, the role of
the angel on the boat further mirrors the mechmterpretation of Ezekiel’'s cherubim that Dante
inscribes into his pageant Rurgatorio XXIX. As Peter Hawkins notes, “the boat of Casélées
neither a sail nor oar, but it races to shore leyféim of an angel’s ‘etterne pennePyrgatorioll,
lines 43-48§? While the literal “wings” of the angel “move” thmearine apparatus forward, the
allegorical significance is that the wings contteé speed at which the souls may participate in
the conversion and spiritual transformation. As Kaw further notes, through this controlled

29 Barolini, 159. As we know, iPurgatorio Canto XXXIIl, Beatrice will instruct Dante to writeis vision so that he
may instruct the lost souls on Earth, adherindnéorble of the prophet.

30 Charles SingletorDante Studies 1. Commedia: Elements of StrudtDeenbridge: Harvard University Press,
1954); Charles Singletoante Studies 2. Journey to Beatr{€ambridge: Harvard University Press, 1958); Johan
Chydenius, “The Typological Problem in Dante,"Sncietas Scientiarum Fennica Commentationes Hunoamar
Litterarum 25 (Helsingfors, 1958), 1-15&rich Auerbach, “Figura,” itscenes from the Drama of European
Literature: Six EssaygNew York: Meridian Books, 1959); Charles Singlet“In Exitu Israel de Aegypto,”
Seventy-Eighth Annual Report of the Dante So¢ig€ig0), 1-24; Dunstan J. Tuckeln“Exitu Israel de Aegypto:
TheDivine Comedyin the Light of the Easter LiturgyAmerican Benedictine RevieMt (1960), 43-61; A.C.
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Baraaski (Florence: Casa Editrice le Lettere, 1997),;36ert Russell Ascoli, “Tradurre I'allegoria: Cuivio I,
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508; Albert Russell Ascoli, “Performing Salvationbante’sCommedid Dante Studies, with the annual report of
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process, the “souls discover how private speechrbes the corporate Word of Gotf.To further
Hawkins’s and other scholar’s interpretations ¢f thoment irfPurgatorig, it is evident that Dante
imbeds Ezekiel's representation of movement—botbharical and spiritual—into his creation
of Purgatory’s angelic ferrymati.In this regard, the vision of Ezekiel no longemegns strictly
vital for our unfolding of the pageant in Canto XXIbut Ezekiel’s mechanical structures
underscore the way in which Dante, the other samid his readers may “move” outfdirgatorio
and proceed intBaradiso

To return toPurgatorio XXIX, Ezekiel's vision arrives at the moment justfore the
central image (i.e. the chariot) appears directfiple the pilgrim-poet on the opposite riverbank,
serving as a visual clue to what will soon appé&atines 106—-108 Dante describes the chariot
pulled by the gryphon as: “Lo spazio dentro a laattyo contenne/ un carro, in su due rote,
triunfale,/ ch’al collo d’'un grifon tirato venneHe continues this description in lines 115-120:
“Non che Roma di carro cosi bello/ rallegesse A#no o vero Augusto,/ ma quel del Sol saria
pover con ello:/ quel del Sol, che sviando fu costtiuper I'orazion de la Terra devot&.Dante
provides the reader with a vivid depiction of hisimphal vehicle: a two-wheeled, flaming gold
chariot designed with greater brilliance than amigegecedents, which shines with more luminance
than the sun itself. Although Ezekiel includes nmpldt references to the structure’s wheels
throughout his visions, the actual word “chariotied not appear in the prophet’'s Chapter 1, but
is interpolated by the figures who later interpzekiel’s vision®® Thus, for Dante, Ezekiel's
model is somewhat incomplete: the implied structutl four wheels that supports God’s throne
is remodeled in Purgatory in such a way as to rélcalcontemporary chariots that were seen in
celebratory triumphal parades—a vision that wowddenbeen familiar among Dante’s medieval
readers.

By including the term “triunfale” and referenciniget Roman emperors Augustus and
Scipio Africanus, Dante’s first description of timocession machine imagines an imperial
triumphal cart. Though Dante missed the opportutatyvitness an Ancient Roman chariot in
action by a number of centuries, it is likely th&t configuration of the “carro trionfale” in motio
derived from the bas-relief on thech of Titusin Rome (figs. 1 and 2y. Dante would have
traveled to Rome as a literal “pilgrim” during tiGhristian Jubilee of 1308. As the pilgrims
marched along the streets of Rome, passing the éfr€lonstantine, their journey slowed as they
forced their way through tha&rch of Titus®® Not only was theArch of Titusconstructed for an
imperial triumphal parade, but also its particatarmph celebrates the sack of Jerusalem, among
whose many spoils was the seven-pronged menoratetaip by the defeated. It is most likely

33 Hawkins, 44.

%4 Ronald L. Martinez, “L’amoroso canto: Liturgy an@rnacular Lyric in Dante’®urgatorio” Dante Studies with
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Fig. 2.Arch of itus detail of Menorah Procession, 81 C.E. Image vistar.
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that Domitian funded the construction of #heh of Titusafter Titus’'s death and deification. The
arch itself is a single bay design with engagedrmols, with reliefs located inside the central bay
and on the spandrels and small frieze. While mbsgte elaborate decoration is confined to the
reliefs in the central bay, the spandrels are chwith Victories carrying Roman banners, trophies,
laurel wreaths and palm branches while the smadijréled frieze details the joint triumph of
Vespasian and Titus over Jerusalem in 71*CE.

On the right side of the central bay (fig. 1), gessing through the arch would see the
moment after the emperor had claimed victory. Tiags in a chariot pulled by four horses and
receives the laurel crown from the goddess VictBehind Titus are twelve lictors, each holding
fasces, as they accompany the Roman general iregsion toward a group of citizens and a
personification of the Roman senate. The right piaeel foreshadows the duality of Titus as he
will be deified upon his death. The moment of Tgudeification, his apotheosis, is located
centrally in the vault of the arch, surrounded bifered panels decorated with rosettes. Within
the scene, the viewer sees Titus, dressed in a &gan eagle—representing the god Jupiter—
which both bestows divine power onto and carriemisTinto Heaven. The location of the
apotheosis in the central vault connects the b@ttighe left side of the central bay) to the tqpm
(on the right side) that earned Titus his placeragbe stars. As Diana Kleiner notes, the inclusion
of the apotheosis further elevates the status efothject, the arch, into a sacred, consecrate
monumentt

Though much of the arch was restored in the niméteeentury by Raffaele Stern and
Giuseppe Valadier, many details were still recogipiz during the time of Dante. In tNgrabilia
Urbis Romadrom circa 1143, a text that chronicles the toppgyaof Rome during the medieval
period, the author documents all the foundatiomattures of Rome and lists the arches one would
encounter within the city. Among the arches listeditus’s, whose description contains more
detail than the others: “at Santa Maria Nove betwt#e Greater Palace and the Temple of
Romulus, the Arch of the Seven Lamps of Titus ardpasian where is found Moses’ candlestick
with seven branches with the Ark, at the foot & @artulary Tower?? On the central left relief
panel, the pilgrim walking through the arch woude shespoliaof Titus’s triumph over the Jews.
Several men in short tunics lift a table with olgepilfered from the Temple of Jerusalem,
including a large menorah, while others play trutap@&itus and his army in tow follow behind
the roan attendants. While both central relief iesapad toward the Temple of Jupiter on the
Capitoline Hill—the final stop during a triumphabmde—thespolia landed in Vespasian’'s
Templum Pacis.

The most striking detail of the left side relieftiee menorah (fig. 2), while on the right it
is the chariot and four horses, both for their simd centrality within each respective bas-relief.
The menorah is the most ancient symbol associaibddwdaisnf? and thus it became a fitting
image to include in Dante’s pageant. At the same tthequadrigabecame a standard for Roman
triumphs and was included in many visual and agechitral structure$* Dante, therefore, not only
utilizes Ezekiel and the Book of Revelation to dams his Christological “triumph,” but also
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incorporates the visual memory of Rome’s civic-sdaancient parades, textually recalled in the
citation of such imperial figures as Augustus arpi®. In witnessing both bas-reliefs, Dante
would have been able to visualize the chariot “otion” and also consult an image that possibly
influenced his representation of the seven flancimgdelabrd®

At the same time, however, the details Dante oheds—"Sol saria pover con ello:/ quel
del Sol, che sviando fu combusto/ per I'orazioned€erra devota”(lines 118-120)—engineer the
chariot as a divine machiffesimilar to Phaeton’s mythological cdftBy suggesting that the
chariot blazes before his eyes, just as Phaetad’'atdthe moment when he lost control of his
machine, the chariot becomes an active, movingrapps not a static structutfeThis emphasis
on action and active movement parallels Dante’lsugain his readers to actively engage with his
literary-visual spectacle.

The poet's emphasis on the technical structurehefgrocession and its fundamental
importance in the triumph sequence further hybeslithe “carro” in the canto immediately
following. Though the pageant comes to a stop atctinclusion of Canto XXIX, the triumphal
procession has not yet finished: “fermo s’affidsegente verace/venuta prima tra ’l grifone ed
esso,/ al carro volse sé come a sua pdeefgatorio XXX, lines 7—9)#° After recalling the final
vision the pilgrim-poet had witnessed in the pregicanto, Dante notices a group of angels
singingHallelujah. When the lead angel invites all those surroundngin the group in song,
Dante’s “carro trionfale” is relabeled as a newdkiri apparatus: “la divina basterna,” upon which
“si levar cento,ad vocem tanti senisministri e messaggier di vita etterna” (line 18)%
Originally, a “basterna” was an Ancient Roman devspecifically used to transport women.
Instead of wheels, two animals—either oxen or mulsgpported and ferried the “basterna”
across the streets of RofeAlthough the “carro” of Canto XXIX has wheelspitay only move
when the gryphon “pulls” the cart forward. When tharro” arrives in Canto XXX, the gryphon
is no longer attached to the chariot but is, inktéi@d to a nearby tre®@@rgatorio XXXII, line
48-51)%? It is at this moment when Dante’s “carro” transfisrinto the “divina basterna.” Under
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this revised designed, the machine’s dependence tingo‘animals” crystallizes, for it is only as
a result of their actions that the wagon may mpéiliThe hybridization of Dante’s chariot thus
combines multiple layers into one object: it regesanot only with the machines used in Roman
triumphs, but also with elements of Ezekiel’'s metts.

Dante inserts another mechanism from Ezekiel'sowishat further hybridizes his figure
of the chariot. In lines 16-19, a throng of anggdpears on the wagon singingenedictus qui
venis’ > As its verses suggest, Ezekiel's prophetic visionurs multiple times throughout his
Chapter, with the cherubim replacing—as we have-sdbe four faced figures in Chapters 10
and 43. At the same time, Ezekiel’s cherubim sugplthe physical cart responsible for lifting the
throne of God. Though Dante’s explicit referenc&pekiel is brie—with the arrival of the four
animal figures and the chariot Rurgatorio XXIX—the emphasis on the angels overwhelming
the cart resonates with a description from Ezeki@€count, thereby agreeing with the prophet in
suggesting that the “divina basterna” may only mdweugh the workings of the angels. The
importance of the angels becomes all the more apparmen, in Canto XXXII, the physical cart
and the gryphon disappear into the Earthly Paradiier which the angels serve as both the
“wheels” and the “machine” that will shuttle Bea&iand Dante int®aradise—actions which
fulfill more of Ezekiel's prophecy than was expligimentioned.

If we return to the significance of Dante’s worcbade for the chariot image, though the
term “carro” recalls a machine used most oftenrémgport a victorious male emperor, the
“basterna” was a vehicle that carried women. Tsfirtttion is suggestive when considering that
it is only upon the platform of the “divina bastaefrthat Beatrice will finally appear before Dante.
The idea of a “triumph” is a modality for the canstion of class or prestige. The emperor, the
king, even the military or religious figures follavg in procession were recognizable and their
power and status grows through collective viewihthem. Within the Earthly Paradise, Beatrice
and her “triumph” maintain this modality. She natyoserves as a counterpart to the Virgin Mary,
but also as an avatar for Christ. As several schdlave shown, Beatrice’s arrival into Dante’s
life and her role within th€ommedids analogous to Christ’s arrival into the liveGifristians*
Though Ezekiel's vision constructs a vehicle capatdl transporting Christ, Dante transfigures
God'’s “chariot” such that it maintains some elemsasftancient Roman design (the “carro”) and
other elements of the more contemporary, gendebedtérna,” a vehicle more suited for
transporting women like Beatrice, in order to commeate her entrance into this part of the poem.
Dante’s need to hybridize his cart stemmed, in, gigoin his design to have Beatrice, his female
“Christ” figure, enter into the Earthly Paradis€inumph.” This is further emphasized in Dante’s
shift from the adjective “triunfal” when describitige “carro” to “divina” when embellishing the
“basterna.” Beatrice’s role as the Christ avatad &er arrival parallels with that of Christ
especially in light of the pageant as a visual ¢erpart to the Feast Day for Palm Sunday, which
I will discuss in the following section.

While both the “carro trionfale” and the “divinadtarna” are apparatuses from antigasty,
the hybrid imagery of the wagon invites Dante’sdexa to also recall the “carroccief’a four-
wheeled wooden structure originally used in miyitand sacred services, which carried men while
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displaying religious objects in battie.Given the influential spiritual associations ofeth
“carroccio,” warring opponents often sought to edlze other’s “carroccio” as a form of religious
spolig, stripped of its mobility and transformed into iapday of conquest in a rival baptistéfy.
As it evolved into the model for feast day caftthe captured apparatus decelerates its militaristi
function in order to embody the singular spiritriimph8° The “carroccio” synecdochally serves
to represent the whole of a feast day pageantdusio a singular machine ancient Roman and
Christian victory with a civic and sacred rit&al.

The shift from a “carro trionfale” to a “divina lasna” further confers onto Dante’s
machine certain connotations associated with batfeat Roman and Christian victory carts and
contemporary civic and sacred wagons. Such fudieengporal and spiritual elements evolved in
real time during live medieval street festivalsparticular, during the feast day for Palm Sunday.
The extra-textual dimensions of Dante’s “carro”ghaverlap with broader triumphal traditions,
employing a message larger than itself of a hylpridphetic, imperial, and contemporary machine
that mobilizes across literary, visual, and higtaricontexts. The blended imagery offered by
Dante’s transformation of the “carro trionfale”anthe “divina basterna,”—allowing Boccaccio
and later Petrarch via, at least, Boccaccio, téataithe hybrid chariot—visually reflected in the
contemporary collective memory of the “carroccig”’amobile embodiment of civic, sacred, and
prophetic victory compressed into a single object.

When Boccaccio read Dantd®sirgatorio XXIX for inspiration for his’Amorosa visiong
he utilized ekphrasis—the verbal representationigial art—to generate audience involvement
in his literary triumphs. In Canto IV of the poeafter meeting his female guide, Boccaccio faces
the choice between the heavenly and the earthhspatvard eternity. It is within the “earthly”
threshold that Boccaccio experiences the first fufunis triumphs: Wisdom, Glory, Wealth, and
Love, which are carefully visualized on the walls an “enchanted” chamber. Boccaccio
emphasizes the magical quality of these ekphragetabming that they were not painted by any
human hand, but are the work of a higher creaioe€l13—15%2 A likely model for Boccaccio’s
representation of divine art may have been Danfteisace of Pride ifPurgatorio X, where the
poet depicts three triumphs of humility as basefelcarved by God’s hand (lines 31-33, 94-96).
Dante suggests that the stones that make up teEa@ne to life, representing a “visibile parlare”
(line 96)% or moving, visible, speech, that only God's artynpaoduce. Boccaccio’s “visibile

57 Diana Webb, “Cities of God: The Italian Commung8var,” in The Church and War: Papers Read at the
Twenty-First Summer Meeting and the Twenty-Secdntek\Meeting of the Ecclesiastical History Socjetgt. W.J.
Sheils (Oxford: Basil Blackwell, 1983), 115; Luc@Artusi and Silvano Gabbriellie feste di Firenze: dalla
Candelora a Berlingaccio, dal Palio di San GiovamhiCalcio fiorentino, dallo Scoppio del Carro al
Calendimaggio, un viaggio pittoresco attraersoadi, le festivita, le ricorrenze tradizionali dugsta Bellissima
cittd (Rome: Newton Compton Editori, 1991); Gerald Pass8iena, Civil Religion, and the Siend8airlington:
Ashgate, 2004), 5; Jenna Soleo-Shanks, “From StaBege: Siena’€aleffo dell’AssuntaSpectacular Machines
and the Promotion of Civic Power,” fthresholds of Medieval Visual Culture: Liminal Spg@ds. Elina Gertsman
and Jill Stevenson (Woodbridge: Boydell Press, 20429.

58 Webb, 116. An example of this is when the Siemagured the Florentingarroccioduring the Battle of
Montaperti in 1260.
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61 Webb, 118; Giovanni Villani, a contemporary of D&roffers a detailed recollection of witnessing Elorentine
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62 Giovanni Boccaccid;Amorosa visiongeds. and trans. Robert Hollander, Timothy Hampamil Margherita
Frankel (Hanover: University of New England Prd€86), 18.
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parlare” follows Dante’s example to synestheticdligw both the pilgrim-poet and the reader into
a series of ekphrastic triumphs.

While Boccaccio mentions the “quickened pace” (B¢ at which he and his guide walk
to arrive at the chamber, the triumphs are spriead\sover thirty of the fifty cantos of his poem.
This extended representation indicates Boccacaatve participation in God’s “moving”
frescoes and his deceleration of the processi@isnitl soon unfold. Following his predecessor,
Boccaccio affirms that his “triumphs” demonstrated@ “word” made flesh. Because his
ekphrasesvere created by a higher being, they imitate thaplpets in communicating God’s
message as visual, actualized imaginations. Invihig Boccaccio adorns his processions with a
prophetic quality that mirrors Dante’s invocatiohtbe prophets within th@urgatorio XXIX
pageant.

Unlike Dante’s procession, however, Boccaccio dugsarticulate at length the meaning
behind the figures that precede each *“triumphattnstead, Boccaccio provides a detailed
description of the allegorical figures and devakesmajority of his triumphs to the list of follovge
who have fallen “victim” to that allegory. More iragantly, Boccaccio only explicitly refers to a
chariot in his “Triumph of Glory.In Canto VI, Boccaccio notices a “triunfal carrdhé 53) and
suggests that the female figure of Glory rests gold chariot pulled by four snowy white steeds
(lines 61-63%° Though the horses draw an immediate associatibmelea Glory’s chariot and
the ancient Roman triumphaliadriga the allegorical figure of Glory is female, andishinvites
a comparison between this cart and Dante’s “bagtdram Purgatorio XXX. While the chariot
is no longer a “flaming” figure, Boccaccio’s imagenaps onto Dante’s chariot in its suggestion
that the horses “burn” as they pull the cart fodvline 63). At this point in the text, Boccaccio
incorporates the language and function of Dantk&riot, but does not clearly communicate a
direct one-to-one correlation.

While there is no explicit reference to a chariatstde of the “Triumph of Glory,” the
cantos that begin and end Boccaccio’s “Triumph @fd” (i.e., Cantos XV and XXIX) mention
important individual parts of a “carro.” In Cantd/XBoccaccio claims that the male allegory of
Love sits on top of two eagles, while his feet msttwo lion cubs (lines 13-18j.Although a
minor detail, this image is intertextually signditt. If we return to Dante’s procession in
Purgatorio XXIX, Dante’s chariot is pulled by the gryphon—fhahgle, half-liorf” Boccaccio
now doubles the number of animals to create foeatares that support the allegory of Love
without detailing explicitly, however, a physicatgture. In Canto XXX Boccaccio concludes
his triumph with a description of Love’s many vio8 who trail behind his “triunfal ruote,” or
triumphal wheels (lines 85—-88).The adjective “triunfal” suggests there is, indeadtructure,
such as the “triunfal carro” from the “Triumph ofd®y,” attached to the wheels. Boccaccio first
represents Glory’s chariot with intertextual referes to Dante’s flaming gold hybrid cart. Later

64 Boccaccio, 18.

85 |bid., 28.

56 |bid., 62.

67 Robert Hollander, Timothy Hampton, and Marghefitankel, eds. and tran&jovanni Boccaccio: '’Amorosa
visione(Hanover: University of New England Press, 192&)[. In the notes to their translation of thmorosa
visione Hollander, Hampton, and Frankel, wonder whetherdagle and lion imagery evolves from Dante’s
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Purgatorio XXIX.
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in his triumph, Boccaccio borrows from the intetteat memory of Dante as he crafts the machine
and designates the agents who conduct the “triuntde.”

The animals at the beginning of the triumphal seqaebecome synonymous with the
“trionfal ruote,” further blurring the boundariegtiveen a “carro” and “basterna” in order to
reinforce the intertextual reference to Dante’d caPurgatorio. At the same time, the fusion of
the two eagles and two lion cubs with the term telidrings to mind the prophetic visionary
apparatus recalled by Ezekiel, Dante’s Biblicalrdewpoint for his triumphal parade. Boccaccio
further extends Dante’s intertextual resonances whie Biblical prophet by ascribing the
movement of the cart in his poem to specific anifitalres that make it possible for the machine
to mobilize. By directly substituting the animats the wheels, the animals not only literally pull
the cart, but also support the base of the stra@od physically raise the allegory of Love. Since
we know that Boccaccio’s triumph is prophetic mriépresentation of God’s art, it is fitting that
Boccaccio would incorporate the prophetic mechaoidszekiel's chariot, as a way of conveying
a vehicle of spirituality that leads his pilgrimeits journey towards Gof.

The function of the chariot at the end of the “fnph of Love” sequence informs our
understanding of the visual elements associated thi@ machine. In this particular triumph,
Fiammetta appears to Boccaccio for the first tianto XV), at which point she describes her
place in Heaven. At the end of the Triumph (CanXiX), Boccaccio not only places himself
among the list of Love’s victims, but also noteattRiammetta appears alongside Love atop the
triumphal chariot. The chariot is no longer meantransport the allegory of Love alone, but now
assumes an intertextual role that recalls Dantegsrb/basterna”— the mobile object that will
transport Fiammetta, similar to how it had trangpdBeatrice. Like Dante’s reader, the poet-
pilgrim of Boccaccio’s text joins the procession iycoming an active follower, keeping pace
behind the four “wheeled” vehicle. Dante’s propbekzekiel-inspired “carro” fronfPurgatorio
XXIX—=XXX resurfaces in Boccaccio’'sBAmorosa visionen lieu of a direct reproduction in poetry
and image.

To trace Boccaccio’s reading of Dante in Petrarca&ling of Boccaccio, it is necessary
to look at the ways in whichKAmorosa visionedirectly influenced Petrarch'$rionfi. While
Petrarch does not include a synesthetic ekphresfecence to God's art similar to what readers
find in Dante’sCommediaand in Boccaccio’s poem, he does follow previouaneples set by
these two poets, particularly for what concerndilbering of literature and history. At first glamc
the pilgrim’s muddled vision imagines a “lifelik@hcient Roman “trionfal carro” moving toward
the city’s Capitoline hill Triumphus Cupidini®art I, lines 13—15): By this point in fourteenth-
century Italy, Petrarch had received the laurelveron this very hill, where he invoked the spirit
of the Roman triumph for his poetic “victory?Rather than include all the elements of the Roman
triumph, however, Petrarch lists only the “duce’dathe chariot as proxies for the entire
procession, a further case whereby a triumph destekeinto parts that seek to represent the whole.
While recalling both Roman antiquity and a moretearporary historical present, Petrarch and
his reader become active witnesses to the triumphs.

0 Readers are made aware, however, that the pilgoeinever reaches God'’s Eternity.

! Francesco PetrarcRime, Trionfi e Poesie Latineds. F.Neri, G. Martellotti, E. Bianchi, and Naggno (Milan:
Riccardo Ricciardi Editore, 1951), 481.
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Like Boccaccio’s, Petrarch’s triumph is composedanfmore victims than of victors; he
does not include figures in the pageant outsidbade defeated by each allegory and devotes each
triumph almost entirely to a list of conquered salg. The only allegory that explicitly sits on top
of a chariot is, however, Lové.Immediately juxtaposed with the “trionfal carrof kine 15,
Love’s chariot appears as a cart pulled by foungnehite horses (lines 22—23)recalling similar
elements used to describe Boccaccio’s chariot fori& As per the details listed in the preceding
line, the function of Petrarch’s Roman chariotas'thear [a leader] to glorious honor” (*a gran
gloria conduce”) (line 15% The use of the word “gloria” intertextually remsithe reader that
Boccaccio’s “Gloria” also rests on a “carro triof#aa visual equivalent to Petrarch’s ancient
guadriga However, Love’s chariot is no longer “trionfahut is rather “un carro di fuoco,” or a
“chariot of fire.” While the “carro di fuoco” encoages the reader to recall the fiery chariot found
in Dante, the imagery also connects to the burastmpn performed by the horses of Boccaccio’s
“Triumph of Glory.” At the same time, Petrarch lees his only example of an actualized chariot
within his “Triumph of Love.” By engaging with theery language of triumph through the term
“trionfal,” Petrarch binds Dante’s multifaceted foa' to Boccaccio’s hybridization in his
“Triumph of Love,” uniting all three machines under the term “carréudico.” Neither Petrarch
nor Boccaccio explicitly state whether their chegiare two or four-wheeled, unlike Dante and his
precision in numbers. Boccaccio, however, utilteshybridity of Dante’s chariot image and his
mediation of Ezekiel’'s mechanism of the cart tm$farm his animals into mobilizing “wheels.”
Boccaccio does not mention a chariot with wheals ifistead has features of a “carro trionfale”
and “trionfal ruote” as two separate parts. SintdaBoccaccio, Petrarch also mentions the idea of
a “carro trionfale” separate from the agents whail@ull the cart—the “quattro destrier—
without referencing explicitly any “ruote.” Petrérs “triumph” thus may fully realize itself via
the implicit intertextual linkage with BoccacciodaBante, generating the potential for a “triumph”
of thetre corone

At the same time, though Petrarch does not exlglionention a chariot at any other
moment in hisTrionfi, the poet allows Love’s machine to travel into Tieimphus Eternitatis
where it further parallels Ezekiel's prophetic visiand of Dante’s procession in the Earthly
Paradise. Upon witnessing the completion of Twaimphus Temporjsthe pilgrim-poet is
transported alongside Time into the realm of EtgrnMoments after arriving, the pilgrim
expresses: “e sento quel ch’i’ sono e quel chii/fe veggio andar, anzi volare, il tempo,/ e doler
mi vorrei, né so di cui” (lines 7-95. These verses return the reader and the pilgrinh{pothe
previous visionary canto of fleeting Time. Petraogiens hig riumphus Temporiwith a dialogue
initiated by the personification of Time himself, which Time poses to pilgrim-poet a series of
guestions about fame on Earth as opposed to imhibetaFrom the outset, Time notes that he
has “quattro cavai con quanto studio como” (ling.Z6l'hough the number of horses recall the
four horses from th&riumphus Cupidinisat this point, there is no concrete evidenceugggsst
these might be the same equines. By the time vol téaTriumphus EternitatisPetrarch reduces
the description of Time’s animals to solely focus their movement as an “alpestro e rapido

73 FitzRoy Carrington, “Florentine Studies Il. Thadmphus of Petrarch Engraved by the Master of twgér
Vienna Passion,Art & Life 11 no.8 (Feb., 1920), 440; Edith Wyss, “Matthausu®er’'s Engravings for Petrarch’s
‘Triumphs,” Print Quarterlyl7 no.4 (December, 2000), 356.

74 Petrarch, 481.
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torrente” (line 47Y8 Time's downward motion allegorically communicatbat “earthly” Time
will run out, leaving only Eternity. However, as \arn in thelriumphus TemporjsTime may
only “move” via his four steeds whose operationscfion as a snowy or alpine torrent. The
mechanical description of Time’s horses as “snowglpine” equally recalls the snowy horses
from the Triumphus Cupidinisimplicitly transferring both the animals and tmachine thereof
into theTriumphus Eternitatis.

The intentional choice to refrain from insertingheysical structure explicitly calls to mind
Boccaccio’s and Dante’s underlying Ezekiel mecharstructure for their apparatuses. Petrarch—
following, in reverse order, Boccaccio, Dante, &zekiel—replaces the physical structure of the
cart with the animal-allegories, such that the ttpoacavai,” which serve as both the “wheels” and
the “cart” that support Time, and transport thgmiih-poet swiftly into Eternity. Petrarch goes as
far as to document the rotational aspect of Timeiplying that the metaphorical function of the
“wheels of Time” become the physical “wheels of themph.” This comparison emerges in
Time’s narration:

Or conven che s’accenda ogni mio zelo,
si ch’al mio volo I'ira addoppi i vanni,
ch’io porto invidia agli uomini e nol celo,
de’ quali io veggio alcun dopo mille anni
e mille e mille, piu chiari che 'n vita,
ed io m’avanzo di perpetui affanni:
tal son qual era anzi che stabilita
fosse la terra, di e notte rotando
per la strada ritonda ch’é infinita
riumphus Temporidines 22—-30)?

In describing Time’s movements upon his horsegaRet recalls the allegory’s circular nature
that “wheels” and “rounds”—the movements that Timakes across the sky towards Eternity.
Petrarch’s word choice further invokes Ezekiel'schanics both through the invocation of the
wings®® and through the animals’ service as the stimulahtise allegorical figure.

Ezekiel's prophecy functions as a didactic tetemaed to inform those in exile about how
they erred in their devotion to God. When interpdethrough the lens of the New Testament,
Ezekiel's prophecy became a guide for Christiarfsltow so that they could avoid falling victim
to the same mistakes. Time serves this purpodediarch in that Time instructs the pilgrim-poet
of his folly—the envious desire for fame on Earthetkat by the time the pilgrim-poet reaches
Eternity, Petrarch may acknowledge and correcehisrs. Thus, Petrarch channels the prophetic
message of Ezekiel’s vision through the didacticnivey invoked by Time and his chariot across
Dante’s and Boccaccio’s texts as a way of ensuriaglace in Eternity. The physical chariot of
the tre coronethus may be seen to glide across the pages of DRoteaccio, and Petrarch in
order to land figuratively in Eternity. As we wiloon see, th&riumphus Eternitatisiot only
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intertextually arrives at the conclusion of Pethésclrionfi with the chariot, but also with the
entire procession crafted by Dante, which appewatisd final canto of Petrarch’s poem.

DANTE'’S CIVIC-SACRED “PALM SUNDAY/ANNUNCIATION PAGEANT”

Let us return once again to the pageant offereDante’s Purgatorio XXIX. Though several
scholars support a strictly Christological intetpteon of the pageant sequence and its central
gryphoné! others offer an alternate reading of the scenghich Dante inscribes civic imagery
into his divine parad®& David Ruzicka argues that Dante’s pageant andhgrygmplicitly
celebrate the civic values of empire and the Fliamenrepublic, similar to contemporary street
processiong? In his analysis, however, Ruzicka is unable t@tea particular event or pageant
that might serve as a point of reference for tleedies included in Dante’s parad&My intention

is not to suggest that one interpretation of thgepat is more accurate than the other, or that
Ruzicka is entirely wrong in his analysis of théiarece on civic public pageantry in Dante’s
procession; rather, it seems that the processidndas elements of both a religious and civic
nature, mimicking the function of feast day pageaBtcholars who support this argument have
proposed that the Corpus Domini operates as tkealdtion point of reference for Darfféwhile
Pope Urban IV (1195-1264) made the Corpus Chrifstiraal feast day in 1262and the Corpus
Christi received its official sanction in 13%1Miri Rubin notes that the earliest example of the
festive procession was in 13%0Though it is possible the liturgy alone of the Qs Christi gave
shape to Dante’s triumph iRurgatorig, for it is reasonable that Dante’s text stimulatbd
production of the Corpus Christi processions in fifteenth century, it is impossible for the
procession itself to have facilitated Dante’s inm&gi scene, given its inexistence as a mobile
spectacle. Rather than suggest the Corpus Chrastepsion inspired DantePurgatorio parade,
instead, | will aruge that the pageants for Palmday and the Annunciation of the Virgin Mary
influenced the design of Dante’s triumph.

81 Joseph Chierici) grifo dantesco: unita fantastica e concettuatdld Divina CommedigRome: De Luca, 1967);
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Following the gospels of the four Evangelists, flast of Palm Sunday commemorates
Jesus Christ’s entry into Jerusalem. The earliesdtions of the feast day began between 350-380
C.E. After Constantine initiated the revitalizatioihsacred spaces, such as the Church of the Holy
Sepulcher, pilgrimages proceeded along the roateeled by Christ, prompting the inauguration
of events surrounding Holy Week. While the earliestations of the Palm Sunday procession
served the primary purpose of encouraging commwnoaship and contained little to no civic or
military pomp, by the time of Charlemagne in thgheh and ninth centuries, the liturgical
symbolism for Palm Sunday began to include elemasgsciated with military victory. Blurring
the boundaries between civic and religious imagery,Emperor and his military prowess were
seen to parallel Christ’s triumph. By the end & tenth century, political leaders elected to enact
their triumphal entrees on Palm Sunday, solidifying union of civic and religious ideals as a
prominent feature for this particular feast d&yVhile there is much debate around Dante’s
procession and whether it is strictly sacred orightly political, the fusion of political and
religious ideology that the pageant for Palm Surglaylicly expresses aligns with the procession’s
ambiguity, as well as with the underlying hybrichétionality of the chariot, further indicating
Dante’s reliance on street and festival pageawotris text’s inspiration.

One record from the Benedictine Abbey in Fruttdram 1003 suggests that the Palm
Sunday procession proceeded as follows: monks laoid lsoys met at the abbey and processed
across the city, hoisting a crucifix, candelabna, hooks of the gospels, and palm frofftas the
group marched along their triumphal route, the dr@lanted “Hosanna,” which, as prophesized
by Zechariah, recalls the greeting Christ receiasde entered Jerusal@€mUpon arriving at a
designated spot, the group laid the “Osanna,”maiated image of Christ on a panel, on a cushion
in the center of a carpeted area with the bookkefospel and the candelabra carefully arranged
in a circle?? Though Fruttaria is unlikely to have been a plBeste visited, it is possible, and
most likely, that Petrarch traveled here and pestveinessed this event. At the same time, there
are records noting Palm Sunday festivities fromrthédle of the thirteenth century through the
eighteenth century in other areas throughout northtaly such as Udine, Bolzano, Chiavenna,
and Verona—where Dante spent several years duisrexhe?However, there is another pageant
that bears similar structures, themes, and mowfsich Dante most likely did witness, the
Annunciation of the Virgin in Padua.

The feast day celebration of the Annunciatiorhef¥irgin celebrates the moment at which
the Angel Gabriel informs the Virgin Mary of the wloof God and reveals she will bear the Christ
child. In other words, it is a physical manifestatiof God’s “word” made “flesh.” Though
celebrated throughout ltaly, the Annunciation Daggession was especially significant for the
Veneto region, in general, as it corresponded thig¢hfounding of Venice, and Padua, in particular,
as the Virgin Mary was the patroness of the tyhe oldest record of the procession is from
1277, yet references to this particular event cafobnd up until 1600. The celebration, always
on March 25 and thus part of the Lenten and Eg&®god, consisted of a large parade from the
cathedral to the Palazzo della Ragione, ultimagglgling at the Aren®. At the Palazzo della
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Ragione, two boys dressed in costume assumedldsafthe Angel Gabriel and the Virgin Mary.
They waited patiently as the remaining group deguhitie cathedral in procession to greet them in
the Palazzo della Ragione. The group consistegedbishop, the captain, and the clergy of Padua,
with the cathedral’s processional cross leadingctierge. Once the group arrived at the Palazzo
della Ragione, the Angel Gabriel and the Virgin Méoined the parade, seated on heavily
ornamented chairs. At this point, thedestajudges, knights, doctors, and other notable agiisz

of Padua entered into the pageant as they moveatdaive prepared location in the Arena. Once
inside, the actors of the Angel and Mary re-enathlednoment of the Immaculate Concepfibn.
Similar to the pageant for Palm Sunday, the Anratiam celebration tied civic and sacred values
together in one public parade.

What is most significant about this event, in jgatar for my reading of Dante and
Petrarch, is that in 1300, the Arena chapel washased by Enrico Scrovegni, and remained in
their family through the fifteenth centu?yScrovegni, most famously known for his commission
of the Arena Chapel, painted by Giotto, emphasthedmportance of both the feast day for Palm
Sunday and the Annunciation of the Virgin in thetlnes of his inscription on his funerary
monument in the Arena Chapel of 1305:

CUM LOCUS ISTE DEO SOLEMNI MORE DICATUR
ANNORUM DOMINI TEMPUS TUNC TALE NOTATUR
ANNIS MILLE TRIBUS TERCENTUM MARTIUS ALMAE
VIRGINIS IN FESTO CONIUNXERAT ORDINE PALMAES®

(When this place was dedicated to God in a solemmner, the time of the year of
the Lord was then noted such: in the year thirteerdred and three, March joined
with the celebration of Palm Sunday on the feashefVirgin)°

The inscription herein indicates that on this paifar year, the Palm Sunday and the Annunciation
Celebration were on the same day, March 25, 13@5.LAange argues, the two events are
reciprocals—the Annunciation is Mary’'s “triumph” dflumility while Christ's entry into
Jerusalem recalls the inverse image of a proudrttphator,” Christ riding on a donké$f. This
historical year is significant not only for the oiding of these two feast days and the dedication
of the Arena Chapel but also for the fact that Bamhs most likely in the Veneto at least between
1304 and 1306 and would have made trips to PE#ddazen more important is that the suspected
meeting between Dante and Giotto and his potevigaling of the Arena Chapel coincides with
this timelinel®? Even if Dante were not present at this particcédebration of 1305, it would seem
evident that Dante witnessed such an importantdsb Padua, the Annunciation celebration, at
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least once, and by having been aware of the Ardmapé€l, would have understood the close
relationship between the Annunciation and Palm Symelebrations.

In Purgatorio XXIX, Dante initially takes note of the processiwhen he hears the sound
of Hosannabeing sung by the group in unison (lines 49-83Yhe specific use dflosannaas
the ritual chant that inaugurates his identificatmf and participation in this parade draws an
immediate association with the feast day for Paumday. While the pilgrim-poet’s journey
throughout th&€€ommediaoccurs over the course of the Holy Weekend, Palnd8y begins Holy
or Passion Week. Though it seems out of temporplesece from where the pilgrim-poet began
in Inferng, especially since Dante arrives on the MountaiRwfgatory on the morning of Easter
Sunday, the theme of Palm Sunday is significaiitt signals the moment before Beatrice arrives
to lead Dante (and the reader) toward ParadiseGaoti The sound oflosannais that which
prepares Beatrice’s “entry” into the Earthly Pasadihe point at which Dante is reunited with his
poetic muse who will lead him to a “vita nova” afir entrance into the heavenly Jerusalem.

Given this chapter’s investment in the questiomobility as it relates to poetic triumph,
it is worth noting that the speed of Dante’s preg@s “che si movieno incontr’a noi si tardi”
(Purgatorio XXIX, line 59)194 allows for the pilgrim-poet to engage individuallyith each
component of the scene. Not only does Dante comprettie sonority of the ritual singing, but
also he elaborates upon the vibrant colors that plae sky, as the flaming candelabra move along
the riverbank (lines 73-73%°> Movement here is represented as a deceleratedpieson for the
pilgrim-poet and for the reader of ti®@mmediacrystallizing Dante’s synesthetic participation i
the production that unfolds here in the Earthlyadese. Once Dante activates each of his senses
within the narrative, he then turns his attentiotis reader as a way of extending his gaze upon
the spectacle.

This idea is explicitly iterated in the followin@anto XXX. After the transformation of
the “carro trionfale” into the “divina basternatietreader learns that the angels upon the wagon
sing: ‘Benedictus qui verigline 19)!°¢in anticipation of what will be the arrival of Beiae. The
Psalm 117:26 from which this phrase derives is saméPalm Sunday and signals the arrival of
Christ into Jerusalef?” During the procession in the previous canto, Wenty-four elders sang,
“Benedictatue/ ne le figlie d’Adamo, e benedette/ sieno irereb le bellezze tue!” (lines 85—
87)1%8which, as a reference to Mary and the Annunciati®imaugurates the presence of a female
figure within the pageant—not the Virgin, but Béadr It is in this moment where Dante explicitly
demonstrates the reciprocal dialogue and textuatest in what he might have witnessed on the
live stage in Padua—the Annunciation celebratich the feast day for Palm Sunday.

However, the shift from the feminirgenedictato the masculin®enedictudhias much to
say regarding the role Beatrice plays as the awt&hrist in Dante’s poem. As Teodolinda
Barolini notes, since there would be no impact fw thyme scheme, there was no reason why
Dante could not have changed Benedictusn Canto XXX toBenedicta which would accord
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with the gender of the arriving figuf® However, the ternBenedictusmow genders Beatrice as
masculine*!! The double gendering of Beatrice, combined with dppearance of Palm Sunday
rituals at this point in the poem, further maps #ngval of Beatrice onto Christ's entry into
Jerusalem, upon which both figures will lead tli@llowers toward salvation. Since Palm Sunday
is the festival that begins the holiest of weekst tlkads Christ’s followers to remember His
ultimate sacrifice and eventual triumph—the resttiom on Easter Sunday,—in the same way the
Annunciation celebration signals the Virgin Marylimate triumph—Dante creates a temporal
and spatial mimesis so that the arrival of the @sson signals to the reader a direct intermedial
connection to their contemporary feast day pageants

Though the examples from neither Fruttaria noru@adpecify the exact number of
participants in the Palm Sunday and Annunciati@tgssions, since it is likely that there was not
an assigned number of individuals who could partaleach celebration, the objects the men carry
reappear in Dante’s divine pageant. Rather thatrgyoa direct one-to-one relationship between
his triumphal parade and that of Palm Sunday, hewdvante inserts the symbols of the four
Evangelists as proxies for their respective bod&pjcting an ekphrastic parade that visualizes the
various books of the Christian faith rather thamliteral “books” that were included in live-action
pageant sequences. Dante’s entire procession epgetaerefore, as a manifestation of each
pageants’ mutual interest in God’s word made fledherein each figural group (in the form of
men) represents the books of the Bible.

As a structural unit, the procession in Dantéggatorio XXIX—XXX assumes the form
of the crucifix, recalling the crucifix that men wld carry throughout the Palm Sunday and the
Annunciation processions. The crucifix form presehe reader or “viewer” with an image that
embodied Christ, as did the “Osanna,” before wetrBeatrice, the counterpart to the Virgin and
surrogate for Christ. As a visual emblem for bdtke Virgin Mary and Christ as the ultimate
“triumphators,” the structure of Dante’s pageantiagrucifix aligns militaristic connotatiohd
with Christological associations of triumph. Thitows the actualized objects included in the
procession to become metaphorical and ekphrastistieactions in Dante’s literary example.

The only element that is unique to Dante’s pageéatitie chariot pulled by the mythical
gryphon, which is included for the purpose of fgspractices from Roman antiquity, militaristic
tradition, and Christian ideology into a singulbiext!® However, the idea of the “Osanna,” like
the one located in the Fruttaria example, coulcelsarved as the inspiration for the chariot and
the gryphon before Beatrice’s arrival. As mentignaad “Osanna” typically depicted a painted
scene of Christ’s entry into the city of Jerusaldiine “Osanna” was located at the center of the
parade and served as a visual emblem to which fharsieipating in the procession could turn and
worship as the artistic embodiment of Christ andl &6 Similarly, Dante’s gryphon and chariot
occupy a central position in his processioPurgatorio XXIX. Just as Christians were called to
worship Christ at the sight of the “Osanna,” follogsthe Palm Sunday tradition, Dante summons
the reader to join in the celebratory arrival af tihariot and the gryphon in this episode. Once
Beatrice arrives in the followingantq her placement in the chariot directly mirrors figeire of
the Virgin Mary seated on an ornamented chairéAhnunciation celebration. She then replaces
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the emblem for Christ with a physical body senasg proxy for Christ in this episode and further
underscores the significance of the Annunciatioa esunterpart to Christ’s Entry into Jerusalem.
Dante’s hybrid construction of the chariot and gingohon blend the traditions borrowed from the
Palm Sunday feast day rituals with the moving spzet of triumph conveyed in Ezekiel's
prophetic vision of the return of God to the Neww3alem. At the same time, Dante demonstrates
a shared understanding and connection betweentGlamsl the Virgin’'s triumphs and marries the
two events through the figure of Beatrice.

THE MOVEMENT OF THE PROCESSION INTBARADISOXXIII-XXIV

While Dante’sPurgatorioprocession appears to be confined within the baueslaf the Earthly
Paradise, since the poet does not explicitly maritis pageant at any other point in the text, the
procession oPurgatorio XXIX is in dialogue with Dante’$#aradisoXXIll. After completing his
journey through the seven planetary spheres, Desttends Jacob’s ladder and enters the Heaven
of the Fixed Stars. Before Dante describes thetaplecthat will unfold before his eyes, the
pilgrim-poet makes a pivotal move to address tlaelee—thus repeating the action he had done
in Purgatorio XXIX—such that those reading Dante’'s poem may pgudite alongside its
protagonist:

S’io torni mai, lettore, a quel divoto
triunfo per lo quale io piango spesso
le mie peccata e ’l petto mi percuoto:
tu non avresti in tanto tratto e messo
nel foco il dito, in quant’io vidi 'l segno
che segure il Tauro e fui dentro da esso
(ParadisoXXIl, lines 106—-111}1°

Similar to the triumph ilPurgatorio XXIX, Dante encourages active reading and viewingle

part of his audience. However, rather than relthenwvord of a biblical eyewitness, Ezekiel, which
would usher in the validity of the anticipated pssion, Dante’s allusion to a similar scene in
Purgatorio suggests that he must continue the process oapongby atoning for his sins. Dante
situates this paradisiac triumph not only withia ttocabulary oPurgatorio, but uses it to remind
himself, and the reader, of Purgatory’s functichwell as of the need to repent as a precursor to
witnessing the pageant.

After Dante welcomes the reader into the triumpgtaehe, Beatrice commands Dante and,
by proxy, the reader to redirect their gaze towBadth in order to behold the “turba triunfante”
(ParadisoXXIlI, lines 124-132).¢ soon to appear in the next canto. The processiolves as
follows: the armies of Christ display the “spoitbey acquired as a result of their many victories,
thousands of lanterns shine underneath an even gior®us Sun, and a bright “Sustanza”
overpowers the eyes of the pilgrim-paeaftadisoXXIIl lines 28—45)7 While there are very few
objects present within this “procession,” DurlingdaMartinez offer the interpretation that the
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imagery is based on the liturgy associated withis€krentry into Jerusaleft® As the analysis
above demonstrates, this particular triumph mahmkscelebration that stands at the center of the
events around Palm Sunday. This intertextual cdioreto the visual procession RPurgatorio
XXIX, which similarly recalls the live-action elemts of the festival for Palm Sunday, hinges on
the shared elements of the Palm Sunday processbaymbolically reference the arrival of Christ
in Jerusalem.

The procession iRaradisoXXIll opens not with sound, but with sight. Dantbserves
the change in atmosphere: “Quale ne’ plenilungsgrivia ride tra le ninfe etterne/ che dipingon
lo ciel per tutti i seni” (lines 25-2%}° This reference to a visual illumination of the slegalls
the flaming candelabra furgatorio XXIX, which “e vidi le flammelle andar davante,sldando
dietro a sé I'aere dipinto,/ e di tratti penneilean sembiante” (lines 73—75f.The lanterns that
light up the sky make a further reference to thedgbypse, a textual interlocutor fundamental for
how the procession evolves in this episode. Dante @again comments upon the tempered pace
of the procession when he notes: “cosi le donnastasa eretta/ e attenta, rivolta inver la
plaga/sotto la quale il sol mostra men fretta” in10—12}?! Rather than propose a specific
number of allegorical figures that participate lie pageant, Dante suggests a seemingly infinite
number of figures under the umbrella term “le sahieor “the armies of Christ’s triumph” (line
19-20)'22 Unlike Purgatorio XXIX, the emphasis is now placed on the particisarr the
community of believers in Christ, over the ekphrabboks. This, in effect, reminds the reader of
Ezekiel's mechanics for his visionary triumph, imat the Holy Spirit gives life to the objects
through communal comprehension and devotion tos€brer worldly goods. By emphasizing
the role occupied by the believers in Christ, Dantamphasis in this moment speaks to the
underlying mechanics at play that help drive theggant” forward. At the same time, the “schiere”
are what allegorically “support” Christ and the @af God. In other words, the “schiere” here in
Paradiso are those souls who support the figure of Chii$tis detail is significant for its
transparent textual-visual dialogue with the visainEzekiel, alluded to, as we saw, in Canto
XXIX of Purgatorio. Just as the chariot figure of tRergatorio procession transformed from a
“carro” into a “divina basterna” comprised of argyedo too here in thearadisopageant do we
see angels lifting Christ up through their lightar to how the angels had raised Beatrice earlie
in the poem.

The central figure of this triumph is Christ, whike the gryphon, is represented in
dualistic, though distinct, terms as the “Sapiemta Possanza” or the “Wisdom and the Power”
of God (line 37):23Since Christ assumes the role of the gryphorpthié&g the chariot from Dante’s
Purgatorio forward, His glowing appearance accords with thescdption of the chariot,
outshining the Sun to such a degree that it blthdspilgrim-poet. At the same time, Christ now
also plays a similar role to Beatrice in the pagéam Purgatory. When Dante’s muse emerges
atop the golden chariot iAurgatorio XXX, she surfaces out of “una nuvola di fiori” (8n28),
veiled and burning as brightly as a “fiamma viviiié 33)!?* The image of luminous Beatrice
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overpowers the pilgrim-poet. Beatrice, now alignégth Christ, grants Dante the opportunity to
see her smile, since Christ has now become “la Miga” through which “trasparea/ la lucente
Sustanza tanto chiara/ nel viso mio che non laesest’ (lines 31-33%° Although Christ’s
brightness is veiled underneath clouds, it is &itl powerful for the pilgrim-poet’s eyes, just as
Beatrice’s veiled brightness initially overwhelmdae pilgrim-poet in Purgatory. Thus, the
triumphal arrival of Beatrice in the Earthly Parsglanticipates the triumphal arrival of Christ in
ParadisoXXIll. The Purgatory procession in its entiretydsanneled in Paradise via parts: the
pilgrim-poet experiences similar reactions to koilhmphal episodes, just as the reader is invited
in both instances to recall at once Ezekiel's papjghvision and the street celebrations for thetfea
day of Palm Sunday.

At the same time, throughout Canto XXIll, Dante sloet witness one triumph of Christ,
but two; the ascension of the Virgin Mary evolvasthe form of a second triumph. While the
procession of Christ is modeled upon the procegsieiChurch Triumphant iRurgatorio XXIX,
the ascension of the Virgin Mary shares many shitigs with the arrival of Beatrice iAurgatorio
XXX, inspired by the live-action celebration of thérgin’s “triumph,” the Annunciation.
Although in Paradiso XXIII Christ is now the figure whose presence ovieelns Dante, the
descriptions of the Virgin invite comparisons wiitie floral imagery that surrounded Beatrice; she
ascends as a “prato di fiori” (line 85% Yet, in the following canto, Beatrice embarks ugan
own ascension or “triumph” (lines 19-2#%)in the moment when she acts as a mediator between
Dante and the Saints Peter, James, and John. Bleéopégrim-poet undergoes his series of exams
on the theological virtues—posed by Saint Petertlf;aSaint James (Hope), and Saint John
(Love)—Saint Peter encircles Beatrice in his bmgiss three times, and calls her his “holy sister,”
claiming that it was Beatrice’s love that encouchdeem to accept the task of examining the
pilgrim-poet (lines 22—-30%81t is thus a divine status that Beatrice acquiresediately following
the triumphs of Christ and the Virgin, before eweatly taking her place in Heaven Raradiso
XXXI. This moment in the text symbolically signalse approaching end of Beatrice’s role as a
guide for Dante, for he will be led through the eening sections oParadisoby Saint Bernard.
Though this detail may seem less essential foaR#ty the triumphs of the Virgin and of Beatrice
in Paradisobecome key textual interlocutors for Aisumphus Eternitatis

PETRARCH'STRIUMPHUS ETERNITATIS

Although entitled the “Triumph of Eternity,” the Isiect matter of Petrarch’s final section of his
Trionfi seems to share little in common with previouslhakkshed Christological and Dantean
notions of “Paradise.” However, Petrarch includesesal implicit intertextual clues that may
inform not only a reading of his text, but alscetatisual depictions of this particular section of
theTrionfi. After witnessing Time’s swift destruction and sulming of the previous four triumphs
(i.e., Love, Chastity, Death, and Fame), the pihgpioet reaches the sixth and final triumph in the
sequence. Petrarch begins Aisumphus Eternitatisby questioning why Earthly realms are
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unstable and in whom he, or rather we, should ttirsts 1-3)12° Petrarch immediately answers
his own question and acknowledges that he, andethder, must trust in God (line 4j° The
pilgrim-poet then accepts that he is at fault fagsgvely waiting rather than actively participating
in God’s pageant (line 10) and must “apr][ire] gichi, e non tardar al fine” (line 11$! The poet-
pilgrim reverts his gaze toward the previous fierhphs and recognizes a “mondo/ novo, in etate
immobile et eterna/ e 'l sole e tutto 'l ciel distatondo/ con le sue stelle, ancor la terra ealteyi
e rifarne un piu bello e piu giocondo” (line 20-24% This description intertextually recalls the
triumphal sequence of DantéParadisoXXIIl. Like Dante, Petrarch must shift his gaze &
both the “base appearance” of the Earth and theéque seven spheres of the Heavenly realm
before he can fully participate in the triumph$iaradiso(Canto XXII, lines 124-134%3

Both poets intertextually conjure the image of @reation of the World from Genesis as
the launching point for their triumphs in “Paradiseor Petrarch, the intertextuality is doubled,
evoking both biblical and Dantean imagery in Etigrnin ParadisoXXIlll, Dante admits that he
passively waits before actively partaking in thedpcle by saying, “Ma poco fu tra uno e altro
guande-/ del mio attender, dico, e del vedere/ lo cigliv@iu e piu rischiarando-" (lines 16—
18) 134 Once Dante experiences the triumph of ChridPamadisq Beatrice then commands the
pilgrim-poet to “apri[re] li occhi e riguarda[relial son io” (line 46}3° Petrarch imitates Dante in
his passive willingness to wait on Earth, but wibw actively participate by opening his eyes to
behold the splendor of Eternity. Petrarch intettally calls to mind this moment from Dante’s
Paradiso XXII-XXIII to introduce his triumph along Danted@lristological lines and bring a
tangible, communal image of Christ’s triumph to theefront of the reader’'s mind before fully
immersing his poem in thEriumphus Eternitatis

Throughout his final triumph, Petrarch consistequktaposes Eternity’s “slowness” with
Time’s “swiftness,” suggesting that Eternity mowgadually forever (lines 25-30), while Time
quickly moves as an “alpestro e rapido torrentérie(147)3¢ Indeed, the lingering pace of
Petrarch’s Eternity, as opposed to Time’s velodmyngs the reader back to Dant®aradiso
XXII-XXIII. At the end of ParadisoXXIl, Dante says, “E tutti e sette mi si dimostraguanto
son grandi e quanto son veloci,/ e come sono tartis riparo” (lines 148—156Y/ indicating that
the previous seven “triumphal planets” rotate glyicik contrast to the Heaven of the Fixed Stars.
The swift rotation of Dante’s triumphal planetstamdem with Petrarch’s Time traveling rapidly
in space, takes root in Ezekiel's engineered prophaccording to which speed, motion, and
wheel-like rotation may only activate when the dalers of Christ renounce worldly possessions
and direct their attention to God. As a principlghe prophet’s text, those who wish to approach
God seek to do so at a rapid pace, similar to ¢tésghat sing on the boat Bfirgatoriolll. Like
the chariot and gryphon &furgatorio XXIX, the image slows the closer it gets to reaghGod—
until we arrive at the Primum Mobile, which movdsaa extraordinary pace. It is through the
underlying message of Ezekiel that the mechanick siructural movement of Dante’s and
Petrarch’s Triumphs—literal and figural—are givemygical life. The stalled action of Christ’s
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triumph not only calls to mind the decelerated paiche pageant dPurgatorio XXIX, but also
creates the mechanical, intertextual dialoguepgkaneates th&riumphus Eternitatis

Although Dante paints a more vivid picture of aguke inPurgatorio XXIX than what
appears irParadisoXXIlIl, Petrarch most clearly invokes the Ezekielfid@an imagery found in
ParadisoXXIll in his final triumph. Even if the physicabhariot is only implicitly detailed in the
Triumphus EternitatisPetrarch refers to angels and the most blessasltbooughout this episode.
While this coheres to an image that communicatesCthristological life of the soul after death,
Petrarch employs a particularly Ezekiel-informeteipretation of the angels’ function in the
procession:

Quei che governa il ciel solo col ciglio,
che conturba ed acqueta gli elementi
al cui saver non pur io non m'appiglio,
ma li angeli ne son lieti e contenti
di veder de le mille parti 'una,
ed in cio stanno desiosi e 'ntenti...
riumphus Eternitatidines 55-60)%

Petrarch acknowledges that God’s image overwhelms lut that the angels are content to be
able to understand a marginal portion of the pavw&od. Petrarch embeds his representation of
the paradisiac triumph with the message inhererizekiel’s chariot and the prophet’s use of
angels. In this instance, the specific use of tegéli” draws a parallel to the cherubim who
support God’s chariot according to the Biblical smeu The angels replace the cart and use their
bodies and wings to propel God forward as He psxgetoward the New Jerusalem. Now, rather
than explicitly construct a chariot, Petrarch m&h the angels as the “support” system that both
turns toward and transports God, mechanically ngamward at the same time when Christian
followers return their attention to His divine pawBetrarch devises the majority of Misumphus
Eternitatisas a warning to his reader in the same prophetimer in which Ezekiel's visions of
God offered warning to those experiencing exildrd?eh’s placement of the angels within the
text and the larger Ezekiel-inspired message itveg® thus reminds the reader of Dante’s
precedent, specifically of Dante’s Ezekiel.

Petrarch further aligns hidiumphus Eternitatisvith Dante’s two models of triumph from
Purgatorio XXIX and ParadisoXXIlll by situating hisTrionfi within the dates of Holy Week and
Easter Sunday. What is of particular note regarthegrevisions Petrarch made to Dante’s text,
however, concerns the reversal with which Petrbedins hisTriumphus Eternitatisthe sequence
commences with the questioning of faith, then pedseo mention the vision of God, the “armies
of Christ” following God’s image, and concludeshwat vision of Laura in Heaven. After the series
of questions self-directed by the pilgrim-poet, rReth envisions the “mondo novo” from
Apocalypse 2219 and draws an immediate locative association betweeat he is about to
witness and the vision offered by Saint John. ldd&aint John’s vision is that which Dante
replicates in th@urgatorioXXIX pageant, which appears in a modified form agaiPurgatorio
XXXII. Dante will turn again to Saint John’s sourfwe his triumph of Christ ifParadisoXXIll.
Without expanding upon any specific details, Petrautilizes the synecdoche of the term “mondo
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novo” to situate his viewing within the previousgtablished iconographic bounds that accord
with the other intertextual moments of Aisumphus Eternitatis

A revealing detail that Petrarch does include, haxeregards the armies of Christ—
specifically the apostles—now known in thaonfi as the “piu fidi compagni,” or “His trusted
comrades” (line 101%° These figures also remind us of the army of Chfist schiere”) in
Dante’s vision ofParadisoXXIll. For Dante, the Petrarchan “fidi compagni’eve those whom
Christ saved during the Harrowing of Hell or whdme Holy Christians saved by Christ’s passion,
which later became a feast day celebrated in thegii of Palm Sunda¥#! When the armies of
Christ appear as apostles in Petrarch’s text, itiidyde at least two of the Evangelists—Matthew
and John—who further enhance the visual paralléls the figures and “carro” frorRurgatorio,
as well as with the “carroccio” and imagery of P&@omday, and Christ’s triumph Baradiso

Though Petrarch includes subtle intertextual refees to the procession of Dante’s
triumph of Christ, such as a brief allusion to tzest Judgment (lines 103—120%,the Triumphus
Eternitatismore directly cites the triumph of the Virgin Magxemplified by the Annunciation,
and Beatrice’s placement as mediator to the madgtfigures in Dante’s poem. Rather than strictly
revere God in “Eternity,” Petrarch repeatedly retuto thoughts of Laura: “e tra I'altre leggiadre
e pellegrine/ beatissima lei che Morte occise/iagisgua dal natural confine!” (lines 85-8%§
Laura no longer appears in the singular role asaRd#t's guide, but now undertakes the novel
responsibility as the ultimate symbol of divinedov

Tanti volti, che Morte e 'l Tempo ha guasti,
torneranno al suo piu fiorito stato,
e vedrassi ove, Amor, tu mi legasti,
ond’io a dito ne sar0 mostrato:
“Ecco chi pianse sempre, e nel suo pianto
sovra 'l riso d’ogni altro fu beato!”
E quella di ch’ancor piangendo canto
avra gran maraviglia di se stessa,
vedendosi fra tutte dar il vanto.
Triumphus Eternitatidjines 91-99}*

Petrarch situates Laura among the figures whowvedbe highest divine praise. Regardless of the
instability of Earth and Time’s destruction of tfiest four triumphs, Laura’s image will persist
throughout history in order to conquer Time itsklér ability to self-preserve in Petrarch’s poem
is one reason why the unfinish€donfi conclude with a vision of Laura, and not God, a&sfthal
image in Eternity:

e quella che piangendo il mondo chiama
con la mia lingua e con la stanca penna,;
ma 'l ciel pur di vederla intera brama.

A riva un fiume che nasce in Gebenna
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amor mi dié per lei si lunga guerra
che la memoria ancora il cor accenna.
Felice sasso che 'l bel viso serra!
che, poi ch’avra ripreso il suo bel velo,
se fu beato chi la vide in terra,
or che fia dunque a riverderla in cielo!
(Triumphus Eternitatidjnes 136-145y°

Laura is the flower for whom Petrarch’s pen, anel iibader, weep. Though veiled by death, her
position in Heaven renews her life and restoredkauty so that the pilgrim-poet may admire her
once more. As noted earlier, Dante also comparesriBe to the Virgin through floral imagery.
Now, Petrarch intertextually imitates Dante to ikgoa Laura-Virgin comparison, just at the
moment when he locates Laura’s place in Heavengalda the most divine figures. Though
Beatrice’s beauty was too overwhelming for the nqpilgDante inPurgatorio XXX, once Christ
becomes the blinding agentParadisoXXIll, Beatrice instructs Dante to “open his eyas that

he may once again admire her beauty: “per aiutahmyillesmo del vero/ non si verria cantando
il santo riso/ e quanto il santo aspetto facea fr@ines 58—60)-46 Petrarch intertextually follows
suit and inserts Laura in place of Beatrice. Fahlizante and Petrarch, it is only after observing
their respective triumphs of Christ in “Paradiskattthey may behold the everlasting beauty of
their beloveds.

Instead of undergoing a series of challenges oddeyeother Saints, Petrarch questions
himself at the beginning of thmntoon the idea of faith, which is the first examioatposed to
Dante by Saint Peter iRaradiso XXV. This act eliminates the need for Laura to ifuithe
secondary role Beatrice acquires, which resultsaura assuming her “proper” place in Eternity
more quickly than Beatrice. Even more so, as Bairolotes, the triumph of Christ Raradiso
XXIII additionally serves as a rehearsal for theafivision inParadisoXXXIIl 147 and illustrates
an image of Christ that, through the intertextu@irection to the parade Blurgatorio XXIX,
visually comes to life in the mind of the readesiver. It is thus fitting that th&riumphus
Eternitatis represents the symbolic end of Dante’s journeyhvdeatrice, passing over the
remainder of the Fixed Stars in order to arrivediy before the Empyrean.

VISUAL REPRESENTATIONS OF THHRIUMPHUS ETERNITATIS

A close visual reading of the standard imagery @aged with theTriumphus Eternitatiseveals
noticeable discrepancies between the text of Rétrand the visual representations attributed to
this particular triumph. There are two typical, nographic forms that regularly appear in
representations of th&riumphus EternitatisThe first follows the iteration of th&riumphus
Eternitatis originally established by the manuscript illuminatorned cassone workshop leader
Apollonio di Giovanni in the 1440s (fig. 3j In MS Med. Pal. 72 in the Biblioteca Medicea

145 bid., 559.

146 Dante,Paradisq 460.

147 Barolini, The Undivine Comeg23-229.

148 Simona CoherTransformations of Time and Temporality in Medieaadl Renaissance A{Boston: Birill,
2014), 304.
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Laurenziana in Florence, belonging to Guido di Eemeo Baldovinetii?® di Giovanni showcases
God, resting above a series of concentric spheyesholic of His domain over the universe and
the creation of the worltP? as angels playing trumpets flank both sides. tiesr in this image
that God is the main focus of the scene. Benealtdmcentric spheres is an abstract landscape
representative of the earthly world, separatingdPeit’s one divine triumph from his five previous
triumphs. Although this imagery seems closely assed with Petrarch’s text, there is still no
inclusion of Laura or of the personifications oethther triumphs, which feature prominently
throughout much of th&riumphus Eternitatigpoetry.
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Fig. 3. Apollonio di Glovannl',l'rlumph of Eternityc. 1442, tempera colors, ink. MS Med Pal. 7d)iBteca
Medicea Laurenziana, Florence. Image via Wikimé&baamons.

Instead, the imagery here draws heavily upon tlzges for Dante’®aradisq and Canto XXXIII
specifically. The concentric spheres were inclugedeveral manuscripts, drawings, and other
illustrations as readily identifiable symbols ofr&dise. At the same time, the floating image of
God above the concentric spheres, or the imagedfdBrrounded by the concentric spheres, also
became a mainstay for various portrayal®afadisoXXXIIl (fig. 4). This is intriguing because
Dante, too, does not describe a physical beingsasl;” but rather presents His body strictly as a
tour de force ray of light. Though in this artistendition the human characteristics attributed to

149 Biblioteca Medicea Laurenziana, Florence, httpafwbml.firenze.sbn.it/animalifantastici/LaBibliotaimMostra

/Schede_ing/med_Pal_72.html (accessed March 1&)202
150 Giuseppe Mazzotta, “Cosmology and the Kiss of tiwagParadiso 27-29) Dante Studies, with the Annual

Report of the Dante Societp. 123 (2005), 7-8.
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God and the concentric spheres derive from previZiusstian iconography for presenting “God
the Father” and Heaven, these emblems offered amstakable understanding of Eternity that
additionally would have been ingrained in the visteabulary for Dante’®aradisoby the time
artists began to depict tAeiumphus EternitatisThis is especially important as we know that the
particular manuscript of MS Med. Pal. 72 contairled text for both Dante’€ommediaand
Petrarch’sTrionfi within its pages. However, while there are smiglifal initials for eacltantica

in theCommediathere are no miniatures or illustrations inclutteat visualize eactanta Rather,

di Giovanni only included unframed miniatures fack of Petrarch’s siXrionfi.15?
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Fig. 4. Woodcut oParadiso XXXIllin La Commedlanegla Petrus de Plasus 1491. BANC f118.v3E81d.
Image by author with permission from the Bancrafirary, UC Berkeley.

If we examine a woodcut representing DanRasadisoXXIlll, we first notice God, seated
on athrone, crowns a woman labeled “Madonna,” thiea takes her rightful place enthroned next
to him. In between the thrones floats a figure letb@as Saint Bernardo, Dante’s final spiritual
guide who leads the pilgrim-poet RaradisoXXXIll, and the pilgrim himself, kneeling before
the Madonna enthroned, awaiting his anointed bigsdihe figures all float or rest above nine
concentric spheres, representative of Dante’s heavenly realms (minus the Empyrean), with

151 Ellen CallmannOxford Studies in the History of Art and ArchitaetuApollonio di Giovann{Oxford: The
Clarendon Press, 1974), 11-12.
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angels sketched inside each circle. Though thisdwaios later than di Giovanni’'s miniature, the
iconography accords with earlier visualizationshi$ particular cant?

If we compare the two, it is evident that di Giomamserts the same basic schema from
Dante into his model for rendering Petrarch’s Etgrnrhough the Dantean woodcut contains
characters specific to Dante, the Petrarchan ilhation presents the same visual understanding
for the construction of Eternity and follows thengentional model of Christ enthroned as one
would see in dast Judgmensurrounded with two angels, who may serve as stanibr the
larger throng of the “fideli compagni” present ire&vent>® Di Giovanni, as a manuscript
illuminator himself, was familiar with the earli@hristian and Dantean traditidf&nd his visual
image for Petrarch perhaps demonstrates the atfdtr of standard discursive source material
onto diverse textual models.

At first glance it seems that only the visual cauparts of Heaven, in general, and Dante’s
ParadisoXXXIll, specifically, motivated the iconographidcices for the set of images labeled
theTriumphus EternitatisThough the visual iconographies originate fromegalized depictions
of Heaven, their shared use across representatiobsinte’s and Petrarch’s poems forces the
viewer to consider if there might also be textimditin common between the two works. Upon
closer examination, it seems that intertextualiigtd Dante’sParadisoXXII-XXIV might also
inform our viewing of this standard for Petrarciittumphus EternitatisVisually and artistically,
the pattern accords when we consider that the fipluof Christ” inParadisoXXIll is a precursor
event toParadiso XXXIIl. God, seated centrally above the universspresents God/Christ in
Triumph. At the same time, His looming over the @amtric spheres intermedially calls to mind
both Petrarch’s gaze back toward the “world made”rend the idea of the Creation of the
Universe (lines 20-24) in thEriumphus Eternitati$®® as well as Dante’s reverted glance toward
the previous seven spheredPiaradisoXXIl. For both pilgrim-poets, the “turning away”ation
was a vital step for each to experience their @sgetriumphs in full. The angels and saints who
surround God remind the viewers of the literarytipgrants included in Dante’s and Petrarch’s
poems who experience these triumphs, further enmphgsan active role on the part of the
reader/viewer and recalling the collective memdrgublic feast day celebrations.

At the same time, by eliminating the chariot andr@helming the scene with angels and
saints, the imagery returns to Ezekiel’s visiolChmpter 10 that transforms the four faced figures
and chariot/wheels into angels and wings, which operate as the means of motion and the
vehicle itself of the triumph. In fact, Dante alagito this Ezekiel-inspired vision through the tkem
of Palm Sunday ifPurgatorio XXX, just before he introduces Beatrice as Chrisivang in the
New Jerusalem. Here, the vision of the angels sadimg Christ now becomes the physical
support that lifts Christ up, allegorically represeg the souls who turn away from earthly delights
to focus solely on God, whose light shines brilligat the center of these figures. The combination
of Ezekiel's mechanics, Dante’s textual referentesreof in connection to Palm Sunday,
contemporary feast day celebrations witnessed tfla@lements included in Petrarch’s Eternity
all harmonize through this image, inviting the reladnd the viewer to reconsider their behaviors
on earth and redirect their contemplation towardd.G

152 For reference, see MS. Holkham misc. 48 d¢dntury, from the Bodleian Library, http://www.deg.ox.ac.uk/.
153 As this iteration evolves across manuscripts@assonj artists will expand on di Giovanni's model andlirde
many angels flanking God, rather than solely twiwhsas Francesco Pesellinoassondrom 1450.

154 Callmann, 12-13.

155 petrarch, 554.
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Another key to the intertextual dialogue betweemt®s Paradiso XXII-XXIV and
Petrarch’sTriumphus Eternitatiss the two angelic figures who appear on eithde sif God. These
divine figures are both women, and while the icoapyy does not immediately suggest that one
of these figures is the Virgin Mary, based on aeriextual and intervisual reading, these two
angels could symbolize the Virgin and Beatrice/laalante first references the Virgin’s triumph
via the live-action celebration of the Annunciationhis introduction to Beatrice iRurgatorio
XXX. Then, inParadisq both the Virgin Mary and Beatrice ascend in triungbbngside Christ
in Dante’s Heaven of the Fixed Stars and the PrinMobile. Petrarch immortalizes Laura by
placing her alongside the “most blessed” of allifegs in Eternity. Within the Petrarchan images,
there is a clear iconographic reference to theamgél Gabriel, an important figure for the
Annunciation and whose voice appears in Darfggsadiso XXIll during the Virgin’s triumph
(line 103-105)°>¢ The manuscript dParadisoXXXIIl highlights the Virgin Mary enthroned next
to God. Though the script labels the female kngehrfront of God as “Madonna,” she could also
substitute for Beatrice, the Dantean counterpath&Virgin, who is then anointed by God to
ascend in triumph. Such details indicate quitevomingly that in this standard representation of
Petrarch’sTriumphus Eternitatisone of the two women surrounding God is the Virgihile the
other is Laura. The careful placement of the feraalgel/saints next to God visually narrates the
poetic elevation of Beatrice/Laura to Heaven offdog Dante and Petrarch.

The second iteration complies with the triumphalrabt procession seen in visuals for the
preceding five Petrarchan triumphs. As we see énvibodcut from the fifteenth-century by an
anonymous lItalian, most likely Florentine, mastay. ), God occupies the center of the chariot,
enclosed in the mandorla. He no longer floatsyéstis on top of a small orb that contains an image
of the Earthly realm, similar to what appears m¢knter of the concentric spheres in di Giovanni’s
representation. The Trinity appears as Jesus Gimisthe dove are located centrally with God the
Father while the four symbols of the Evangelistsitiilew (the man or angel), Mark (the lion),
Luke (the ox), and John (the eagle) pull the tribalpchariot. Angelic figures, saints, and other
religious imagery encircle the chariot. Engulfirige tscene are clouds, flora and fauna, and a
contemporary castle, which reproduce the atmospdretelomain of the divine. However, these
images feature neither Laura, nor any of the pres/fove allegorized triumphs mentioned within
theTriumphus EternitatisWhen the chariot of God statically faces the \@ewhis signals the end
point of the procession and thus the enduring, wheiming power of Eternity over the other
allegorizations.

While the artworks clearly convey the message efrity and the divine, these visuals do
not invoke any of the explicit textual imagery pised by Petrarch. Rather, the images rely on
previously established Christian imagery locatethivithe iconographic standard for Dante’s
Commediaand the live-action pageant of Palm Sunday, bothwbich intertextually and
intervisually exist within PetrarchBriumphus Eternitatis Let us recall that the only reference to
Palm Sunday within th&riumphus Eternitatiss the implicit mention of the poem’s historical
setting (line 40}>" Given Petrarch’s indebtedness to Danfea@adiso XXIII-XXIV and, by
extension, to its indirect references Rargatorio XXIX, as well as to Petrarch’s reading of
Boccaccio’s adaptation of the Ezekiel-Dantean dtaimagery already present within the artistic
canon of Dante’s “Earthly” and “Divine” Paradisesbtled with the collective memory of street
pageants referenced therein might enhance our eapsion of the iconographic choices

156 Dante Paradisq 462;Durling and MartinezParadisq 473.
157 petrarch, 555.
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Fig. 5. Anonymous ltalian MasteFriumph of Eternityfifteénth- century, woodcut engfavirfg.om thelllustrated
BartschVol 24. Image via Artstor.

included here. Moreover, artists’ representatidrBetrarch’s triumph of Eternity seemingly
embrace an interpretive key similarly informed lmekel's prophecies.

There are several figures present in Dante’s téwd veappear in the triumphal chariot
scene of th@riumphus Eternitatiswith the images of the four symbols of the Evdistetaking
center stagé>® Petrarch’s visual synthesis of Dante’s and Bode&camages evolves implicitly
in the Triumphus EternitatisThough the apparatus of the chariot is the momtment object
within the scene, the presence of the four symbbtee Evangelists in front of the cart, and at
times, as the agents who pull the cart, visuallyobges a reconstruction of Petrarch’s reading of
Boccaccio’s reading of the Ezekiel-Dante hybridt.chrstead of emphasizing the movement of
the wings of the four figures, as per Ezekiel'sions the visual artists further transfigure the
hybridity of thetre coronechariot image to suggest that it is only througielgel's four faced
figures that the cart transporting God may advancgpace and time. In fact, the majority of

158 Aldo S. Bernardo in hi®etrarch, Laura, and the Triumplfalbany: State University of New York Press, 1974)
discusses the similarities to Dante’s chariot fi@angatorioin the visualizations of th&rionfi (144).
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images do not show wheels attached to the caerindf further visual parallels between Ezekiel’s
depiction of divine motion and the images assodiat&h Petrarch’sTriumphus Eternitatis
Through the visual insertion of the chariot inte ilmagery, a symbiotic dialogue between word
and image occurs, whereby the poets’ readings @famother’'s works inform artists’ readings of
those same poets in their works.

Given that there is an intertextual exchange beatwBante’s and Petrarch’s poems,
viewers are called to consider that there mayladsan intervisual exchange among representations
of the Commediaand theTrionfi that informs the mutual reliance on previous Glais
iconography for each distinct scene. Upon compated riumphus Eternitatisvith manuscript
illuminations of Purgatorio XXIX (fig. 6), in the Dantean woodcut, we notideat the the four
Evangelists are located in front of the triumphla&riot, similar to how they are positioned in
visualizations based on Petrarch’s text. Withirs tkbodcut, the viewer sees the empty chariot,
pulled by the gryphon, in the upper left hand carfienked by the cardinal and theological virtues.
As the chariot moves across the grassy landscageddante and Virgil, identified by the “D”
and “V” overhead on the right side, the viewer atss the figure of a glowing Beatrice floating
above the scene. In the foreground on the left gsidbe river Lethe are, once again, Dante and
Virgil, now accompanied by Matelda and, who thedexeknows to be Statius, while the opposite
bank shows a truncated rendition of the twenty-fedlders who lead the charge.

heolovisrrernoanmin brs v L =
Fig. 6. Woodcut oPurgatorio XXIXin La CommediaVinegia: Petrus de Plasiis, 1491. BANC f118.V3R8.1d.

Image by author with permission from the Bancrafirary, UC Berkeley.
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While the Evangelists are not the agents who dyrqutll the chariot—since Dante’s
gryphon is the figure that carries out this roleha text—the presence of the Evangelists in front
of or leading the cart, as Dante’s use of Ezeke&hadnstrates, communicates the cart’s mobile
engineering and its role in the text. The shapthefchariot structure, as well as the addition of
flora, further heightens the visual elements pregethe Petrarchan woodcut. As both of these
woodcuts derive from Florentine workshops, it oagmin alludes to a probability of simply
reutilizing previous discursive materials to convexts which might have similar subjects,
though, in the case of tAgiumphus Eternitatisthis is only part of the story.

In other instances of thEriumphus Eternitatisartists do depict a chariot where, rather
than indicate that the Evangelists acted as thetageilling the cart, they insert images of angels
and Saints as the locomotive forces. Girolamo denfona, a manuscript illuminator initially
working in the Northern Italian courts of Ferraralavlantua®® presents a chariot procession for
his cassonegpanel from the 1460s (fig. 7). Given the approxamdating and the presence of two
coats of arms—one for the Gonzaga family locatatiiwithe image for th@riumphus Fame-

,160 this cassone was probably commissioned by the ufiklantua, Ludovico I, for the
marriage of his daughter, Dorotea to Galeazzo Mafiaza, the Duke of Milan in 1466 God,
seated on a throne and encircled by flames, ispudled by a group of human-like figures. Based
on the fact that these figures appear with halesgrdimg their heads, we can assume them to be
members of the “armies of Christ” or for Petraritig “piu fidi compagni.” However, the symbols
of the Evangelists remain in front of the “compagmore accurately conforming to the previous
established visual ideation fBurgatorio XXIX.

In this particular case, the remainder of Dante&ggant biblically references the
Apocalypse. Through another interpretation of Egékifinal vision of the return of God to the
Temple of the New Jerusalem (Chapter 43), Dantedatlly alludes to the coinciding of Palm
Sunday with the Annunciation celebration and lagaffirms this implicit interpretation by calling
to Beatrice asBenedictus qui veriigline 19).162 The overwhelmingly bright rays of light that
exude from God, as well as the angelic figurestpdim the hues of red, orange, and yellow that
surround God, call to mind the sky-painting candiedlan Dante’s procession. This image further
calls upon Ezekiel's account of God “gleam[inghafiber” on his sapphire throne. (Ezekiel, 1:26—
28)163 Both the pageants dPurgatorio and Palm Sunday function as the intertextual and
intermedial sources for Christ’s Triumph Raradiso XXII-XXIV and offer another means for
viewing objects which depi€turgatorioXXIX and as a result, thEriumphus EternitatisThrough
these intermedial points of contaattangible image of triumph that was already embddd the
cultural, social, and visual memory of the time egas in thelriumphus Eternitatis

The most apparent evolution of this intermediallatjae lies in the development
surrounding the chariot. Similar to the manner imch the chariot evolves out of the vision of

159%Gijrolamo da CremonaThe J.Paul Getty Museum, https://www.getty.edutaliéction/artists/3302/girolamo-
da-cremona-italian-active-about-1450-1485/ (acabdéarch 18, 2022).

160“The Triumphs of Love, Chastity, and Death andThiemphs of Fame, Time, and Divinity,” Denver Art
Museum, https://www.denverartmuseum.org/en/edutdtfjgimphs-love-chastity-and-death-and-triumphswéa
time-and-divinity (accessed March 18, 2022).

161 Christopher H. Johnson, David Warren Sabean, Sifemscher, and Francesca Trivellato, etisansregional
and Transnational Families in Europe and BeydNeéw York: Berghahn, 2011), 58.

162 Dante Purgatorio, 510.

183 Tanakh 894.
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Fig. 7. Girolamo da Cremon@riumph of Eternityc. 1460, oil on panetassoneDenver Art Museum. Image via
Wikimedia Commons.

Ezekiel in Dante into the hybrid “carro/carrocciaéross Boccaccio’s and Petrarch’s texts, the
chariot that appears in the Petrarchan imagesitiscts a hybrid synecdoche of the parts of
Ezekiel's vision and the contemporary feast dayepats. The chariot itself—a gold, four-wheeled
structure designed either with physical wheels dhwhe Evangelists/’compagni” pulling the
cart—is a flat-topped structure supporting the fiigaf God. While the previous two examples
demonstrate Christ in majesty via the mandorlanflamed, there is another iteration where the
Trinity appears as the form of the crucifix (fig). &et us examine Francesco Rosselli’'s, the
principal engraver in Florence during the 1480s B®Ds, engraving of thiriumphus Eternitatis
for a printed edition of th&rionfi. As a student of Francesco di Antonio del Chiepashaps this
book was also commissioned by a member of the Métialy.

In Rosselli’'s engraving, the viewer visualizes Hane basic structure of Girolamo da
Cremona’scassoneén which the chariot platform is pulled by thedificompagni,” now with the
symbols of the Evangelists leading the brigadeh&athan depict contemporary flora and fauna,
the sky shows the sun and the moon juxtaposedthatidesert landscape of Earth below the feet
of the pilgrims. However, in the center of the fdah rests God the Father, holding God the son
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Fig. 8. Francesco Rosselliiumph of Eternityfifteenth century, woodcut engraving. The Britidoseum. Image
via Wikimedia Commons.

(i.e. Christ) on the cross, with the Holy Spiritvedocated between the two figures. Surrounding
this figural group are angels, with their wingsnomg a rose like shape.

While theTriumphus Eternitatiserves as the spirit for the whole of Dante’s pag&om
both Purgatorio XXIX and ParadisoXXII-XXIV, it is possible that visual artists inged the
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form of the Trinity to reproduce the crucifix fortihhat Dante’s procession takes as it moves along
the Edenic rivers. Moreover, when the Trinity appesith Christ on the crucifix held by God the
Father, the viewer recalls that Christ is the “SohGod, and through His sacrifice becomes the
supreme triumphator. This emblem emphasizes thesagesof Palm Sunday and recalls the
“Osanna” and crucifix that would have been carmening the feast day festival. Rather than
portray a linear pageant, the artists condenséhesgize, and reproduce a non-linearly perspectival
image of the hybrid pageant as it evolved from Bdhtough parts of Boccaccio’s and Petrarch’s
poems.

It is worthwhile to note that, once again, not oigythere a textual reference but also a
visual precedent for the Trinity’s constructionaasrucifix in other images for Dante’s text, this
time forParadisoXXXI (fig. 9). While representations of the Trigiin this manner were standard
parts of Christian iconography at this point, iisthstance, the inclusion of the crucifixion Ttini
encircled within the celestial rose looks identitalthe placement of the crucifix in the visual
Triumphus EternitatisWithin this woodcut, the viewer witnesses twoufigs, labeled “Saint
Bernard” and “La Madonna” located below a seriesiafles placed together to form a floral like
shape. On the ground next to these to these twoeligs a contemporary cathedral. Within each
smaller circle is a soul turning toward the cenitredge of God, holding Christ on the cross, with
the Holy Spirit Dove in between. The celestial rasdlanked by various hatches to create a
glowing appearance while Beatrice, Dante, and Semtardo gaze toward the bright figuration.

e e
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oParadiso XXXlin La CommediaVinegia: Petrus de Plasiié, 1491. BANC f118.VaR81d.
Image by author with permission from the Bancrafirary, UC Berkeley.

Fig. 9. Woodcut
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Since this is the moment in Dante’s text in whichaBice explicitly ascends to her
“proper” place, the visual continuity between tieages forParadiso XXXI and those of the
Triumphus Eternitatiseinforces the Christ-Beatrice-Virgin-Laura conn@ctand subtly calls to
mind Laura’s literary triumph in the final passag¢hecanta Through the combination of textual
and live-action sources, the visuals of Petrarpb&m align with the artistitriumphus Eternitatis
within the visual iconographic Christian and Danteznons of the time, bringing before the
viewer’s attention the intervisual-intertextual igi@ation that gave initial shape to Petrarch’s
poem. The subtle nuances in the images allow tiegtéxtual and intermedial sources to shine
through Petrarch’s complex vision of Eternity.

CONCLUSION

Itis Dante’s initial call to Ezekiel iRurgatorioXXIX and Boccaccio’s interpretation of the Dante-
Ezekiel chariot that sets Petrarchisumph of Eternityn motion. Since Petrarch does not provide
an inherently visual analysis of Eternity, it wasewhat challenging for visual artists to faithyull
illustrate theTriumphus Eternitatisn a directly recognizable manngéf. Although Petrarch’s
Triumphus Eternitatis features many complex negotiations of standard s@iagical
significancé® generally afforded to the concept of “Eternit§®’ the implicit references
underlying this triumph visually imagine it as azeKiel-inspired spectacle. lIllustrators of
Petrarch’s text may choose to rely on previoustgtdshed, iconographic imagery of “Paradise”
from both Dante’s text and images of iemmedia By examining the shared intertextual and
intermedial clues that derive from Ezekiel’'s projtheision and the contemporary feast day for
Palm Sunday and the Annunciation, and which reappéaante’sPurgatorioXXIX, Boccaccio’s
’Amorosa visione Dante’s Paradiso XXII-XXIV, we might better grasp the richness of
Petrarch’s textual and visudriumphus Eternitatis In doing so, we might also reinforce the
symbolic meaning of the images, align Petrardmienfi with Dante’sCommediaand bolster the
intertextual, intervisual, and intermedial connexati between medieval poetry and contemporary
pageantry.

164 Carrington, 440.

185 Bernardo, “Petrarch’s Attitude toward Dante,” 608.

166 pamela WilliamsThrough Human Love to God: Essays on Dante ancaRet(Leicester: Troubador Publishing
Ltd., 2007), 110.
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CHAPTER TWO

Boccaccio’s Pisan Allegory of “Death” in Petrarciisumphus Mortis

From the thirteenth to the fifteenth centuriegriry and visual representations of Death rose in
both number and popularity. New social, politieald economic conditions, such as those initially
sparked by the Black Death of 1348, brought tha mfeDeath to the forefront in the minds of late
medieval and early Renaissance European individurgdiglly seen incorporating one of the Four
Horsemen of the Apocalypse from the biblical tradit the early thirteenth-century image of
Death—as either a clothed woman or a skeletongidmhorseback—offered artists a compelling
model into which to visually embed the concerns might face in preparing to transition to the
afterlife. While each region devised their own &gy for how to portray Death, it seems that
Italy—more than other areas—expressed some of dnieest iterations of the notion of the
impending, unavoidable image of Death: the “TriungghDeath.” The “Triumph of Death”
demonstrated the role that Death plays in the ¢temdence of the soul out of the physical body
into the spiritual world and Last Judgment of GOftentimes situated in church complexes, such
images served important purposes for large publiiemces, as well as within the space of public
funerary processions. The “Triumph of Death” imag&er waned, but rather, followed suit and
conformed to the changing attitudes of post-Blaelafd life in Italy. In particular, artists turned
to one poignant literary source for inspiratiomew visual conceptions of the “Triumph of Death,”
Francesco PetrarcaBriumphus Mortis(c.1369). This chapter will trace the evolutiomprh
thirteenth-century processional displays of deatshfifteenth-century visual depictions of
Petrarch’sTriumphus MortisThis civic-artistic dialogue reflects, more brbadh the intertextual
and intervisual influence traceable among Petrarthonfi, Giovanni Boccaccio’$ Amorosa
visione(c.1342), and the fresco known as freimph of Deattby Buonamico Buffalmacco in
the Pisa Camposanto (c.1336-1340) (fig. 10).

With the Black Death and various plagues thereafteading to the demise of hundreds
of thousands of victims across the Italian penmsutame a heightened attention to the swiftly
destructive, unforgiving nature of Dedtlin response to the overwhelming number of lives, lo
modifications to public funerary processions andummng rituals altered and adapted to
accommodate new attitudes that placed less valueoooring the dead. These adjustments to
funerary public pageantry were reflected in theréity and visual cultures of the time. Since
funerary processions and mourning rituals remac@wdmon practice throughout the Tre- and
Quattrocento—though they were altered slightly mgithe years surrounding the Black Death—
it is evident that aspects of live processions aifarmed Buffalmacco’s painting, Boccaccio’s
“Triumphs of Death and Fortune,” and Petrarch’sattn of theTriumphus Mortis

It is especially clear from reading tlbecameronthat Boccaccio was familiar with both
the pre-Black Death rites and rituals and the charigought about by the plague. Rather than
claim that Boccaccio’s interest in the “Triumph@éath” in theDecameroris strictly a result of

I Throughout the fourteenth century, plagues andtilemza” (pandemic, in general), repeatedly stiiekcity of
Florence. From 1340 through 1527, there were at ldaeteen additional outbreaks, including thgpés of 1361
and 1363. See Francesco RondineliRslazione del Contagio Stato in Firenze L'anno 163®33(1634).
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Fig. 10.Buonamico BuffalmacccThe Triumph of Dea, 133¢-1340, frescoCamposanto monumentale, Pilmage via Wikimedia Commor



the the presence of the Pisa Camposanto, | wihéarshow that Boccaccio’'s engagement with
funerary rituals informs hisimorosa visionehis viewing of the Pisa Camposanto, and his later
Decameron This fusion of live-action pageantry and the waistirriumph of Death” textually
present in theAmorosa visioneand theDecameronallows Petrarch to further synthesize and
subtlety mirror hisTriumphus Mortison Boccaccio’s model. In doing so, Petrarch’s igénd
mediation of Boccaccio’s “Triumph of Death” brouditure artists to consider intertexual and
intervisual clues from Buffalmacco®iumph of Deattand Boccaccio’s literary oeuvre, but also
to draw upon their knowledge of contemporary funepageants.

There has been considerable debate concerningtéréextual and intervisual relationship
between BoccaccioBecameror(c. 1353)and the Pisa Camposanto fresco. While Liliane Brion
Guerry, Lucia Battaglia Ricci, and Lina Bolzoni aegthat the Pisa Camposanto dates to 1336-
134¢ and thus served as a visual influence for Boceaxaescription of the plague in the
Decameron’dntroduction to Day |, as well as for the authat&piction of theérigata within his
macro-text structure, no scholar has yet investjahe relationship between Buffalmacco’s
Triumph of Deatrand Boccaccio’s representation of the “Triumph®eéath and Fortune” in his
’Amorosa visioneThis essay will demonstrate how and why the meatial dialogue between
Boccaccio’s and Buffalmacco’s respective represemsa of Death resurfaces in Petrarch’s
Trionfi, a text which includes Death as part of the pihgpoet’s triumphal procession toward
Eternity. It is my intention to show that it is $htlose relationship between the Pisa Camposanto
and theAmorosa visionebeth precursor texts to thErionfi—that Petrarch intertextually and
intermedially refers to within higriumphus Mortis.

In all likelihood, Petrarch did not begin tfieionfi until roughly 1352; the poet completed
his Triumphus Mortisaround 1369, well aftethe PisanTriumph of Deathfresco and both
Boccaccio’sAmorosa visionandDecameror? Similar to Petrarch’s other allegorical figuresian
triumphal “parades” located within his vernaculaem,| Trionfi, Petrarch offers few visual clues
for how to represent the personification of Deatll gives no indication of a historical pageant or
parade for Death. Rather, his text, which is digigto two parts, focuses on Death’s “conquering”
of Laura-Chastity Triumphus MortisPart 1) and a dream-within-a-dream conversatidwéen
the pilgrim-poet Petrarch and his love, Laura,ss sow embraces her second role as the poet's
spiritual guide toward God’s Eternitiffijumphus MortisPart 11)# Yet, while all images of the

2 Liliane Brion-GuerryLe Théme du “Triomphe de la Mort” dans la Peintut@ienne(Paris: G.-P. Maisonneuve,
1950); Lucia Battaglia RiccRagionare nel Giardino: Boccaccio e i cicli pittoridel Trionfo della MortdRome:
Salerno Editrice, 2000); Lina Bolzortia rete delle immagini. Predicazione in volgareldalrigini a Bernardino

da SiengTurin: Einaudi, 2002). Though most scholars todaw agree that the “Triumph of Death” in the Pisa
Camposanto is the work of Buonamico Buffalmacconfrround 1336—1340, we cannot ignore Millard Maiss’
seminal workPainting in Florence and Siena after the Black Dedthe Arts, Religion, and Society in the mid-
Fourteenth CenturyPrinceton: Princeton University Press, 1978wiich he attributes this work, which he dates
to 1350, to Francesco Traini and argues thatahiexpression of changing attitudes and reverdistyle due to the
Black Death.

% The circulation history of thAmorosa visionén relation to Petrarch'$rionfi is the subject of much debate. While
previously scholars had thought fheéonfi predated thédmorosa visioneGiuseppe Billanovich, Vittore Branca,
and Martin Eisner argue that tleonfi came after thémorosa vision€Billanovich, 1946; Branca, 1976; Eisner,
2007). For my chapter, | will follow the argumerntsed by these three scholars and suggest thatitvdi follows

the Amorosa visioneFor a brief overview of th&rionfi and visual iterations thereof, see Esther Nyhoks'say,
“Triumph as a motif in the poems of Petrarch anddntemporary and later art,” Medieval Iconographgnd
Narrative: A Symposiuneds. Flemming G. Andersen, Esther Nyholm, MaraRowell, and Flemming Talbo
Stubkjeer (Odense: Odense University Press, 1986997

4 John Finlayson, “Petrarch’s ‘Trionfo della Mortid the ‘Somnium Scipionis’Romance Notek5 no. 2 (Winter,
1973), 391; Aldo Bernard®etrarch, Laura, and the Triumplidlbany: SUNY Press, 1974), 122; Roberto Andrea
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new idea of the “Triumph of Death” are labeled watinect references to Petrarcisumphus
Mortis, or exist within a larger six-part paintedssoneor illustrated manuscript for thErionfi,
each image portrays a chariot participating inaession-like format for Death’s “triumph.” This
begs the question, how do the new “Triumph of Demtlages appear in dialogue with Petrarch’s
Triumphus Mortis and from where do the painted elements that ateexplicitly present in
Petrarch’sTriumphus Mortis such as the chariot, derive? By synthesizingethpsvious visual
and discursive models, the viewer may reconsthetatlegory of Death in visualizations of the
Triumphus Mortis

The details from the intermedial dialogue amongf&8afacco, Boccaccio, and Petrarch
continues to shape visual depictions of Petrar@h'smphus Mortis beginning in the fifteenth
century. Since the images of theonfi, and in particular th&riumphus Mortisbegan in and were
extremely popular throughout the Quattrocento, Il @onclude by showing how the technical
models offered by engineering treatises, such asal@rlaccola’®De ingensigc.1433) were in
dialogue with and demonstrate a mutual intereatticulating a mobile object or pageant. Though
Taccola’s text did not include a funerary pagehid treatise does feature visual representations
of both a wagon or cart and the ox used to pulictrg, turning the apparatus of the live-action
contemporary funerary procession into a standasdersatic image that seeks to reflect the
mobility inherent in the procession witnessed dyitime mourning ritual. Taccola’s drawings thus
may inform our understanding of how artists andireeys alike attempted to transcribe a three-
dimensional procession onto a two-dimensional spaddle preserving the message
communicated in the live-action model. In this ¢dbe mutual model is the funerary cart, and in
Petrarch’sTriumphus Mortisthe message is the earlier intermedial and artdoylaTriumph of
Death.” Such intertextual, intervisual, and intednaé dialogues across civic life, art, and poetry
provide compelling exempla for communities striviogovercome the uncertainty of Death and
the fear of disease during particularly precarioigsorical times.

FUNERARY RITUALS AND DEATH IN THE FOURTEENTH AND FFTEENTH
CENTURIES: PRE- AND POST-BLACK DEATH

Though generally following a prescribed order, fiamg rituals and death rites in late medieval
and early modern ltaly varied by city or region atthpted with the uncertain socio-economic,
environmental, and political climate of any giveroment. At the same time, the previously
established practices of funerary rites from theiemt world seemed anachronistic for the late-
thirteenth-century audienéeThroughout the Due- and Trecento, death becanighdyrsacred

and spiritual practice that transformed privategldigs of grief and mourning into opportunities

Lorenzi, “L'antropologia Cristiana nel “Triumphusdvtis” di Francesco Petrarca,” {Noi spregieremo adunque li
denar...” Danze macabre, Trionfi e Dogma della Mpgds. Mino Scandella, Roberto Andrea Lorenzi, @&#hr
Ferri Piccaluga, Gianfranca Martineghi RossettijlaaMoreschi, and Fulvio Sina (Brescia: Pisogn@22012. In
dividing theTriumphus Mortignto two sections, Petrarch hints at the notiat theath is both a singular moment in
time and a “moving” element that launches one’sijey toward Eternity. This idea is not new, andoae trace

this within Dante’sCommediaand the “death” of Beatrice, BoccacciAmorosa visioneand Fiammetta's “death,”
and ultimately within Petrarch&rionfi.

5 Diane Owen Hughes, “Mourning Rites,”Riti e rituali nelle societa medievadds. Jacques Chiffoleau, Lauro
Martines, and Agostino Paravicini Bagliani (Spoleé@@ntro Italiano di Studi sull’alto Medioevo, 19925.
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for public viewing® To incorporate both public and private means afdnimg the dead and to
ascribe both civic and sacred values to the mogrpmocession, funerary rites consisted of two
parts: the procession to the church (the funerad)the mass within the church (the requiem). The
funeral, which took place throughout the city stseseparated mourners based on their social
status, emphasizing the divide between social ekaasd gendef.Within the procession were
distinct clusters. The first half of the paradeluded members of the clergy, whose presence in
the parade visually communicated the physical ‘ldeaitthe body and the passing of the soul into
the afterlife. Following the clerics were individsidbearing flags, banners, swords, shields, or
emblems representative of the family of the deatasethe center of the procession stood the
figure of most importance—the corpse—that appealeahly dressed and heavily ornamerited,
slowly transported through the streets on an oxgleg wagon or funeral bi€rThe final section

of the procession included the mourners, the mesntiethe family, neighbors, and professional
acquaintances of the deceasedrorm followed function in the placement and ordérthe
procession; the ritual publically put on displag tankings of social order and the civic contours
of a sacred pageatit.Per the ritual, the procession would “pause” maiady as the requiem
took place, before proceeding from the church &fthal burial site as a unique form of civic-
spiritual spectaclé&?

Though the funeral was a “private” event made “pybhot all members of society could
participate in every part of the funeral. Over tmirse of the medieval period, the ritual of
mourning became a rigidly gendered practice. By712mnhale mourners could no longer
demonstrate public displays of grief and were,eadt expected to behave as poised, dignified
members of societ} For a short time, women were permitted to cryubljz; however, by the
mid-fourteenth century women’s expression of lanveas limited to private quartet$Prior to
the funeral, women helped prepare the corpse foalpbut were forbidden from participating in
the procession to the chur€hwomen could stand outside before the beginnirtgeparade, but
could not accompany the men or the participantisariuneral march to the church. It was expected

6 Bartolomeo del Corazz®jario Fiorentino (1405-1439)ed. Roberta Gentile (Rome: De Rubeis, 1991),29-3
Paul Binski,Medieval Death: Ritual and Representatidondon: British Museum Press, 1996), 30; Peter F.
Howard, “The Aural Space of the Sacred in Renaiss&torence,” irRenaissance Florenceds. Roger J. Crum
and John T. Paoletti (Cambridge: Cambridge UnitgRiess, 2006), 381.

7 Sharon Strocchid)eath and Ritual in Renaissance FlorergBaltimore: The Johns Hopkins University Press,
1992), 6-7.

8 lbid., 7-8.

° Brion-Guerry, 85-91; Pierroberto Scaramella, “Ttady of Triumphs and of Contrasts,” Mumanas Fragilitas:
The Themes of Death in Europe from th& C&ntury to the 18Century ed. Alberto Tenenti (Clusone: Ferrari
Editrice, 2002), 54.

10 Strocchia, 7-8.

11 Edward Muir,Civic Ritual in Renaissance Veni(ferinceton: Princeton University Press, 1981); &alj Crum
and John T. Paoletti, “Introduction: Florence- Thghamics of Space in a Renaissance CityRé@naissance
Florence,2.

12 Kathleen M. Ashley, Wilhelmus Norbertus, and Matiasken, edsMoving Subjects: Processional Performance
in the Middle Ages and the Renaissa(loseds: Brill, 2001), 11.

13 Hughes, 26; Natalie Tomas, “Did Women Have a Spade Renaissance Florenc815. Though painted scenes
of mourning, in particular Biblical subjects suchtheCrucifixion or Lamentationjnclude both men and women,
this could be due to the fact that the narrativerhcch the painting refers details specific men amdnen
participating in that event. These images oftenevilerchurch complexes and thus would have beenlsebnth
men and women during the requiem.

4 Tomas, 315.

15 Binski, 52; Strocchia, 51.
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of women to remain on separate benches along des sif the streéf. Once the funeral began,
women went inside their homes to mourn privatellgibe@ closed doors so as not to disturb the
public with their cries of grief’ The absence of women in the “public” sphere aedt #eclusion
from certain rituals within contemporary society-esffically those in which women would,
indeed, be expected to mourn—speaks to women’sinaugpcial status® Though the funerary
rites and rituals evolved over the course of themsuries, Boccaccio’s and Petrarch’s poetic
works refer to the seemingly unaltered attitudegtas the roles of female mourners.

While the public funeral procession evolved asr&tt a male-dominated space and
practice, the requiem, on the other hand, offerswee inclusive sense of community through its
emphasis on death as the great equalizing forcengralb Christians. The focus of the requiem
was on those who survive the deceased—the kinamidyf members, including women—whose
actions would determine the continued legacieshefloved ones they had 1d8tSince women
were present during the requiem, their clothingvegras a visual sign of grief: women’s
headdresses were often colored bickyhich allowed women to participate visually—if
inaudibly—in this “private” ritual made “public.”

Unsurprisingly, the Black Death of 1348 disruptedcim of the civic and sacred ritual
aspects of honoring the deceased, temporarilyiraitghe status of the dead themselves. The
Introduction to Day | of Boccaccio’'®ecameronillustrates what some of these historical
alterations involved! The narrator reports that the Black Death forbedcommunity of Florence
to reassess the nature and value of funerary pesctind rituals within the city, out of sheer
necessity and concern for public health. Boccagores a long and detailed description of the
shifting attitudes toward death, in which he ndked funerary pomp decreased and,

Le quali cose, poi che a montar comincio la feeodilla pistolenza, o in tutto o in
maggior parte quasi cessarono e altre nuove ilué@o ne sopravennero. Per cio
che, non solamente senza aver molte donne da tonwan le genti, ma assai
n'eran di quegli che di questa vita senza testimtrapassavano...Né erano per cio
questi da alcuna lagrima o lume o compagnia oth@uazi era la cosa pervenuta a
tanto, che non altramente si curava degli uonané morivano, che ora si

curerebbe di capre.
Decameronintroduction Day B

According to Boccaccio, decaying bodies inundakedstreets of Florence. People piled not one,
but several bodies on top of each other onto therl bier. What is missing from Boccaccio’s
narration is any mention of the particularly eladerclothing or advanced preparation that had

16 Strocchia, 10.

7 Ibid., Aldo Bernardo, ed. and trangrancesco Petrarch: Letters of Old Age X-X\(New York: Italica Press,
2005); Tomas, 315; Francesco PetraRms Seniles: Libri XlIlI-XV]leds. Silvia Rizzo and Monica Berté (Florence:
Le Lettere, 2017), 20Retrarch agreed with this idea of women no longexiling” in public. In his letter to
Francesco da Carrar@dnilesXIV.1, 245-248) in 1373, Petrarch advocates timdtrenorable society and worthy
government” should enforce that women remain inhibi@e and not in public places.

18 Strocchia, 11.

19 |bid., 7, 24.

20 Hughes, 33. Strocchia, 7, 24. Hughes also notgstburning clothes for women, in particular thpseces for
widows, were meant to humiliate women within thélpuspace.

21 Meiss, 65; Strocchia, 57.

22 Giovanni BoccaccidDecameroneds. Amedeo Quondam, Maurizio Fiorilla and GialacAlfano (Milan: BUR
Rizzoli, 2017), 173-175.
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once been customary in mourning rituals. Womenongér were responsible for tending to the
bodies of the deceased, thus permitting gravedsgigemove the body from the street to the bier
and treat the corpse as if it were not all thatintisfrom a dead goat, “che non altramente sivara
degli uomini che morivano, che ora si curerebbeagie.?? The plague’s rapid, sheer devastation
of Florence occurred at a pace incompatible withdtandard practices designed to mourn and
prepare the dead. Civic and sacred processionalsitiminished during times of contagion in
form and number, reflecting the need to economim@dn life; the most accessible method of
honoring the dead was through the use of commuaauments erected to recall a collective loss,
rather than through individualized ceremorfies.

However, immediately following the Black Death, thewas a return to splendidly
ornamented displays within funerary pageants, ewere so than was evident in the decades
leading up to the plague. Such ornamentation irdwbjects such as candles, bier cloths, horses,
and an array of material goo#fsThis revival of funerary processions was, in pdwe to the rise
of social mobility and the redistribution of weatth At the same time, however, contagion’s mass
destruction innovatively transformed both readimg &iewing practices where art imitated the
anxieties and devastation experienced in?fif€éhe return to a more public, traditional funerary
ritual ingrained several key iconographic imagesnemento moriinto the cultural memory of
the Quattrocento, such as skulls, skeletons, reaped scythes. Rather than solely serve funerary
processions, these objects invoked a communal methat, when referenced in a painted or
literary work, recalled at once the collective \adability inherent in mortality and the everlasting
bond between the living and the dé&dhe reliance on public displays of funerary preoass
allowed Boccaccio, Petrarch, and later visual @rtrgishing to represent Petrarcifaumphus
Mortis, key points of reference for their imagined andalized “Triumph of Death.”

THE “NON-PETRARCHAN"TRIUMPH OF DEATH

The Due- and Trecento mark a shift in the visutd drat reflected new reading practices of the
medieval period. Large-scale public paintings nogkr merely portrayedistoria, but evolved
into narrative “fiction,” or allegory, intended tuffer exemplaand to serve as a bridge between
form and meaning, stimulating active interpretation the part of the viewéP. By the

2% |bid., 175; Strocchia, 51.

24 Samuel Cohen Jr., “Burial in the Early RenaissaBoecities in Central Italy,” irRiti e rituali nelle societa
medievalj 44-45.

25 Boccaccio, in his letter to Zanobi da Strada &3 & pistle VIII), remarks on the lavish funeraityial prepared
for their mutual friend, Lorenzo di Niccold Acciaili See Giovanni Boccacci@pere Latine Minoried. Aldo
Francesco Massera (Bari: Gius, Laterza & Figli,&)92

26 Strocchia, 55-57.

27 Meiss, 65. Leading up to the Trecento, tombs wetdavishly decorated but might have showcasduwbed
portrait of or inscription about the deceased. Théctice diminished during the medieval periodylag most
tombs anonymous and non-descripansiimages, or images representing different aspdadsath and the
decaying process, primarily existed in France aathtany and did not become a prominent aspect ldrita
funerary monuments until after the sixteenth cgnt8ee Philippe Aries)Vestern Attitudes toward Death: From the
Middle Ages to the Prese(Baltimore: Johns Hopkins University Press, 1975).

28 Strocchia, 31-32.

2% Hans Belting, “The New Role of Narrative in Pulflainting of the Trecento: “Historia” and Allegonitudies

in the History of Artl6 (1985), 154-155; Hans Belting, “Das Bild als TéXandmalerei und Literatur im Zeitalter
Dantes,” inMalerei und Stadkultur in der Dantezeit: Die Argemtation der Bildereds. Hans Belting and Dieter
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Quattrocento, there was already a visual subjemivknas the “Triumph of Death” woven into the
cultural memory of Trecento Italy, through whichdances engaged with ideas associated with
life, death, and the afterlife. The earliest imagesVestern Europe that depict the idea of the
macabre and personifications of Death are fronetith-century Italy? The idea of the macabre
arose out of the court and chivalric tradition oédrerick 1l and his interest in the portrayal of
Death as a universal force against “Everyniatiiat exuded throughout twelfth-century French
texts such as Helinand de Froidmeritess Vers de la Morand Robert GrossetesteZhateau
d’Amour.3?2 These images focus primarily on the “Legend offtheee Living and the Three Dead,”
exemplified in the fresco located in the churclBahta Margherita in Melfi from 1225 (fig. 1%).

i »:5;-?.";,-"..-;-;,. A s
e dei tre mortihirteenth century, fresco. Chiese rupestre di&s&argherita, Melfi.
Image via Wikimedia Commons.

Fig. 11.Incontro dei tre vivi

Blume (Munich: Himer Verlag, 1989), 39; Anne DunJépllegory, Painting and PetrarchWord & Image24 no. 1
(2008), 83-84. For more on the question of allegseg Theresa Holler®enseitsbilder: Dantes Commedia und ihr
Weiterleben im Weltgericht bis 15QDeutscher Kunstverlag (DKV)), 2020.

30 Binski, 158; Scaramella, 26.

31 bid., 148.

32 Scaramella, 26.

33 Brion-Guerry, 45-57; Binski, 158; Scaramella, @8iristine M. Kralik, “A Matter of Life of Death: Fans,
Functions and Audiences for ‘The Three Living alnel Three Dead’ in Late Medieval Manuscripts,” PBiBs.,
(University of Toronto, 2013), 6. Early criticaltemtion to this legend traced its connection tanEheand English
literary and visual contexts (Kastner,1852; Glixelb14; Rotzler, 1961), yet this was contestedPlairo Vigo
(1901) and later disproven by Brion-Guerry and fell Rosenfeld (1954). Binski notes that medievastaralso
chose to include the personification of Death eheit by various vices, such as pride and humilitys figuration
would match their location and appearance on FettiWheel, further indicating the close relatiopshétween
Death, Fortune, Pride, and Humility (146).
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Historian Pietro Vigo suggests that the legendinaiggd from a twelfth-century version of
the Cum apertam sepultura®i The allegory tells of three noblemen pursuing athwhen they
encounter three corpses in open coffins, each septative of different moments in the decaying
process. The living and the dead begin to dialogiile one another, in which the latter offer
cautionary warnings about life’s precariousnesbeédormer. With the assistance of a hermit, who
instructs the three living men to reflect on winegyt have seen, the legend concludes with the hope
that the living will seek to conduct a better ldad thus avoid a similar fate Within the Santa
Margherita fresco, the viewer witnesses three aléenbers of society, thought to be Frederick Il
of Hohenstaufen, his wife Isabel, and their son r@dndressed in colorful clothing, as they
approach two white, emaciated skeletal bodies midiggots covering their abdomefisthough
the fresco differs slightly from the textual moddb+it does not include representations of the
coffins nor hermit’—the allegorical warning to the patron and viewemains consistent with
later Italian and Western European iterations eftdle. The image conveys Death’s presence,
even if Death itself does not feature as a condrgtee in the story. However, as the “Legend of
the Three Living and the Three Dead” and imagethefmacabre became more commonplace,
artists began to insert the personification of Beata central figure within the fresco cy@such
as in the Pisa Camposarifo.

By the fourteenth century, the personified allegofpeath earned its place in the Italian
visual canon as the “Triumph of Death.” There are standard iterations of the early-fourteenth-
century “Triumph of Death.” Some visual translasasf the personification of Death depicted a
figure—either a clothed woman or a skeleton—ridinghorseback, as it moves swiftly across the
painted scene, such as the fourteenth-centurydraisicbuted to Bartolo di Fredi of tHgiumph
of Deathin the Church of Saint Francis in Lucignano (fi)*° Located inside the church,
members of the clergy could gaze upon the figunesiscriptions as they reflected on the

34\/igo, 82; Pavel Chihaidmmortalité et décomposition dans I'art du MoyereAladrid: Foundation Culturelle
Roumaine, 1988), 43-70; Kralik, 3-5. The earliasvirzing copy, which is located in Ferrara, datesf the
fourteenth century.

35 Kralik, 7; Sarah Briggs, “The Three Living and ffleree Dead,Medieval Manuscripts Blodgritish Library,
2014. blogs.bl.uk/digitisedmanuscripts/2014/01ttmee-living-and-the-three-dead.html (accessed U=aipr25,
2022).

36 Scaramella, 26. Though Scaramella argues foreaafdt258-1266, the painting would still be undezderick

II's rule.

37 There are other painted editions of the “LegenthefThree Living and the Three Dead” that do idelgorpses
in coffins and the hermit, such as within the Risanposanto.

38 Scaramella, 25.

39 Outside of the Pisa Camposanto, the legend maisf ot familiar to a Tuscan audience, nor widespirea
Central and Northern Italy. See Hayden B. MaginR&nting in the Age of Giotto: A Historical Reevation
(University Park: The Pennsylvania State UniverBitgss, 1997), 158-163. Another example of theniégan be
found in the Atri Cathedral from 1358-66. See Scwaita, 25. Additionally, there is a Northern Eurape
illuminated manuscript of theecamerorwhich features the “Legend of the Three Living didee Dead” within
the “Introduction.” Se®ecameron (traduzione in francese di Laurent deniRegfait), c. 1460. MS 133 A5-N. f. 3v.
L’Aia, Koninklijke Bibliotheek, Flanders, found iMittore Branca, ed Boccaccio visualizzato: Narrare per parole
e per immagini fra Medioevo e Rinascimer8wols., (Torino: Einuadi, 1999), 238.

49 Though I will only analyze di Fredi’s representat] it is important to note other examples of thistif which
survive, such as thEriumphs of Deatlin Subiaco (Rome) and Palermo, both from the sgtt@tf of the fourteenth
century. See Giuseppe Carta, “L’Affresco del Trindella Morte (1441) nell'Ospedale Grande e Nuaodo d
Palermo,”inll trionfo della morte e la danze macabes. Clara Forte (Clusone: Citta di Clusone, 19913-124
and Scaramella, 25-98.
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Fig. 12. 'I’E’.aartolo de Frediriumph of Death¢.1360s, fresco, Lucignano (Arezzo), Church oﬁSE'rancis'.ﬂlmage
via Wikimedia commons.

underlying message of the Christian mass perforeach week. A student of Ambrogio
Lorenzetti, di Fredi surrounds his protagonist wignious groups of individuals. Behind Death on
her horse stands an elderly crowd of beggars whadgl with Death and directs the viewer’s
attention toward the throng of lifeless bodies dyimder her black horse. In Death’s hand is a bow
and arrow (her scythe safely tucked into her belbjnted toward a group of young noblemen
enjoying leisurely activities and exclaims: “lo nbramo se non di spegner vita/ e chi mi chiama
le piuvolte schivo/ giungendo spesso a chi mi ®iicgrifo.” In the top left hovers the image of
Christ as he warns the youths and the externaleriet the impending power of Death fast
approaching: “O tu che leggi ponchura ai colpictiiéstei chocise me/ cheso signior di/ liThe
scenery surrounding the central action is eitheeddandscape or a fiery red color that could
symbolize an infernal settirfg.

This image of Death mirrors the description of Dea$ one of the Four Horsemen of the
Apocalypse from the Book of Revelations é*&he inclusion of the scythe further enhances the
idea of the apocalyptic death as it representaploealyptic harvest. Given this fresco’s location
on the walls of a sacred space, the emphasis dilbhieal ideal of a “Triumph of Death,” accords
with its function as a religiously didactic tookfine specific congregation of viewers. At the same

41 Lorenzo Carletti and Francesca Polacci, “Transitietween Life and Afterlife: Analyzinghe Triumph of Death
in the Camposanto of Pis&5igns and Socie® no. 51 (2014), 113.

42 Alberto Tenenti, “Introduction,” itHumanas Fragilitas: The Themes of Death in Europmfthe 18 century to
the 18 century 14. There is a fifteenth-century illuminated mseript of theDecamerorwhich features an image
of the “Triumph of Death” within the Introductiothough this time, it accords with Bartolo di Fredihodel. See
Decameronc. 1430. MS It. 63-P, fol. 6r. Paris, BibliothéxMNationale de France, found in Branca, 104.

43 Binski 158; Tenenti, 14.
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time, though, the inclusion of Christ elevates dliegorical nature of the scene where the figure
of Christ personifies the moralizing element andvag as a visual example of the message
conveyed withirf? Death comes for all, including Christ, regardle¢sage, fame, wealth, or
gender.

Much of the imagery, including the reliance on plegyween text and image, intervisually
arrives in di Fredo’s example from Ambrogio Lorettie Allegory of Sin and Redemptidrom
1342 (fig. 13). Unlike his pupil’'s example, LoretiZe painted panel was a free-standing image
that perhaps was part of a larger visual programilé\the precise dating of this image has been
contested? this is among the earliest examples of Death fésaging fury. Across the panel, the
viewer follows a continuous narrative in which Dreaippears three times. On the left, we see
Death inserted into a scene of the “Temptation &atl of Adam in Eve” in which She
accompanies the sinners out of the Garden of Hdkesth does not act alone, but has a companion,
a red winged monster contrasted to her black badybat-like wings, carrying a large scythe.

Fig. 13. AmrgiLretIIego of Sin and ﬁédmpti,orn i3‘42 tempéfa W|th gold on'péﬁévll, Pina
Nazionale, Siena. Image via Artstor.

coteca

Beneath the “Fall,” the viewer encounters the fisinicide and identifies the figures of Cain and
Abel. The Old Testament narratives direct the vigs\egttention toward the central image in which
Death hovers above Christ on the cross. Death migtataims the mortal life of Christ, but also
those once belonging to a large crowd of people atgostrewn around the base of the cross.
Similar to Bartolo di Fredi’'s painting, surrounditige dead are figures representing various strata
of society, from the poor and beggars to womenrg falconer and wealthy elite. Some of the
“living” carry scrolls in their hands, indicatingvaritten message might have once been included
in each space. The final scene offered in the inagthe far right shows a condensed vision of
the “Last Judgment” in which Death, counter to Iight angels dressed in white who raise up
the cross, shepherds the sinners down into thégleptHell. Christ in majesty appears above the

44 Tenenti 36, 40-41.

45 Tenenti and Scaramella argue that Lorenzetti’skwdates to 1330 and is the earliest iteration efittea of Death
personified as a rebellious angel (36). Other sasphowever, tend to agree that Lorenzetti’'s pairis slightly
after the Pisa Camposanto and attribute it to 8494 (Frugoni, 2002; Carletti and Polacci, 114).
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cross, encircled by angels with the Virgin Marylog right and Saint John on his left. The entire
narrative structure is set in a contemporary Itaauntry setting, complete with hillsides and a
medieval stone castle in the background juxtapostddrier desert landscape in the foreground.

Though it is unclear who originally commissionets thanel or what purpose it might have
served, given the subject matter, it was mostyikgbanel for a larger altarpiece and, like di Fsed
fresco, became an emblem representing the alleganiessage offered by the corresponding
Biblical messages heard during the sermons. Thd&agtolo di Fredi’s fresco represents one
narrative to convey the “Triumph of Death,” Loretizeffers a sequential vision of the origin
story of “Death” and Her eternal power. The divisad scenes from “Original Sin,” which brought
about death to all human beings, to the “CrucifiXioand ending with the “Last Judgment”
visually marks the direction in which the viewer shengage with the scene; the left side as the
past or prehistoric time, the “Crucifixion” servig the present or historical time, and the “Last
Judgment” as the future or metaphysical tithe.

Bartolo di Fredi includes the image of Chaster his triumph of death in Heaven and as a
figure who visually speaks to the broader commumtyviewers about Death’s imminent
destruction for all individuals. Lorenzetti’s criigion in the center also functions as a visual go-
between from life to the afterlife. The explicitfio of this scene models the function and purpose
of the medieval shift in no longer painting strydtlistoria but allegory as a means of instilling the
message into the public audierf¢élowever, as the subject represents Biblical hjstoorenzetti
teeters on the boundaries between narrative “iittend reality. By inserting a contemporary
background and modern dress and occupations, likie@aner, Lorenzetti emphasizes the truth-
value of the didactic message offered by the pagntliminishing the “fictive” nature of allegory
and transcribing a past moment into present histbing communal presence of Death repeated
across each scene further underscores the allagoréssage that death is a collective experience,
“leaving no room for individual meanings of deathdathe dying.*® There are no words
decipherable on the scrolls but perhaps quotestinerBible or sermons would have been inserted
here to further reinforce the allegorical messagd® ubiquitous and all-encompassing force of
death. The broader message of Lorenzetti's paredrlgl inspired Bartolo di Fredi's own
imaginative interpretation of thEriumph of Death

While Lorenzetti’'s image is entirely unique, mudhLorenzetti’'s work with thelriumph
of Death derives from one earlier, almost contemporaneoxsmele found in the Pisa
Camposanto. Though the subject of long-standingatgéeland inquiry among scholars, most
scholars now agree that the Pisa Camposamtionph of Death, Last JudgmeatidHell cycle is
by the hand of Buonamico Buffalmacco from 1336-184Buffalmacco’s painted scene follows
alinear, left to right narrative structure frone friumph of Deatho a fresco of theast Judgment
and concludes with a representatiorHeil.>° The placement of the fresco within the tri-partite

46 Carlotti and Polacci, 114-116.

47 Belting, 157-158.

48 Scaramella, 36-37.

49 As mentioned previously, Millard Meiss started tlomversation by positioning the Pisa Camposantmas
exemplar of post-Black Death art, with a date d@and by artist Francesco Traini. However, inoasi
discussions and examinations of the painting, LBeitiaglia Ricci, Lina Bolzoni, Alberto Tenento,daRierroberto
Scaramella, among others, agree that the pairdingtia post-Black Death work but rather a pre-BReath fresco
from the 1330s by artist Buonamico Buffalmacco.

50 While | will focus on the Pisa Camposanto for nmapter, it is important to note that around theestime as the
Camposanto, Andrea Orcagna also paintédwmph of Deatl{1344-45) in Santa Croce (Meiss 14, Joachim
Poeschkeltalian Frescoes in the Age of Giottd280-1400New York: Abbeville Press Publishers, 2005), 324-
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cycle and its location within the entire Camposatamplex allows the viewer to move from left
to right, with this three part series located & bieginning of a different wall that immediately
precedes the scene of aucifixionandResurrectionSince the Camposanto was the main burial
site for the Pisa Cathedral, thelumph of Deathwas part of a larger visual program within the
space, designed specifically so that those who medrin procession, especially during funerary
pageants, throughout the complex could view thecfsemages$® The viewing of the images
influenced those parading within the space anddddether visual layer to the meaning behind
the processional process, the allegorical signifieaof death, and the transition from life to
afterlife. Buffalmacco’s “Triumph of Death” will m®me the iconographic standard for pre-
Petrarchan imaginations of Death in Triun®fiheTriumph of DeatHiresco also includes certain
features that appear in dialogue with poetic téxtsoint to which | will return), contributing to a
further level of mediation and engagement on thiegfahe viewer?

If we look at theTriumph of Deatfpainting, starting from lower left and proceedionghe
right, the viewer first encounters the “Legend lné fThree Living and the Three Dead,” which
includes the corpses at different stages of thaydeg process within their coffins and a hermit
who outstretches a scroll toward the noblemen. ®@egiabove the legend is a scene of the
anchorites at different stages of prayer, meditatmd attention to the nearby anintdl¥arious
members of society including aristocratic men, wopand clergy approach the encounter of the
three living and the three dead with a group ofgaeg behind them, suggesting that these figures
are pleading or potentially negotiating their fatgth Death. The central image features Death,
an old woman, dressed in tattered black clothinth Weng, loosely-cast white hair. This figure
then flaps her large wings in flight toward a grafgen joyful youths sitting in a garden in the
right corner of the fresco. Death raises her scuytltlee air as if about to strike the group, towgri
over a pile of lifeless bodies that have alreadiefiasubject to her violent blows. Surrounding
Death are both angels and demons alike, who caray #he souls of her victims toward thast
Judgment Despite the looming threat cast upon their surdngs, the youndprigata remain
peacefully cheerful as they sing and dance in #indemn, seemingly unaware of Death’s executions
and impending menace nearby.

Unlike Lorenzetti's and di Fredi's frescoes, whidbktail Biblical historia through an
allegorical lens, Buffalmacco’s fresco is an emyiréfictitious” narrative that strives to
communicate the same message to its viewers lasatounterparts. While Hans Belting argues
that there is no unity of action nor space withimffBlImacco’s image, each figural group works
together to communicate to the viewer the spiriidab of one’s transition from their mortal
“body” to the raised “souf® upon their death. By also including a representatif the “Legend

325) following the same thematic progressioletth to LastJudgmenttoHell. In fact, Vasari attributes the Pisa
Camposanto to Orcagna, further demonstrating thrererly close similarities between these two fresc&ince
most of Orcagna’s painting is lost, my only comeleisual point of comparison to the Pisa Camposianto
Lorenzetti’s fresco, in which he also includes shene iconographic details for the allegory of Deiti creates a
continuous narrative scene to lead his viewer tifindbe various stages of Death’s triumph

51 Christine Boeckl, “The Pisan Triumph of Death &nel Papal Constitution Benedictus Deussitibus et
Historiag 18 no. 36 (1997), 55.

52 Tenenti, 13.

53 Lina Bolzoni’s first chapter dfa rete delle imaginsuggests that the text and painted scene witkifiriomph of
Deathfresco recall the Dominican sermons heard in #tkedral. Through the use of the spoken word, ttitden
word, and visual iconography, Bolzoni argues thi fresco speaks to a multi-literate crowd to fieice the
didactic messages offered by the Dominican priefstise time.

54 Carletti and Polacci, 101.

55 Belting, “’Historia” and Allegory,” 162; Boeckl,®
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of the Three Living and Three Dead,” the cycle Hartemphasizes the significance of textual
narrative in this sequence, since the figures ef'tlegend” verbally warn others about Death and
personify a message that reaches both the figeq@stéd within the painting and, it would appear,
viewers within the Camposanto. Through hierarchgaafle and the centrality of Death, it is clear
that Buffalmacco’s fresco illustrates this figur@igportance in the triumph narrative. That figures
from diverse social statuses are threatened byhBesiolence effectively conveys how this
allegory serves as the great equalizer of all indials. Like Lorenzetti’'s and di Fredi’'s examples,
these figures and the setting are also contempaevihythe Trecento audience, further bridging
the gap between visual imagination and historieality.

Death is no longer a skeleton but emerges as didaimage of an elderly woman. Rather
than ride on horseback, like a Fourth Horsemanhef Apocalypse that Bartolo di Fredi
demonstrated, Death now has black bat-like wingssamiftly flies through the Italian city and
countryside. Such a revision to the traditionalidépns of Death as a Fourth Horseman suggests
that this figure might now resemble a rebelliougeror, as Lina Bolzoni notes, remind viewers
of the demons found in Dante’s Malebranchdgrno XXI-XXIlI). 56 The image of the demons or
figures with bat-like wings repeats acrossH@l fresco, drawing a linear, narrative line between
theTriumph of Deattand theHell. The rebellious angel will also reemerge in Loedtis fresco,
following the Pisan model. However, Buffalmacco’sdih carries the scythe as the weapon of
choice as a means of connecting the viewer to pusviconographic representations and continues
to be a symbol associated with Death in later ilmagech as we find in Lorenzetti’s and Bartolo
di Fredi’s adaptations.

However, just as Boccaccio represents his stomytgtirigata as having little concern for
Death’s terrorizing advances, the fresco resttisallegory’s fatal influence from disturbing site
that recall literary and artistic refuge. While thes close relationship between Introduction to
Day | and thérigata of theDecameronand the scene offered by the Pisa Camposantadiat
Ricci and others ignore another Boccaccian testtithaven closer in time to the Pisa Camposanto
and explicitly refers to a triumph of DeattAmorosa visioneWhat | will argue is that Battaglia
Ricci is not incorrect in her assumption that themeeelements from the Pisa Camposanto that may
inform our reading of th®ecameronput that theTriumph of Deatlpainting in Pisa acts as an
intermedial model for Boccaccio’s imagination ottodis “Triumph of Death” and “Triumph of
Fortune” in theAmorosa visioneThe Pisan painted example of theumph of Deaths then
mediated by Boccaccio in hidcameror?’ and by Petrarch in hiEriumphus Mortis

BOCCACCIO'SL’AMOROSA VISIONETHE FORTUNE OF DEATH

It is evident from the detailed accounts of Buor@mBuffalmacco’s many pranks played on
Calandrino in theDecameronthat Boccaccio not only knew of the name “Buonamico

56 Bolzoni, 13. Bolzoni claims that it is not jusetfigure of Death who reminds us of the Malebrarimiiethat there
are several allusions to tl@®mmediawithin theTriumph of Death, Last JudgmesmidHell frescoes in the
Camposanto.

57 Richard Kuhns in his chapter, “The Writer as Pain©bservations on Boccaccid®®®cameroti in Malerei und
Stadkultur in der Dantezeibotes that there should be no doubt Boccacciwafalmacco (69), but does not
provide concrete evidence to confirm this. Jane@kie Smarr in her Introduction Boccaccio: A Critical Guide to
the Complete Workeds. Victoria Kirkham, Michael Sherberg, and Jamwarie Smarr (Chicago: University of
Chicago Press, 2013) notes that it is not uncomimoBoccaccio to refer to his earlier works throaghthe
Decameror(5).
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Buffalmacco” but also may have met him or interdctdth members of Buffalmacco’s close
circle>® Lucia Battaglia Ricci makes a compelling casewby Buffalmacco’sTriumph of Death
influenced Boccaccio’®ecameron rather than the other way around: the manner hirchv
Boccaccio describes Florentine life—in particultdre difficulties suffered as a result of the
plague—juxtaposed with the gaiety of tgata in their new bucolic location, directly mirrors
the visual narrative of the Pisénesco® While this is true, it has not yet been obsenred this
visual-literary structure, in which the figure ofeth appears adjacent to thkegata, existed
already within Boccaccio’s allegoricBAmorosavisione, beginning with his “Triumph of Death”
in Canto XXX and ending in the paradisiac garde@amto XXXVIIl. My reading seeks to expand
the intermedial coordinates therein that map elesieam the Pisa Camposanto onto our reading
of not only Boccaccio’®ecameron but also theAmorosa visione’sTriumph of Death” and
“Triumph of Fortune.” This reciprocal relationshgdso informs our reading of Petrarch’s
Triumphus Mortisand our viewing of the corresponding images fdrdPeh’s poem.

Boccaccio composed themorosa visionavhile living in Florence between the years of
1340 and 1348 Boccaccio had recently moved to Florence from Ma@nd wished to delve
deeper into Tuscan and Florentine society, pagrbulia his engagement with the works and
legacy of Dante Alighieri. He embraced Dante’satinevision allegorical poetic style and wrote
his Amorosa vision&€!' Given Boccaccio’s desire to further his engagemétit Dante, it seems
appropriate that a painting which included sevegfdrences to DanteGommedig1321)%2 like
the Pisa Camposantbriumph of Deathtri-partite cycle, would be of interest to him this
particular moment. Though the completion of theaRipainting predates the final composition
and initial circulation of thémorosa visiongchronologically, there was a year of overlap lestw
Boccaccio’'s and Buffalmacco’s works, suggesting plossibility that theTriumph of Death
remained a pressing image in Boccaccio’s mind whiiéng his allegorical poem.

In Canto XXX of theAmorosa visioneimmediately following the conclusion of Love’s
triumphal parade, the pilgrim-poet marvels at thenders of the previous four ekphrastic
triumphs, momentarily losing sight of the fact thatse triumphs do not adequately represent the
ideals of Christian truths (lines 7-18)At this point in the poem, Boccaccio’s unidentifiemale
guide quickly rebukes him for believing in the falsature of these triumphal images, and reminds
him that these ekphrases drew the pilgrim-poet afs@y the Christian love of God and too
closely towards earthly passions and possessidms.fdmale guide continues to criticize the
pilgrim-poet, urging:

Adunque torna in te debitamente:
ricorditi che morte col dubbioso

58 Boccaccio mentions Buonamico Buffalmacco in Dail. @) VIII.6, VIII.9 and Day IX.3, and IX.5.

59 Battaglia Ricci, 173. It is also interesting taethat in a later illuminated edition of tBecameronthere is an
image of the “Triumph of Death” within the “Introdtion” which accords with the Pisan Camposantocfseand the
space’s function as a site for funerary processigasDecameronfourteenth-century. MS ltal. 482, f. 6r. Paris,
Bibliothéque Nationale de France, found in Brart&68.

60 Giorgio Padoanl] Boccaccio, le muse, il parnaso, e l'ar@lorence: Olschki Editore, 1978), 103.

61 Vittore Branca, “Introduction,” ilt Amorosa visioneeds. and trans. Robert Hollander, Timothy Hampamal
Margherita Frankel (Hanover: University Press oflNEngland, 1986), ix.

62 Roger Tarr, “Visibile parlare’: The spoken womd fourteenth-century central Italian paintingybrd & Image
13 no.3 (1997), 236; Bolzoni, 13; Battaglia Ri&1,

63 Giovanni Boccaccid;Amorosa visioneeds. Robert Hollander, Timothy Hampton, and Marigh Frankel
(Hanover: University Press of New England, 198@R.1
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colpo gia vinse tutta questa gente.
Ver é ch’alcun piu, ch’altro valoroso
merito fama, ma se ‘| mondo dura
e’ perira suo nome glorioso.
('’Amorosa visioneXXX, lines 19-24%4

Without mentioning any explicit physical charactéids or identifying features reminiscent of the
visual vocabulary associated with Death, the gdeisribes this allegory as a chilling force who
annihilates anyone who participates in one of thevipus four triumphs. Boccaccio’s guide
further explains that, regardless of one’s fame glody acquired in life, death is a collective,
ubiquitous experience. Though there is no expiége of the personification of Death offered
in Boccaccio’s description, the use of “dubbiostpobdrecalls Death’s forceful blow as she strikes
her “victims.” The reader digests the allegoricedssaged implied by Boccaccio’s text and thus
conjures the image of an overwhelming figure onhtiet, prepared to quickly seize the life of its
next victim, such as we find within the Pisa Cangms.

However, Boccaccio does not require his readereely solely upon his intermedial
interpretation of previous iconography for fhreumph of Deathn the imagination of Death in his
’Amorosa visione Rather, the author follows suit with earlier pdents that had established
visual association between Death and Forfdmmiting the two allegories in one personification.
Following the brief mention of the “Triumph of Dégt Boccaccio’s female guide further scolds
the pilgrim-poet for his blind attitude toward tpeevious four triumphs. She then proceeds to
vaguely describe an ominous, violent force, withexjlicitly naming the allegory:

e mosterrotti contra a quel ch’or senti,
mostrandoti la gioia e ‘l lieto canto
de’ tristi, che ‘n tal cose ebben gia fede,
cangiarsi in brieve in doloroso pianto.
Portrai veder colei, in cui si crede
essere ogni poter di ben mondani,
guanto arrogante a suo mestier provede,
or dando a questo, or ritornando vani
cio che diede a quell’altro, molestando
in cotal guisa gl'intelletti umani.
[...]
onde, seguendo que’ beni imperfetti
con cieca mente, morendo perdete
il poter acquistar poi li perfetti

KAmorosa visioneXXX, lines 45-54; 58-60f

This fatal figure both gives and takes from eves/oWhen one’s soul dies, one not only loses
their possessions and titles, but must face God'gment for pursuing her earthly possessions and
impulses. There is no name or identity associatéuthvs ambiguous figure; the explicit directive

returns us to consider the veiled didactic allegagsented within the Pisa Camposanto. At the

4 |bid.
65 Binski, 146.
66 Boccaccio)/Amorosa visione124.
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same time, Boccaccio intertextually embeds a Dangsho into his carefully crafted image of
“cangiarsi in brieve in doloroso pianto:” one canhelp but return ténfernoV: “Or incomincian

le dolenti note/ a farmisi sentire; or son venlaalove molto pianto mi percuote” (lines 25-27).
The painful notes “sung” and tears cried are thgripi-poet’s first aural introduction into Hell
propef® and the eternal suffering imposed upon death’8mi; in particular those who turned
away from Christian values. The sounds heard througnferno audibly remind the viewer of
the “inaudible” yet terrific expressions and lange®ixpressed in the inscriptions of the Pisa
Camposanto as Death decimates each individual. @ogx includes his shared synesthetic
imagery as a way to follow the path of Dante irraducing the horrific events one might
experience at the end of their mortal life. By fyimoting the events that follow one’s death in
this description, the author dfAmorosa visionesubtly implies that this could be Death
personified, or at least, that Fortune and Deaglcarconspirators in the destruction of all earthly
goods, including the body itself.

In the following canto (XXXI), the female guide b= the pilgrim-poet into another
chamber in which a fifth ekphrasis “moves” acrdss wall. Boccaccio immediately comments
upon the stark contrast between the pleasant saa&n#se previous four triumphs and the
sorrowful, melancholic figures that appear withie tparade visualized in this fifth image. The
pilgrim-poet then observes a female figure locatetthe center of the ekphrastic fresco:

lvi vid'io dipinta, in forma vera,
colei che muta ogni mondano stato,
tal volta lieta, tal con trista cera,
che, sovra trionfal carro tirato
da due fiere, ch’ogni color parea
d’altrui pigliar il lor color macchiato,
horribile in la fronte sol avea
li capei volti, e a nessun priego fatto
e sorda e cieca mai si rivolgea
('’Amorosa visioneXXXl, lines 16-24%°

Once more, Boccaccio does not clearly state whdetimale figure is but directs his attention to
her physical appearance. In the painting, a womidim avhorrific demeanor sits atop a chariot
pulled by multi-colored beasts. She has wild har,both blind and deaf, and appears
unsympathetic to the cries of her next victims. $pecific identity of this figure is not revealed,
yet the reader might well assume this is the bddoocaccio’s DeatR? Her eerie and frightening
appearance, nearly bald with a tuft of wild haimde in the wind, and her menacing gaze upon
those who fear her also align with images of Delslibre importantly, everyone will face her and
be subject to her will, just like everyone mustdh&=ath’s call.

At this point in the description, the only distiiaect between Boccaccio’s female figure and
previous images of thEriumph of Deaths his inclusion of a chariot pulled by “fiere.” &hterm

67 Dante Alighieri,The Divine Comedy of Dante Alighieri: Inferreds. and trans. Robert M. Durling and Ronald L.
Martinez (New York: Oxford University Press, 20188,

68 Robert M. Durling and Ronald L. Martinez, eds. #@rashs.,The Divine Comedy of Dante Alighieri: Inferidew
York: Oxford University Press, 2011), 94.

59 Boccaccio)’Amorosa visione126.

0 |1t was not until the sixteenth century, with Analciato’s book of emblems, that a bald patch withft of
wind-blown hair became closely linked with the iognaphy for Occasio. (Daly, 2008; Caldwell, 2014).
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“fiere” recalls at once the wild features of thigure’s physical form, as well as the animalistic
significances her body conveys. Let us recall thiathe time of Boccaccio’s text, the funeral bier
of wagon would be pulled by oxen, thus providingstorical image in the reader’s mind for what
they might have witnessed on the streets duringctumalized “Triumph of Death,” or a funerary
procession. While not included in the Pisa Campiasiasco, the space of the Camposanto itself
and the movement of participants from the live@acfunerary procession aligns with Boccaccio’s
rationale for the additional chariot.

What is of particular importance is that, justeafthis description, the reader learns that
this figure’s “weapon of choice” is a wheel (lin@)2* Such an iconographic indication confirms
that this mysterious woman is indeed Fortune, neatb!/? though these figures’ juxtaposed
iconographies may synthesize the two allegoriesanie. If we return to DantelafernoVII, we
recall that the avaricious and prodigal sinner€iofle Four are not only deaths victims, but also
eternally punished by Fortune:

Similemente a li splendor mondani

ordino general ministra e duce

che permutasse a tempo li ben vani

di gente in gente e d’uno in altro sangue,

oltre la difension d’i senni umani;

per ch’una gente impera e l'altra langue,

seguendo lo giudicio di costei,

che e occulto come in erba I'angue.

Vostro saver non ha contasto a lei;

questa provede, giudica, e persegue

suo regno come il loro li altri déi.

Le sue permutazion non hanno triegue;

necessita la fa esser veloce,

si spesso vien chi vicenda consegue.

Quest’ e colei ch’e tanto posta in croce

pur da color che le dovrien dar lode,

dandole biasmo a torto e mala voce;

ma ella s’é beata e cio non ode;

con l'altre prime creature lieta

volve sua spera e beata si gode.
(InfernoVII, lines 77-96)3

As Virgil explains to the pilgrim-poet Dante, Fany a divinely provident figuféwho governs
earthly affairs, swiftly casts her judgment on #agho then blame her for their ill rewards.
Fortune’s power and continuous aid in destroyirugéhafter death underscores the first three sins
of incontinence. As Robert Durling and Ronald M## note, “the sequence of Cantos 5,6, and 7

" Boccaccio/Amorosa visiong126.

72 Boccaccio will not actually name Fortune until @aXXXII.

3 Dante, 116.

74 Robert Hollandemante Alighieri: Inferng eds. and trans. Robert and Jean Hollander (New: Yamubleday,
2000), 131. As Hollander notes, this idea of Fogtderives from the medieval text by Boethius,Gle@solation of
Philosophy
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is also one of growing scope: the domestic tragédyrancesca in Canto 5 is followed in Canto 6
by civic disturbances in Florence, and in Cantoy7ttee universal pattern by which Fortune
distributes good and ill to the world>Virgil's mentioning of her wheel as her weaporchbice
and her placement in Hell as an accomplice to Dénath serves as an intertextual counterpart for
Boccaccio’s inclusion of her within his “Triumph Bleath and Fortune’®

Boccaccio further extends the union of Death withténe by the fact that Fortune does
not actually have a triumph, but rather what Vigtt@ranca calls an “anti-triumpH”where the
“followers” of Fortune’s parade experience unfavdeaoutcomes due to the spinning of her
wheel, and thus become Fortune’s unfortunate vectiburing Boccaccio’s time, Fortune and
Death were “equivalent instruments of Providenag dimine justice” ravaging vain thoughts and
mortal pleasures and leaving only the “virtuousptosue the path toward GétDante’sInferno
validates the interest in Death and Fortune agsailn the destruction of sinful ideals. With
Boccaccio’s allegorical poem modeled after Dantksam-vision, it further confirms the close
relationship between Death and Fortune locatednvitte Amorosa visioneBoccaccio alludes to
this idea explicitly in the middle of Fortune’sumph in Canto XXXV, “ma quel che costei/ non
fé, morte privollo d’ogni stato” (lines 11-189.Though there are key iconographic standards for
Death that are distinct from Fortune’s, such assttyhe and the wheel, the physical body of the
Boccaccio’s Death-Fortune becomes transferrabledtr allegories.

To further illustrate the close connection betwt#enPisa Camposanto and this section of
Boccaccio’d’Amorosa visionelet us look at the how Boccaccio transitionsafueath-Fortune’s
“anti-triumph” toward the next phase of his journéy the conclusion of Fortune’s ekphrastic
procession in Canto XXXVIII, the female guide ledls pilgrim-poet into &ortus conclusum
which he finds a fountain, decorated by sculptafeseven ladies and diverse animals. Battaglia
Ricci suggests that the inclusion of thiégata in the Pisa Camposanto serves as the intervisual
model for the garden of tigecamerorDay Il and represents both spring and the Eapghhadise
becoming a site for the storytellers to contempliueir “escape” from Death and ultimate
salvation®? While | do not disagree with this argument, mydiag expands upon this
interpretation to consider Boccaccio’s other poétixts, in particular the fountain and garden
scene in hid\morosa visione

One key argument for why the Pisa Camposanto djredtuenced theDecameronwvas
due to the painting’s striking visual juxtapositibatween Death’s “triumph” and tlgigata in
the hortus conclusu® However, in theAmorosa visioneBoccaccio offers a similar literary

5 Durling and Martinez, 123-124.

6 Branca/'Amorosa visionexv.

77 |bid., xxix.

78 Both Boccaccio’s and PetrarchiTsiumphs of Lovalso present Love’s followers as “victims” of thiifliction

by Love. However, in the case of Love’s triumpte thictims” are not physically punished and theivé does not
lead to the cause of their deaths.

® BrancaJ/Amorosa visionexix.

80 Boccaccio)’Amorosa visione142.

81 Battaglia Ricci, 167-168. Battaglia Ricci alsoigia this is the same function and symbolism foosedcgarden in
the DecamerorDay Il while Giuseppe Mazzotta in hi$e World at Play in Boccaccio’s Decamer@hinceton:
Princeton University Press, 1986) argues that Bazioaactually mocks the “quest for Eden” found neyaous
literature, such as tfeoman de la Rog9d 10).

82 Although outside the scope of this investigatiBattaglia Ricci’s second claim for why the Pisa @asanto
influences théecameroris that only the second garden of ecamerorDay Il looks like the garden offered by
the Camposanto. She claims that Day III's new gaideinlike any othelocus amoenugom either previous
literature(a point which Giuseppe Mazzotta shows that thdegars like previous imagery folacus amoenus
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paradox as a clear visual sign-post of his texttermedial dialogue with the Pisa Camposanto.
After examining the fountain in depth, the pilgrpoet then immediately notices a parade of
ladies:

Hor oltre con costor tosto passai
in su la riva del bel fiumicello
ov’eran donne ch’io conobbi assai;
e riguardando lor con occhio isnello,
gual gia cantando e qual cogliendo fiori,
chi sedea, chi danzava in bel pratello.
(Amorosa visioneXL, lines 22-2753

These women dance, collect flowers, and sing irckearound a figure who will soon be revealed
to be Fiammetta. Just as a viewer would move arthdpace in Pisa from the “Legend of the
Three Living and the Three Dead” on the left, te ilmage of Death standing at the center, and
finally to the garden scene in the right cornetheffresco, so too does Boccaccio’s narrative move
linearly from “left” to “right"—from the “Triumph & Death-Fortune” to thbrigatain the garden.

It is after this moment in thAmorosa visionavhen Fiammetta becomes Boccaccio’s spiritual
guide, hoping to lead him to God’s Paradise. Yuet,filgrim-poet Boccaccio cannot free himself
of his carnal desires: just after acting upon bssful thoughts, the pilgrim is immediately awoken
from the dream (Canto XLIX). Though this is not kaifly a “Last Judgment” and “Hell” moment
for the pilgrim-poet, Boccaccio’'s sequence of eserstarting from the “Triumph of Death”
through the end of the poem—directly follows theatsgd movement and progression of
Buffalmacco’s three part painted narrative in Fisanposanto. It is clear that Boccaccio thought
profoundly about the role of Death prior to his gasition of theDecameronBoccaccio turns to
visual moments from Buffalmaccogiumph of DeatHresco as well as elements from live-action
funerary processions and Dante’s prior literarynepdes to clearly communicate an image for both
the personification of Death and Death’s allegdriceeaning as an imminent presence and
triumphator over all people, regardless of statusume

PETRARCH'STRIUMPHUS MORTISBOCCACCIO’'SL’AMOROSA VISIONEAND THE
PISAN TRIUMPH OF DEATH

The effects of Boccaccio’s and Pisa’s influencePetrarch’s allegorical dream-visianT rionfi,

illustrate an intermedial dialogue born at the sroads of artistic and literary innovation. Though
Esther Nyholm suspects that Petrarch witnesseavasdnspired by Buffalmacco’s fresco for his
understanding of Deaftt,Petrarch and Boccaccio were close friéhdad Petrarch received both

(175)) or Boccaccio's earlier works, citing onlyetBorbaccioand theAmeto She quotes the example of the
presence of a fountain with lots of animals asdwdence for why this garden is entirely new angtbould only
come from the Pisa Camposanto. However, she ignbedsnorosa visionas a possible point of reference for the
DecamerorDay Ill.

83 Boccaccio//Amorosa visiong162.

84 Nyholm, 80. Though Nyholm has no doubt as to weeHetrarch saw the fresco or not, she does neiderany
definitive evidence to prove this.

85 Aldo Bernardo, ed. and tranBrancesco Petrarch: Letters of Old Age I{Mew York: Italica Press, 2005), xx;
Hannah Chapelle Wojciehowski, “Petrarch and hisnfilis,” inThe Cambridge Companion to Petrareus. Albert
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a copy of theAmorosa visionand theCommedigrom Boccaccid® In a letter from 1363 between
Petrarch and Boccacci8gniledll.1, Petrarch recounts his feelings during thagple and offers
a detailed description of the power of Death:

Sic, amice, nobiscum ludit mors lethales ictus mg@ns nec nos differt nisi ut
supplicio longiore confecti nostrorumgque omniumcapres cinerum effecti et
diutius et sepius moriamur. Sed ut libet: ego eiaim obtorpui, iam sentire nichil

incipio et in usum versus dolor non iam dolor sebstietudo flebilis ac natura est.

(So, my friend, death plays with us, repeating theadly blows’ nor does it spare us
except to have lingering death again and againtcomee by prolongd anguish, as we
behold the ashes of our dear offeBut just as it pleases [her]: | am now numb, aadeh
now begun to feel nothing, and the grief out ofihbbs been changed and is no longer a
grief but a tearful habit and nature.)

$eniledll.1, 24-25)8

In this letter, the duality of Death-Fortune hittsvard both a neo-stoic topos and Boccaccio’s
imaginative text. Though Death enjoys manipulatieg victims in impish games, Petrarch notes
that this female rapidly strikes her victims, leayithose on Earth with prolonged sadness and
grief that acts as an additional death. The imdd2eath toying with her prey invokes the image
of Fortune haphazardly turning her wheel. At thmedime, Petrarch joins the “Fortune-like”
image with that of the aggressive nature of Deathleer ability to negatively affect those whom
she encounters. If we agree with the dating ofTilnemphus Mortiooffered by Brion-Guerry, by
the time this letter reached Boccaccio, Petrarchldvbave already begun hisionfi and likely
knew of Boccaccio’®&\morosa visione

Roughly ten years later, Petrarch reveals to Bagoaa SenilesXVII.3 that, while he
admits to not having read all of tilecameronhe did read the Introduction to Day I. Petrarch
specifically comments on Boccaccio’s accurate deten of the Black Death: “quorum in altero
patrie nostre statum, illius scilicet pestilentisstemporis, quod pre omnibus nostra etas lugubre
ac miseum mundo vidit, meo quidem iudicio et ndirpsoprie et magnifice deplorast?” (of
which, in my opinion, in the other you had perfgadescribed and magnificently deplored our
mournful and miserable paternal state, that iyodf that plague-ridden time, which, in fact, our
age witnessed worse than before all the wor@§n{lesXVII1.3, 7). This letter further shows
Petrarch’s admiration for and reliance on Boccdsdiext, and in this case in particular, for the
latter’s interpretation of death during the plagwbich has echoes of tienorosa visionavithin
it.

Russell Ascoli and Unn Falkeid (Cambridge: Camleitimiversity Press, 2015), 31. Bernardo notesRleatarch
wrote more letters to Boccaccio than anyone el$gsiSenilestotaling 18 letters.

86 Theodore J. Cachey Jr., “Between Petrarch andeD&nblegomenon to a Critical Discourse,Pietrarch and
Dante: Anti-Dantism, Metaphysics, Traditiceds. Zygmunt G. Bafiski and Theodore J. Cachey Jr. (Notre Dame:
University of Notre Dame Press, 2009), 23-24.

87 All translations, unless otherwise noted, arehgyauthor.

88 For the second half of this line, | have consuBetnardoletters of Old Age I-1X76.

89 Francesco PetrarcBes Seniles: Libri I-1\Veds., Silvia Rizzo and Monica Berté (Florencel kttere, 2006), 184.
90 petrarchRes Seniles: XIlI-XV]444-446. See also Bernardetters of Old Age X-XV,IB55.
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In the Triumphus MortisPetrarch divides the conquest of Death into tvatirtit scenes.

Part | begins with a brief summary of the previcasto and returns to the vision of Chastity's
(i.e., Laura’s) triumph over Love. Petrarch firsbyides a description of the female “brigata
allegrd (line 29) that bears banners displaying emblenchastity, such as the ermine, and which
follows in line behind Laura-Chastity (lines 1-30)The setting for this triumph imagines the
women joining in dance and song, ornamented wattafldecorations that evoke springtime (line
25) 22 However, the cheerful procession comes to an alvalpwhen Death intervenes to speak
to the group:

quando vidi un’insegna oscura e trista;

ed una donna involta in veste negra,

con un furor qual io non so se mai

al tempo de’giganti fusse a Flegra,

si mosse e disse: “O tu, donna, che vai

di gioventute e di bellezze altera,

e di tua vita il termine non sai,

io son colei che si importuna e fera

chiamata son da voi, e sorda e cieca

gente, a cui si fa notte innanzi sera;

io 0 condotto al fin la gente greca

e la troiana, a l'ultimo i Romani,

con la mia spada la qual punge e seca,

e popoli altri barbareschi e strani;

e giugnendo quand’altri non m’aspetta

0 interrotti infiniti penser vani.

Or a voi, quando il viver piu diletta,

drizzo ‘I mio corso innanzi che Fortuna

nel vostro dolce qualche amaro metta”
(Triumphus MortisPart |, lines 30-48%

There are several subtle intertexts within Petrardescription of Death that harken back to
Boccaccio’'sAmorosa visioneas well as th®ecameronand the previous visual tradition of the
Triumph of Deatrand live-action funerary processions. Petrarchtimes neither a chariot nor a
procession in tow, but instead fixates on the allegl figure herself. Similar to the other
allegorical figures and triumphal “parades” featluia | Trionfi, the personification of Death
appears without many visual specifics in the textggesting very little about the potential
historical pageant or parade to which this triurapbld refer. Death—a female figure dressed in
black, with a dark banner raised overhead—instrtietsgroup of her role as the “destroyer” of
human life. It is her mission to seize any sweetrfieam her victims before Fortune turns these
moments into bitterness. Though Death is respam$dsl the demise of the Greek, Roman, and

%1 Francesco PetrarcRime, Trionfi e Poesie Latineds. F. Neri, G. Martellotti, E. Bianchi, and Sapegno (Milan:
Riccardo Ricciardi Editore, 1951), 517-518.

92 |bid., 517.

93 |bid., 518.
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Trojan warriors, she also actively searches foureg who belong to the “sorda e cieca gente
(lines 39-4094implying that these souls have been led astray fteir Christian dutie®.

Although Boccaccio’s imagery for the personificatimf Death-Fortune does not explicitly
indicate that she wears a black shroud in the saayethat Petrarch’s figure does, the former
alludes to contemporary clothes associated withrmiog within the “Triumph of Death-Fortune”
in Canto XXXV: “In abito dolente e con sospetto/ivqiAsdrubale ancora si vedea,/ con capo
basso mirandosi 'l petto” (lines 70-72).Even more evidently, previousriumph of Death
imagery, including the Pisa Camposanto, represethtegersonified allegory robed in tattered
black clothing?” Since black was the color associated with grief aourning—often related to
women’s attire worn during the funerary requienifthe visual image offered by Petrarch draws
his reader to construct a connection between hgopéication of Death, visual images of Death,
and female mourners in funerary rituals.

While Death describes how she collects her victiimss with her “spada” (line 42§, the
majority of previous iconography represents Deailding a scythe, though there were some
images that included both as scythe and a swocth, &sT riumph of Deathn the Subiacd? The
explicit mention of the sword transfigures the imad Death into a female warrior, battling with
her victims as if she were among the ancient Gie@ekpan, and Trojan figures who fell victim to
her fatal hand. Within the triumph of Boccaccibeath-Fortune, the female guide narrates to the
pilgrim-poet that “—Horribilmente percuote costei—€asi costei con cui le piace giostra,/
sempre abbattendo chi s’oppone ad essa;” (CantolXXKes 1, 49-50)°1 Fortune ravages her
victims through a violent blow, as if in a joustost commonly using a lance, it was possible for
jousts to consist of daggers or a sword as the reapchoice. This acute depiction of aggressive
action intertextually influences Petrarch’s chosdeDeath’s “spada,” and draws a parallel to the
military origins of the triumph as a Roman celelorabf conquest.

Though Petrarch claims that Death’s conquestssangla e cieca gente,” this imagery also
comes from Boccaccio’s personification of Deathtthoe. Prior to encountering the
personification of Death-Fortune, the female guitastises the pilgrim-poet: “Tu t'abbagli te
stesso in tanta erranza/ con falso immaginar, prdsenti/ cose” (Canto XXX, lines 40-493.
Boccaccio will himself soon become a victim of Dreand, as the reader will learn when Fortune
arrives, is a current victim of Fortune’s vengdfldws, and thus a member himself of the “cieca
gente.” To further illustrate this point, in Boccaxs Canto XXXI, the mysterious allegory is
described as being both “sorda e cieca” (line'®4yyvhich symbolically represents the “deadly
effects ofFortunaand her knowing full well her purposes” in “blimgj’ those followers of hers
against moral gootf* Death-Fortune’s “form” follows her “function” anithitates the folly of
man in their desire for earthly goods. As suchrd?Peh invokes the Boccaccian theme and imagery

94 |bid.

% Lorenzi, 16-17.

9 Boccaccio/Amorosa visiong144.

97 Scaramella, 86.

98 Strocchia, 10.

9 PetrarchRime, Trionfi e Poesie Lating18.
100 see footnote forty.

101 Boccaccio)Amorosa visiong138-140.

102 |pid., 122.

103 pid., 126.

104 Robert Hollander, Timothy Hampton, and Marghefitankel, eds. and tranEAmorosa visiongHanover:
University Press of New England, 1986), 233.
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from his Death-Fortune in thEriumphus Mortis’ddeation of Death to further emphasize the two
allegories are visually the same.

The dark banner of death, when juxtaposed witlviliant banner carried by theeigata
in Laura’s-Chastity’s triumph, indicates a reliarae public displays of mourning rituals, since
banners were traditionally included in funerary qassion:®® However, the somber banner of
Death also recalls Dantdsfernolll and the non-committals who stand out to thgnn-poet:

E io, che riguardai, vidi una 'nsegna
che girando correva tanto ratta
che d’ogne posa mi parea indegna,
e dietro le venia si lunga tratta
di gente, ch’i’ non averei creduto
che morte tanta n’avesse disfatta
(nfernolll, lines 52-573%

In contrast to the rebellious angels who are wabiedo one, not even death, these figures, the
“neutrals,” directly follow behind their triumphatdeath, in procession. The first of the lost soul
encountered by Dante in Hell, the neutrals expeaddante’s first example abntrapasse-their
inability to choose good or evil and their propénsor indecision force them to run aimlessly in
the vestibule of Hell as wasps and flies continlyoattack their bodies. The banner which leads
the procession is an unidentified, blank canvasyirsg as an allegory for their continued
anonymity from “life” into “death.”%” While Chastity’s banner manifests symbols assediatith
chastity, Death’s banner is also blank. For Daperhaps the empty space of the banner
communicates Death’s role throughout Hell, rathantas a singular experience, and emphasizes
the impendingcontrapassifor all of Death’s victims. Following suit, instéaf inscribing the
banner with one word or phrase, Petrarch ventrimeguDeath as she speaks directly to Laura and
thebrigata. Death’s discourse further echoes Petrarch’s rtiediaf the Pisa Camposanto fresco
through Boccaccio’&morosa visionén that certain phrases in the painting, thoseatly linked
to Death, intermedially “appear” in Boccaccio andertextually come to the forefront in
Petrarch’sTriumphus Mortis

Within the PisanTriumph of Deathare several inscriptions, in both Latin and veutac
Italian,'°8 that both frame its edges and appear within thetipg as scrolls held by angels and
other figures. While Bolzoni argues that the inkeypbetween text and image as well as that
between Latin and vernacular Italian, play a didaaile in reinforcing ideas from the scripture
and sermons of the Dominicans into the minds of ieever!°® we might also consider the

105 Strocchia,, 32.

106 Dante, 56.

107 John Freccero, “Dante and the Neutral AngeRmitnanicReview 51 (1960), 3-14; Bruno Nardi, “Gli angeliech
non furon ribelli né fur fedeli a Dio,” iDal “Convivio” alla Commedia(Rome: istituto storico italiano per il Medio
Evo, 1960), 315-330; Giorgio Padoan, “Il cantoddl'Inferna” in Nuove letteture dantescheol. 1 (Florence: Le
Monnier, 1966), 47-71; Natalino Sapegno, “Il calitaell’ Inferng” in Lectura Dantis Scaligera: Inferno
(Florence: Le Monnier, 1967), 51-7Brancesco Mazzoni, “ll canto Il dell’Inferno,” iBaggi di un nuovo
commento alla “Divina CommediaFlorence: Sansoni, 1967), 314-455; Giorgio Petip¢®ante e Celestino V,”
in Itinerari danteschiBari: Adriatica, 1969), 54-74; Steno Vazzana, i‘€bno gli ignavi?"L’Alighieri 30 (1989),
3-14; Richard Lansing, edThe Dante Encyclopedi@ew York: Routledge, 2010Rurling and Martinez, 65.

108 Bolzoni, 26-27; Carletti and Polacci, 103.

109 hid. Boeckl, prior to Bolzoni, offered that thesicriptions reflect the writings of Pope BenedidttiX his
Benedictus Deuand the eschatological debate about the fate d§ soel upon their death.
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inscriptions through the earlier literary and vistraditions that placed emphasis on Death’s
allegorical role as the great equalizer, the figuh® initiates the spiritual transcendence from lif
to the afterlifet'® The “learned” Latin and the “ignorant” vernacudae made equal, allowing the
form to mirror the allegorical function of the seer\s Giorgio Vasari would claim much later,
Buffalmacco believed the inclusion of words adddéweel of authenticity to painted figurés,
further bridging the gap between the experiencésed within the “fictitious” narrative and real
viewer. The allegorical nature of the relationshgiween text and image in Pisa emulates more
closely the poetic interpretation of both Boccacml Petrarch, and intermedially becomes “re-
written” into their various “Triumphs of Death. Wiut analyzing every inscription within the
painting*?1 will focus on the scrolls to which Boccacciogntedially refers, and Petrarch further
intertextualizes.

Petrarch’s Death first introduces herself by cgllout to Laura, commenting upon the
seemingly eternal qualities of her beauty and youth

O tu, donna, che vai
di gioventute e di bellezze altera,
[...]
0 interrotti infiniti penser vani
(Triumphus Mortidart |, lines 34-35; line 45

Though Death directly speaks to Laura, Death usesnipersonal term, “donna,” rather than a
specified “Laura” or “Pudicitie,” thus subtly allind) to not only to Laura, but also to a figure who
might represent all women, especially trgata from the opening of the canto. Toward the end
of Death’s introduction, she concludes that shéemdl all vain thoughts, underscoring the vanity
of female beauty that lies at the heart of her gpe8imilarly, when Boccaccio’s female guide
begins to describe Death-Fortune, she utters thhdsv6—Voi, terrestri animali, disiate/ i voler
vostri tututti seguire/ mediante questa, la qualchiamate/ Fortuna bona e rea, secondo ch’essa/
vi da e tol mondana facultate” (Canto XXXII, lin@s5)114 Boccaccio’s Death-Fortune, like
Petrarch’s, destroys all vain thoughts that arentsuto God’s will. Though not explicitly

110 Carletti and Polacci, 87.

111 Giorgio Vasarile Vitg ed. W. Gaunt (London, 1970), 512-513; Tarr, 232ns Belting famously argues that
allegorical narrative is fictitious (“Historia” ahAllegory,”154).

112 Carletti and Polacci offer a brief reconstructafrthe different types of messages within the foe$in
particular, proceeding from left to right, the fiteree scrolls were not visible to both schol&arfoli and
Morpurgo], and Morpurgo extracted them from theefihth-century codex. The first one praises thmhbtcal life,
and it refers to the episode of the anchorites.sHu®nd and third give voice to one of the threpses inside the
coffins, and they talk to the noblemen and alsthéobeholder. The fourth scroll, under the greyhihuacalls the
transience of life and warns everybody about thetihg nature of richness. The fifth, under thedagg, is in Latin,
but even Bartoli could read these fragments ofagethat can be interpreted as a supplication tthdeahoing the
longer inscription held by the same beggars iniddresco. The sixth scroll is just under the hefagorpses, and
its writing alludes to death as a leveler of diéfier classes; however it speaks without distindtorich and poor,
because death concerns everyone who was borneVbath scroll is once again in Latin, and the tlwverses that
Bartoli copied sound like a parable about the udigtable arrival of Death. The eighth scroll addessa woman in
the orchards as well as every woman in the audjéneiéing her to shun vanity and hedonism. Thamiand last
scroll-already not readable in Bartoli’s time amdwin from the fifteenth-century codex-exhorts ebegy to avoid
carnal sin because Death could arrive at any mariféatare talking about a literary treasure of astdifty verses
entrusted into the lower frame,” 105-106.

113 petrarchRime, Trionfi e Poesie Latin618.

114 Boccaccio//Amorosa visiong130.
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addressed directly at a woman or female audieheeidea of vanity in thoughts corresponds to
the vanity of female beauty emphasized within Pelra text.

This becomes more apparent when examining the agegges in relation to one of the
scrolls from the Camposanto painting. Within thestio, there is a scroll that is specifically
directed toward thérigata on the right side of the scene. The Italian tesds: “Femina vana
perché ti diletti/ d’andar cosi dipinta et adorn@®Ré vuoi piacere al mondo piu che a Dio?/ Al,
lassa, che sentenzia tu aspetti,/ se incontanete lcor non torna,/ a confessarsi spessorhe
direct address to the “femina vana” and the uséhef Italian vernacular suggests that this
admonishing piece of advice reaches beyond theolveile painting toward a larger female public.
Adhering to the precedent set by the Pisa Campost@ non-descript “donna” Petrarch’s Death
uses to address Laura becomes a synecdoche andsagador the larger whole, Chastity’s
brigata.

Following Death’s address to theigata, Petrarch’s Death then emphasizes that she will
arrive whenever she pleases:

e di tua vita il termine non sai,
io son colei che si importuna e fera
chiamata son da voi, e sorda e cieca
gente, a cui si fa notte innanzi sera,
[...]
e giugnendo quand’altri non m’aspetta
(Triumphus MortisPart |, lines 36-39; line 44f

This highlights the unpredictability and the swaiftion with which Death seizes her victims. While
not entirely a direct one-to-one relationship, itt@lication that Fortune strikes at any moment
comes into play with the spin of her wheel, in whibe female guide of Boccaccio says:

colei che muta ogni mondano stato
[..]
E legge non avea né fermo patto
negli atti suoi volubili e incostanti,
ma come posto talor l'avea fratto:
volgendo sempre ora indietro ora avanti
una gran ruota sanza alcun riposo,
con la qual dava or gioia e talora pianti.
("’Amorosa visioneXXXl, line 17; 25-30}/

Boccaccio’s female guide instructs the pilgrim-ptiett none of Death-Fortune’s subjects know
exactly when or how Fortune will strike. Though femie may bring happiness, she could just as
easily annihilate her followers, demonstratinguheredictable, volatile fates she inflicts upon her
victims. We recall that this forceful and impetuamagure intertextually returns to Dante, as well
as to the active participation Fortune plays follogvDeath’s conquering force.

115 All transcriptions of the text within the PiSaiumph of Deatltome from Carletti and Polacci.
116 petrarchRime, Trionfi e Poesie Latin618.
117 Boccaccio)Amorosa visiong126.
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Similarly, within Buffalmacco’s fresco, there amga phrases that indicate to the viewer
that Death will arrive at any moment. The first phappears in the central scroll held by the
angelic figures close behind Death:

Schermo di sapere o de richeca

Di nobilta et ancor di gentileca
Vaglian niente a’ colpi di costei.

De, che non trovi dumque contra lei,
O tu lector, niuno argomenty?

Or non haver il tuo intellecto spento
Di starci sempre [si] apparecchiato
Che non ti giunga nel mortal peccato.

The second phrase, however, “Nescit homo finem s$ewh sicut pisces capiuntur amo, et sicut
aves comprehenduntur [I] aqueo, ita homines caprunttempore malo” (no one knows when his
hour will come: but just as fish are caught in #;@ad just as birds are captured in a snare, so
men are caught in evil time[s]), is located inthiedle lower frame, directly below Death. Though
one text is in the vernacular and the other inr,athe placement of these two complimentary
phrases about the uncertainty of Death correspdidstly with her image rapidly charging
toward thebrigata, allowing all readers and viewers of the sceneotmprehend the underlying
meaning. As Roger Tarr argues, the inclusion of shmlls within the fresco demonstrate
Buffalmacco’s interest in and knowledge of Dantest, serving as an intermedial model for
visualizing the allegorical message of the relatiop between what happens to the mortal “body”
and the eternal “soul” in the afterlife. Accorditmy Tarr, “the way the scene shows the figures
pressing forward to importune Death with their wsoisl very reminiscent of the way the souls in
Infernopress themselves towards Dante to describe theiegs torments!?® The Pisan painting

is a “visibile parlare” or a poetic fresco desigredducate and enlighten the viewer in the same
fashion as Dante’s literary journey to the statse Visual and textual precedent set forth by the
fresco and Dante is thus intermedially represemte@occaccio and later is confirmed and
reinforced in Petrarch’s image of Death.

The use of both Latin and the vernacular oncenagals in addressing a multitude of
viewing communities, unlike the previous address tas strictly intended for the “femina vana.”
This double emphasis on the uncontrollable, sudddure of Death further leads to the idea of
Death as the “equalizer among humans,” punishioggiprivileged and disadvantaged, happy and
sad, Christian and not alike.

Petrarch first alludes to this idea by writing,

io 0 condotto al fin la gente greca
e la troiana, a I'ultimo i Romani,
con la mia spada la qual punge e seca,
e popoli altri barbareschi e strani;
(Triumphus MortisPart |, lines 40-43%°

118 Though | do not discuss the call to the readee hewill soon return to this line.
119 Tarr, 236.
120 petrarchRime, Trionfi e Poesie Latin618.
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Death instructs Laura that she is the one whonmyewey; valiant warriors and commoners afike,
fears, an idea which resurfaces during Laura’'shdkér in Part | (lines 73-8%52 As Petrarch
then reflects on Death’s triumph he notes:

Cosi rispose; ed ecco da traverso

piena di morti tutta la campagna,

che comprender nol po prosa né verso:

da India, dal Cataio, Marrocco e Spagnha

el mezzo avea gia pieno e le pendici

per molti tempi quella turba magna.

lvi eran quei che fur detti felici,

pontefici, regnanti, imperadori:

or sono ignudi, miseri e mendici.

U’sono or le riccheezze? u’ son gli onori?

e le gemme e gli scettri e le corone,

e | mitre e i purpurei colori?

Miser chi speme in cosa mortal pone

(ma chi non ve la pone?), e se si trova

alla fine ingannato e ben ragione.
(Triumphus MortisPart |,lines 73-87)%3

No one may escape Death’s unforgiving grip. WheatBeonquers her victims, an individual's
unique features fade away, leaving all earthly lbodily possessions behind. The idea of every
man “losing” not only their lives but their goodsdugh Death echoes Boccaccio’s description of
Death-Fortune in thAmorosa visioneBefore the “anti-triumph” begins, Boccaccio’s deiwarns
him that every earthly good will be destroyed: “Ogrondan valor vedrai conquiso/ in termine
assai brieve.” (Canto XXXIlI, line 85¥* Upon the conclusion of the parade, the pilgrimtpoe
turns to his female guide and utters,

Nessun porria pensar che tanta gente,
cosi famosa e di tanta virtute,
Fortuna avesse oppressa si vilmente.
Fosse chi nol vedesse? o chi salute
omai qui sperera, se non coloro
che le vere ed etterne han conosciute?
(’Amorosa visioneXXXVII lines 34-39)12°

121 There is a further parallel between this aspe@&atfarch’s Death and Fortune in Boccaccio in Euatune’s list
of victims is comprised solely of mythological anidtorical figures from ancient Greece and Rome.

122 petrarchRime, Trionfi e Poesie Latin619-520.

123 | pid.

124 Boccaccio//Amorosa visiong136.

125 pid.,150.
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Shocked and in disbelief by Fortune’s utter disrddar fame, name, or person, the pilgrim-poet
fearfully acknowledges the overwhelming power oafbeFortune as the earthly executioner. Just
as Dante learns that, upon entering the gates lbf Bieath forces one to abandon every abject
thought: “ogne vilta convien che qui sia mortdriférno lll, line 15),126 Boccaccio intertexually
submits that Fortune imposes the same mindset loatovictims. Both Petrarch’s Death and
Boccaccio’s Fortune grasp whomever they want, Witle regard to riches, fame, or who the
person was on Earth. Leaving all possessions bebDiedth and Death-Fortune single-handedly
reduce all beings to a level of nothingness.

While this idea intertextually hinges on PetrasciBoccaccio’s, and Dante’s poems, it is
also expressed explicitly and allegorically via Bisa Camposanto. Let us return one more to the
previous scroll held by angels in the center ofgamting:

Schermo di sapere o de richeca

Di nobilta et ancor di gentileca
Vaglian niente a’ colpi di costei.

De, che non trovi dumque contra lei,
O tu lector, niuno argomento?

Or non haver il tuo intellecto spento
Di starci sempre [si] apparecchiato
Che non ti giunga nel mortal peccato.

The second half of this inscription addresses th®is role Death plays, while the first half
reiterates that no one is immune to Death’s blowhile this inscription is in the vernacular,
allowing its “form” to appear more accessible tltan_atin counterpart, there is also a direct call
to the “reader” located in the middle of the inption. While the text communicates the message
to a broader community of viewers—Death comeslfgreasons, regardless of their wealth, status,
or fame on earth—the juxtaposition of this addtesthe reader behind the central image Death,
surrounded by angels and demons, insists upond&ctit message. The angels who hold the
scroll visually accord with the angelic figures wiransport the virtuous souls toward Heaven,
leaving those who remain as the unrepentant victfmthe demonic “Malebranche.” Like the
“Legend of the Three Living and the Three Dead,thé “lector’/viewer can learn from their
mistakes and alter their behaviors on Earth, wheatiDarrives to claim her victims, there is hope
for salvation in the afterlife. By intermediallyfegencing the play between word and image and
the allegorical meaning of Death offered by theaRtemposanto, Petrarchfsiumphus Mortis
assumes another layer of meaning—the potentiddéath to bring peace in the afterlife.

The Pisa Camposanto reinforces this idea in anottsaription. The scroll under the
beggars who turn toward Death as if pleading toshgr “O Mors, bonum est iudicium tuum/ non
indigenti cur.../ capite” (Oh Death, your judgmeng@od, why do you not...from needing...,you
all understand). Death heeds no cries and doexffleosympathy to anyone. Through a mediation
of the Pisa Camposanto’s allegorical meaning, Bomoaand ultimately Petrarch, offer clues that
inform both the reading of their poems and latemng of Petrarch’s painteriumphus Mortis
in an indirect way. Artists then turn to rely ontedded textual clues and their collective memory
of previous Triumph of Deathimagery to accurately inform their depictions aétridrch’s
Triumphus Mortis.

126 Dante, 54.
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The shared intermedialites between the Pisan frasdd®etrarch’s and Boccaccio’s poems
shed light on one final textual element that Petranserts into hisTriumphus Mortis It is
important to note that Petrarch specifically udes term “brigata allegra” (line 2%y when
describing the female companions of Laura-Chastgtythey continue their triumphal journey
before encountering Death. Though the tdmgata allegrais synonymous with Boccaccio’s
group of storytellers in thBecameronit is difficult to ignore that the image oftgigata taking
pleasure in the garden also existed inAherosa visionand that this earlier text's femdlagata
stands in direct dialogue with the Pisa Camposdhie. precisely this chain of influences that
inspires Petrarch’s placement of thrggata allegrawithin hisTriumphus Mortis

Although Petrarch introduces Higgatabefore the allegory of Death, the imagery Petrarch
uses to describe them follows the pattern provigethe garden of thAmorosa visionand the
Pisa Camposanto. There are flowers surroundingotfais movement and possible dancing of
the women and the evocation of “spring” as thdrsgfor this triumph (line 25)? Once Death
approaches, the remainder of Part | contains agiimad dialogue between Laura and Death in
which Laura challenges Death’s violent nature,nslag she is not afraid, but ready to depart the
Earthly world and fulfill her Christian duty as Path’s spiritual guide. Death does not completely
triumph over Laura but rather triumphs over the tadoidea of chastity and her body, not her
spirit,12%in accordance with the message implied by the @&@aposantd3C authorizing Death to
assume and immortalize Laura’s beauty in the pséédJpon Laura’s mortal “death” the
pilgrim-poet reintroduces thierigata but this time, in their role as mourners, confargnto the
standard practices of contemporary public funepaogessions:

Quella bella compagna era ivi accolta
pur a vedere e contemplare il fine
che far convensi, e non piu d’'una volta:
tutte sue amiche e tutte eran vicine.
[...]
Quanti lamenti lagrimosi sparsi
fur ivi, essendo que’ belli occhi asciutti
per ch’io lunga stagion cantai ed arsi!
(Triumphus MortidPart 1, lines 109-112; 118-128)

Though Petrarch describes the scene as havingamatyi moved all the viewers on site, the only
people by Laura’s side were women. The pilgrim-pseberely a witness to the funerary ritual of
mourning unfolding.

127 petrarchRime, Trionfi e Poesie Latin618.

128 |pid., 517.

129 Fabio Finotti, “The Poem of Memory (Triumphi),” Retrarch: A Critical Guide to the Complete Warksls.
Victorian Kirkham and Armando Maggi (Chicago: ChgoaJniversity Press, 2009), 79; Sara Sturm-Maddox,
“Arbor vittoriosa triunfale Allegory and Spectacle in titimeand theTrionfi,” in Petrarch and Dante: Anti-
Dantism, Metaphysics, Traditipeds. Zygmunt G. Bafiski and Theodore J. Cachey Jr. (Notre Dame: Uniyer$
Notre Dame Press, 2009), 122; Lorenzi, 20.

130 Boeckl, 58.

131 BernardoPetrarch, Laura, and the Triumph$22; Lorenzi, 12.

132 petrarchRime, Trionfi e Poesie Latin621.
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Similarly, Boccaccio includes this gendered refeesto female mourning in his triumph
of Death-Fortuné3? After Boccaccio finally begins to catalogue thetins of Fortune's “anti-
triumph,” he references Tydeus as one of the Imtiembers of Her “parade.” Boccaccio details
Tydeus’s downfall at the hand of Fortune by sayivgdi Tideo 14, vedi il pianto amaro/ che fer
le meste ch’a pit compimento, / in ristoro del dwotonsumaro” (Canto XXXIV lines 37-38%

It is only the women who mourn and lament Tydewdrsadful downfall. Boccaccio clearly
distinguishes and includes the gendered dynamigqaublic mourning rituals within Fortune’s
“moving” spectacle to draw a further parallel beéwéhe role of Fortune and Death and to clearly
convey in the minds of his readers an understanairtge public ritual and visudlriumph of
Death

Following Boccaccio, Petrarch adapts his wordshat the female group mirrors the live-
funerary practices, authorizing the validity of 8@ene unfolding before both pilgrim-poets’ eyes.
Immediately following the death and initial “funeygprocession” for Laura, Part Il depicts the
pilgrim-poet deep in conversation with Laura. As Riammetta- and Beatrice-inspired spiritual
guide, Laura will strive to lead the poet towardd@oEternity and salvation. Petrarch adheres to
the structure of both BoccaccioAmorosa visioneand the live-action movement of painted
designs of the Pisa Camposanto to create the isipresf a funerary/moving “Triumph of Death”
pageant within his allegorical journey post-Dedthese intertextual, intervisual, and intermedial
clues will inform visual artists wishing to represdéPetrarch’sTriumphus Mortisand provide
insight into how to distinguish the Petrarchan modem the previousTriumph of Death
iconography.

IMAGERY FOR THETRIUMPHUS MORTIS

While images of &riumph of Deattand the macabre were not new to the Italian visadition,

the heightened communal attention to contagionedhwdeath and the unpredictability of its
spread, particularly after 1348, yielded new stigiapproaches to the themes’ representations in
art. The rise in popularity of Petrarchrsionfi prompted an additional opportunity to represent
this theme through a slightly different lens. Thbugtending to directly represent Petrarch’s
words in a visual form, the poet’s few explicit @iés of his allegory and Her “triumph” left artists
wanting, spurring them to turn elsewhere for visnapiration.

There are two standard iterations for represemetgarch’sTriumphus MortisOne mode,
that which Francesco di Antonio del Chierico ansl\workshop established in the later fifteenth
century (fig. 14), adheres to the visual exampléited in the Camposantd> From 1460 to 1480,
most manuscripts of therionfi were illustrated by artists associated with dele@ibo’s workshop,
or they indicate the influence of his styf8such as the MS Harley 5761 which was commissioned
by the Medici. Here, we find both a historiatetiah ‘Q’uesta, and a small vignette at the bottom
of the page depicting the personification of Desgha swift, demonic figure endowed with large

133 For more on the idea of Fortune, see Howard Psfidieé Goddess Fortuna in Medieval Literatiy@ambridge:
Harvard University Press, 1927).

134 Boccaccio)Amorosa visiong138.

135 Del Chierico’s workshop also produced images fetrérch’sTriumphus Mortisn which the allegory appears on
a chariot, such as the image found in MS 905, Mil@iblioteca Trivulziana, following in line witthe prototype
initially devised by Apollonio di Giovanni.

136 Simona CoherTransformations of Time and Temporality in Medieaadl Renaissance A{Boston: Birill,

2014), 315.
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Fig. 14. Francesco Antonio del Chieridojumph of Deathdetail of a marginal vignette, late fifteenth cewtu
tempera colors, ink. MS Hartley 5761 fol. 29, BifitiLibrary Catalogue of Illluminated Manuscriptsalye via

Wikimedia Commons.

bat-like wings, who wields a scythe in the momdegling up to her potential kill. The border
surrounding the page is typical of fifteenth-ceptblorentine manuscripts and includes flowers,
birds,putti, and deet3” However, del Chierico also inserts skulls, emblefrdeath now ingrained

in the cultural memory of the Quattrocento, andatteads strewn across the vignette. Coral
beads, a luxury item, served as both a symbol afityeand as a tool for protection against illness
or sudden deatt?® The presence of the coral beads in this imagegpsridemonstrates the elite
status of the Medici, yet alerts the reader to itltescriminate power of Death. This artistic
rendition immediately recalls the idea of a darknacing Death previously described in the initial
encounter offered by Petrarch and Boccaccio anokew earlier visual images of Death, such as
the Pisa Camposanto.

Del Chierico’s interpretation of Petrarch’s allegayf Death may be more accurately
related to the text of thEriumphus Mortis In his initial description of Death, Petrarchéds the
personification “con un furor qual io non so se hahitempo de’ giganti fusse a Flegra” (Part 1
lines 32-33):3° Though Petrarch’s inclusion of the noun “furor” ynacall Statius, it may also
return the contemporary reader to the openingdfrigante’sinferno IX (“quel color che vilta di
fuor mi pinse” line 1)}}*°thecantothat introduces the Furies who guard the entramtiee City of

137 Oxford, Bodleian Library MS Canon. Ital. 62, htipdigital.bodleian.ox.ac.uk/objects/b2590067-58@fc-
a843-80b27ed310f1/ (accessed February 25, 2022).

138 VVincenzo Ambrogi, “Piero della Francesca’s comhgants: the hidden bronchial anaton8JM Journals69
no. 12 (1 April 2014), 1161.

139 petrarchRime, Trionfi e Poesie Latin618.

140 Dante, 140.
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Dis.1*1 A contemporary audience may thus associate tlsisaliimage of Death with Dante’s
demonidfemaleforces that share similar features with the Maebhe. Additionally, the imagery
of the Furies and Malebranche implicitly conjured Retrarch’s text further invite viewers to
return to the Pisa Camposanto as a direct modethferinterpretation of a female “fury” of
Death4?

In these images in which the figure of Death asusy hovers above the victims, del
Chierico’s workshop attributes to Death charactegsof swift mobility across time and space.
While there are bodies lying behind Death’s flogtiigure, there is also often included a group of
figures fleeing the personification’s threats. Uixtpposition to the skeletal body of Death, the
victims, both men and women, are dressed in cdlolfithing and demonstrate the wide strata of
society called to participate in Death’s paraddsHcttive threat underscores the allegorical fate
of the mortal “body” visualized in the Camposditand intermedially appears in the visual and
textual Triumphus Mortis Impending Death corresponds with the image ofdpet’'s Death
beforeher ultimate “triumph” over Laura as seen in feumphus MortisPart |, the section
centered on the demise of the physical body of dalihe emotions sparked in the viewer by
witnessing Death in this way imitate Petrarch’seitéxtual and intermedial connection to
Boccaccio’s fierce female Death-Fortune and therifiorvisual of Death from the Pisa
Camposanto.

The second and more common visual iteration ofalretis Triumphus Mortis(fig. 15)
follows the basic model initiated by Apollonio digganni and his workshop in the 1440s, which
was used for both the earliest manuscript illumore andcassonthereafter. Until the 1480s, the
illuminations for most of thdrionfi manuscripts were Florentine and adhered to di Giona
model!44 As we see in the front panel ofassonelepicting Petrarch’$riumphs of Love, Chastity
and Death attributed to Francesco Pesellino and originedlsnmissioned by Piero de Medici to
celebrate his wedding to Lucrezia Tornabuoni in 844 Pesellino follows di Giovanni's
prototype where the allegory is mounted on top chariot pulled by either two or four black
oxen. Though the personification of Death usugtiyesars clothed in a black shroud and carrying
a scythe, Pesellino depicts the allegory as afeaible figure with strands of hair cast wildlyant
the wind and a dreadful expression painted on &@ntface;*® as opposed to a skeleton. Visually,
this communicates Petrarch’s intertextual hintsai@s Boccaccio’s Death-Fortune and the earlier
iconography from BuffalmaccoSriumph of Deathlmages of crosses, bones, or skulls adorn the
black or gold colored chariot. While di Giovannsircts his vision of th@riumphus Mortigo
only the allegory riding atop the chariot, in tHb0s and 1460s, such artists as Pesellino, expanded
the initial prototype, copying the images of masvastation brought about by contemporary
contagions. We see Death in the process of tragnphr its newly conquered victims with the
bodies of the personification’s earlier “followersither strewn along the sides of Death’s path,
underneath the chariot, or lying still behind thpedtession.” The background setting is often a
desolate, desert landscape painted in muted, tarthcolors.

141 Lorenzi, 16. “Furor” is also used by Dante to dimcthe giant’'s madness in assailing heavenfierno Canto
XXXI, line 114 (488).

142 Battaglia Ricci, 61.

143 Boeckl, 58.

144 Cohen, 304.

145 Jacqueline Marie Musacchio, “The Medici-Tornabubesco da Parto in Contextyletropolitan Museum
Journal 33 (1998), 145.

146 Some versions from Apollonio di Giovanni’s workghalso portray the allegory of Death as a skelstarh as in
the MS Pal. 72, fol. 80r, Florence, Biblioteca Leniana.
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Fig. 15. Francesco Pesellino, detailfoifumph of Deathc. 1448, tempera and gold on paceaksone
Isabella Stewart Gardner Museum, Boston, Massattsuimage via Wikimedia Commons.

The choice between the frail female or the skelébo the personification of Death seems
too disparate for both to be possible visualizatiohPetrarch’s text. The female figure of Death
accords with Petrarch’s description of Death asnairiine allegory, shrouded in black. As we see
in Pesellino’s example the addition of the scytheyr, flowing grey locks, and tattered clothes
convey Petrarch’s intertextual hints towards Boct#s Death-Fortune and the earlier
iconography from the Pisa Camposamtaumph of Deathwhich each render Death in a similar
manner. The image of the skeleton, however, posdiaiives from two potential sources. On the
one hand, artists return to ideas of the macalat wlere already embedded into the visual
iconography of the time from the earliBiumph of Deathmagery outside of the Tuscan or Pisa
Camposanto traditiot,” which sometimes showcased a skeleton as Deathsythiolic Fourth

147 Brion-Guerry, 92.
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Horseman of the Apocalypse—rapidly riding on hoasdtoward its next prey. Skeletons entered
the visual imagery associated with public funegmgeants in the fifteenth centdf,and so the
return to the image of Death, as a skeleton/Fduotiseman in later imaginations of Petrarch’s
“triumphs,” accords with what artists and viewelikeawitnessed throughout their local streets.
On the other hand, artists did not begin to repreBetrarch’sTrionfi until the fifteenth century.

In 1425 in France, and later Germany, England, antbst all of Western Europe outside of
Italy,*4°the idea of th®anse de la Mortleveloped as a mode of representing the macabtrhan
transition from life to afterlife (fig. 16-18). Witn these images, such as the example from
Clusone, Death, always displayed in skeletal fappears several times within the scene. Death
joins arms with different men and women, dressazmbimtemporary clothing and representative of
all strata of society and “dances” in a cirtie.The theme of th®anse de la Morwisually
underscores the allegorical message of Death axjtdizer among the masses.

Fig. 16. Giacomo Borlone de Burchisa Danza macabre e il Trionfo della Moyti#fteenth-century,
fresco. Oratorio dei Disciplini in Clusonknage via Wikimedia Commons.

148 Strocchia, 32.

149 Binski, 14.

150 See Arsenio Frugoni, “I temi della morte nell’affco della chiesa dei discipline a ClusoneJhitontri nel
Medioevo(Bologna: Il Mulino, 1979), 217-249 and Giacoma@Bdella, “Danza macabra di Clusone e danze
macabre europee: i personaggi a confrontol’arSignora del Mondo: Atti del convegno internazilendi studi
sulla Danza macabra e il Trionfo della morte, ClaspAuditorium communale, 30 lugtids., Giosuée Bonetti and
Matteo Rabaglio (Bergamo: Circolo culturale Bar&e2003), 163-178.
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Fig. 18. Detail of théanse de la Mortrom theTrlumph of Deathlmage via W|k|med|a Commons
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Although theDanse de la Morfrequently appears by itself and without othenatares
surrounding the scene, the Clusone example is anigthat located directly above tBanse de
la Mort, is a version of a “Triumph of Death.” The viewmtices Death, as a skeleton, donning a
regal crown and cloak and standing, arms raisedciory holding scrolls, atop an open coffin
with deceased bodies inside. Flanking Death areskkketal accomplices who shoot arrows and
other weapons toward a crowd of aristocratic, extasgical, and poverty-stricken individuals in
the crowd. Several members of the group of “liviliff"offerings toward Death as a sign of good
faith. In the corner is a scene of contemporargafiand fauna, exempt from Death’s destructive
ends. The entire scene of the “Dance” and “Triumighftamed by a floral border, as one would
see in a manuscript text, with skeletal heads eseattwithin.

The juxtaposition of th&riumph of Deatland theDanse de la Mortin particular the linear
progression of top to bottom, accords with previdusimph of Deathiterary and discursive
material. Thelriumphvisualizes the moment before one’s death, thangasf the mortal “body”
and the last-ditch effort to negotiate a placetfer eternal “soul” at the end of one’s life. The
message is clear, Death comes for all, without imgrar prejudice, and will unite everyone who
previously may have been divided by economic, $oorapolitical factors in the final “dance.”
Additionally, the Clusone example lies on the borthetween Italy and France, and thus
demonstrates the shared interest in, transmisdioand alterations to the allegory of Death.
Though theDanse de la Mortid not gain momentum in Italy outside of a fevaige renditions
in the northern Alpine border, its prominence asraarope informed artists, especially in the
French and northern European illustrated editiohPetrarch’s Trionfi,'> on how to best
communicate the idea of a “Triumph of Death” fogitHocal audience.

The vision of the female on the chariot as opddséahe floating Fury further brings into
relief a reading of Part Il of Petrarcitanta In contrast to the fast Fury of Death who repnese
the momenbeforethe “triumph,” the image of Death in “processiont ber chariot invokes the
moment of Petrarch’'$riumphus Mortis afteDeath triumphs over Laura-Chastity. Rather than
approach her victims, Death is surrounded by tdsam she left lifeless in her wake. However,
Brion-Guerry argues that these particular imagesyaant to represent the allegory of Death not
as a threatening force set on terminating othersrdiher as one that brings peace and solace to
soulsafter she triumphs over thefi? an idea that is at the heart of Petrarchrisimphs Mortis
Part Il.

Once Death “conquers” Laura’s physical body andubgahe pilgrim-poet Petrarch and
the dream-spirit Laura engage in a conversatioh whlhlead Petrarch towards his journey to
Paradise. After asking Laura whether she is “deadilive,” Petrarch’s voice serves as a
mouthpiece through which his contemporary readargraunity may “respond” to the devastation
caused by the plague. The poet asks Laura whétbexperience of Death is as unbearably bitter
as it seems, to which she responds:

“Mentre al vulgo dietro vai

ed a la opinion sua cieca e dura,
esser felice non puoi tu gia mai.

La morte e fin d'una pregione oscura
all’'anime gentili; all'altre e noia

151 See BnF 594, located in the Bibliothéque Natiowialdrance for reference.
https://gallica.bnf.fr/ark:/12148/btv1b60007856.845%620petrarque?rk=21459;2
152 Brion-Guerry, 96.
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ch’anno posto nel fango ogni lor cura.
Ed ora il morir mio, che si t'annoia,
ti farebbe allegrar se tu sentissi
la millesima parte di mia gioia.”
(Triumphus MortisPart 11, lines 31-39f2

Laura quickly confirms for the pilgrim-poet that &h, which will be labeled a specifically
Christian death following God, leads to the end of all suffgrand inspires joy that will
accompany the spirit throughout eternity (Pattigs 31-39):>* The motionless chariot and “non-
parade” thus demonstrate the shift from Death asygressive agent that extinguishes the lives of
her victims to Death who peacefully liberates tbaldree from its body (“la morte & fin d’'una
pregione oscura”). In this way, while the imageplitly call to mind public funerary pageantry,
the visuals of the processional “Triumph of Dea#iio implicitly allude to the allegorical
significance of Death offered by Petrarch in Paflthe Triumphus Mortis This idea further
returns the reader/viewer to the Pisa Camposaeiaforcing its scroll's didactic message
“Schermo di sapere o di richega...,” wherein Death isiversal phenomenon experienced by all
communities. The two parts of Petrarch’s poem, #madr slightly divergent visual examples,
additionally recall the relationship between thert@io“body” and the eternal “soul” implicitly
offered by the Camposanto image.

In the second visual tradition of Petrarchirstumphus Mortisit is impossible to ignore the
chariot, most commonly pulled by black oxen, agmchl and repeated element across scenes
portraying “Death in Triumph.” The chariot, usuablack or gold with dark accents, often includes
symbols of bones or crosses as decorative emblBmasigh there are a few examples in which
the oxen are actually buffalo&® become the standard for PetrarciRainmph of Deatlimages.

If we consider, for a moment, the chariot, we megail that Petrarch does not explicitly mention
this object within hisTriumphus Mortis In fact, outside of th&riumphus Cupidinisno other
allegory from Petrarch’s text is described as gdatop a chariot. What is the reason, then, for
including a chariot, especially when earlier icoraggny associated with thEriumph ofDeath
does not portray Death on a chariot pulled by alstha

By the middle of the fourteenth centuilggegng or machines, became a new mode for
displaying civic and religious imagery seen thromugfitalian city streets, including funerary carts
pulled by oxert>® Engineering treatises such as Mariano Tacc®a sngeneisandDe machinis
(c.1449) depicted the mechanical transformatiomasfous quotidian objects and invented new
ways in which to incorporate technological machjrmesch as the ox-driven cart prominently
featured in funerary processions, to help facditdte completion of daily tasks. Taccola’s texts
not only describe these new technological advaasdgheir importance, but also offer schematic
drawings to which people could refer for accuratebnstructing and utilizing the desired
apparatus. Taccola maintained close friendshipk wiany Tuscan artists, including Filippo
Brunelleschit®>” and often engaged in intellectual-artistic exclesngith local Sienese artists of

153 petrarchRime, Trionfi e Poesie Latin624-525.

154 1hid.

155 See Lorenzo Costa&iumph of Death1490, in which he uses buffaloes over oxen.

156 Jenna Soleo-Shanks, “From Stage to Page: Si@adésfo dell’AssuntaSpectacular Machines, and the
Promotion of Civic Power,” iThresholds of Medieval Visual Culture: Liminal Sea@ds. Elina Gertsman and Jill
Stevenson (Woodbridge: Boydell Press, 2012), 293.

157 Soleo-Shanks, 293.
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the time'® Due to the presence of these highly detailed drgsyt®® Taccola’s treatise was not
only a technical manual, but also was elevatetiedavel of fine art and was in dialogue with the
designs other artists crafted, such as those vstiahs of Petrarch’§riumphus Mortiswhich
similarly redesigned a funerary pageant and oxdieghuwwagon, when rendering their three-
dimensional “machines” on paper or canvas.

Taccola divides his first engineering treatig€¥ ingeneis,into four major sections
representative of different technological categorier their functions: harbors and their
construction, operation, and defense, chemistayyohgs of machines and technical methods, and
commonplace devicé$€? While Taccola had little to no formal knowledge ather technical
literature and was unaware of the refined or adedrechnological apparatuses of antiquity, the
engineer’'s text was unique in that it offered aaclenethod of communicating ideas about
contemporary technological thought. In particuleaiccola’s text became the first of its kind to
categorize machines based on their common parsi¢ fianctions, and general rules of use.
Inspired by drawing from life and what he witnessedthe streets of Florence, Taccola further
developed his artistic skills from his connectionlacal artists of Siena and those traveling or
visiting the city, such as Donatello and Lorenzoil8Hi. Though later engineering treatises
quickly surpassed Taccola’s, mostly for their eregagnt with previous technological literature
from antiquity, the drawings Taccola offered reneairessential tools that could instruct both
artists and engineers alike. Taccola often inclugstiort detailed inscription alongside many of
the images, relying on the combination of textual gisual sources to inform artist-engineers as
to how to appropriately depict the form and funetiof their technological apparatuses, thus
solidifying his texts’ place in history as a foutidaal copybook from which artist-engineers
learned'6?

Taccola’s text predates any imagery associatedRatharch’sTrionfi, yet demonstrates a
shared interest in transcribing public pageantty iiterary and discursive exempla. There are
several drawings from Taccola3®e ingeneighat methodically demonstrate how to represent an
ox as a transporter of large, bulky objects on goma(fig. 19). As we see in the drawing from
Taccola’s text, the central image highlights anraising its front left leg to demonstrate motion.
The ox has two large, curved horns and a ring peetbrough its snout. There is a man on top of
the ox, tugging on the reins and forcing the oxéadhto thrust back. Taccola first demonstrates
how the man may control the ox through the rinthmox’s nose. The gesture of the man tugging
at the ox allows the viewer to regard this actierthee cause of the ox’s movement with its front
leg. As communicated in the drawing, the ring atiteal one to both control and lead the ox via
his nose. At the same time, if the ox pulled dipalarly large object, such as a cart, one attdche
the object behind the ox and tied either the reims thick cord through the nose of the ox so that
the object moved when the animal moved. The ringuih the nose of the ox is thus an essential
tool that communicates the function and movementhefapparatus as dependent on, and in
relation to, the animal.

158 Frank D. Prager and Gustina Scadlimriano Taccola and his Book ‘De ingene{€ambridge: MIT Press,
1972), 12. One of Taccola’s closest friends wasusaript illuminator Jacopo della Querica who workedan
illustrated edition of Dante’€ommedia

159 awrence Fane, “The Invented World of Mariano TdacRevising a Once-Famous Artist-Engineer of 5@
century Italy,”"Leonardo36 no. 2 (2003), 135.

160 follow the divisions outlined among the chaptef$rager’s and Scaglia’s book.

161 prager and Scalia, 153-167.
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Fig. 19. Mariano Taccol®e ingeneisBook V.11, late fifteenth century. ADD 341%330r., The British Library.
Image via eCommons, Cornell University Library.

Underneath the central figure is a smaller imagarobx, similarly raising its front right
leg, now tied to a flat-topped platform. The wag®®a two-or four-wheeled structures with a flat
base, indicating that one could simply positiorobject securely on top of the wagon. This small,
localized example of how the ox becomes an agertdiping to advance construction projects
and practices furthers the message offered byaigeld central figural group. Though artist-
engineers could rely strictly on drawing from ligbservation of funerary processions of oxen
carrying the funerary bier across the city streeégcola’s treatise provides a modern, schematic,
two-dimensional design of mechanical form and fiomctor the cart and wagon from which others
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could reference. The sense of motion created by &éfceola offers the reader a demonstration of
the functionality of the cart, dependent on theémrmove.

The drawings of Taccola demonstrate a collectivenorg of funeral carts and wagons
inundating lItalian streets, especially during tineéontagion, and expose a common point of
interest for artists wishing to representation &etr's Triumphus Mortisn a similar fashionlf
we reexamine Pesellino’s representation, we natiaePesellino demonstrates a similar interest
to Taccola in representing the mechanical functipnaf the ox-cart; the artist intentionally
includes rings through the oxen’s noses with angtattached to each ring. Both oxen raise one
leg in the air to communicate movement and progiresee pageant sequence, as they are the
agents who pull Death forward while she tramplesrdwver newly “conquered” victims. The
chariot of Pesellino is no longer an ancient Romaadriga or four-horsed chariot, but rather
recalls the flat-top structure designed by Taceold modeled after the funeral cart and bier. Death
securely stands in position atop the platform, oning the sense of stability similarly presented
by Taccola’s smaller drawing in the bottom leftreem By comparing Pesellino’s rendition to
Taccola’s schematic drawing, it is clear artistd angineers alike wished to accurately portray
elements from public pageantry when devising aetlilienensional object into a two-dimensional
drawing. In the case of Pesellino, this alloweddhtest to insert another layer of “historia” into
the visualization of Petrarch’s allegory, furthehancing the didactic message of Thieimphus
Mortis. This “engineered” image of Death’s chariot pulleg oxen ultimately becomes
standardized and specific to the Petrarchan iteratof theTriumph of Death

At the same time, however, Petrarch, like Boccaddiars the roles of Death and Fortune
within his Triumphus Mortisby first suggesting that Fortune subsequently &dath in their
mutual goal toward destructive ends: “drizzo ’l| nearso innanzi che Fortuna/ nel vostro dolce
gualche amaro metta” (Part |, lines 46-4%%)Then, once Laura “dies,” Petrarch does not blame
Death, but rather substitutes Death for Forturte@sne who seized his beloved from him: “L’ora
prima era, il di sesto d’'aprile,/ che gia mi stened or, lasso, mi sciolse: come Fortuna va
cangiando stile!” (Part I, lines 133-13%¥%.In doing so, Petrarch intertextually reminds tbader
that his personification of Death adopts the madddoccaccio’s Death-Fortune in thenorosa
visione

If we return to Boccaccio’s Death-Fortune, we rerhenthat she rides on a chariot pulled
by “fiere” (Canto XXXI line 19-20}%* As the “Triumph of Fortune” progresses, the reader
quickly learns that Fortune’s first unfortunate lléover” is Cadmus. Boccaccio, in describing
Cadmus’s demise, writes, “che Cadmo fece, il b@eséguitando” (Canto XXXIV, line 15§°
Cadmus, originally cast in OvididetamorphoseBook 111.1, is tasked by Agenor, Europa’s father,
to save Europa from Jupiter's abducti6h Though typically editions of Ovid’s text translate
Jupiter as a heifer, Boccaccio specifically ideesifthe transfigured God as an'6XAn image of
oxen now replaces the “fiere” as the beasts whbRmrtune’s chariot and the action of Cadmus
acquires another layer of meaning—Cadmus is botlintantext to the Ovidian myth and a
downtrodden victim preceding “le bue” in Fortundismal funerary ritual. As mentioned, within

162 petrarchRime, Trionfi e Poesie Latin618.

163 |pid., 521.

164 Boccaccio)Amorosa visiong126.

165 bid., 138.

166 p_ Qvidius Nasoyletamorphosed$3ook 1lI.1 line 10, ed. Hugo Magnus (Gotha: Friédardr. Perthes, 1892),
Retrieved from perseus.tufts.edu/ (accessed Fgb25ar2022).

167 Hollander, Hampton, and Frankel note that Boceausks the two terms interchangeably because Clirist's
reference to the animal is the term “bos” (235).
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public funerary pageants, these parades typicai&tufed a cart pulled by oxen that would
transport the corpse across the city to its fiesting place. In the case lAmorosa visione
Boccaccio expands upon the overlapping imageri€®dfine and Death with this subtle hint at a
“funerary/Death procession” for Fortune. When Retraalls to mind Boccaccio’s Death-Fortune
and her “anti-triumph,” the passage offers a taegiportable, instrument—the chariot pulled by
“fiere”—to carry visually Petrarch’s allegory of B#v—and along similar lines as such images
offered by engineering treatises—within paintedditons of theTriumphus Mortis

CONCLUSION

While five of Petrarch’s six triumphs make no direention of a triumphal chariot, references—
explicit and implicit—the chariot-wagon abound vetpoet’s visually textual clues, which would
later inform future readings and representationthefpoem. Petrarch’Briumphus Mortismay
seem non-descript and difficult to represent insaal mode, but in fact, there are a number of
intervisual and intertextual indications woven tihghout. Though Boccacciol3ecameroradapts
elements and aspects also found in the Pisa Camipo#ds really Boccaccio’dmorosa visione,
and an intermedial reading of Danté&$erng that works side by side with the Pisa Camposanto
and the post-plague responses to Death in settengtaige for Petrarch’s evolution of this image
in his Triumphus Mortis The references to live-action funerary model$iwieach of these two-
dimensional media transform not only the Pisarncivesnd Boccaccio’s literary “parade,” but also
Petrarch’s words into a living, moving spectacleswie-translated upon the visual stage. With an
increased awareness to the fatal vulnerabilitieashich communities can be exposed, especially
during times of disease and contagion, the vistalition of theTriumph of Deathevolved
stylistically and didactically, as did the visualocabulary on which artists could rely for depicting
their iterations of theTriumphus Mortis With each new approach to representing the
personification of Death, visually and textuallg, image and descriptions are given new life. It is
clear that Petrarch does not offer one singulagemnat Death; rather, the poet’'s borrowing from
both earlier and contemporary historical, visualkl &terary interpretations opens the doors for
artists to creatively contribute new representatiohthis figure for centuries to come.
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CHAPTER THREE

Ekphrastic Robots or Petrarch’s Just Gloria?
Automata, theére corone and theTriumphus Fame

When observing Domenico di Michelino’s paintedssonemeant to represent Francesco
Petrarca’s six allegorical parades of T@nfi (c.1450) —an example which will be discussed in
more detail later in this chapter—, it is the trjpmators, prominently displayed on an
individualized chariot, who captivate the viewedaitract the most attention. These allegorical
personifications distinctly emerge out of the thgari “victims or beneficiaries” who join in their
“triumphal” ritual, offering the viewer six singul@xperiences as their eyes move in sequence
from one victor to the next. Though given sparseial descriptions within the poefigionfi
(1351-74), Petrarch’s personifications are alwasts/a agents as conquerors of their soon to be
“followers.” Some artists of the fifteenth centurstich as Michelino, attempt to bring these
triumphators to life within their visual counterpgrreversing Petrarch’s textual structure; the
figures toward whom Petrarch devotes much of hisnébn, the band of followers, become a
populous blur, and the non-specific allegory transfs into a prominent and unique figurine.
However, within these later renditions of fheonfi, the allegory on display is no longer a lively
force, but rather appears as a rigid and mechafstaiue.” Though it is clear these artistic
triumphators are not products of Petrarch’s pastagination, it has not yet been determined from
where the majority of Petrarch’s triumphators detivihrough the specific case study of the
Triumphus Famel will argue that it is precisely an intermedmtchange between Petrarch’s
Trionfi and representations of “gloria” previously presernn Dante Alighier’'sCommedig1321)
and Giovanni Boccaccio’sAmeto (c.1341)and ’Amorosa visione(c.1342) that aids in our
viewing of the standard artistic choices made wbamraying Petrarch’$riumphus Fame

One of the most intriguing aspects@bmmediais Dante’s methodological approach in
bridging several literary traditions within one gihar narrative. Among the previous textual
models Dante references throughoutmesgnum opuss twelfth-century French and Provencal
poetry. Similar in style to other poetic forms—swashthescuola sicilianaor thedolce stil nove—
, the content of much of these medieval Frenchsteken includes imaginings of android-like
figures, known as automata, or self-operating meeghiFor medieval French and Provencal poets,
the textual introduction to an automaton, spediffca human automaton, most often materializes
as arekphrasis—the verbal representation of a visual art. Mantheke texts, such as tReman
de Troie(c. 1160) oLe Conte dé-loire et Blanchefleufc. 1150-1170), were extremely popular
and widely circulated across Europe, including reedli Italy. Though perhaps Dante only knew
of these works indirectly—by reputation or througtertexts—, Boccaccio directly engaged with
these two works while in King Robert of Anjou’s ¢bin Naples.

While 1 do not wish to suggest that Dante and Bocicedefinitively manufacture automata
in their ekphrasticconceptions of “gloria,” | propose that the methadwhich Dante’s and
Boccaccio’s poems offer didactic messages abous ghary via anekphrasiss in dialogue with

11 believe this line of inquiry can also be utilize determine the source for the allegorical faguin theTriumphus
Cupidinisand theTriumphus PudicitieMy previous two chapters examine fiieumphus Eternitatignd the
Triumphus Mortisincluding their triumphators, in depth. For arthgh analysis of the “Triumph of Time” and the
iconography for PetrarchBriumphus Temporisee Simona Cohen’s monographansformations of Time and
Temporality in Medieval and Renaissance @dbston: Brill, 2014).
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the role literary automata served in the earli@nEh poetic tradition. For Dante, this occurs & hi
ekphrasticrepresentations of humility and pride on the fifgrrace of Mount Purgatory in
Purgatorio X-XIl. Adhering to Dante’s model, Boccaccieggphrasesthough “static” images, are
suggested to rival Nature in beauty and naturaltsrthe point where it is difficult to distinguish
between imitation and realityAmorosa visiondV, lines 10-17% The “supernaturalékphrases
enliven Dante’s marble carvings and Boccaccio'sifed frescoes, transfiguring each “object” to
function along similar lines as a medieval Frengtomaton.

Though many scholars acknowledge Boccaccio’srestein the visual arts, | further
advocate that Boccaccio’s interpretation of Glanidhe Amorosa visionés also an intermedial
move, where Boccaccio links poetic and artistiogho justice under one personification. The
confluence of glory with justice is not a Boccacciavention, but arrives in Boccaccio’s text
directly through the poet’s mediation of Dante. Eirst articulated his ideas on justice following
Aristotle and Thomas Aquinas’s reading thereof wmitBook 1V of hisConvivio (c. 1307) and
adopts this structural model for lmMmediaNot only is theCommedidramed by this notion
of justice, but also Dante further intertextuallydiges hisPurgatorio XI with ParadisoXIX or
the Heaven of Justice.

Fig. 20. Frontispiece to Petrarctde viris illustribus based on Giotto's riuph of Virrially Icated in
Azzo Visconti's palace in Milan (c.1335), late feegnth century, tempera colors, ink. MS Latin 60691
Bibliothéque Nationale de France. Image via Wikimedommons.

2 Giovanni Boccaccid;Amorosa visiongeds. and trans. Robert Hollander, Timothy Hampama Margherita
Frankel (Hanover: University of New England, 1988),
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While it seems evident that Boccaccio adopts piterary models for rendering Gloria in
his “Triumph of Glory,” from what other sources rhtgnspiration strike for Boccaccio? Some
scholars suggest that thidumph of Vaingloryfresco attributed to Giotto di Bondone c. 1338§.(fi
20), originally painted in the palace of Azzo Vistion Milan and visually transmitted through
three fourteenth-century manuscripts, is perhapspeesentation of Boccaccio’s “Triumph of
Glory.” Others, however, suggest that it was, ot,fBoccaccio’s “Triumph of Glory” that inspired
Giotto. Though | do not disagree with this schglarpinion that there is a correlation between
Giotto’s Triumph of Vaingloryand Boccaccio’s and Petrarch’s textual personifosof Glory, |
would like to expand upon these ideas in two keyswvawill first examine how Giotto’s allegory
of Glory also adheres to the literary patterns deskriptions of medieval literary automata and
may contribute to an understanding of an intermediaraction with Boccaccio’'€kphrastic
“triumphator.”

Secondly, I would like to suggest that Boccaccdejpendently was aware of and interested
in Giotto’s Arena Chapel frescoes (c. 1305), andti@is virtue ofGiustiziais recalled (fig. 21)
when synthesizing the ideals of glory and justaetiie representation of Canto VI's Gloria. Prior
to entering into thé&morosa visionehowever, Boccaccio created a triumphal paradebcaiing
Glory within Emilia’s, the figure of Justice’s, &in hisAmetq a text that succeeds both of Giotto’s
paintings.The intermedial harmonizing of Dante and Giottol ¥e&hd to Boccaccio’s conception
of Justice/Glory as She travels acrossAheetointo Amorosa visione

If we assume that Boccaccio’s “Triumph of Glory’odxes into Petrarch’§riumphus
Fame then it is important to scrutinize how each pd®iracterizes Gloria. Though the pilgrim-
poet Petrarch witnesses each of his triumphs, dmeguFame’s triumph over Death, in “real-time”
within his dream-vision, Petrarch subtly guidesreaders to return to Boccacci@kphrasisas a
direct source. While scholars have determineduisail representations of Petrarcfitsumphus
Fameseem to rely on Boccaccio’s allegorical figurethe “Triumph of Glory” of theAmorosa
visioneand the visual prototype for Boccaccio’s “TriumphGlory” via Giotto,* | will expand
upon this scholarly work to consider the intertaktciues Petrarch includes that unites his Lady
Fama with Boccaccio’s Gloria from not only tAenorosa visionéut also théAmeto

The correlation between literary automata, Danéed Boccaccio’s poems, and Giotto’s
frescoes may also inform our viewing of fifteen#mtury visualizations for Petrarchlsiumphus
Fame Artists not only could turio Boccaccio but also could consider contempordnysieal
automata constructed throughout the fourteenthfiftegnth centuries for inspiration. Many of
these “machines,” located in churches, on musisttuments, and within feast day celebrations,
share some of the visual iconography for Fame toatistently appeared in the Petrarchan
artworks, such as the inclusion of timandorla,or an almond shaped circle, that engulfed Glory,
or the presence of winged figures who play trumpgtSame’s side. As such, Justice/Glory’s final
intermedial move will be as the leader of Petrascfriumphus Fameheightening the visual
choices made in relation to Petrarch’s Lady Fanmaepictions of th& riumphus Fame

3 J. von Schlosser, “Ein Veronesisches Bilderbuahdie hofische Kunst des XIV. Jahrhunder@ghrbuch der
Kunsthistorischen Sammlungen des AllerhéchsterekzasisesXVI (1895), 144-230; Dorothy C. Shorr, “Some
Notes on the Iconography of Petrarch’s Triumpha€,”The Art Bulletin20 no. 1 (March 1938), 100-107; Mary
Powell, “The Triumph of FameBulletin of the City Art Museum of St. LoG#¥ no. 2 (Spring, 1949), 30-33;
Theodor E. Mommsen, “Petrarch and the Decoratigh@fSala Virorum lllustrium in Padualhe Art Bulletin34
no.2 (June, 1952), 95-116; Ellen Callma@xford Studies in the History of Art and ArchiteetuApollonio di
Giovanni(Oxford: Clarendon Press, 197&)eighton Gilbert, “The Fresco by Giotto in MilaAtte Lombarda
Nuova Serie no. 47/48 (1977), 31-72.
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hapel, Cappella dergtbgni Padua. Image by

Fig. 21. Giotto, detail oGstizia 1303-1305, fresco. Arena C
author.
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LITERARY AND VISUAL HISTORY OF MEDIEVAL AND RENAISSANCE AUTOMATA

The idea of automata has received much criticah#itin in more recent years, in particular as an
early modern literary trope. Assuming a varietyarsfns, including animals—specifically birds—

, the types of automata most relevant to my studyteose which mirror human subjects. As early
as ancient Greece and Rofnggveral mythological narratives intimate at theaidf producing
artificial life that demonstrates human charactiesssand may perform human activities through
sculpture. This includes figures such as Daedaths, sculpts forms so true to life that they walk
forth from the stone or the story of Pygmalion, sfstatue of Galatea Venus brought todlife.
While there are clear representations of automsdaes statues in the classical poetic world, the
figure of the automaton did not become a populanstay in literary works until the twelve and
thirteenth centuries with such works as Benoit dimt8-More’sLe Roman de Troi€1156),° a
text to which we will return. Scholars debate aswizat might have caused a renewed and
heightened interest in automata and suggest orgboutcome was the rising intercultural
exchange between the East and Wea&hile some scholars assume that many universitigsss
Western Europe had access to and collected Arabahamical texts, especially texts that might
have been dispersed and transported from Spathers argue that, due to their various
expeditions, diplomats acquired knowledge of Byrenarchetypes that could then be shared with
and provide actualized models for the medievalditg automatd.

Though Penny Sullivan theorizes that it is difficial definitively state whether the French
poets would have had access to the informationigeovby diplomats, in the case of Boccaccio,
this is a possible source of reference for his Kedge of automata. In 1142, King Roger I
commissioned a water clock to be built in Palerrasdal on mechanical principles and schematics
found in Arabic mechanical treatises. Though theewelock is now lost, we know of its existence
through an inscription King Roger included at tlaséof the structure, in which he commemorates

4J. Douglas Bruce, “Human Automata in Classicalifian and Mediaeval Romanceytodern Philologyl0 no.4
(Apr. 1913), 2; Silvio A. Bedini, “The Role of Autaata in the History of TechnologyTechnology and Culturg
no. 1 (Winter, 1964), 32; Albert C. Smith and Kem&chank Smith, “Architecture as Inspired MachiriByilt
Environment (1978-31 no.1 (2005), 80.

5 Smith, 79-80.

6 John CohentHiuman Robots in Myth and Scier@outh Brunswick: Barnes, 1967), 27; E.R. Truitedieval
Robots: Mechanism, Magic, Nature, and fhiladelphia: University of Pennsylvania Pre€k %), 95; Mary
Franklin-Brown, “Fugitive Figures” On the Modes Bkistence of Medieval AutomataRomanic Revie@11 no.
1 (2020), 70.

7 Bruce, 2. Bruce theorizes that the origin of thtomata in the Greek and Roman myths also cameifrinences
from the East.

8 Charles Homer HaskinStudies in the History of Mediaeval Scieiambridge: Harvard University Press,
1927), 19; Merriam Sherwood, “Magic and MechanicMiedieval Fiction,”Studies in Philology4 no. 4 (October,
1947), 576; Theodore Ziolkowski, “Talking StatuésiPhe Modern Language Revidi0 no. 4 (October 2015),
955. Merriam Sherwood claims that throughout thelimal period, though Western Europe was not igmioo&the
mechanical products built in the East, Western peians were able to make their own advancemengsimoblogy
as well, independent of resources from the Eaf)(57

9 Otto Sohring, “Werke bildender Kunst in altfranis@hien Epen,Romanische Forschungédil (1900), 491-640;
Penny Sullivan, “Medieval Automata: The ‘Chambre Beautés’ in Benoit'®oman de Troié Romance Studi€s
no. 2 (1985), 6. Interest in automata continuesuthout the Renaissance, such as in William Shalkees{sA
Winters Taleand the statue of Imogene. See Leonard Barkatitear‘Living Sculptures: Ovid, Michelangelo, and
The Winter's Talg ELH 48 no. 4 (Winter, 1981), 639-667.
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the construction of the water clock in Latin, Greakd Arabicl® More than century after King
Roger, King Robert of Anjou of Naples, who was ertely literate, greatly expanded the library
at the University of Naples under his reigiWhile studying law at the Studi in Naples, Bocdéacc
cultivated a relationship with King Robert and fegevin court where he learned of many French
and Provencal courtly literatures, much of whictludesekphrasticreferences to automata.

However, a second phenomenon that arose in thegwentury may also explain, outside
of the French literary tradition, why ttee coroneat least knew of, if not engaged with, the trope
of literary automata. In Naples, specifically, mg/Burrounding the figure of Virgil emerged which
cast Virgil—his body, bones, and spirit—as a magiciSome suggested Virgil utilized his
“powers” to endow many Neapolitan statues, monument, in one case, a bronze fly, with
magical powers that gave the inanimate object."ifeLegends of such magicians found in texts
circulated throughout Spain and Southern ltaly laywf Constantinople, such as tAeabian
Nights and prompted the narrative of Virgil as a magician asrmot only Naples, but also
throughout much of the literature of the tifién fact, a thirteenth-century text known as@esta
Romanorunexpands upon and retells the myth of Virgil arsl‘talking statues™ where Virgil,
at the request of Emperor Titus, employs his magibdities to construct a statue that could
observe each citizen and inform the Emperor ofraispehavior® This text further sparked many
studies and a longstanding belief in the magicaleys of Virgil while also attributing him as a
creator of automaté. The cult of Virgil was extremely robust and exigasto the point that it
also may have influenced the depiction of autonmataench medieval literature.

The parallel interest across the lItalian peninsnlghe “magician” Virgil and French
medieval poetry seems to be the initial catalystplerhaps Dante, and certainly Boccaccio, in
rethinking the formal elements for representingithea and allegory of glory in tHeurgatorio
and Amorosa visioneThe inclusion of an automaton as a literary devig not an isolated
phenomenon but exists in numerous French and Pgal/poetic masterpieces of the twelfth and
thirteenth centuries® Most often, the arrival of an automaton as a “abhtr” is through an

10 Sherwood, 582; Ittai WeinrylT,he Bronze Object in the Middle Ag&ambridge: Cambridge University Press,
2016), 166. Weinryb offers a translation of eaclhefthree inscriptions in his chapter entitled itBg where he
suggests each one expresses its own social attlthdee included the translations here for refeeefi_atin:

Roger, Lord and Magnificent King, ordered that ttlsck be made in the year 1142 AD, in the montMafch, in
the fifth indication, in the thirteenth year of Hiappy reignGreek New miracle! To the powerful prince, King
Roger, God gave the scepter that controls the @ibtlie liquid element, dispensing precise knowlealgeut the
time of year. The twelfth year of his empire, ie timonth of March, Indiction 5, year 665&rabic. Here comes the
order given by the most regal presence, from thafgtd Roger, the supreme — can God make him inehand
continue his achievements for eternity! — for tbagtruction of this machine for the observatiohaise hours in
the protected city of Sicily in the year 536.”

1 Harry Hearder and Jonathan Morris, ettaly: A Short History(Cambridge: Cambridge University Press, 2001),
60.

12 Elissa Weaver, “A Lovers’ Tale and Auspicious Betng(Filocolo),” in Boccaccio: A Critical Guide to the
Complete Workseds. Victoria Kirkham, Michael Sherberg, and damwarie Smarr (Chicago: University of
Chicago Press, 2014), 87-89.

13]. Cohen, 50; Ziolkowski, 995; Weinryb, 128.

14 Bruce, 15.

15 Ziolkowski, 955.

16 3. Cohen, 52;

17 Sherwood, 571. Sherwood cites a nineteenth-cetteayise by Domenico Comparetfirgilio nel medio evo
(1872) that also discusses the myth of Virgil thegiian.

18 paull Franklin Baum, “The Young Man Betrothed tBtatue: Additional Note,PMLA 35 no. 1 (1920), 61;
Sullivan, 8; Ziolkowski, 953-954. While | will natiscuss all of these works in detail, some titl@stiv mentioning
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ekphrasticdescriptio® where the material object initially appears on wih a work of art but

by the end, is transformed into an animated, imm#atachine, closely resembling its true to life
counterpart in form and action. Though the humaoraata each mirrored an individual unique
to the story, these machines were consistentlyepted as self-moving mechanisms made of
various metals, such as gold or silver, inlaid vattamel or jewels. Often, through the invocation
of magic, did the wondrous curiosities “come telifo perform specific duties such as guarding
a tower or castle or entertaining a crowd with theusical gifts, or would be located within
tombs?® However, in whichever “occupation” they servederthis often the additional reliance
on automata to function as transporters of didatissages beyond the page to the medieval
reader?!

One story that is of particular importance for Baccio, and likely was known by Dante,
is Robert d’'Orbigny’'sLe Conte de Floire et BlanchefleuThe poem tells of two lovers,
Blanchefleur, the Muslim daughter of a handmaithtoemir’s wife and Floire, the Christian son
of King Felix, who, after growing up together inetlame household, fall in love and wish to
marry. Over the course of many trials and tribolasgi devised by King Felix to tear them apart,
such as hiring women to seduce Floire and attemggtnmarry Blanchefleur to someone else,
King Felix ultimately sells Blanchefleur into seiwile and convinces his son that she is dead. To
cover his tracks, the King erects a mausoleum sm@iefleur, illuminated by elaborate frescoes
of animals and decorated with precious stones amérble sculpture of the two lovers resting
above the tomb. Upon witnessing the false tombrélmannot bear the thought of living without
his beloved and attempts to commit suicide. Despdmastop him, Floire’s mother, the queen,
reveals that the tomb does not hold the body of@iafleur and that she is alive. In the end, the
two reunite, marry, and convert to Christiantfy.

While the episode surrounding the reveal of thke fmmb comprises multipkekphrases
the text introduces the statues of the two loverf®kows: “Li uns des deus Flore sanloit/ plus que
riens nule qui ja soit. L'autre ymage ert ensi mellcomme Blancheflor ert forme®#’(One of
the two resembled Floteso closely that none could have improved A Tthe other image was
equally molded, as if Blanchefleur was formed) $68-569). The sculptures are surrogates for
the two people, both still living, where “they camfthe bereaved with delusion and fantay.”
The automata not only physically memorialize thguffes of Floire and Blanchefleur, but also
“speak” and behave as Floire and Blanchefleur would

Quant li vens les enfans toucoit,
I'un baisoit I'autre et acoloit

that Dante, Boccaccio, or Petrarch intertextuafgrence throughout thedeuvresareTristan and Isoldethe
Roman de TristarthePélerinage de Charlemagne theRoman d’AlexandreandVenus and the Ring

19 Franklin-Brown, 70.

20sherwood, 567; Sullivan, 8; E.R. Truitt, “FictioabLife and Death: Tomb Automata in Medieval Romafic
Postmedieval: a Journal of Medieval Cultural Stiedie(2010), 195; Franklin-Brown, 66-70.

2% sullivan, 9.

22 Truitt, Medieval Robots98-99; Charlotte Louise Spencer, “The Art of Ry Silks, and Stones: Ekphrastic
Literary Fashioning in Floire et Blancheflor ansl Receptions in Later French and Italian Medievedrature,”
Ph.D Diss., (Durham University, 2020), 6-7.

23 All passages dFloire et Blanchefleuprovided by TruittMedieval Robots98, 192. The French text cited by
Truitt is Le Conte de Floire et Blancheflagd. Jean-Luc Leclanche (Paris: Champion, 198D), 3

24 All translations, unless otherwise noted, arehgyauthor.

25 For this part of the quote, | have consulted Trgi8, 192.

26 Truitt., 98.
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si disoient par ingremance
trestout lor bon et lor enfance.
Ce dit Flores a Blancheflor:
‘Baisié moi, bele, par amour.’
Blancheflor respont en baisant:
‘Je vos aim plus que rien vivant.’
Tant con li vent les atoucoient,
et li enfant s’entrebaisoient.

Et quant il laissent le venter,
dont se reposent a parler

(When the wind touched the children, the one kissetlembraced the other, they
would speak by magic [ingremance] of all their g@odl childhood [memories].
That Flores said to Blancheflor, “Kiss me, my bdautfor love.” Blancheflor
responded, while kissing him, “I love you more thay living thing.” So much
with the wind the children embraced and kissed esbker, but when the wind
stopped the figures ceased to spéak.)

Ile Conte de Floire et Blanchefldt. 589-600)8

The statues speak to each other in the preserd, temther indicating a lifelike replica of Floire
and Blanchefleur. It is only through the superratsubstance of the wind that the inanimate
objects in thekphrasisactively perform before Floire. The automata deeéiloire and he utilizes
the statue as a proxy through which he may religddve affair with Blanchefleur. At the same
time, the statues comment on their own statuskagcéded machines, ironically calling the reader
to question the tension between verisimilitude anifice.?®

Several poets reworked the narrative of Floire Blashchefleur and many interpretations
of the tale were widely circulated across Westearrope, becoming extremely popular in [t&ly.
Though it is uncertain which version Boccaccio veblodve read, Boccaccio had access to this text
from King Robert’s library and utilized the storf/iloire and Blanchefleur as the fictional source
for hisFilocolo (c.1336), a text he wrote while still living in plas3! It is evident Boccaccio put
his own spin on aspects of the text, yet the ugdegitheme of two lovers, who are committed to
each other against all obstacles created by lasdass-conscious distinctions, remains throughout
the Filocolo.®?> However, the most striking changes present througgBoccaccio’s text are his
intertextual interjections of Virgil, Ovid, Dantapd mythological anecdotés.

Let us now turn to Boccaccio’s rendition of theealng of the tomb of Biancifiore. In
Book lll, Boccaccio, rather than offer a longwindeescription of a highly embellished

271 have consulted Truitt for this last line (982)9

28 Leclanche, 34; TruittVledieval Robots98, 192.

29 Truitt, Medieval Robots99-100.

30 Donald Cheney, trangGiovanni Boccaccio: Il Filocolped. Thomas G. Bergin (New York: Garland, 1985), x
Weaver, 89.

31 For theFilocolo, see Victoria KirkhamEabulous Vernacula¢Ann Arbor: University of Michigan Press, 2001)
and Roberta MorosinRer difetto rintegrare: una lettura del “Filocolotli Giovanni Boccacci¢gRavenna: Longo
Editore, 2004).

32 Nicolas J. Perella, “The World of Boccaccio’s Eibdo,” PMLA 76 no. 4 (Sep., 1961), 330. This narrative thread
is also one that Boccaccio will rework into hisldtlinfale Fiesolanand stories in thBecameron

33 | bid.
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mausoleum via variouskphrasesmerely recounts to the reader that the tomb wiksdi with
marble: “E preso questo consiglio, per molti maesando segretamente, a’ quali sanza niuno
indugio comando che fosse fatta una bellisima $e@old’intagliati marmi, allato a quella di
Giulia”(111.57).34 When the queen eventually leads Florio to the toRhio only witnesses an
inscription: “Qui giace la tua Biancifiore” (111.§3*° There are no longer the extravagant frescoes
and lavish jewels that adorned the temple of Blafiehr, but most importantly, there are no
statues to be found in Boccaccio’s iteration. Thight indicate that perhaps the version Boccaccio
consulted did not include the sculptures in theleeimg of this scene. However, it seems unlikely
Boccaccio was entirely unaware of the moving s&tgizen that he includes several lines in which
Florio speaks directly to the inscription as a préor Biancifiore:

O bellissima Biancifiore, ove se’ tu? Quali paerca ora la tua bella anima?... O
inanimato corpo, come non t'é egli possibile unk swlta richiamare la partita
anima, e levarti a rivedermi? ... Certo tu sefesta parte che essere dovresti pietosa
e ascoltare i miseri; ma pero che i miseri e qublé piu ti chiamano sono piu da
te rifiutati, io con aspra mano ti costrignero aitf venire a me —. E posta la destra
mano sopra I'aguto coltello, incomincio a dire: -B@ancifiore, leva su, guatami:
apri gli occhi avanti ch’io muoia, e prendi di mpeella consolazione che io di te
avere non potei.

(Il Filocolo, Book 111.63)36

Boccaccio carefully inserts words such as “inanonatrpo” juxtaposed with “anima” before
mentioning specific actions Florio directly will wonand the avatar of Biancifiore to perform,
mirroring the reflective actions executed by thaetwsts in the original French version of the
episode. This verbakphrasisnow becomes what Dante will term a “visibile peglaor a “visible
speech,” a point to which we will return soon, whdre words of the inscription materialize into
an active display in front of Florio and the readédrough Boccaccio eliminates the visual details,
his tomb of Biancifiore maintains the role of gdgphrastiautomata offered in the French version,
where Biancifiore materializes out of the inscioptiand Florio stages his final moments with his
“love.” It is evident then, that Boccaccio, at thery least, implicitly was aware of the “talking
statues,” oLe Conte de Floire et Blanchefleuf not explicitly.

However, another popular medieval French narrateems to offer an additional, and
perhaps direct intertextual reference, forékphrasedBoccaccio creates in hAsmorosa visione
and even an indirect model for Dantelgphrasticstatues on the Terrace of PridePuargatorio
X-XII: the Roman de TroieTheRoman de Troies one of threeoman antiqueproduced between
1150 and 1170 that offered a new interpretatiociagsical or later Latin sources to contemporary
audiences. Among these texts includesRloenan de Thebewhose narrative structure derives
from Statius’sThebaid®’ Like the Roman de Thébethe Roman de Troiglocuments an “eye-
witness” account of the Trojan War and introducediences to the narrative of Troilus and

34 Giovanni Boccaccid] Filocolo, eds. E. Quaglio and Vittore Branca (Milano: Eidiyd967), 290.

35 |bid., 297.

36 |bid., 298-299.

7 Dante, as we know, was very familiar with the woflStatius and the pilgrim-poet will meet Statios
Purgatorio Canto XXI, where he will become a temporary gdmeDante until the end of the canticle.
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Brisieda3® Both of these works were extremely popular andelyidlisseminated across France
and Western Europ&thus lending credence to the notion that Dante dvbalve been familiar
with each and intertextually incorporates inforraatirom these works throughout id@mmedia
especially when referencing the Trojan War. Howgwamilar to the narrative oFloire et
Blanchefleur Boccaccio had direct access to and interestarRttman de Troi¢hrough King
Robert of Anjou. In fact, King Robert commissionadorose compendium of human history,
beginning withGenesisand inserts several passages from botRtman de Troiand theRoman
de Thebento his narrativé® Following in the footsteps of the Neapolitan cgtiBoccaccio, in
turn, rewrites the story of Troiolo and Criseidanfr theRoman de Troién his 1338 work, the
Filostrato.

Of most interest to my study is the “Chambre deus&s or “Chamber of Beauties”
included in the second volume of tR@mman de Troie The “Chambre de Beautés” occupies
approximately 300 lines of text and, through areesedekphrasisjs said to offer anyone who
enters the chamber exceptional marvels. In addibavutlining the extremely rich decoration of
the chamber, the episode mainly centers on fouroatlcarefully placed in each corner of the
room (11.14657-918). Though the first and fourtiigts are “static” objects, the second and third
machines encountered by the reader either perfarious acrobatics, conjure smaller figures, or
play musical instrument$2 However, all four automata hold a particular dittasocial function
and serve to promote the values of courtly lifedfoth those who enter the chamber and the outside
reader’ The role of the “Chambre de Beautés,” though gtaary distraction from the epic battle
scenes, also operates as a transitional room wthereskphrastic machines educate the
narrator/reader and offer each the opportunitysédf-growth; the narrator/reader who enters the
chamber will leave more socially enlightened. Metis only through one’s viewing and direct
interaction with these material objects that selbeeness and self-improvement can occur.
Though Boccaccio does not directly re-create theaf@bre de Beautés” in Hidlostrato, it seems
likely he is aware of the automata and its didattrection and will reproduce a similar chamber
in his Amorosa visioneThe ekphrasticautomata of th&koman de Troielevate the status of the
machine as a vital interlocutor for altering ona'sral and spiritual course. It is precisely thisdi
of relationship that drives the pilgrim-poets offibmand Boccaccio to synesthetically engage with
the “visibile parlare” in the bas-reliefs iAurgatorio Xl and the “Triumph of Glory” in the
Amorosa visione

38 Nathaniel Edward Griffin, transThe Filostrato of Giovanni Boccacgied. Arthur Beckwith Myrick (New York:
Biblo and Tannen, 1967), 26. Griffin notes thattia original version of Benoit, the story of Trailand Brisieda
merely serves as an interlude between battle sadribe Trojan War.

39 Glyn S. Burgess and Douglas Kelly, “Revielitle Roman de Troie by Benoit de Sainte-Mawrarergon37 no.
2 (2020), 186; Joan M. Ferrante and Robert W. HaprfReview:The Romance of Thebes (Roman de Thgbes)
Parergon37 no. 2 (2020), 187.

40 David Wallace, “Love-Struck in NapleFi(ostrato),” in Boccaccio: A Critical Guide to the Complete WoQrks-
79.

41 Griffin, 24-25.

42 sullivan, 2-3.

43 1bid., 3-9. As Sullivan outlines, the first stafweho holds a mirror, references how one shouldigajly appear;
the second, who performs acrobatics, informs tbever of the importance of entertainment, but almahstrates
that entertainment may serve as an educativettmthird, who plays musical instruments, impliesttmusic’s
spiritual qualities promote civilized qualitiestime listener and protects its listener from theirst enemies of
courtly life; the fourth holds a censer filled wéhomatic scents and has the ability to intuit-antiial behavior and
whether someone should conduct themselves moreaqxgxely.
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Automata, though popularized throughout the tweditial thirteenth centuries, continued
to evolve as active fixtures in Western Europeasuai and festival culture. Beginning in the
fourteenth century, physical automata, outsideiaddpendent of the literary tradition, appeared
in churches and cathedral complexes as mechanitak$ who played music or as figurines
within large, public clocké? Though organs and clocks became increasingly carenon place
between the tenth and thirteenth centut¥ebe earliest documented moving, lifelike inanimate
objects where those commissioned by churches feir thrgans. Sometimes featuring the
representation of a mechanical bifdnore often people could witness angels liftingisaio their
mouths or playing the drums in tandem with orgacferus?’ Slightly trailing the organ
“sculptures,” mechanical clocks soon graced matsrimational cities, such as the clock built for
Azzo Visconti’s palace in Milan in 1336 or the dkaaf Saint Mark’s in Venice from 1499, which
displayed mechanical puppets moving in unison withtime?® In fact, Dante refers to this new
modern technology of a mechanical clock inPéadisoX:

Indi, come orologio che ne chiami
ne I'ora che la sposa di Dio surge
a mattinar lo sposo perché I'ami,
che 'una parte e l'altra tira e urge,
tin tin sonando con si dolce nota
che 'l ben disposto spirto d’amor turge:
ParadisoX, lines 139-144¥

Though Dante’s reference becomes an allegoricadyphet for the motion of the sun as well as
the motion of the souls iRaradisq the intricate detail of the revolving wheels grigct harmony
with the sounds projected from the mechanical ctiemkonstrate an intimate awareness of a true-
to-life model for the technology offered here amihaps even an awareness of advancing public
automata.

Locations known as “pleasure gardens” embracedmnystical quality of these moving
objects and filled their grounds with mechanicalrftains, elaborately decorated and covered with
“animate” figurines. King Robert of Naples comm@®ed such a park in Hesdin after witnessing
these intriguing sites in Sicily and learning of tharvelous fountain tree made for Mangu Khan’s
garden in the Mongolian empif®.In fourteenth- and fifteenth-century Rome, pulsiitiptures
known as “talking statues” became widespread inciwhindividuals would graffiti text
surrounding the sculpture, transforming thlkgphrasesof literary automata into the physical
“visible speech” that animated the inanimate stdn&dditionally, artist-engineers, most notably
in Florence beginning in the 1430s, devised prgiesyof various automata that could function in

44 Jessica Riskin, “Machines in the Garden,Rienaissance Futurities: Science, Art, Inventieds. Charlene
Villasefior Black and Mari-Tere Alvarez (BerkeleyniMersity of California Press, 2020), 22.

45 Sherwood, 584.

46 Sullivan, 6.

47 Riskin, 23-24.

48 Sherwood, 583.

49 Dante Alighieri,The Divine Comedy of Dante Alighieri: Paradigal. and trans. Robert M. Durling and Ronald
L. Martinez (New York: Oxford University Press, 201212,

50 Bedini, 26; E.R. Truitt, “The Garden of Earthly lipdts: Mahaut of Artois and the Automata at Hesdin
Medieval Feminist Forum: A Journal of Gender and\&dity 46 no 1 (2010), 78.

51 Ziolkowski, 950.
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pageants for feast day celebrations or transpgutds across the architectural space of a church
for the sacra rappresentazioff The most famous example is Filippo Brunelleschiowas
Giorgio Vasari later notes in hise vite de’ piu eccellenti pittori, scultori e arntéttori (1568),
built many industrialized devices for several oégh occasions, including a large automated
chandelier, functioning as a mechanized vision ediv¢i® and a mechanicahandorlato support
the Angel Gabriel during the Annunciation celelmatheld at San Felice in 14391 will explore
Brunelleschi’s designs for theandorlain-depth in my discussion of the visdalumphus Fame
but the physical presence of automata, especlaibughout the same historical moment as when
artists initially turned to Petrarch&ionfi for visual subject matter, informs our interpretatof
some of the iconographic choices included withim skandard visual protocol for tAeiumphus
Fame

DANTE’S PURGATORIOXI AND JUSTICE'S GLORY

Glory acquired by anyone, especially artistic oetposuperiority, is nowhere more present in the
mind of Dante than in his discussion thereof on Teerace of Pride in Cantos X-XII of the
Purgatorio. After entering through the gates of Mount Purgatthe pilgrim-poet and Virgil arrive
on the first penitential terrace devoted to thegentant sinners who exhibited haughty behaviors
and boasted of their greatness on earth, temppemiitenced to walk around the terrace carrying
boulders on their backs of various sizes, dependpan how prideful they were on earth, which
contort their bodies and force their gazes downw@tnigatorio X, lines 112-120; 136-1385.

The pilgrim-poet’s stay on this terrace occupies space of threeanti in which Dante
cleverly bookends his discussion of pride in relatio artistic and poetic glory of Canto XI with
two differentekphrasticmoments sculpted across Canto X and Canto XiCdnto X, the poet-
pilgrim and Virgil immediately notice three larg®ses blocking their view:

La su non eran mossi i pié nostri anco,
guand’io conobbi quella ripa intorno
che, dritta, di salita aveva manco,
esser di marmo candido e addorno
d’intagli si, che non pur Policleto
ma la Natura li avrebbe scorno.
Purgatorio X, lines 28-33)°

52 Philip SteadmarRenaissance Fu(London: UCL Press, 2021), 71.

53 Giorgio VasariLe vite de’ pill eccellenti pittori, scultori e aritéttori (Torino:Einaudi, 1986), 325. Vasari
decribes the mechanics in San Felice as followges) che gli ingegni del Paradiso di Santo Félicgiazza, in
detta citta, furono trovati da lui per fare unamagsentazione; cosa industriosa a vedere muovecelanpieno di
figure vive, e i contrappesi di ferri girare e meox e con lumi coperti e da scoprirsi s’accendonsee che diedero
a Filippo grandissima lode.”

54 paolo GalluzziGli ingegneri del Rinascimento da Brunelleschi ahardo da VinciFirenze: Istituto e museo di
storia della scienza, 1996), 18-19; Riskin, 21.

55 Dante Alighieri,The Divine Comedy of Dante Alighieri: Purgataraxd. and trans. Robert M. Durling and Ronald
L. Martinez (New York: Oxford University Press, 201165.

56 |bid., 158-160.
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As Dante and Virgil closely inspect the looming lsaf marble whose intaglio designs not only
surpass the most famous Greek sculptor, Polychtusalso rival Naturé’ the pilgrim-poet and
the reader learn that the three different momeefscted each demonstrate an exemplar of
humility, the antidote to pride. The first sculguwhich derives from the New Testament, is the
scene of the Annunciation of the Virgin, the secalepicting an example from the Old Testament,
shows King David transporting the ark of the Covenahile the third portrays an act of humility
performed by the Emperor Trajan, showcasing a Roimgaerial example on par with the two
biblical precedents (lines 34-9%).In addition to utilizing anekphrasisto describe these
miraculous works of art, Dante also includes symegt details which enhance the pilgrim’s
gazing at and interaction with each carving, sutlenwhe hears the Angel Gabriel’s “che non
sembiava imagine che tace./ Giurato si saria chtgsse Ave! (line 38-41) or smells and feels
incense burned during procession of the Ark of@bgenant: “Similemente al fummo de li 'ncesi/
che v’era imaginato, li occhi e 'l naso/ e al sil @o discordi fensi” (lines 61-63J.It is only after
witnessing these scenes that Dante notes a “magjgality to these engravings, “Colui che mai
non vide cosa nova/ produsse esto visible parlao¥¢llo a noi perché qui non si trova.” (lines
94-96)%° These works are not produced by any human handather are God’s creations, and
thus spiritually show a “visibile parlare” as a guet of God’s work that activates only when the
pilgrim-poet engages with the material objects.

While these are not “robots” in the sense of maliErench literary automata, the structure
of these bas-reliefs parallels the models of autarfram the earlier French tradition. Literary
ekphrasticautomata enliven via magic as a supernatural getQhristianized force. Dante
similarly imbues hiskphrasesvith “magic,” though now a spiritual-mysticism, iweh awakens
the objects before his, and the readers,’ eyemsth so that Dante and Virgil not only see the
bas-reliefs “in motion,” but hear the words and #ezactions of these “statues.” For Dante, he
furthers the mission of French medieval automataich it is only through a multi-sensory
engagement with thekphraseghat the pilgrim-poet and the reader may comprehilea edifying
message and essential quality of the virtue of hitys#t In fact, this is echoed in Virgil's rebuke
of Danté? when he says, “Non tener pur ad un loco la meffiteg 46)%° Like the chamber of the
Roman de Troighe pilgrim and the reader must interact witlollheekphrasesnot just one, in
order to attain a holistic understanding of humiliThe “visibile parlare” is a vital means of
communication and transmission that will initiates tmoral and spiritual penitential process for
Dante so that he, and by proxy the reader, mamatgly reaclParadisa Dante closely mirrors
the methodological pattern of ascribing a “magiaplality to hisekphrastionachines to enhance
their moralizing quality, but now injects into Hisutomata” a clear Christological function that
more appropriately supports the arc of his jourtwethe stars.

57 See Albert Russell Ascoli, “Auerbach fra gli epieiu dal canto X dellnfernoalla VI giornata deDecamerot?

in Moderna: Semestrale di teoria e critica della ledteira X1 1-2, 2009, Erich Auerbacleds. Mario Domenichelli
and Maria Luisa Meneghetti (Pisa: Fabrizio Sere99), 135-152.

58 Dante, Purgatorio, 160-162.

59 |bid.

501bid., 162.

61 Jonathan Usher, “Mural Morality in Tableaux VivarfdAmorosa visiong” in Boccaccio: A Critical Guide to the
Complete Worksl27-128; Christopher Kleinher2ante intertestuale e interdisciplinare: Saggi aulCommedia’
(Rome: Aracne, 2015), 385.

62 Usher, 125.

63 Dante,Purgatoria, 160.

107



Additionally for Dante, though, the episode of tig@hraseguxtaposed with the souls on
the Terrace of Pride calls into question what aditg and what is truth where the crafted marbles
are now “humanized,” and actual “humans,” the gemishades, are now:

lo cominciai: “Maestro, quel ch’io veggio

muovere a noi, non mi sembian persone,

e non so che, si nel veder vaneggio.”

[-]

Come per sostentar solaio o tetto

per mensola talvolta una figura

si vede giugner le ginocchia al petto

la qual fa del non ver vera rancura

nascere 'n chi la vede: cosi fatti

vid’ io color, quando puosi ben cura.
PurgatorioX, lines 112-114; 130-13%}.

The poet-pilgrim seeks answers from his guide, Wigpnfused by the sight of these moving
boulders that “do not seem like people,” to whiclrgif responds by comparing them to
architectural supports, perhaps modeled after Atlaskneeling sculptural figure who would have
appeared on the facade of a Romanesque cathedcal,as on the Basilica di San Zeno in
Verona®® further in-animating the souls on the Terrace ridgn This juxtaposition, once again,
adheres to the example of previous literary autamdtere the “robots” become proxies for the
people they represent and are, at times, morekif¢han their human counterparts. E.R. Truitt
suggests that when the “machines” become stanébiman individual in the French literary
tradition it, on the one hand, highlights how tlamcters in the story and the reader have the
potential to confuse artifice with nature. On ththes hand, Truitt also suggests that the direct
substitution of a “machine” for an individual magpresent the power of mimetic creatfén.
Indeed, it is this direct link and connection tHa&ante promotes, but improves upon, by
constructing his “mimetic creations” as the work@dd, and not ma#¥. This further pulls the
pilgrim-poet and the reader toward the “robots” rotlee “humans” to gain moral and spiritual
insight that will allow them to correct their “sidf ways and progress on their journey in
Paradiso.Once Dante begins to understand the messagedfigrine bas-reliefs, then he will be
better prepared to comprehend the analysis of glodyfame offered in the next canto.

Though Dante initially witnesses the repentantsoun the first terrace in Canto X, he will
not actually speak with anyone until the followi6gnto XI. After briefly communicating with
Omberto Aldobrandesco, Dante engages in a longeusion with Oderisi del Gubbio, the great
manuscript illuminator. It is in this conversatishere Oderisi says to Dante:

Di tal superbia qui si paga il fio;

54 Ibid., 164.

65 Teodolinda Barolini inThe Undivine Comedy: Detheologizing Da(feinceton: Princeton University Press,
1992), 125, compares this scene to Greek caryaidaryatid was a female sculptural figure usedras
architectural support for many ancient structukswever, there is no evidence of anyone engagitly e@ryatids
prior to the end of the fifteenth-century, makihgstan unlikely visual counterpart for Dante’s figs.

56 Truitt, Medieval Robots100.

67 Barolini, 126. Henrike Langé&siotto’s Arena Chapel and the Triumph of Humiliiyew York: Cambridge
University Press, 2022), 169.
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e ancor non sarei qui, se non fosse

che, possendo peccar, mi volsi a Dio.

Oh vana gloria de 'umane posse!

com’ poco verde in su la cima dura,

se non e giunta da I'etati grosse!

Credette Cimabue ne la pittura

tener lo campo, e ora ha Giotto il grido,

si che la fama di colui & scura.

Cosi ha tolto I'uno a I'altro Guido

la gloria de la lingua, e forse & nato

chi 'uno e l'altro caccera del nido.
PurgatorioXl, lines 88-99§8

As Oderisi explains, pride leads to “vain gloryy” the pursuit of earthly fame, which, though
seemingly glorious when one is alive, inevitablyliade and one’s earthly fame is sure to be
eclipsed by the success of another. While he begitiisthe example of Cimabue, the great late
medieval artist, ultimately being surpassed by @jdnown across Italy for his highly naturalistic
representations in art, Oderisi then follows witlo tof Dante’s colleagues, Guido Guinizelli, who
is outperformed by Guido CavalcartfiHowever, as most scholars interpret, both of tipests
will soon be beaten by Dante. Barolini notes thioug her chapter ifhe Undivine Comedjat
Dante’s art, th&Commediarivals God’s art, as a text charged with repréegrreality and how
this passage further confirms this position as Bastebrates himself as a poetic counter to Giotto,
an artist renowned for his verisimilitude in pamgi® Oderisi's analysis of “earthly fame” thus
applies to no one more than Danhtédlowever, Dante knows what is at stake and thdtitmself
will have to spend many years on the terrace afepreépenting for his sin®(rgatorio Xlll, lines
136-13852 so that upon the conclusion of Oderisi’'s speechnt® now says: “Tuo vero dir
m’incora/ bona umilta, e gran tumor m’appiani;h@is 118-119% humbly embracing the lesson
offered in Canto XI.

While Oderisi begins his speech by describing “vglagia” (line 91) as a negative force
that ultimately drives one to “superbia” (line 8By, the end, Oderisi switches to simply “gloria”
when discussing the role of language and Dantbasltimate inheritor of this legacy (lines 98-
99),4implying a distinction between the two terms. $iits inception as an allegory from ancient
poetic works, the idea dama in particular deriving from Virgil's horrific winge female who
spreads gossip and rumor throughout #keneid (Book IV, lines 173-197)> and Ovid’s
implication thereof in his interpretation of her eling in theMetamorphose¢Book XlI, lines

68 Dante,Purgatoria, 176.

9 Robert M. Durling and Ronald L. Martinez, eds. arashs.,The Divine Comedy of Dante Alighieri: Purgatorio
(New York: Oxford University Press, 2011), 185. ng and Martinez offer that some scholars attebtiie first
Guido to Guittone d’Arezzo, leaving the second Guagd Guido Guinizelli but then cite Canto XXVI |m&24-26
as the reason for why this attribution does notersdnse here. The order in which Dante presentsghal arts
prior to the verbal arts also mirrors the princigiscussed in these lines and is Dante’s subtlgesigpn that visual
vernacular will be eclipsed by verbal vernacular.

0 Barolini, 126; 134.

"1 Ibid., 134.

2 Dante,Purgatorio, 194.

" |bid., 178.

" Ibid., 176.

> Virgil, Aeneid: Book IYed. Keith Maclennan (New York: Bloomsbury, 2012§;57.
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39-63)/6 had visually and textually personified the dediuecoutcomes of rumor and heargay.
As famds own reputation developed throughout the medidwatary world, so too did the
definition of fama evolve, splittingfama into two: fama and infamia’® Fama soon became
associated with legal jargon and actidnand ultimately shifted from solely representing th
derogatory notions of rumor and gossip to alsorpgrbne’s renown and fame beyond mere
terrestrial glory, reaching eternal glcty.

If we return toPurgatorio X, Dante introduces the thiekphrasisthe story of Trajan and
the widow as “Quiv’ era storiata I'alta gloria/ deiman principato, il cui valore/ mosse Gregorio
a la sua gran vittoria:” (lines 73-7%)Trajan’s humble precedent is one that will lead to “high
glory” in a positive sense, and indeed, the glochieved by Trajan on earth transcends the
terrestrial world and affords him an apotheosisherimperial Roman equivalent to “heavenly”
glory. At the conclusion of Trajan’s educative mbdeante writes: “Or ti conforta; ch’ei
convene/ch’i’ solva il mio dovere anzi ch’i'movagiustizia vuole e pieta mi ritene” (lines 91-
93)82 Part of the moralizing message offered through “thsibile parlare” is that Trajan’s
submitting to justice and duty grants him his huenlgiternal “gloria.” As Durling and Martinez
note, Trajan represents God’s power as a polibcainterpart, and thus manifests the two
principles of God'’s dealing with man, justice androy83

Dante explores the role of justice throughout @mvivioandDe Monarchia(c. 1313),
but devotes much attention to the topic in @ignvivio Book IV. Through the lens of both
Aristotle’sNicomachean Ethiaand Thomas Aquinas’s reading thereof, Dante owglihat justice,
as one of the four moral/cardinal virtues, residege will, both in one’s intentions and actidfis,
that ultimately “la quale ordina noi ad amare erape dirittura in tutte cose” (4.1787)Though
Dante introduces the concept of justice in his otiarks, these principles inform the master plan
of the Commediaand exude throughout speciftanti. Within Paradiso XIX, the Heaven of
Justice, Dante elaborates on justice as not orgisanoral intentions and actions, but also one’s
will as directed toward God. Humans should constastitive to achieve justice through both civic

76 Ovid, Metamorphosgsd. Hugo Magnus (Gotha: Friedr Andr. Perthes2).8Retrieved from Perseus,
perseus.tufts.edu/ (accessed April 6, 2022).

7 Claire Walker, “Whisperingfama Talk and Reputation in Early Modern Society, Fiama and her Sisters:
Gossip and Rumour in Early Modern Eurgeels. Heather Kerr and Claire Walker (Turnhouegids, 2015), 9;
Lucy Potter, “Telling Tales: Negotiating ‘Fame’¥irgil's Aeneid,Ovid’'s Metamorphosesand Christopher
Marlowe’s Tragedy of Dido, Queen of Carthgjen Fama and her Sisters: Gossip and Rumour in Earlgléfo
Europe 44-46.

8 Dinora Corsi, “Donne medievali tfamaeinfamia leges e narrationesStoria Delle Donné no. 7 (2011), 107.
® Thomas Kuehn,Famaas a Legal Status in Renaissance Florencésaima: The Politics of Talk and Reputation
in Medieval Europgeeds. Thelma Fenster and Daniel Lord Smail (Ith&canell University Press, 2003), 27-29;
Chris Wickham, Famaand the Law in Twelfth-Century Tuscany,”Hama: The Politics of Talk and Reputation in
Medieval Europe

80 Philip Hardie, Rumor and Renown: Representations of Fama in Wektmrature(New York: Cambridge
University Press, 2012), 26.

81 Dante,Purgatoria, 162.

82 | bid.

83 Durling and Martinez, 170.

84 Dante Alighieri,Convivig ed. Giorgio Inglese (Milan: BUR, 2018), 122.

85 |bid., 287. See also Charles Singleton, “JusticEden,”Annual Reports of the Dante Sociaty. 68-72 (1954),
3-33 and Ronald L. Martinez, “’"Nasce il Nilo": Jicst, Wisdom, and Dante’s Canzone ‘Tre donne int@inmor mi
son venute’,” inDante Now: Current Trends in Dante Studied. Theodore J. Cachey Jr. (Notre Dame: Uniwersit
of Notre Dame Press, 1995), 115-154. Dante clamasd latecanzoneand commentary will focus on Justice. This
is usually assumed to reference ta@zoneTre donne intorno al cor mi son venute.”
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and communal law as well as natural law and reiogld® When placed at the end of Trajan’s
example of humility, justice then becomes bothvec@nd sacred “corrective” aid to “gloria” that
leads one away from “vana gloria” and redirects tomeard the will of God. Through the “visibile

parlare” of the story of Trajan, the Roman empé&®@romes an active role model who “visibly”
practices what he represents for the pilgrim-poettae reader.

To underscore and reinforce the important roleigasplays in granting one “gloria,”
Dante, at the end of Canto X, and Virgil, toward beginning of Canto XI, echo one another when
pondering the fate of the repentant souls: “norcadagete voi che noi siam vermi/ nati a formar
'angelica farfalla/ che vola a la giustizia saszhermi?” (Canto X, lines 124-126) and “Deh, se
giustizia e pieta vi disgrievi/ tosto si che possiauover I'ala/ che secondo il disio vostro wife
(Canto Xl, lines 37-39)! Both Dante and Virgil remind the shades of the afljustice as leading
toward the will of God. The connection built betwgestice and the terrace devoted to pride,
humility, and the two types of “gloria” foregroundse discussion offered by Oderisi in the
following lines of Canto XI. It is only through thedlucative preparation the pilgrim-poet and the
reader received from thekphrasesn the previous canto that then allow Oderisi’s dgito
resonate with Dante, aiding in the pilgrim-poeteglf-corrective” path towarBaradiso

It is interesting to note that Dante further assére association between “giustizia” and
“gloria” in ParadisoXIX, the Heaven of Justice. As Barolini argues, ititertextual clues adegno
andsegnareincluded by Dante meta-poetically extend and index Terrace of Pride into the
Eagle of Justice’s home. Additionally, Barolini astthatParadisoXIX is the only other section
of the poem in which we find the wosdoria utilized, outside of its use iRurgatorio X, where
storia “refers to actual events accomplished on eartihéyagle of justice, events that men praise
but fail to emulate.®® Though it appears as though Dante’s art, Goenmedia continues to
compete with God'’s art throughout his poetic joytrtbe correlation between “vana gloria” or
pride, and “gloria” as achieved through just meacr®ss these pages reinforces the true antidote,
humility, that Dante must embrace; ultimately, Bantll accept that he can never emulate the
miraculous art of Go& Thus the pilgrim-poet, and the reader, returtéléssons of the “visibile
parlare” and may recall the figure of Trajan whexzigg upon the Eagle of Justice. In this move,
Dante’s pride evolves out of “vana gloria” into 6gla” in the Heaven of Justice.

It is through the combination ekphrastic‘machines” and the joining of glory and justice
that Boccaccio will ultimately emulate in his “Tmph of Glory” in the Amorosa visione
However, these ideas from tR®mmediado not arrive in Boccaccio’s text only as a direce-
to-one correspondence between Dante and BoccaRatber, these principles are interpreted
visually in the earliefriumph of Vana gloridoy Giotto.

86 Alan H. Gilbert,Dante’s Conception of Justi¢dlew York: AMS Press, 1965); Anthony K CassBlante’s
Fearful Art of JusticéToronto: University of Toronto Press, 1984); MarBellomo,The Common Legal Past of
Europe, 1000-180QWashington, D.C.: Catholic University of AmeriBaess, 1995); Edward Peters, “The
Frowning Pages: Scythians, Garamantes, Florerginéshe Two Laws,” iThe Divine Comedy and the
Encyclopedia of the Arts and Scienceds. Giuseppe di Scipio and Aldo Scaglione (Ekilzhia: John Benjamins
Publishing Company, 1998); Richard Lansing, &tle Dante EncyclopedigNew York: Routledge, 2010), 549.
87 Dante Purgatoria, 164, 174.

88 Barolini, 128.

8 |bid., 140-141.
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GIOTTO'S “VANA"GLORIA

Though it is obvious that Dante and bisuvreinfluence Boccaccio’s texts in a myriad of ways,
Boccaccio, Dante, and Petrarch were very intrigoyethe visual arts. However, out of the three
crowns of Florence, Boccaccio seems to be theamdywho also dabbled in drawing and included
his own sketches alongside the text of many ofrh@uscripts, including an edition of the
Decamerot?® We suspect that Dante and Giotto knew each oth@maght have been friends,
with scholars noting the influence of Giotto’'s Aee@hapel, in particular the scene of thest
Judgmenton Dante’s visualizing of Hett We also know that Boccaccio and Giotto were in
Naples during the same time between 1329 and®138®&l that Boccaccio, similar to Dante,
revered Giotto as a great artist gifted with depgctobjects as if they were the real thfig.
Boccaccio also includes Giotto, in laudatory yemedic terms, within hi©ecameron(Day
V1.5)%* as well as in hidimorosa visionea point to which | will return. Given Boccaccidtgerest
in the visual arts, and in particular in figureislwas Giotto, it does not seem unreasonable to
assume that artists, such as Giotto, played ammetdial role in influencing the iconography
Boccaccio chooses for his allegorical triumphatorhe Amorosa visione

The history surrounding Giotto’s original imagetié Triumph of Vana gloriavas highly
debated for several years. Though scholars initeathued that Giotto painted the original portrait
of “Vainglory” in the Sala Virorum lllustrium in Riua for Francesco da Carrara in 1367-1%374,
it is now generally accepted that Giotto’s fresttbuainglory” was part of a larger visual program
commissioned by Azzo Visconti for his new palaceMitan in 1340% According to Giovanni
Villani’'s Nuova cronicaand confirmed by Vasari in hisves there is an account of Giotto being
appointed the supervisor of a pictorial progranMifan and that Giotto arrived in 1337 to begin
the project. However, in his fourteenth-centuryocticle, Galvano Flamma offers an elaborate
description of the palace of Azzo Visconti, andedathe frescoes to circa 1335, claiming that he
witnessed an image of Earthly Glory surround byeeem Attila, Hector, Hercules, Charlemagne,
and Azzo Viscont?” Given that the earlier dating of the fresco cyatel that Flamma’s account
of the presence of the personification of “glorianadana” within the pictorial cycle coincides
with the date of Giotto’s time spent in Milan, ahe fact that the Sala Virorum lllustrium in Padua

9 Victoria Kirkham, “A Visual Legacy (Boccaccio astist),” in Boccaccio: A Critical Guide to the Complete
Works 321, 327-339. The edition of tilecamerorwith the sketch thought to be by Boccaccio is M 82 fol.
4v. Kirkham also notes that Boccaccio may haveuidet! sketches in some manuscripts owned by Petsarch as
Petrarch’s copy of Pliny.

91 Caron Cioffi, “Giotto” inThe Dante Encyclopedi#47; Durling and Martinez, 185. Lange notes thate is no
concrete evidence to prove whether Dante and Ghogtav each other (163).

92 Creighton Gilbert, 64.

93 Barolini, 311-312.

94 Giovanni BoccaccidDecameroneds. Amedeo Quondam, Maurizio Fiorilla, and GalwAlfano (Milan: BUR,
2017), 1000-1004.

9 Schlosser, 190; Shorr, 103; Mommsen, 107.

9 Creighton Gilbert, 31-32. Ernest Hatch Wilkinshiis Petrarch’s Later Year¢Boston: Medieval Academy of
America, 2013) disproves Schlosser, Shorr, and Msemiy suggesting that the proposed location affeyethese
scholars would have had windows that were too fogla fresco to have been painted there (300).e®iligrees
with Wilkins and further adds that although the ngory in the Sala dei Giganti is not the origirials possible
that Giotto’s Vainglory from Azzo Visconti's palagespired the painting in Padua and that perhapsesoe from
Giotto’s workshop might have painted the frescofmncesco da Carrara (59-60).

97 Louis Green, “Galvano Flamma, Azzone Visconti timelRevival of the Classical Theory of Magnificefice
Journal of the Warburg and Courtauld Institut&3 (1990), 102.
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was not completed until after Giotto’s death, thereirther confirmation that the original location
was Azzo Visconti’'s Palace in Mila.

There has also been significant debate in regasthich text appeared first, Giotto’s fresco
or Boccaccio’sAmorosa vision&® However, if we accept the dating offered by CreaghGilbert
of Giotto’s fresco of 1335, then it would have baepossible for Boccaccio’s text to have
influenced Giotto. Vittore Branca, in his introdwaet to theAmorosa visionenotes that Boccaccio
probably knew of a painted depiction of Glory befaromposing his poem, allowing us to
reasonably deduce that this was Giotto’s “Vanaiglan the Visconti Palac&® In the larger
fresco cycle in Milan, the image of Vainglory watiaposed with the portraits of great men, all
of whom, except Charlemagne, were “pagan princkstieas, Attitla, Hector, and Hercufés.
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Fig. 22. Frontispiece to Petrarctde viris illustribus based on Giotto’Sriumph of Vaingloryoriginally Iocated in

Azzo Visconti’'s palace in Milan (c.1335), c. 137%. MA Latin 6069f. Bibliothéque Nationale de Fran Image
via Wikimedia Commons.

98 Creighton Gilbert, 31-32, 50.

99 Schlosser, 191; Shorr, 103; Frederic AndEldrentine Painting and Its Social Background: TB@urgeois
Republic before Cosimo de’ Medici’'s Advent to PQwaY and Early XV Centurigg€Cambridge: Harvard
University Press, 1947), 368; Mommsen, 107. Alsthecholars believe that Boccaccidimorosa visionénspired
Giotto’s painting.

100 vittore Branca, “Introduction,” ilGiovanni Boccaccio: Amorosa Visigneds. and trans. Robert Hollander,
Timothy Hampton, and Margherita Frankel (Hanovermivdrsity Press of New England, 1986), xiv. Cregght
Gilbert notes in his essay that Branca believesftesco to have been in Padua at the Reggia €aer§821).

101 Mommsen, 113.
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Fig. 23. Frontispiece to Petrarctde viris illustribus based on Giotto'$riumph of Vaingloryoriginally located in

Azzo Visconti’s palace in Milan (c.1335), c. 14@dk. MS 101, Darmstadt, Landesbibliothek. ImageWigkimedia
Commons.

These figures, with the inclusion of Visconti, repent the six major nationalities of the fourteenth
century and Visconti situates himself as equah&se historical men who achieved glory solely
by virtue of their military deeds. Since Visconticiudes himself among the list of valiant
“triumphators,” the underlying message is not tiwainglory” is a vice but rather that “glory” is
a virtue, solidifying Visconti's name among thesemwho have achieved eternal glé%5.

Though the frescoes adorning the Visconti Palace westroyed approximately twenty
years after their completidfi® there are three late fourteenth-century manusuoipiatures (fig.
20, 22-23), each included as frontispieces foroterieditions of PetrarchBe viris illustribus
which scholars agree are copies of Giotd&na gloria Each rendition offers subtle variations,
however, it is clear they all derive from the sasnarce text and it is generally agreed that these
miniatures would eventually serve as the protofgpehe later fifteenth-century imaginations of
theTriumphus FameThe earliest manuscript (fig. 22), dating to apgmately 1379, is a pen and
ink drawing in which the figure of Glory floats alma large crowd of men on horseback. She
rests on a two-wheeled triumphal chariot pulledhbyses upon whose backs ride two winged
figures playing trumpets; the trumpet players reapplanking Glory. Glory wears a crown and a
mantle draped over her dress as she carries lateaths in both hands. She gazes down toward

102 Creighton Gilbert, 32, 55-56.
103 hid., 55.; Green, 105.
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the crowd and extends her right hand as if sheb&gtow glory upon one of the many in the group.
The men within the group all wear distinct piecéamnor, yet two figures, one on either side of
Gloria, hold a laurel wreath in their hands.

The next miniature in the sequence (fig. 20) fromlate fourteenth century, follows much
of the iconographic pattern provided by the fitmif paints the background blue and includes a
golden circle or rays of light behind the allegafyGloria, who now resides within an oblong
circle. The illuminator increases the number ofged musicians and laurel crowns, now painted
green, within the crowd. The artist further addease of an earthly atmosphere beneath the group
by including grass under their feet, distinguishiing earthly realm of the men from the heavenly
realm of “Gloria,” who is twice named within theeme. The third manuscript (fig. 23), known as
the Darmstadtmanuscript, offers the most variation in termscohography. The artist included
a few men on horseback surrounding Gloria who céreled in a sphere in the middle of the pack.
Glory is no longer accompanied by winged musiciautssits alone on a throne, holding a winged
figure in her left and what Shorr identifies asaasl in her right, neither of which were included
in the previous two representatioii$.

For the purposes of this chapter, | will focus lo@ $econd representation of Glory (fig. 20)
in my analysis. What is most striking about thisga is the contrast of the dark lapis lazuli calore
background, emphasizing the heavenly realm, witbtack and white, neutral toned image of the
allegory herself and the men who huddle below, amgiher praise. The artist includes subtle
hints of red to distinguish individual feathers®@lory’s wings, pink in the underside of her mantle,
a golden clasp that holds the mantle in place hame$ of green and blue in the laurel wreaths, the
grass, and throne upon which she sits. The sgaxt®ns of color compared with the sketched
body of Glory draw the viewer’s eyes directly todidhe allegory in triumph. At the same time,
Glory, stylistically, accords with the virtues amides Giotto painted across the lower register of
the ArenaChapelt®®

From approximately 1303 to 1305, Giotto was comioissd to complete a magnificent
fresco cycle in Padua for Enrico Scrovegni. As sba of a well-known banker, and a banker
himself, Scrovegni wished to expiate his fatheaisd presumably his own, sins of usury, and to
demonstrate his piety and devotion to God throlighcbnstruction of the Arer@hapel°®¢ The
predominate fresco cycle narrates the lives of\tligin Mary and Christ, beginning witfihe
Expulsion of Joachipthe father of the Virgin, and concluding with theage of the_ast Judgment
on the wall opposite the altar. Beneath the registevoted to the biblical cycles, Giotto includes
a register dedicated to representing various \grarel vices. While the biblical stories are true to
Giotto’s naturalistic style, the virtues and viees depicted far less realistically than their “faurh
counterpart$®’ Resting within a fictive wall panel replicatingetppearance of different types of
marble, the virtues and vices also appear asyfweze sculpted from stort€ Though this stone-
like appearance might initially impose an “inaniefatjuality to the allegories, Giotto breathes
new life into his allegories by representing theamiag of each figure not only through particular
iconographic symbols, but mostly through their pees, gestures, and facial expressidhs.

104 Shorr, 104.

105 Creighton Gilbert, 69.

106 Serena Romanda O di Giotto(Milan: Electa, 2008), 152. See also Laura JacoBimtto and the Arena
Chapel: Art, Architecture & Experiendkondon: Harvey Miller Publishers, 2008). Langgamds on this to argue
that Scrovegni additional sought a noble pedigneaugh the dedication of the Arena Chapel (65).

107 Joachim Poeschk#alian Frescoes, the Age of Giotto, 1280-148@w York: Abbeville Press, 2005), 189.
108 Romano, 218.

109 poeschke, 189-191.
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Additionally, Giotto inscribes the base of eachedamith a rhymed description associated with
the personification of the virtue or vice, impagianekphrasticlike “visibile parlare” on each
allegorical “sculpture.” This mimics both the liggy portrayal of French medieval automata and
Dante’s parallel structure applied to bigophrase®n the Terrace of Pride. Since it is possible that
Dante and Giotto were in Padua together while Giatbrked on the Aren&hapel'® perhaps
there is a mutual dialogue and exchange of infladrtween both artists. Giotto’s statues, through
their animated expressions and with the aid of e&aecbal inscription, “talk” to the viewer; it is
only possible to fully comprehend the didactic nages of each allegory by way of their
communicative actions and “visible speech.”

The carefully organized placement of each virtuevioe further guides the viewer's
interpretation of the frescoes and allows the vieteeinternalize the meaning of not only the
personification, but also the surrounding biblicairative to which they are spatially compat€d.
The stylistic mirroring of the virtues and vicedlire ArenaChapel reflected in the image of Gloria
and the placement of her name, “Gloria,” acrosstf@mph, superimposing the Arena Chapel's
virtues function as “talking robots” onto the pergization of Gloria. It is interesting to note tha
within the ArenaChapel, there is no image of “Gloria,” nor “Vanamh” or “Pride,” as we might
expect, among the virtues and vices. Giotto’s stiglimirroring in Glory now extends the allegory
into the cycle he began in Padua, allowing thacstatichine to move and impart “gloria” on to
those below.

The use of colors, especially for the distincti@tvizeen the heavenly realm and the earthly
world also emphasizes the two types of Gloria, &ahoria” and “gloria” found in Dante’s
discussion ofloria/giustizia Though Her title across the three manuscriptdkas theriumph
of Vainglory, the figure herself is not named as “vana glorialThe presence of the word
“GLORIA,” written in gold and located centrally ab® the oblong shaped circle that surrounds
the allegory, promotes a connection between Gland the heavenly realm of God in a
Christological sense. The atmospheric blue ofterosads celestial and heavenly beings of Christ
and the Virgin Mary within church complexes and fud lettering, as opposed to the neutral
colored, yet much larger naming of “Gloria” dividedross her body, further distinguishes the
duality and double possibility of achieving glogjther a temporary, earthly “vana gloria” or an
eternal, heavenly “gloria.” Additionally, the ovalirrounding Gloria mirrors anandorlg the
almond shaped circle that iconographically encosgmthe figures of Christ and the Virgin Mary
in majesty. At the same time, Gloria also is sunaed by a golden ray of light. This further calls
into question the role of Gloria beyond simply “aagloria.” As Dante implied in hifommedia
Giotto’s visual image of Gloria also advocatesddigure who bestows glory only on those who
direct their will (justice) toward God. The men d&e&l Gloria who then receive the laurel crown
from Her are the ones who, like Trajan, have dermnatesi Dante’s concept of justice and mercy,
and can achieve a glory that will transcend théhgarealm and reach the eternal.

To advance the connection between this image ai&dmd the principle offered by Dante
of glory as received via justice, let us returrttie Arena Chapel and the lower register which
presents an interpretation @fustiziaamong the virtues and vic@gy. 21). Gilbert mentions that
Justicein the ArenaChapel bears resemblance to the Glfmiand in the manuscripts, but does not
offer any evidence to prove why these two mightklsimilar to one anothét? Within her

110 Durling and Martinez, 185.

111 Andrew Ladis Giotto’s: Narrative, Figuration, and Pictorial Inguuity in the Arena ChapéBtate College: Penn
State University Press, 2009), 17-18, 28.

112 Creighton Gilbert, 69.
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architectural frameGiustizig seated on a throne, wears a crown which hold®hgrveil in place,
draping across her back behind her dress, covgradantle with a clasp holding it closed. There
is a faint line running across the neck of Justi@ connects to the two figures she holds in her
hands, indicating her iconographic scales of jest@n her right side is a figure who, though now
damaged, crowns the righteous, representing Didivid justice, while the figure in her left hand
serves as the executioner who beheads the crinzsigdhe figure of Commutative justite€Below

the figure of Justice is@redellapanel that showcases some of the happy consegueneanight
experience under Justice’s rule, such as men amdewadancing or enjoying a hunt. Giotto
devoted special attention to the figures of Juséicd Injustice within the Arena Chapel as a
reminder to the viewer of their broader politicigrdficance outside of the chapéf Their
centrality in relation to the other allegoricaldigs also underscores the importance of Justice and
Injustice within the biblical scenes of the uppagisterst'® Of all the virtues in the lower register,
Justice resides in the largest niche, further mitlig her importance over the other six virtues
within the sequenci?’

By examining the two figureGloria andGiustiziaside by side, it is clear that the image
of Justice from the Aren&hapel correlates with Glofyom the manuscripts. Both Glory and
Justice wear crowns, holding a veil in place adrdipes across their backs, leading the viewer’s
eyes to a dress and mantle clasped with a golcchrimothe middle. Even the hairstyle of Justice
becomes the hairstyle of Gloria, where the intabyabraided and knotted bun reappears in Gloria,
though with slightly less detailed attention. Thegelic creatures of Distributive and Commutative
justice who, as the description bel@iustiziaindicates, “Coronando Bonos Vibrat ensem contra
vicia"'’ (crown goodness and wields her sword against yisesilarly reflect the dual nature of
Justice. The inclusion of the textual action adjde the mobile “statue” further activates the
machine in arekphrasti¢ didactic approach; the play between word and enagakens the
allegory, as if it were a medieval automata.

The relationship between text and image again canmtesplay in Giotto’s Glorywhere
the two distinct inscriptions of “GLORIA” activateer duality as either the harbinger of “vana
gloria” or the herald of “gloria.” She, like Didniitive justice, crowns “goodness,” and wards off
“vana gloria,” perhaps as a form of Commutativelipgs as defined previously b$iustizia
Though not entirely discernable, it is possibleg tha crown Distributive justice holds may even
be a laurel crown. It is certainly distinguishafstan the royal crown donned by Justice/Glory and

113 Helene Wieruszowski, “Art and the Commune in th@d of Dante,"Speculuni9 no.1 (Jan., 1944), 23; Julie F.
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appears not unlike the crowns Glory bestows to ghwious folk belowt® Giotto thus
superimposes iconographic features of his Justite the image of Glory to blur the two figures
together, offering a new visual interpretation Gloria. She is no longer a strictly negative,
temporary force, but is now one that, through tde&Giustizig may embody a positive, animate,
and eternal presence.

BOCCACCIO’S “TRIUMPH OF GLORY:” FROML’AMETO TO L'AMOROSA VISIONE

Following the precedent established by Dante amtt&GiBoccaccio includes an explicit “Triumph
of Glory” within his Amorosa visione/I-XIl. However, what has been ignored by previous
scholarship is the fact that Boccaccio providesearlier draft of his working through the
intermedial Dantean/Giottoesque representationaf@s an eternal reward for just actions in
the story of the nymph Emilia, the virtue of Justim theComedia delle ninfe fiorentin@Jso
known asl’Ameto. The Ametqg completed around 1341, is the first work Bocoaammposed
upon moving from Naples to Florence, and is on¢hefearliest modern pastoral romances in
which we find a blending of all of the essentiarakents that define Boccaccio’s poetic style:
classical mythology, French and Italian love pogaifiegory, and narrativeé? Fondly referred to
as the “piccolddecameroti the Ametotells the tale of a shepherd who, after a succkhsiut,
stumbles upon a group of seven nymphslocas amoenusAmeto falls in love with one nymph
in particular, Lia, and though separated througtioeitwinter, by spring, Ameto rejoins the group
to listen to the ladies pass the time by telliragiss of their previous histories with love. As leac
nymph reveals herself to represent one of the sewares, either cardinal or theological, their
didactic narratives educate Ameto, ultimately sguim. The nymphs and the Goddess Venus
“baptize” Ameto in a fountain so that Ameto may teborn from his “sinful” behavior to
intellectually and spiritually journey toward “Pdise.?°

Before each nymph shares her story with Ametoclvineveals her “virtue,” Boccaccio
intricately describes Ameto’s attentive gazing upach figure. Ameto discerns specific physical
attributes, including unique hairstyl&3,ascribed to each female, distinguishing one nyfrqrn
the next and making one more lovely than her “sis¥&hen Ameto feasts his eyes on the figure

118 As Creighton Gilbert notes, the laurel crown, assted with ancient Roman military and poetic trjpima, may
be Giotto’s reworking of Dante’s passagé’urgatorio Canto XI. He goes on to say, “The vast Dante/@iott
literature appears not to have explored its madta@mponent, that Giotto lived for twenty yearsagserson
mentioned in Dante, and as for the object of alpeap that his fame must fade. Giotto, very obvigusias
increasingly conscious of this point, and thenedgisk in assuming that, he would very much hakedl to prove
Dante wrong.” (57). Giotto paints his interpretatiaf Glory after Dante’s death and the initial alation of his
CommediaHis Gloria now bestows the symbol of poetic glonto those whom She deems worthy in accordance
with Dante’s ideas about justice and glory. Giotbav trumps the literary master and visually deteesiwho is
worthy of famg it is Giotto’s turn to decide who$amawill extend beyond the earthly world.

119 Judith Serafini-Sauli, ed. and trarGipvanni Boccaccio: 'AmetéNew York: Garland, 1985), xiv.

1201hid., xvi; Jane Tylus, “On the Threshold of PasadComedia delle ninfe fiorentiner Ametq,” in Boccaccio:
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121 See Emanuele Lugli's article, “The Hair is Full@riares: Botticelli's and Boccaccio’s Wayward Exddiaze,”
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of Emilia, he first notices her blonde h&?:“di quella i biondi capelli, a qualunque chiarezza
degni d’assimigliare, senza niuno magistero lurgihis parte ravvolti alla testa nella sommita di
guella, con nodo piacevole d’essi stessi vede tagced altri piu corti, o in quello non compresi
fra le verdi frondi della laurea ghirland&’Ameto XI1). 123 Her hair, half-tied in a knot with strands
carefully intertwined in laurel wreath—perhaps fanmthe shape of a crown. Ameto then notices:
“egli sotto la ghirlanda dello alloro di molte frdinintorno, con sottilissimo velo e purpureo,”
which casts a lovely shadow across her foreheadands Ameto’s gaze to linger on Emilia’s
eyebrows and eyes: “sotto le quali due occhi césami come mattutine stelle scintillanti rimira;
né qui entro nascosi, ne superbi fuor del loro tusigstendeano, ma gravi e lunghi, e di colore
bruno pit amorosa davano la loro lucé’Arheto XI1) 124 Her brown eyes, no less brilliant than
stars, shine the most loving light upon Ameto. Hieatudes his description of her dress by noticing
she wears a: “vestita di sottilissimo drappo samgoi seminato di piccioli uccelletti d’oro” and a
“purpureo mantello” l[Ameto XII) 125

As the text vibrantly paints a picture of Emiliatbat the reader may visualize her physical
body, before revealing her to be the virtue ofidesBoccaccio first calls to mind the laurel wieat
adorning her blonde hair. Though neither Giott@isistizianor Gloria wear the laurel wreath,
they each confer laurel crowns upon those who detrate virtuous “triumphs.” Boccaccio
further deviates from the painted models offere@®imtto in that he applies specific colors to each
garment worn by Emilia: a purple veil and manthe ¢awer her red dress which is embroidered
with gold birds. However, each article of clothimgntioned by Boccaccio can visually be found
adorning both Giotto’sGiustizia and Gloria. The emphasis on the details and external
embellishments of Emilia’s clothing, especially relation to the descriptions of the first two
nymphs, perhaps serves to amplify the active rbldustice, or as Jonathan Usher claims, “the
externalization of description echoes the allegdradevelopment from inner motivation towards
the more outward virtues of Justice and Holé Unlike Giotto's “statues” thagkphrastically
“move,” Boccaccio’s figure is a living allegory. &hpoet then reverses the automata structure
where the imitation is not the “machine,” but thgefson,” and thus returns us to Dante’s
“humanized” bas-reliefs counter to the “statuesggleddes oPurgatorio X. Boccaccio’s color
palette is not all that distinct from the manustcilipstration of Glory: inGloria’s mantle, there is
a subtle hint at a pink, or quite possibly purpiettc The description of Emilia’s eyes, though
neither shown nor ascribed as markers of Justi€&lany, will intertextually transport Emilia as
the Allegory of Justice/Glory into thAmorosa visions “Triumph of Glory.” The careful
inclusion of the wordsstelle, amorosgandluce’ textually hint at her movement out of tAeneto
and into her next allegorical/didactic role, Glanahe Amorosa visione

Beyond the physical attributes that parallel Gistt@lory/Justice, Emilia also details a
triumphal parade when sharing her story. The af€noilia’s story is that through her role as the
figure of Justice, Emilia revives a youth—who syiites Pride—brought to her by the goddess

122 |_ugli notes that Boccaccio’s commencing his detiorn witha capite ad calceris not only a trope of the
medieval Romance, but also that studying the hunaaly from their hair to their feet was a convensicaipproach
in medical treatises, yet the amount of detail Bacwo gives to each hairstyle is unique (214).
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Venus, and redirects him toward the morally jushp& She first encounters the spirit of the
young man when, upon entering the forest, she ssg®the following spectacle:

uno ardente carro, tirato da due dragoni, talegaardare, qual forse quello di
Medea, fuggente Teseo, fu potuto vedere. Nel quak giovane donna, nello
aspetto altiera, e di fuoco cosi come il carromiegarmata di bellissime armi, con
uno cappello d’'accciajo, con alta cresta, con iscudi reggente quello; e cosi
veloce corrente per I'aere, quali le saette turphite da forte nervo, sogliono senza
alcuna comparazione volare; allato alla qualespinto bellissimo del suo fuoco
accendentesi tutto, vidi sedere;
(AmetoXXI) 128

This goddess, dressed in shining armor of a heknedf, and shield, flies through the air as qyickl
as an arrow on a fiery chariot pulled by dragofugh some scholars have identified this figure
as the goddess Astraea—the goddess of justiceivghappears in DanteRurgatorio XXII (lines
67-72)1>°—others now identify her as Minerva, the goddeswistlom, poetry, and wak® The
swift and active movement of Minerva on her chavistially mimics the flight of Giotto’§&loria
as she glides above the group of men. The presdridanerva—as one who bestows glory only
onto those who demonstrate their virtue—in the oviswitnessed by Emilia/Justice allows
Boccaccio to subtly imply their connection and nalitbelping hand in the process of leading
Ameto, and the reader, toward spiritual revelatmmd correction. This point is directly
demonstrated by the fact that the “spirito” seatext to Minerva is the “spirito” of the youth who
Emilia reactivates through her role as Justice. diin@ce of Minerva, the Roman goddess who
represents both military and poetic triumphs, ferthecalls Dante’$urgatorio X-XI and the
inclusion of Trajan as the roman militaristic exdanpvho represents God’s power in the political
realm{3! heightening the intermedial roots of Boccacciaagination of Justice as Glory.

Boccaccio extends the affiliation between Justind Glory by pairing the triumph of
Minerva/Glory with the song Emilia performs at #ved of her tale. When describing the allegory
of Justice, Emilia suggests that: “Costei di spadaata, in man tenendo/ Giusta bilancia,
graziosamente/ L'umilie esalta, il superbo premériidmeto XXIIIl). 132 Since Boccaccio, in
great detail, outlines the physical characteristind physiognomy of Emilia toward the beginning
of his text, he does not need to re-imagine whstickipersonally looks like within Emilia’s song.
Rather, the mentioning of solely her sword andescalf justice finalize the transformation of
Emilia into Justice. The final vision we see of “Haf then is: a blonde beautiful nymph, dressed
as Giotto’s Glory/Justice and wearing the laureMer. She carries the sword of justice in one
hand, and the scales of justice in the other. Tikentional inclusion of the parable offered by
Dante in hisPurgatorio X-XI—that justice will aid in correcting the “sud@” and exalt the
“umile’—further heightens the intermedial legacybaith Dante and Giotto.

Boccaccio reminds his readers of Emilia’s interraédshioning into Justice one final
time toward the end of his text. After Venus anel nymphs “baptize” Ameto in the fountain, the
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morally and spiritually “reborn” Ameto will sing $ong that categorizes all of the nymphs by the
virtuous roles they played in his conversion. Faonil&a, he sings: “A cui Emilia, come si
dovea,/Seguendo, mi rivolse alla tua santa/ Faggiggdando la spada d’AstredAmeto
XLVII). 132 Ameto, guided by the sword of Astraea (Justiagl)pivs Emilia as she redirects him
toward God. Emilia is the one whose duty it isriially launch Ameto, and the reader, on the
path toward intellectual and spiritual enlightenmddante, similarly, on the initial terrace of
Mount Purgatory, first learns the lesson offered\ineto by Emilia. However, Ameto does not
completely listen to the narrative told to him bmilia,*3* and while she speaks, Ameto still is
overwhelmed by his sexual desires and attractidretand the other nymphs. Though the reader
hopes Ameto fully digests this edifying awakenifghich he sings, Boccaccio offers a corrective
to theAmetd3®in the form of theAmorosa visione

Boccaccio began thAmorosa visionavhile living in Florence and completed the text
around 134236 As the pilgrim-poet Boccaccio decides to embarkisnown journey to the stars,
he first must decide which path he will take onwgy to “Paradise.” Presented with the choice to
enter one of two doors, a narrow door which gumestoward “the good life” and a broader door
that leads toward “life’s pitfallst®’ the pilgrim-poet enters through the broader oné, arives
at a large chamber, elaborately decorated withdatraordinary triumphal frescoes. As we learn
in Canto 1V, the four allegorical triumphs the pifg-poet will witness in the chamber are crafted

by:

Humana man non credo che sospinta
mai fosse a tanto ingegno quanto in quella
mostrante ogni figura li distinta,
eccetto se da Giotto, al qual la bella
Natura parte di sé somigliante
non occulto nell’arte in che suggella.
("Amorosa visiondV lines 13-18}8

Theekphrase®n the wall of the chamber are not painted by“@mynan hand,” and yet the only
artist comparable to this level of excellence ist®i, whose figures resemble nature so closely
that they are almost lifelike. Yet, these worksaatuality, are the craftsmanship of God. Due to
this “visibile parlare” of God’s art, as Boccacecimves around the room, each allegorical parade
will “materialize” and awaken before the pilgrimgits eyes. This type of structure, though
parallel to and clearly influenced by Dant®srgatorio X and theekphrasticsculptures, also
reminds the reader of the story of Reman de Troi@nd the chamber through which one will
didactically learn about courtly life as communezhby the machines within the four corners of
the room. Boccaccio'®kphrasesthough paintings, additionally function like tld&phrastic
automata provided by the earlier traditions. THgrppn-poet Boccaccio, like the pilgrim-poet of
the Commedia will only learn and dissect the information shotenhim directly through an
animate engagement with the “inanimate” frescoeshenwall. This, then, sets the expectation
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that each allegorical figure within these paintinght also be a “machine,” serving as a robotic
avatar for a human counterpart. At the same tiheeptesence of the name Giotto indicates to the
reader that perhaps these images might bear simeaio works of art designed by Giotto. Giotto,
as a rival to God’'s art and Nature both here an®Pungatorio XI, then becomes a further
intermedial source upon which the pilgrim-poet #melreader may recall when examining these
allegorical frescoes in the coming pages.

Succeeding the triumph of Wisdom on the first widig pilgrim-poet approaches the next
allegorical figure in the sequence, Lady Fama. Bocio introduces this almighty female force in
Canto VI as such,

Oltre passai, sanza piu far dimora,

con gli occhi a riguardar, lasciando stare
guel ch’i’ disio di rivedere ancora,

la dove a colei piacque che voltare

io mi dovessi; e vidi in quella parte
cosa ch’ancor mirabile mi pare.

O Dio! ché mai Natura con sua arte
forma non diede a si bella figura,

né Venere, allor guando amo si Marte,
né, quando Adon le piacque, con sua cura
si fé si bella, quanto infra gran gente
donna parea leggiadra oltre misura.
Tutt’altri sovrastava veramente,

di ricche gemme coronata e d’oro,
nell'aspetto magnanima e possente.
Ardita e valorosa tra costoro

sovra triunfal carro si sedea,

ornato tutto di frondi d’alloro.

Mirando questa gente 'n man tenea
una lucente spada, con la quale

che 'l mondo minacciasse mi parea.

Il suo vestire a guisa imperiale

era, e teneva nella man sinestra

un pomo d’or di splendor siderale.
Vedeasi poi via piu che neve alpestra
quattro bianchi destrier, che ciascun forte
in trar I'aureo carro arde e s’addestra.
Ed entro I'altre cose ch’ivi scorte

allora furon da me ’'ntorno a questa
eccelsa donna, nimica di morte

nel magnanimo petto, fu ch’a sesta

un cerchio si moveva alto e ritondo,

da’ pié passando a lei sovra la testa.
Né credo che sia cosa in tutto '| mondo,
villa, paese, dimestico o strano,

che non paresse dentro di quel tondo.
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Era sovra costei, in aureo piano,
un verso scritto che dicea leggendo:
“lo son la Gloria del popol mondano”
KAmorosa visioneVl, 37-75)-2°

The reader can precisely picture the image of Feaptured by the words of Boccaccio in this
passage. She is beautiful, crowned and covered jestels and dressed in gold. Seated on a
triumphal gold chariot decorated by laurels andgauby four snowy white horses, encircled in a
lofty and round globe, Fame holds a sword in omedrend a golden apple in the other. She calls
to the pilgrim Boccaccio through the gold insciptiocated above, “I am the Glory of the worldly
folk.” *4°Boccaccio’s words are so unambiguous that LadyeFamerges in that moment, allowing
the imaginative reader to gaze with the pilgrim &maxio upon the glory that is Lady Fame in all
her triumphant majesty.

Boccaccio begins his description of the “TriungdtGlory” with a nod to the illuminator
of the room “O Dio! ché mai Natura con sua artehfa non diede a si bella figura” (lines 43-
44)141 The almost identical phrasing of the painted appese of Glory rivaling Nature
intertexually bridges Boccaccio’s “painting” to aatual image illustrated by an artist whose work
is known to rival Nature’s, i.e. Giotto and I@doria from the Visconti palac&? Both allegories
are crowned with jewels and sit on a regal thraio@ @ chariot. While the chariot in Giotto’s
portrayal is pulled by two horses, Boccaccio dosiltihe number, mirroring the chariots that would
have been seen in imperial Roman triumphs and dni¢emporary street pageants. The most
striking similarity, however, is the inscription gold located above the figure of Glory that says
“I am the glory of the worldly folk.” In Giotto’smage, we similarly see the word “GLORIA”
inscribed in gold and located directly above hexch&Vhile Branca notes that Boccaccio’s Gloria
is distinct from Dante’s “Heavenly Glory/ the gold lettering and placement might suggest
otherwise. The shared golden inscriptions interadgdpresent across Giotto’s and Boccaccio’s
Glories promote a reading of Boccaccio’s Glory glamilar lines as Giotto’s, heightening the
duality of glory as both “earthly” and “heavenlyJhlike Dante, who ascends the terraces on the
Mountain of Purgatory, Boccaccio must descend deoto learn from thekphrasesnd cleanse
himself of his “sins” to continue his journey towlaspiritual awarenes$* While the “descent”
might seem adjacent to the idea of “vana gloriafeh Glory’s role, in fact, is the opposite, as she
delivers her followers, the pilgrim-poet, and teader, closer to “Paradise.”

Boccaccio subtly unveils this at the end of thevjanes triumph, the “Triumph of Wisdom.”
Though the allegory of Wisdom is not described wegnor holding a laurel crown, in Canto V,
Boccaccio concludes her parade by anointing Daitteantaurel crown, inducting Dante as a poet
laureate:

Aveali la gran donna mansueta
posta d’alloro una corona in testa,
e di cio ciascun’ altra parea lieta.
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E vedend’io cosi mirabil festa,

per lui raffigurar mi fei vicino,

fra me dicendo: “Gran cosa fia questa.”

Trattomi cosi innanzi un pocolino,

non conoscendol, la donna mi disse:

—Costui e Dante Alighier fiorentino,

il qual con eccellente stil vi scrisse

il sommo ben, le pene e le gran morti:

gloria fu della Muse mentre visse,

né qui rifiutan d’esser sue consorti —.
("Amorosa visioneV, lines 76-88)*

Within her speech to Boccaccio, Wisdom statesiaaite, through his writings about the “highest
good,” achieved glory both on earth and beyond,gmgrthe triumph of Wisdom with that of
Glory and ensuring a smooth transition between ekghrasisand the next!4®¢ The “highest
good,” at once recalls Dante’s journey to the sthtg additionally substitutes for the idea of
justice, an underlying thread throughout@@mmedid*’ Immediately in the next canto, the laurel
is superimposed onto the chariot of Glory, seraaghe symbolic embodiment of the power Gloria
wields over those whom she rewards with her “juiatirel; they can achieve “gloria,” not just
“vana gloria.”

It is clear that Boccaccio understands that “glomlistinct from “vana gloria,” relies on
justice’s support. He therefore explicitly mentiotimat his personification of Glory carries a
“sword,” inscribing the iconographic “sword of Jigst’ into his “fresco.” This hybrid image of
Gloria further reminds the reader of Emilia frone Aimeto.Unlike theAmorosa visione’sloria,
where the emphasis is on the clothes she wearsbjbets she carries, and her chariot, Boccaccio
fully describes the physical features of Emilianfrber hair to the bosom. Though Emilia’s dress
is red with golden birds embroidered throughoupt@ry to Glory's gold dress, the image of
Emilia, a blonde haired woman, crowned with a lawreath and wearing imperial clothes, such
as the veil and mantle, becomes the physical bssiyciated with Glory in th@morosa visioné*2
By the end of Emilia’'s metamorphosis into the adlggof Justice, she, like Gloria, will carry a
sword, underscoring the shared didactic functiomath figures. Additionally, by blurring the
lines between Wisdom’s and Glory’s triumphs in @axtof the Amorosa visionein particular
poetic wisdom informed by justice, Boccaccio furtlassociates the allegory of Glory in the
Amorosa visionavith Emilia in theAmeto.lt is important to note that Glory’s chariot “bgfras
it moves rapidly across the wall in the same maitimetr Emilia sees Minerva’s chariot burn like
an arrow shooting across the sky, intertextuadlgsporting the machine from one text to the other.
If we consider theAmorosa visiondo be an extension or correction to tAmetq*° then it
accounts for why Boccaccio does not offer as thginoof a physical description for the woman
behind theAmorosa visione’sama. The reader already will know what she lodes in detalil,
from Emilia’s physical features.

145 Boccaccio)’Amorosa visione24.

146 Gianna Guastellalord of Mouth: Fama and its Personifications in Arntd Literature from Ancient Rome to the
Middle AgeqOxford: Oxford University Press, 2017), 214.

147 Alan Gilbert (1965); Casse(l984); Peters (1998); Bellomo (1995); Lansing,.549

148 Though Emilia wears the laurel crown, here, aSiistto’s image, it merely serves as a decoratieeneht for
Glory's chariot.

149 Usher, “Mural Morality,” 121.
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The final element that emerges in Boccaccio’s depiof Gloria is “un cerchio si moveva
alto e ritondo,/ da’ pie passando a lei sovra sate(Canto VI, lines 68-69F° The circle that
encompasses Gloria, once again, harkens back ttoGiwision ofGloria in the Visconti fresco.
As previously mentioned, GiottoGloria is enclosed in an oval, similar tareandorlg the symbol
associated with Christ and the Virgin Mary in majedn Boccaccio’s fresco, the circle that
surrounds Glory: “Né credo che sia cosa in tuttmdndo,/villa, paese, dimestico o strano,/che
non paresse dentro di quel tondo” (Canto VI, lin@s72).151 While the entire earthly realm may
belong within Glory’s circle, at the same time, ttweollary shape of theandorlaallows Gloria,
and only those whom she deems “worthy,” to ascetwthe heavenly realm. The circle’s meaning
evokes the duality of Gloria. One can either cargito descend, and only realize “vana gloria” on
earth, or, like the pilgrims Dante and Boccacciayractively participate in and comprehend the
edifying message of trekphrastic'robot,” ascending to eternal “gloria.”

PETRARCH’'S INTERMEDIALGLORIAIN THE TRIUMPHUS FAME

Throughout Petrarch'seuvre fama as an underlying theme, is not always an inhbreetgative
quality for an individual to acquir®? In his Canzon&XXII of the Rime sparséc.1327-1368),
Petrarch writes: “Questa € la vista ch’a ben fanduce/ et che mi scorge al glorioso fine;” (lines
7-8),152 defining that theben farewill lead him to glory, as opposed toal fare which would
cause him to stray toward to the sin of pregfePetrarch echoes and expands on this idea in \ariou
letters written between 1348 and 1354, such agsiriefter to Francesco da Napoli, where he
explains how glory is only attainable through hamtk:!>> “optabilior est enim non modo labor
sed mors quogue cum gloria quam quies ingldf&(not only work, but death with glory is truly
more desirable than inglorious resgamiliares XI11.4.19). Unlike “ingloria,” “gloria,” is
achieved throughertt, which, for Petrarch, follows the definition oféet by the Stoics and is:
“gue virtutem esse ait recte sentire de Deo eern@ter homines ageré®” (and it argues virtue [to
be] to feel rightly about God and to act rightly@mg men) FamiliaresXI.3.10-11). This meaning
of “virtue” accords with the notion of justice prmged by Dante, Giotto, and Boccackti®jn
particular as it aids in leading one away from ‘@agioria,” toward heavenly “gloria.” Petrarch
furthers this idea by adding that spiritual, etéglary may only be achieved by both scholarly
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and creative pursuits, and thus practices whatégcpes throughout his poetic achievements, and
most notably within th&rionfi.*>°

Throughout theTrionfi, Petrarch’s Fama is a positive life-giving force aytthough
defeated by terrestrial time, will reign in Godiemal spheré®® As the fourth triumph offered in
the sequence, Petrarch briefly introduces the pédrsation who will lead the glorious towards
God—and textually toward thEriumphus Eternitatis-before devoting the majority of this three
sectioncantoto the list of the most illustrious paragons dbty.” The collection of souls paraded
behind Famgproceeds in this order: Ancient Roman emperors iampkrial leaders in Part |,
followed by Biblical examples, specifically fromel®ld Testament, famous women, leaders from
the Assyrian-Babylonian world, Christian leadensg @olitical figures in Part I, and ends with
Ancient poets, philosophers, orators, and histsriarPart 111161

Within his cantodedicated to Fama’s triumph, Petrarch repeatedytions of the word
“vertu” —or various adjectival forms of the word—asommon characteristic shared by each of
the members in the “spectacle,” underscoring tingt may only join in Fama’s brigade toward
eternal glory if they achieved “gloria” through tuie/justice. Petrarch illustrates this point in the
vision of the six Roman emperors and the firstkéings which concludes the first section, all of
whom Aldo Bernardo notes “had been outstandinbeir justice, piety, and civic duty®? Among
this list of figures is none other than Trajan:‘@®ion Nerva, e Traian, principi fidi [...]Jche bono
a buono a natural desiorjumphus FamePart I, lines 123, 126f3who, as we learn from Dante’s
Purgatorio X, is the epitome of an imperial figure who penfi@d just actions in accordance with
“God’s dealings with man!®* The fundamental message offered by the “processibus
displays the intermedial notion that there is navealy glory without justice, and ultimately this
must be reflected in the allegory Herself.

Though Boccaccio explicitly affords his reader artiugh characterization of Glory in the
Amorosa visione’sTriumph of Glory,” Petrarch does not offer the sanhetailed analysis nor
devote as much attention to the portrayal of Farpeisonification. Rather, in thEriumphus
Fame Petrarch’s encounter with Lady Fame is as foltows

guando, mirando intorno su per I'erba,

vidi da I'altra parte giugner quella

che trae 'uom del sepolcro e 'n vita il serba.
Quale in sul giorno un’amorosa stella

suol venir d’oriente innanzi al sole

che s’accompagna volentier con ella,

cotal venia, ed oh! di quali scole

verra ’'| maestro che descriva a pieno

quel ch’io vo’ dir in semplici parole?

Era d’intorno il ciel tanto sereno

159 Sara Charney, “Artistic Representations of Pelrar€riumphus Famg in Petrarch’s Triumphs: Allegory and
Spectacleeds. Konrad Eisenbichler and Amilcare A. lann€tiowa: Dovehouse Editions Inc., 1990), 223-224.
160 |pid., 230.

161 Aldo S. BernardoPetrarch, Laura, and the Triumplfalbany: State University of New York Press, 197434-
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che per tutto 'l desir ch’ardea nel core
I'occhio mio non potea non venir meno;
scolpito per le fronti era il valore
de I'onorata gente, dov’io scorsi
molti di quei che legar vidi Amore.
Da man destra, ove gli occhi in prima porsi,
la bella donna avea Cesare e Scipio,
ma qual piu presso a gran pena m’accorsi:
Triumphus Fameart |, 7-243%°

Although it is clear that Boccaccio’s literary wartotivated Petrarch, the descriptions offered by
the two texts for the allegories of Fame are vadifierent, revealing a shared interest in the
personification of Fame from distinct perspectivdéhere Boccaccio introduces a long, intricate,
and highly detailed portrayal of Fame, Petrarchsds present the reader with a short, simple,
and impersonal vision of Lady Fame: She is bedutifbrant, and accompanied by those whom
She deems worthy. Petrarch does not offer any palysittributes nor characteristics to his
imagination of Fama but emphasizes her luminoumnaé as the one who saves man from the
tomb and bestows upon him new life. Both poets mpamy their encounters with Fame with a
laundry list of souls participating in Her triumplparade. Boccaccio allots sevetahtifor Fame

S0 as to incorporate both a specific image of Fantkan extensive list of people. In comparison,
from Petrarch’s pithy portrayal of Fame, it is alnws that Petrarch values the procession of souls
who attend to Fame’s triumph over her physicalgaliezation.

One obvious explanation for the reliance on Bocdecaat the later fifteenth-century
visualizations of thélriumphus Fames that Petrarch provided insufficient visual clesthe
illustrators to render Fame in an easily identifamanner® Boccaccio’s text, on the other hand,
would supply the illustrators with a step-by-stegscription for artists to copy when recreating
their visual portrayals. However, if we turn didgdb Petrarch’s introduction to Fama, the reader
notices that Petrarch says her glowing appeararideian “amorosa stella” (line 18’ The term
“amorosa”’ immediately could remind the reader, @odsibly an illustrator, of Boccaccio’s
I’Amorosa visiongwhere “stella” subtly substitutes foviSione” as an all-encompassing term for
Boccaccio’s journey to the stars, the subject efitbem. At the same time, the words “amorosa
stella” also recall the eyes of Emilia frdlAmeta “stell[a]....amoros[a] davano la loro lucé&?
who functions as the “human” counterpart to Boctasekphrasticautomaton of Gloria in the
Amorosa visione It cannot be a coincidence that Petrarch direcityiadirectly references both
the title and the literary person who becomes @foom Boccaccio’s works. Though it is possible
artists independently turned to Boccaccio for visanapiration when representing Petrarch’s
Triumphus Famathis intertextual clue might also inform readensl viewers that Petrarch’s Fame
is visually equivalent to Boccaccio’s Gloria.

As Boccaccio’s Emilia becomes a “human” avatar Hr Glorig so too does Petrarch
include his own “human” avatar for Fartteoughout theTrionfi: the lady Laura. While Philip
Hardie agrees with Aldo Bernardo and suggeststtteidea of “fame” underscores the entire
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Trionfi, from the Triumphus Cupidinigo the Triumphus Eternitatid®® Bernardo additionally
suggests that “fame’s” spirit, which lingers thrbogt theTrionfi, remains through the consistent
presence of Laurd? Let us examine theriumphus Pudicitidor a moment. We recall that Laura,
who also serves as the personification of Chastlityt appears to the pilgrim-poet Petrarch
through the simile of “e lei presta assai piu daefne o venti.” Triumphus Pudicitigline 24)171
The image of Laura/Chasity moving as quickly almé intertextually conjures Emilia’s vision
of Minerva on her chariot frolAmeta As mentioned earlier, Minerva’s “flaming charfouill
become the apparatus on which #hmorosa visione’ssloria rides within theekphrasis The
association of Laura/Chastity, moving as swiftlyifaghe were aflame, intertextually joins her to
Boccaccio’s Gloria, who, in “human” form, is Emilia

Following the arrival of Laura/Chastity, Petrarcill wonsistently discuss her personality
and actions as informed by her “vertu,” highligigtithe notion that Laura/Chastity, like
Emilia/Gloria before her, will maintain her statubrough justice. Toward the end of
Laura/Chastity’s triumph, Petrarch interrupts thecgssion to note that “Con queste e con certe
altre anime chiare/ trionfar vidi di colui che grieeduto avea del mondo trionfareTriumphus
Pudicitie lines 145-147}/? The pilgrim-poet witnesses Laura, as Chastityutiaph” over the
world in the same way that Boccaccio’'s Glofasibly” says, “lo son la Gloria del popol
mondano” [Amorosa visioneVl, line 75)173 After this point in the narrative, Petrarch will
conclude Laura/Chastity’s “triumph” by saying: “Ispiego le gloriose spoglie/ la bella vincitrice,
ivi depose/ le sue vittoriose e sacre fogligtigmphus Pudicitielines 184-186}/4 The final
vision of Laura/Chastity is of her donning the Elucrown, previously worn by Emilia/Justice,
and the symbolic foliage intermedially offered bjotB’s Gloria/Giustiziato those whom she
deems worthy. While Hardie notes that ffreimphus Pudicitias, in actuality, the “Triumph of
Laura’s fame,*”> Petrarch textually confirms this within the intuadion to the subsequent
triumph, theTriumphus MortisPart I: “perché rara € vera gloria,/ ma ciascuerasg parea ben
degna/ di poema chiarissimo e d'istoria.” (lines1B.176 It is through Laura, as the “real-life”
embodiment of Fama, that Petrarch will ultimatedgaive “eternal fame,” echoed again in the
Triumphus Eternitatis‘e non avranno in man li anni’l governo/ de denie mortali, anzi chi fia/
chiaro una volta fia chiaro in eterno” (lines 7987 This solidifies Laura’s position as a “human”
avatar to Lady Fame in tAgiumphus Fameas Emilia is to Glorid’®

Chastity, as one of the three “earthly triumphsill witimately be defeated by death’s
forceful blow in the followingcanta Though the allegory of Chastity does not appeiacearnated,
Laura, as the spiritual guide who will accompang fhlgrim-poet through to th&riumphus
Eternitatis regenerates in tiEiumphus MortidPart 1. Once Laura loses her physical body—the
“body” of the allegory of Chastity—succeeding theotsteps of Emilia/Gloria, she can now
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assume her role as the model for Lady Fame. Phtregminds the readers of Laura’s
transformation into Fama at the conclusionThiisimphus Eternitatis

E quei che Fama meritaron chiara,

che’l Tempo spense, e i be’ visi leggiadri

che 'mpallidir fe’ ’l Tempo e Morte amara,

I'oblivion, gli aspetti oscuri ed adri,

piu che mai bei tornando, lasceranno

a morte impetuosa, a’ giorni ladri;

ne I'eta piu fiorita e verde avranno

con immortal bellezza eterna fama.

Ma innanzi a tutte ch’a rifar si vanno,

e quella che piangendo il mondo chiama

con la mia lingua e con la stanca penna;
(Triumphus Eternitatidjnes 127-137°

Petrarch notes that it is Fama, specifically a ‘d&nmat only exists through those who “merited”
fame—the just ones—, which will withstand and osttlaeath and Time to become “eternal.” Yet,
standing in front of the worthy folk, is Her, thaeofor whom he writes, the one we, as readers,
know will bring him “eterna fama,” Laura. As thedl vision of theTrionfi comes to an end, we
are left with an image of Laura as the physicahatgpe for Lady Fame.

THE TRIUMPH OF GLORY/JUSTICE REAWAKENS: VISUALIZINGHE TRIUMPHUS
FAME

Although many scholars remark on the profound erfice of BoccacciolsAmorosa visioneipon
Petrarch’sTriumphus FamePetrarch still distinguishes himself from Bocdacn focusing on
different aspects within hisanta The visuals of Petrarch’s text should reflecsthdistinctions,
but in fact, as most scholars agree, conform tocBowo’s imagery rather than remain true to
Petrarch’s word$2® Additionally, most scholars attribute the set ofmascript illuminations
modeled after Giotto’s “Triumph of Vainglory” asdlprototype for th@riumphus Fameisual
images. What has not been studied, and what lewitepolate in the remaining pages, is the fact
that though Fame herself receives little visuahtireent within the text, the intermedial clues
offered by Petrarch throughout Risionfi further provide insight into why artists may retuo
Giotto’s visual and Boccaccio’s textual prototydes Gloria herself. At the same time, the
remaining iconographic elements not explicitly preisn neither text nor precursor material object
further demonstrate a complementary interest inievadlautomata and the fusion of the idea of
“heavenly” glory as achieved through justice.

Though scholars focus on the close correlation éetwGiotto’s painting oGloria and
Boccaccio’s Glorian the Amorosa visionePetrarch also lived in the Visconti court in Milan
1353, and would have had the opportunity to witr@gsto’s depiction of “gloriana mondana”

179 petrarchRime, Trionfi e Poesie Latin659.
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for himself while composing higrionfi.!8! Petrarch, like Dante and Boccaccio, was a great
admirer and collector of the arts, and owned sonoeksvby Giotto!®? Given the obvious
connection between the text of Boccaccio and thagenof Giotto, it is likely Petrarch
intermedially turns to both examples when imagirirgTriumphus Fame

Fig. 24. Domenico di Michelino, detail bﬁgsoae{)anel forTriumphs of Fame, Time, and Eermity

1450, tempera on panel. National Gallery of Art,sMagton D.C. Image via Artstor.

Upon close examination of the visual representatidocumented and attributed to
Petrarch’s Triumphus Famge several of these iconographic details remind wver of
Boccaccio’s and Giotto’s works. Let us begin byrakang thecassonef Domenico di Michelino
(fig. 24) .18 Perhaps commissioned while Michelino was a merabthearte dei medici speziali

181 Creighton Gilbert, 55-56; Christiane L Joost- Gaug‘Giotto’s Hero Cycle in Naples: A Prototype @bnne
lllustri and a Possible Literary ConnectioZgitschrift fiir Kunstgeschich#8 no. 3 (1980), 316. Though Gilbert
argues that Giotto’&loria in Milan also influenced Petrarch’s compositiorthod De viris illustribus Christiane
Joost-Gaugier argues that GiotttJemini famoskycle, painted for King Robert in Naples in the @©abluovo, also
might have influenced Petrarch and Bis viris illustribus

82 Mommsen, 97; Joost-Gaugier, 317. Mommsen docuntieatanecdote that Petrarch owned a painting of the
Virgin Mary completed by Giotto, which he bequeatih$rancesco da Carrara.

183 Dennis Geronimus in his article “Arbitrating aftis the case of Domenico di Michelino in 1483}ie
Burlington Magazinel44 no. 1196 (2002), 691, notes that Domenico idh®lino is most famous for painting a
portrait of Dante, holding hi€ommediawhile standing in front of the landscape for “Imfe,” “Purgatorio,” and
“Paradiso,” in Santa Maria del Fiore (1465).
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guild,*84 Michelino follows the prototype offered by Apoliendi Giovanni, who inaugurates the
iconographic standard for the initial fifteenth-tsny representations of thrionfi.'®> Fame sits

on a throne that, encircled by a sphere, restsdstarative gold triumphal chariot drawn by two
gallant, elegant, exquisite white horses. Two ysutlalk next to the horses with their hands tied
behind their backs. In the background is a darketlgve a landscape of mountains and a variety
of vegetation, such as trees and grass. Surrouheinigiumphal chariot are the band of followers,
both men and women, affording no clear presentaifdhe people chronicled by Petrarch, such
as Scipio and Caesar. In her right hand, Fame leokigord, steady and unwavering. In her left
hand, however, is a small, red winged figure rgstin her palm. Flanking the sides of Fame and
resting on top of her circular orb are winged fegiholding trumpets, sounding victory for all to
hear. Fame is presented frontally and motionlefise@iewer, rather than in a processional mode,
asserting the longevity of Her power, particulaat/Fame endures through Eternity in Petrarch’s
poem.

It is clear that Boccaccio’s words and Giotto’'suak prototype provided considerable
insight for the artistic renditions of tAgiumphus FameThe personification of Gloria remains
crowned with her hair tied in a knot. There is subtle indication of a veil as it drapes over her
mantle and clasps in the front of her garment,etioadhering to the image offered by Giotto and
Boccaccio. The sword of Justice now becomes a premhifeature in the scene, deviating from
Giotto’s visual prototype. However, the hybridinatiof Glory, holding Justice’s sword, also
directs the visual material toward Petrarch’s imiptiextual message. Rather than hover above the
members of her triumph, the men and women crowdratdGloria as her chariot lies on the
ground. Though there are fewer men on horseback@natto’s image, the populous composition
remains the same. Similarly, instead of painting fehite horses, as Boccaccio claims, Michelino
chose to depict two horses and two male figureth@sagents who move the chariot forward,
somewhat following both Giotto and Boccaccio. Théngg gold chariot, though not aflame,
radiates and stands in for Gloria’s luminous quahts Petrarch and Boccaccio both mention for
their figures of Laura/Fama, Emilia/Gloria.

However, some additional pictorial standards predemot explicitly derive from either
Boccaccio or Giotto and need further interpretatidhile Boccaccio mentions a golden apife,
the majority ofTriumphus Fameisuals insert the figure of the red winged cumpidhie palm of
Fame’s hand. Scholars have associated this figithete image of Amor/Cupid, theorizing that
the “cupid” directly refers to Petrarch’s openinfgttee Triumphus Famand his vision of Venus
where Love works side-by-side with Fame in her emsg'®’ This would make sense, given that
the first group of illustrious men also all appehire Petrarch’riumphus Cupidinis®® Shorr, on
the other hand, argues that illustrators of themphus Faméncorrectly translated Boccaccio’s
words, misreading “pomo” as “uomo” and inserting tfigure of the cupid accordingh?®
However, if an underlying message of Petrar@miamphus Famés the same message offered by
Dante, Giotto, and Boccaccio in regard to the oblgistice in leading one toward “eternal” glory,
then this figure cannot help but remind us of thage ofGiustiziaoffered by Giotto. We recall
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that Justice holds in the palm of her hand scalegyhing the figures of Distributive and
Commutative justice. By including this small agehfustice in the palm of Fama’s hand, artists,
like Michelino, now intermedially associate the imp directive offered by Petrarch.
Additionally, the two youths who stand next to tilgite horses of Fame may also underscore this
notion as they are perhaps the figures who receitbeer Distributive or Commutative justice
reincarnate from Giotto'&iustizia

Musical horns, though neither described by PetraarhBoccaccio, had roots in Ancient
Greek and imperial Roman ideas of triumphs whezdrimmpet symbolized victory for those who
triumphed in battle. By the fifteenth century, thietory trumpet and iconography for Fame
conjoined and served as both an ode to ancient Ramd contemporary Renaissance symbol for
triumph. Therefore, in viewing the other emblemaiements consistently included in images of
theTriumphus Famef Petrarch, a definite connection and reversiamperial Roman triumphal
processions emergé¥.Petrarch’sTriumphus Famein fact, allocates a significant portion of the
text (the first chapter and part of the second tmdl chapters) to highlight famous Roman
imperial, military, political, and philosophicaldders as participants in the proces$f3ihus, it
seems obvious and appropriate that artists wouwdidle unmistakable iconographic images for
Roman triumphs in their visual renditions of teumphus Fame

At the same time, the image of angels or wingedrég blowing horns also exists in the
prototype offered by Giotto. As mentioned previgusine of the literary functions of medieval
automata was the ability of these machines to plagic, most often blowing trumpets or playing
horns'®? For the French medieval literary presentationhgfse mechanical “musicians,” Otto
Sohring argues that there were pre-existing autesnatrototypes from which the poets and
intellectuals might have drawn inspirati®§ However, by the beginning of the fourteenth centur
church organs were produced in bulk across Eurapg,many of them featured “mechanized”
angels lifting horns to their mouths as they harizech with sound of the organ, such as we find
in the Basilica di San Petronio in Bologna. Bu#tween 1471 and 1475 by Lorenzo di Giacomo
da Prato, the Bologna organ is among the oldestnsrgn Italy®* and features two sculptural
angels resting above the instrument as they rfagehorns toward Heaven. The angelic automata
from church organs became so popular that theyitspired other types of automata, such as the
“‘puppets” included in the new invention of the maaical clock for Saint Mark’s in Venice in
14991% further transmitting and popularizing these “rafioto an even broader European
audience. Given their longstanding and widespreasigmce, perhaps these automata additionally
offered visual artists a live-action model whemsfarring an image, such as Giotto’s prototype,
onto Petrarch’§riumphus Fame

190 FitzRoy Carrington, “Florentine Studies Il. Tha@dmphs of Petrarch Engraved by the Master of thgém
Vienna Passion,Art & Life 11 no.8 (Feb., 1920), 440; Powell, 31; L6pez,M@mmsen’s essay “Petrarch and the
Decoration of the Sala Virorum lllustrium” emphaszhe Roman nature of Petrarchisumphus Famas the key
to unlocking the imagery of the Sala Virorum llitism.

%1 Rocco Montano, “ltalian Humanism: Dante and Petrdntalica 50 no. 2 (Summer, 1973); Bernardetrarch,
Laura, and the Triumph4.32-134; Ernest H. Wilkin§tudies on Petrarch and Boccac¢iadua: Editrice
Antenore, 1978) Bernardo and Wilkins note the imseénRoman subject matter of PetrarchtBonfi. Montano
argues this is a humanist endeavor by Petrarokalign with Ancient Rome.

192 Sherwood, 568; Sullivan, 3; TruittJedieval Robots7; Franklin-Brown, 66.

193 S6hring, 491-640; Sullivan, 6.

194“Basilica di San PetronioBasilicia di San Petronidyttps://www.basilicadisanpetronio.org/basilica/san-
petronio-curiosities/the-organ/ (accessed Apr2@2).

195 Sherwood, 583; Riskin, 22-24.
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This artistic interest in automata may seem moaeible if we also consider the circle
that surrounds Fama on her throne. The circle ghdextually present in Boccaccio’s and visually
present in Giotto’s works, additionally accordshwithat Florentine artists, including Michelino,
would have witnessed in their contemporary stragepnts and withisacre rappresentazionis
discussed with the Giotto prototype, the circle migsually remind one enandorla However,
artist-engineers, especially in Florence and dy aar1430.%¢ often created staged structures and
complex contraptions that would support the perfsrwithin thesacre rappresentaziorand
those displayed on the carts of civic-sacred stestivalsi®’ It is well known that Brunelleschi
designed a physicahandorlafor the Annunciation in San Felice in 1433and Bonaccorso
Ghiberti, the grandson of Lorenzo, sketched a af@Brunelleschi’anandorladesign in his 1470
journal, theZibaldone(figs. 25-26).

1" F__ \‘-‘.

Fig. 25. Bonaccorso Ghiberti, drawings of Brunallé's machinery for a religious street processiori, 470, ink.
MS Banco Rari 228, f. 115r. Image via Bibliotecaziaale Centrale, Firenze Digitized Catalogue.

196 Steadman, 71.
197 Galluzzi, 18-19.
198 Rjskin, 21; Steadman, 71.

133



T

'__’-";“f-*‘-
'

—

Fig. 26. Bonaccorso Ghiberti, drawings of Brunedtés machinery for a religious street processior, 470, ink.
MS Banco Rari 228, f. 115v. Image via the Bibliaté¢azionale Centrale, Firenze Digitized Catagloue.

Brunelleschi’s machine was constructed to suppogaor playing the Archangel Gabriel
as he flew down from Heaven to visit the Virgin MA?° As demonstrated by the two sketches in
Ghiberti’s journal, thenandorlawas an almond shaped structure made out of copperperson
playing Gabriel sat in the center while a crankéat the lantern gear and moved the object. As
themandorlatraveled across the space of the church, flame$ezhirom the device, lighting the
path the archangel traversed to spread the netlig t#irgin?°° The actualized presentation of the
Annunciation scene, with th@andorlg transforms the textual or painted narrative iatbrue
“visible speech,” where the real automata now agldpé function of the “imitated” literary
automata. Machines, like Brunelleschi’s design, Mdwave been in the cultural mindset of not
only the Florentine artists initially depicting Patch’sTriumphus Famgdike Michelino, but also

199 Steadman, 71.
200 Frank D. Prager and Gustina ScagBaynelleschi: Studies of his Technology and Inwerg{Cambridge: MIT
Press, 1970), 83; Steadman, 75.
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the wider Italian public, as a moving object thadsain transforming all versions of the
Annunciation, including Danteskphrasticsculpturaltriumph of humility” of PurgatorioX, into
a living exemplar for those watching to follow.

When one returns to the image Fama on her thram@rced by the orb, the viewer
immediately confronts a static “machine.” In faatit of all of the visual depictions of Petrarch’s
Trionfi, Fama, outside of the exceptioraiumphus Eternitatismage, is the only allegory and
“procession” that frontally faces the viewer; thtber allegorical “parades” are angled or point to
the left or right, perhaps suggesting motion. Talkdd nature of Fame makes Her and Her triumph
appear mechanized and controlled, visually mimigkia fabricated apparatus, such as
Brunelleschi’'smandorlg that one might see in sacre rappresentazioror civic-sacred street
procession. Additionally, the viewer notices in kiino’s image that the orb which “supports”
Fame is braced by a stand that rests on the ptatibthe chariot. Fame’s circle now manifests as
a mechanical structure meant solely to hold theaily)n display in place: trekphrastic‘robot”
Famaz®® Though Giotto does envelop his personificationGédry on her chariot in a circular
mandorlg its continued presence in the vistdaiumphus Fameespecially at the historical
moment in which physical automata, such as Brusetiés, appeared, inscribes the intermedial
Fama into the world of machines. Thus, the movatorporate a tangible structure into their
recreations of thelriumphus Fameds two-fold: on the one hand, it corresponds wite t
intermedial interest and parallel representatiosumh objects and their didactic purposes across
Dante’s, Giotto’s, Boccaccio’s, and Petrarch’s vgor®n the other hand, it grounds Petrarch’s
Triumphus Famen communal history, as a physical demonstratiofthef Triumph of Fama” that
transcends the temporal and becomes eternal.

While the triumphant gold chariot remains, there several representations, most likely
commissioned by the MediéP?and specifically following the school of Francesicdntonio del
Chierico, such as theassoneof Domenico di Zanobi (fig. 27), that replace thieite steeds with
elephants. Though most of the iconography of tremacccords with the example offered by
Michelino, the two elephants add another layer efamng to the scene offered textually by
Petrarch. Most scholars state that the reasomi®atteration is due to the fact that artists went
to clearly distinguish the white horses of treumphus Cupidinigrom theTriumphus Famé®?
Accordingly, artists, like Zanobi, chose the exaimal of the elephant to differentiate the two
scenes. However, the elephant, and the trumpetsndethe viewer of ancient Roman triumphal
processiong® Exotic animals existed in typical iconographicresgntations of Ancient triumphs
since the Hellenistic era. Elephants, in particutemained pictorially significant in Roman
triumphal iconography. Fame was an essential ffahecancient Roman Imperial triumphal

201 Sherwood, 589; Bedini, 26; Truitt, “Garden of BlytDelights,” 77; Riskin, 30; Steadman, 111. Thowgitside
the scope of my current investigation, the schdlated above also thoroughly discuss the influesfamechanized
fountains, especially those found in pleasure gadike the one located in Mangu Khan’s gardenjterary
depictions of automata. This image of Fame on &gtatlevokes the image of a fountain-like structh even
more so, it seems the mechanical fountain imagerimg the visual portrayals for Petrarcfittumphus Cupidinis
202 powell, 31; James J. Rorimer, “The Triumph of Famd Time, The Metropolitan Museum of Art Bullet3®
no. 12 (Dec., 1940), 244; Callmann, 13; Thomas Gathg‘New Evidence on “Triumphs of Petrarch’ Tapies in
the Early Sixteenth Century. Part I: The Frenchi€bd@The Burlington Magazin46 no. 1215 (June, 2004), 377.
Ellen Callmann notes that Apollonio di Giovanni veagare of another prototype for the Triumph of Fdipe
Matteo dei Pasti and commissioned by Piero di CosimMedici in 1441 that included a chariot pulbsd
elephants.

203 powell, 31. Powell discusses Rorimer’'s understamndf elephants in thEriumphus Fameo support her own
theories.

204 6pez, 21. Rorimer, 244.
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Fig. 27. Domenico di Zanobi, detail of cassone pah&riumphs o Fame, Time, and Eternity 1465, tempera on
gold panel. Image via Wikimedia Commons.

vocabulary and held a significant importance ferf®oman triumvirate in establishing their global
position of powef® The inclusion of such inherently ancient Roman kegamals, such as
elephants, generally emphasizes the figures indlud®art | of thelriumphus Famebut ignores
the remainder of Petrarchanta This, then, forces artists, such as Zanobi, tdude other
elements, like the scales of Justice found withia image, to return the strictly Roman ideal of
militaristic “vana gloria,” to the intermedidriumphus Fame

CONCLUSION

As a final note, let us return to Michelino’s imegtation of thelriumphus FameThough most

of the participants are non-specific faces in ttevd, there are two distinct figures within the
scene grouped together on Fame’s left side: DardeBaccaccio. The visual inclusion of Dante
and Boccaccio as personalized exemplars of glonmets within Petrarch’$riumphus Fame
though not explicitly included in the text, subtBminds the viewer that Petrarch’s Fama is not

205|pid., 11. There are several representationsegfteints on both coins and sarcophagi from Ancientd
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strictly his own, but an intermedial representatdmglory that traveled across literary and visual
time and spacé& hough Petrarch’s description of Glory initiallyales much to be desired by the
reader, the subtle, yet powerful clues scatteremuitfhout hisTrionfi guide the careful reader and
viewer to a beautifully in-depth, complicated, amth portrayal of Lady Fame and the didactic
message she serves. Mechanics, machines, and #atorhdge bordering on the realm of science-
fiction, are the first lines of inquiry that affoedstatic object to become a living “visibile paefa
on the page. By examining the carefully craftedireabf automata across literary and historical
examples, we enhance our reading of Dante’s anccd®owm’s ekphrasesand may further
understand the visual choices made by Giotto aitsarepresenting Petrarcisonfi in the later
fifteenth century. It is thanks to Dante’s initrakdiation of the distinction between “earthly” and
“heavenly” glory that Giotto, Boccaccio, and Pettarintermedially may correct their “vana
gloria” ways, and allow justice to redirect themiptbrush and pens toward “gloria.” Although
Petrarch continued to discuss, ponder, and dreagteafial glory until his death, his textual and
visual Triumphus Faméransforms those dreams into reality for not ontggelf, but also thére
corone
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CONCLUSION

The Afterlife of thetre corone’s “Triumphus Pudicitie:”
Queen Elizabeth I'Sieve Portrait(c.1583)

Though thefortuna of Francesco Petrarca®rionfi (1351-74); both literarily and visually,
persisted with great force across the Italian para) the influence and power of the composite
tre coronetriumph embedded within the intermediBlionfi was not restricted to Italian soil.
Petrarch and “hisTrionfi continued to be the subject of several visual g@tamacross France,
Spain, England, and Northern Europe for centuhessafter. With the advent of the printing press
and increasing international relations and tradevdéen Italy, particularly Venice, and the rest of
the Mediterranean and European world, the imagéedtre coronetriumph infiltrated not only
printed editions of Petrarch’s text, but also otiméermedial sources. In my concluding analysis,
I will demonstrate how the composiifeionfi witnessed in the fifteenth-century Italian visual
tradition transcends borders to become embeddexthier cultural processions and paintings
outside of the strictly Petrarchan narrative. THouge can locate the intermedial influence of the
tre corone triumph in other fifteenth- and sixteenth-centuitglian poetic, painted, and
processional examples, such as Angelo Poliziagtéze per la giostrdl478) and Sandro
Botticelli’'s Politan inspiredPrimavera(1482-86), or in triumphal entrees across Frasaeh as
Henri II's into Rouen (1550), my conclusion will @gze the Tudor court—one of the farthest
points thetre corone’s in particular Boccaccio’s, ideas traveled—asalfcase study.
Specifically, 1 will examine how the iconographyraunding the cult of Elizabeth |
framed the Virgin Queen as a symbol of tine coronetriumph via Petrarch’s intermedial
Triumphus PudicitieElizabeth I, in both triumphal processions cedibg her Ascension and her
later portraits, such as ti®ieve Portraitby Quentin Metsys the Younger from circa 1583, is
fashioned as and embodies the figure of “Petrat€@isstity, a necessary alter ego for the Queen
on her way to becoming the new Astraea for Renaggskngland. While my conclusion focuses
on theSieve Portraitthis interpretive work can be performed on ofiterary and visual models
including Francesco Colonnaksypnerotomachia Poliphil{(1499), Peter Paul Rubenlsiumph
of Henry IV(c. 1630), or Hans Burgkmair's woodcuts for thaufimphal Procession of Emperor
Maximillian (1883-4). As such, it is apparent thia legacy of th&re coronetriumph lives on and
continues in the intermedial world of today.

PETRARCH’S AND THETRIONFI'SARRIVAL INTO ENGLAND

As early as the fourteenth century, Petrarch’s wdréd traveled across the Mediterranean onto
British soil. Petrarch’s Latin works initially a#tcted British intellectuals and literary figuregck
as Geoffrey Chaucer, earning a place in Oxford@ambridge by the end of the fifteenth centtiry.

1 Amilcare A. lannucci, “Foreword,” ifPetrarch’s ‘Triumphs’: Allegory and Spectackeds. Konrad Eisenbichler
and Amilcare A. lannucci (Ottawa: Dovehouse, 1988) Andrew Hadfield, Neil Rhodes, and AlessanBetrina,
eds.,Petrarch’s Triumphi in the British Islg€ambridge: Modern Humanities Research Associaf06ga0), 6.

2 F.N.M Diekstra, ed A Dialogue between Reason and Adversity: A LatalMiBnglish Version of Petrarch’s “De
remediis” (Assen, 1968), 11; Robert Coogan, “Petrarch’s fifiland the English Renaissanc&tudies in
Philology 67 no. 3 (Jul., 1970), 306-307; Hadfield, 2-3, 10.
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Though Ernest Hatch Wilkins notes that throughbatfourteenth and fifteenth centurl€Brionfi
was the more popular of Petrarch’s vulgare wdérkswas not until the sixteenth century that
Petrarch’sTrionfi gained momentum in British academic cirdésading scholars to assume that
Sir Thomas Wyatt first introduced tAeionfi into England upon his return from an ambassadorial
mission in the papal court around 152@4ter the arrival of thrionfi, several printed editions
could be found across England. However, thereveoeetlitions that seem to have been the most
popular among British academics and elite membesoaoiety, including the Tudor court: the
1488 edition by Bernardinus Rizus, Novariensis, olwvhincludes the first full page woodcuts
associated with each of Petrarch’s six triumphd,Aessandro Vellutello’s commentated edition,
Le volgari opere del Petrarcha con la espositiondldssandro Vellutelldirst appearing in 1525,
and reprinted no less than fifty-two times througththe sixteenth centufylt is mostly likely
Vellutello’s edition that most British scholars deand to which authors, such as Roger Ascham,
Walter Raleigh, and Edmund Spenser referérigethe mid-sixteenth century, interest not just in
Petrarch, but also in Italy and Italian literatvose with the publication of Thomas WilsoiThe
History of Italy (1549) andPrincipal Ryles of the Italian Grammer, with a Datarie for the
better understanding of Boccacce, Petrarcha, andtBéL550). Although Dante Alighieri’s and
Giovanni Boccaccio’s works had reached British elpit was Petrarch and Hisionfi that took
the British world by stornf

There are three known textual editions of Thenfi recorded in Henry VIII's court: a
Castilian translation owned by Catherine of Aradgam 1512, a copy of th&rionfi that was
published in Milan in 1512, and Alessandro Velllotsl commentated and illustrated edition of
1544, originally owned by Catherine P&many British scholars read and spoke Italian,egith
learning the language while traveling, throughliisiness of trade, or by interacting with Italian
immigrants to England, and several writers atteohfiéranslate th&rionfi into English. The first

3 Ernest Hatch Wilkins, “The Fifteenth-Century Edits of the Italian Poems of Petrarchiddern Philology40
(1943), 225; Ernest Hatch Wilkinshe Making of the “Canzoniere,” and other PetrarstudieSRome:
Lancellotti, 1951), 379. As Wilkins documents, b&t213 editions of Petrarch’s vulgare works cirtada
throughout the fourteenth and fifteenth centurggghty-five were of th@ riumphialone, seventy-nine included both
the Triumphiand theCanzoniereand forty-nine editions included only tianzoniereCoogan 309; Hadfield, 4.

4 Coogan, 307. Though ti@ionfi became popular at the beginning of the sixteeeafitury, interest in Petrarch’s
Rerum vulgarum fragmentid not arise until the end of the century and Rerum vulgarum fragmentaat
solidifies the cult of Petrarch across England.

5 Hadfield, 3.

6 W.E. Campbell, edThe English Works of Sir Thomas M¢k@ndon: Eyre and Spottiswoode, 1931), 332-335;
Coogan, 310; Giacomo Comiati, Lorenzo Sacchininéeaco Venturi, Simon Gilson, and Federica Pich,,ed
“Petrarch’s Exegesis in Renaissance Italy (PERIpiversity of Oxford, 2018. https://petrarch.mml.ac uk/
(accessed February 24, 2022); Hadfield, 7; Guydastmong, “Re-materialising the Incunable PetraEimest
Hatch Wilkins and the Politics of Bibliographica&Brription,”ltalian Studiesr5 (2020), 55-70. Though | cannot
definitively state that every edition of Vellutellmntains woodcuts or prints, each edition | hawesalted does
contain the same printed illustrations for eacthefsix triumphs.

7 Roger Aschanfiamously is cited for suggesting that English yasutiave in more reverence the triumphs of
Petrarche: than the genesis of Moses,” in his ‘@ahlaster,” irEnglish Worksed. William Aldis Wright
(Cambridge: Cambridge University Press, 1904), Z3#)gan 306; Hadfield 15-22.

8 Coogan, 320. There was little interest in Dantemacular works, including tt@ommediain England
throughout the sixteenth century. As we know, Cleawas influenced by Boccaccid®camerorfor his
Canterbury TalesStephen Hawes in highe Pastime of Pleasu(&506) intertextually references both fhronfi
and Boccaccio’$Amorosa visionedemonstrating that there was knowledge of aretést in these works in
England during the sixteenth century.

9 lvy L. Mumford, “Petrarchism in Early Tudor Engidyi Italian StudiesXIX (1964), 56-63; Coogan, 316, James P.
Carley,The Books of Henry VIII and his Wivgsndon: The British Library, 2004), 44; HadfielR.
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complete translation of th€rionfi was composed by Lord Morley between 1544 and 1647 f
Henry VIII, though not published until 1553-1556, which he follows Vellutello’s text. While
Morley’s translation contains several errors andoisistencies from Vellutello’s version,
Morley’s interpretation affirms Petrarch’s roleamoralist and lover to Laura, solidifying interest
in Petrarch throughout the English RenaissanceerAfte publication of Morley’s translation,
several writers utilized Morley’s edition to retisdate part, if not all, of th€rionfi. This includes
Elizabeth I, who translated solely thegumphus Eternitatisit the age of sixteef.

Petrarch’sTrionfi did not remain strictly a literary attraction athe@ subject of intertextual
mentions but also became a popular motif for matgrimedial works, such as ceremonial public
pageantry and visual artworks, including printeddend tapestri€s. While it is clear that British
intellectuals engaged with Petrarch’s works digeétbm Italy, Petrarch’sTrionfi had already
become popular literary and visual subject matteFriance and Spain and granted Tm®nfi
another layer of dissemination into British acadeamd elite spheres. One of the most apparent
examples of British interest in Petrarcisonfi—by way of French models—can be seen in
various tapestries catalogued in possession by dider court. The records from Henry VIII's
court indicate that there were eleven tapestried/estminster, five at Hampton Court, five at
Winsor, and six at Lady Elizabeth Guardrobe’s hotim& depicted scenes from Petrarch’s
Trionfi.12 Based on the stylistic elements and manner irchvtiie weaver portrayed Petrarch’s
Trionfi in each scene, scholars suspect that these e&tag®estries originally were commissioned
by Louis XlI of France in 1507, inspired by Frentlanuscript illuminations of th&rionfi and
woven by Belgian artisans, and arrived in the Efgbiourt in 1499 by way of Thomas Ruthal, the
ambassador for Henry VIl to the court of Louis XI

Let us examine th&riumph of Chastity over Loydig. 28), manufactured and woven in
Brussels around 1520 and now located in the Viatand Albert Museum, in which the viewer
sees a double-chariot model for portraying theretytiof theTriumphus Pudicitié* On the far
left side of the tapestry, the viewer first ence@ustiove/Cupid floating above his flaming chariot,
pulled by white horses, with a band of followergmand women alike, closely behind. Cupid’s
bow and arrow point directly down toward Chastisysie confronts Cupid, wrapping her hand
around Cupid’s left arm as she leans against anuolnade of jasper for support. The scenery
surrounding the encounter is a lush green counkeysvith the subtlest indication of a
contemporary town in the distant background. Surding Chasity are more victims of Cupid’s
parade, labeled and distinguished as both men amdew. Each follower of Cupid’'s parade is

10 Coogan, 316-320; Hadfield, 22.

11 Hadfield, 29.

2W.G. ThomsonA History of Tapestry from the Earliest Times uthté Present Da{l ondon: Hodder and
Stoughton, 1906), 168; Coogan, 312.

2 Thomas P. Campbell, “New Evidence on the ‘TriumphBetrarch” Tapestries in the Early SixteenthtGgn
Part I: The French CourtThe Burlington Magazin46 no. 1215 (Jun., 2004), 38thomas P. Campbell, “New
Evidence on ‘Triumphs of Petrarch’ Tapestries ia Harly Sixteenth Century Part 1l: The English G@uFhe
Burlington Magazinel46 no. 1218 (Sep. 2004), 602-603.Campbell’s @instpter identifies the source for the
tapestries as the illuminations from MSfr.594 folL¥ and 102rPétrarque, Les Triomphes, traduction rouennaise
anonyme, avec le commentaire de Bernardo Laggmimissioned for Louis XIl by France by George mfBoise
between 1500-1505, suggesting that it was the Rrerample that led to the Belgian and northern geao
tapestry tradition of representing the double-dtariotif.

14 As Ada Labriola notes in her chapter “Da PadoWranze: lillustrazione dei Trionfi,” ifFrancesco Petrarca. |
Trionfi, Commenatriogd. Giovanna Rao (Castelvetro di Modena: Artco@6%?2), aside from the double-chariot
motif, the French visual tradition accords with tbenographic precedent previously establishechbyRlorentines
and Apollonio di Giovanni (59).
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dressed in various hues of red, blue, and greeh gotd details scattered throughout while
Chastity herself is dressed in a light pink andtevkiress with a lavish gold headpiece, riding on
top of a regal white unicorn. The chariot of Cuigithtricately detailed. The rectangular flat-toped
base of the chariot is dark blue, covered by gtilgrée. The chariot’s platform supports several
gold columns with flames bursting from the topsath structure. These columns then surround
a sculptural fountain-like flaming throne upon whiCupid would sit. The two structures nearest
the fountain are additionally flanked by goldautti who kneel and support each column’s base.

Fig. 28.Triumph of Chastity over Loy8russels, c. 1520s, wool and silk, 447 by 823 ¥¢ittoria and Albert
Museum, London.

As the viewer’s attention gravitates toward theteeof the tapestry, the scene becomes
inundated with a crowd of women, some of whom Halsels, such as Virginia in the lower center.
The body language and gaze of the throng of wonrectdhe viewer's eyes toward the chariot
in the center where one now finds Chastity in tleenant after her victory over Cupid. Chastity
stands tall and proud atop a gold and intricatelgodated chariot and platform, pulled by four
white unicorns. Similar to Cupid’s chariot, Chagstcart is adorned with columns, but now
features steps, rather than a singular platforrd,teuo large wheels, all covered by lavish gold
filigree. In the double chariot vision, it appeassif Chastity leads and is surrounded by not only
women, as detailed in Petrarch’s narrative, butsha also bears with her the victims of Cupid’s
triumph as hespolia including men. This becomes evident when the grawcognizes the faces
of some men scattered in between the women behwadt{@y’s band of followers. A group of
women stand at the far-right of the scene, allslalyi dressed in brightly colored gowns and
headdresses, carrying tall fronds of possibly la@bkastity, dressed in white or light pink, casrie
her column of jasper in one hand and a shield enotther as she stares at Cupid, now bound by
ropes at his hands and feet. As Chastity’'s prooeakimoves across the tapestry, she passes in
front of an architectural structure reminiscentaafancient Roman temple with its columns and
arches. In the center stands a woman, dresseadeslof red, who holds a golden frond in her
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right hand. Under the arches flanking this statuedtgure are two armored men or soldiers. The
woman is labeled underneath as “Diane,” the viegid chaste goddess of the moon.

This image of Chastity defeating Cupid accords witkvious Italian visual models:
Chastity dressed in white, resting on a chariokgoiuby unicorns as Cupid sits bound at her feet,
and surrounded by ladies in a country setting. @ime iconographic details for Chastity arrive
directly from Petrarch’s text—her white gown remetsative of purity, her column of jasper, a
stone that in medieval Christological contexts was of the third foundations for the Heavenly
Jerusalem and served as a symbol of ardent fadhlae toward God? her shield or battle
“armor,” and the laurel fronds Petrarch associatgd Laura—there is one elephant in the room,
or rather a unicorn, which is nowhere to be foumglieitly in Petrarch. Unicorns regularly
appeared in medieval bestiaries as symbols of ithastd would be an appropriate choice as the
animal figures who would pull Chastity’s cart. Ybgcause of the discrepancy between text and
image, the unicorn and chariot must derive fromtla@osource, and, as | argue, the intermedial
tre corone“Triumph of Chastity.”

In Boccaccio’s first “courtly love” poem, th€accia di Diana(c.1334), he not only
introduces Diana as the utmost image of chastitye“l tiepido foco/ ne’ casti petti tien” (Canto
Il, lines 22-23)!6 but also documents how the seven huntressesyfatidDiana, capture a unicorn
in the seventltantoof the text. In Boccaccio’s narrative, the uniceould only be trapped by a
maiden, and as Victoria Kirkham argues, a groupvigdin-chaste women, numerologically
represented by the number sevémt the same time, unicorns were emblems of thermiédhe
symbol further joining the unicorn with the cult Bfana, or the Goddess of the Moon. Kirkham
further demonstrates that, due to the numerolodinkl between Diana, who Boccaccio also
assigns to the number seven, and the seven “nymwihsresurface in Boccaccio’s latdmeto
(c.1341), there must be a parallel between thegreaps and that Diana’s seven huntresses are
precursors to the seven nymphs of fmeeto!® Yet, Kirkham discusses that the nymphs of the
Ametostrictly follow Venus, and not Diana. However, imlia’s story ofAmeto XXI, Emilia
recounts how she did not wish to leave Diana fondgeand it was her mother who “forced” her
into matrimony: “a mia madre risposi, me prestanatrimoni essere, ma non a lasciare Diana per
altra Dea, dove da lei rifiutata non fosdi&(meto XXI)2° Even after Emilia marries and becomes
part of Venus’s brigade, she further notes howtdiio fu di Diana ver me la benivolenza ferma,
che gia per questo non mi nego la sua compagnigyamee che io nella sua grazia crescessi.”
(’Ameto XXI) 2t Although the nymphs of th&metoultimately serve Venus, Emilia additionally
remains among the chaste huntresses of Diana andtomis worthy of capturing a unicorn.

As | argued in my last chapter, it is precisely Eanirom the Ametowho intermedially
evolves into Laura/Chastity. This link between Riaand Emilia from theAmeto with

15 Hana Sedinova, “The Symbolism of Precious Stoné&t.iWenceslas ChapeRitibus et Historiae20 no. 39
(1999), 81.

16 Giovanni BoccaccioGCaccia di Diana ed. Vittore Brancalutte le opergéMilan: Mondatori, 1967).

17 Victoria Kirkham, “Numerology and Allegory in Boaccio's ‘Caccia di Diana’,Traditio 34 (1978), 314-315.
18 Shubhangana Atre, “The Harappan Riddle of ‘UnitdrBulletin of Deccan College Post-Graduate and
Research Institutd4 (1985), 2. There is at least one example dfeehth-century Italiawassoneghat, though not
an explicit Petrarchafriumphus Pudicitieshows Chastity enthroned with the goddess Digrteeb side and a
unicorn next to Diana, visually joining the unicand Diana with Chastity. This example can be fourndargaret
Beam Freeman'$he Unicorn Tapestrie€New York: Metropolitan Museum of Art, 1983), 57.

19 Kirkham, 317-318.

20 Giovanni BoccaccioQpere Minori: La Fiametta, L'’Ameto, Il Corbaccioettera Consolatoria AM Pino de’ Rossi
(Milan, Edoardo Sonzogno, 1879), 182.

21 |bid.,183.
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Laura/Chastity in th&riumphus Pudicitienay afford the inclusion of unicorns among Chgtit
parade in the visual representations thereof.dtj fiawe return to Boccaccio’s “Triumph of Love”
in theAmorosa visionéc.1342), we remember that Love rests his feehupo lion cubs (Canto
XV, line 17)22 The lion, as the symbol of the sun, is the ansithand enemy of the unicoth.
Though | previously argued that the hybrid comborabf Love’s “imagined” chariot pulled by
two eagles and two lions arrives from Danteiggatorio XXIX, the subtle inclusion of the lion
cubs in the “Triumph of Love” also may serve to erstore and heighten the symbolism of the
unicorn, Diana, and Emilia as Chastity, strengthgriheir position when they become part of
Petrarch’s textual and visual vocabulary. The milial movement located in tAgiumphus
Pudicitie not only extends to works explicitly inspired bgtRarch’s poem, but, as | will discuss
in my analysis of th&ieve Portraitimplicitly survives in the formation of the imagarrounding
the cult of Elizabeth.

THE “TRIUMPH OF CHASTITY” BEFORE ELIZABETH

When Elizabeth | became Queen in 1558, there wareral attempts to find her a suitor and
potential King of England. After a failed match wihilip Il of Spain, her last hope was Francis,
the Duke of Anjo?* Francis traveled to England in 1579 to meet Ekthabinitiating marriage
negotiations. However, due to the Catholic uprisiagd pressure from Catholic Spain and the
Pope, there was much unrest and turmoil on Bregsls, igniting fear in the British Privy Council
of what might happen should a Catholic French Kailg the throne. Though Francis returned to
England for a second visit in 1581-1582 with theuasption that Elizabeth would marry him,
Elizabeth, in fact became more disinterested inidea of marriage, solidifying her desire to
remain unwed and affirming her position as a quearried to her countri?.

The consistent and overwhelming specter of Petiartterary and visualTrionfi
influenced and altered the ways in which Elizaldeitlas to be presented as the Virgin Queen of
England in both processional and portrait modege®&ats and performances in Elizabeth I's honor
highlighted and established Elizabeth as the itdreaind future Petrarchan “allegory” of Chastity
who triumphs over sexual or passionate love anitharcase of Elizabeth, sustains political, dutiful
love for her nation. One such example is the paréorce organized by a Mr. Churchyard devoted
to Elizabeth I at Norwich on August 19, 1578 in elhiCupid, after being thrown out of heaven,
seated on a coach, encounters Chastity and hernfiaidens (Modesty, Temperance, Good
Exercise, and Shamefeastness). Chastity “triumptsi’ Cupid by removing his bow and quiver,
and presents thigpoliato Elizabeth so that the queen “may learn to shb@thom she pleased,
since none could wound her Highness’s héamodesty and “her fellows” arrived behind

22 Giovanni Boccaccid;Amorosa visiongeds. and trans. Robert Hollander, Timothy Hampamnl Margherita
Frankel (Hanover: University of New England, 198&),

23 Atre, 2.

24 Lloyd E. Berry, ed. “John Stubb’s Gaping Gulf withtters and Other Relevant Documehits Folger
Documents of Tudor and Stuart Civilizati@@harlottesville: The University Press of Virgind68), ix; Sarah
Eycken, “Tuccia and her sieve: tNachleberof the Vestal in art,” Ph.D Diss., (Ku Leuven, 89193

25 Eycken, 93-97.

26 “The Elizabethan Court Day by Day-1578,” Folgeripedhe Folger Library,
https://folgerpedia.folger.edu/mediawiki/media/ireagpedia_folgerpedia_mw/archive/9/94/20170609 1653506
bD_1578.pdf. (accessed February 25, 2022).
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Chastity’s “coach,” singing a song of a chaste &fed the production concludes by directly
valorizing the Queen.

Though the description of the performance suggastsore condensed vision of the
“Triumph of Chastity,” the fundamental elementshaf pageant adhere to the Petrarchan narrative.
Cupid, set aflame by his desire to overtake Chassitthwarted and defeated in what Petrarch
outlines as a combative, militaristic battle: “¢Wdi Amor con tutti suo’ argomenti/ mover contra
colei di ch’io ragiono/ e lei presta assai piu élaenme o venti. [...] che via maggiore in su la
prima mossa/ non fosse del dubbioso e grave asgdito non cre’ che ridir sappia né
possa"Triumphus Pudicitie lines 22-24, 28-30). Though Petrarch’sTriumphus Pudicitie
concludes with the list of famous women worthyahjng Chastity’s triumph, Petrarch dedicates
much of thiscantoto the battle waged between Chastity and Love astdild how Chastity
overcomes Cupid, ultimately removing his bow ant/guand binding his hands and feet, before
launching into a detailed list of followers amonkaStity’s parade (lines 30-13%).

This motif is not unique to Petrarch, but contmde promote an intertextual, and thus
intermedial, triumphal legacy of the blended redawn Boccaccio found in Petrarch. At the end
of theAmorosa visiongthe pilgrim-poet Boccaccio arrives at the “egripdradise” with his love-
object and spiritual guide, Fiammetta. Unable taticm his carnal desires: “la fra me dissi: “I' non
so ch’io m'aspetti:/ perché, poi che qui sono, mpa prendo/ di questa i tanto affannati diletti?”
('Amorosa visioneXLIX, lines 13-15), Boccaccio attempts to seduizlbve: “lei nelle braccia
allor mi reca’ istretta,/ e mille fiate credo lasbai/ pria si svegliasse la bella angioletta.”r{toa
XLIX, line 25-27)2° Fiammetta, the chaste guide on her mission torshdpthe pilgrim-poet
toward salvation in a Beatrician-like fashion: “stagottita alquanto a dir: —Che fai?—/ incomincio
svegliata,—deh, non fare!” (Canto XLIX lines 28-28juses the advances of Boccaccio and forces
the pilgrim-poet to awaken from the dream, frugidadnd defeated: “Tutto stordito mi riscossi
allora/ e strinsi a me le braccia, e mi credea/anad in mezzo d’esse avervi ancora. Oime, quanto
angosciosa e quanto rea/ mi fu cotal partita, extguaaro/ mi fu 'l dormir mentre 'n braccio
v'avea!” (Canto XLIX lines 46-51° Though this is not explicitly the allegory of Cdfalling at
the hands of Chastity, the implication is a triungbiChastity, Fiammetta, the human embodiment
of chastity for Boccaccio, over lascivious desi@sthe sake of fulfilling her spiritual duties and
enlightening the pilgrim-poet in preparation fos kintry into Heave#t

However, theAmorosa visions ending further lays the groundwork for Petraschattle
between Cupid and Chastity in the language and wloites utilized by Boccaccio. Following
the defeat of “Love” by “Chastity,” the final linexf Canto L of theAmorosa visionénitiate and
revitalize the journey the pilgrim-poet must comele order to reach Eternity. As a member of
Chastity/Fiammetta’s “army” the pilgrim-poet sagsher:

Rimirate alla famma poi, che ascosa
dimora nel mio petto, ed ispegnete

2T Francesco PetrarcRime, Trionfi e Poesie Latineds. F. Neri, G. Martellotti, E. Bianchi, and $paegno (Milan:
Riccardo Ricciardi Editore, 1951), 509-510.

28 |bid., 510-514.

29 Boccaccio//Amorosa visiong198.

30 |bid., 198-200.

31 As Robert Hollander, Timothy Hampton, and MargtaeFrankel note iGiovanni Boccaccio: Amorosa visigne
eds., and trans., (Hanover: University Press of [Regland, 1986) this moment is an ironic paratbeDante’s
ending ofParadisoin which the pilgrim-poet is similarly awoken frotime dream at the moment he achieves
spiritual ecstasy (246).
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guella con I'esser verso me pietosa.
Amor mi diede a voi, voi sola sete
il ben che mi promette la speranza
e sola render me lieto possete.
Solo mio ben, sola mia disianza,
solo conforto della vaga mente,
sola colei che mia virtute avanza
sete e sarete sempre a me vivente;
né piu disio né disiar piu voglio
fuor ch’essere di tal bilta servente.
Adunque quell’ardore in cui m'invoglio
terminate oramai quando vi piace,
che 'n voi son sempre, e come ancora in scoglio
immobil, fissa, sara ognor tenace.
("Amorosa visione., lines 79-94%

The love that burned like a flame in the pilgrimepbas been quenched by Fiammetta in the same
way the flame of Cupid must be extinguished by @tyasn the Triumphus Pudicitie and
ultimately, in the pageant for Elizabeth I. As avnemmember of her brigade, the pilgrim-poet
Boccaccio will turn away from carnal lust and pwdtiammetta on her path toward chastity and
modesty, just like those who Petrarch includesxasnplars of Chastity, and like those who will
accompany Elizabeth I. Chastity thus crowns Eliabbes the inheritor of this legacy with the
passing of the bow and arrows during the processidi578. Boccaccio’&morosa visionesets

the stage for the implicit triumph of Chastity tlgtrarch will explicitly offer on the page, and
that the Elizabethan court will adapt for their §fir Queen, the sixteenth-century true-to-life
female figure of Chastity.

QUENTIN METSYS THE YOUNGER'SSIEVE PORTRAITFROM DIDO TO ASTRAEA

As the cult of Elizabeth expands, the image ofybeng Elizabeth evolves to the point where
Elizabeth 1 is no longer simply a paragon of Chgshbut stands as a new Astraea, the Goddess of
Justice, for sixteenth-century England. Despitetthasformation in Elizabeth’s reputation, the
iconographic cult of Elizabeth remains indebtedht® composite image of triumph embedded
within Petrarch’sTrionfi. Let us now turn to th8ieve Portrait(fig. 29) which was commissioned
by Christopher Hatton to praise both the Queenéstity and her determination in expanding the
British Empire3® and painted by a Flemish artist of the Tudor cQueéntin Metsys the Younger,
around 1583.

32 Boccaccio//Amorosa visiong198.

33 Roy StrongGloriana: The Portraits of Queen Elizabetilondon: Random House, 2003), 101; Annaliese
Connolly and Lisa Hopkins, ed$&soddesses and Queens: the Iconography of Elizaldanchester: Manchester
University Press, 2008), 7; Eycken, 106. As Ropisgrnotes, thiSieve Portraitaids in inaugurating a series of
Sieve Portraitof Elizabeth and establishes a stylistic turnén portraiture toward the High Renaissance.
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Fig. 29. Quentin Metsys the Young8&ieve Portrait of Queen Elizabeth 1583, oil on canvas. Pinacoteca
Nazionale, Siena. Image via Wikipedia.

146



In the foreground stands Queen Elizabeth |, eéassa regal black gown with a white lace
over-cloak wrapped around her body. She has adelta around her neck and the cuffs of her
sleeves are an intricately woven lace design. Tieen dons a black pearl necklace, a regal brooch,
a gold and black pearl belt, and a jeweled tiar&ckvholds her red curls perfectly in place. Her
fair skin accentuates her dark eyes and rougeagshe stoically gazes toward the artist. In
Elizabeth’s left hand is a sieve, inscribed witl ghrase: “A terra il ben mal dimora in sella.” On
the lower left side of the canvas below the queenist hand appears the inscription: “Stancho
Riposo e riposato affanno,” while a globe, decatatéh a map of Europe and displaying ships
traveling across the Mediterranean, rests behirmii#th’s right side. In the background behind
Elizabeth’s right shoulder is a dark column decastatvith roundels of gold, depicting various
scenes from th@eneidBook IV, while the right side guides the viewetoa building or temple
structure via a series of columns and arches. drtid architectural monument is a procession of
men, finely dressed in outfits of red, gold, andeyr, who each hold staffs and walk in unison
toward the queen in the foreground. These men haega identified as a procession of courtiers
within the Tudor cour#?

There has been significant scholarship surrounthirsgportrait of Queen Elizabeth | that
analyzes how the iconographic details more generafiresent Elizabeth as a chaste, sovereign
ruler as well as what aspects originate from PeltraliteraryTrionfi.> The black and white dress
and lace worn by Elizabeth are her typical attire @presentative of fashion trends of the 1580s,
where the colors visually symbolize her chastity amgality>” Similarly, the pearls around her
neck, though black pearls, were symbols of punig ehastity but also joined Elizabeth with the
persona of Cynthia, the Greek goddess of the M@an@ as the Roman counterpdft)lhe
inclusion of a globe within this portrait not onrglidates the emerging British Empire, but also,
through its roundness, draws the viewer’s eyes towee similarly shaped sieve Elizabeth holds
in her left hand and becomes a device that futthelerscores her chastity as an inherent trait of
her imperial authority? The sieve transforms Elizabeth into a sixteentittoy avatar for the
Roman Vestal Virgin Tuccia, who proved her inno@and chastity by collecting water in a sieve

34 Heather Campbell, “And in the their midst a suRetrarch’sTriumphsand the Elizabethan Icon,” {Aoddesses
and Queens: the Iconography of ElizabetB1; Eycken, 111-112.

35 Frances A. Yatedstraea: The Imperial Theme in the Sixteenth Cgr{8oston: Routledge & Kegan Paul,
1975), 115; Stephen Orgel, “Shakespeare and theileas,” inCannibals, Witches, and Divorce: Estranging the
Reniassanceeds. Marjorie Garber (Baltimore: Johns Hopkinsvdsity Press, 1987), 40-6Bominic Baker-Smith,
“Spenser’s “Triumph of Marriage”,Verbal/Visual Enquiry} (1988), 312; Constance Jordan, “Representing
Political Androgyny: More on the Siena PortraitQ@iieen Elizabeth 1,” iThe Renaissance Englishwoman in Print:
Counterbalancing the Canperds. Anne M. Haselkorn and Betty S. Travistky @farst: The University of
Massachusetts Press, 1990), 168; Roy Strong,Tudor and Stuart Monarchy: Pageantry, Paintimgnography
Volume IlI: ElizabetharfWoodbridge: The Boydell Press, 1995), 12; Barligaart, “Around the Sieve. Motif,
Symbol, Hermeneutic,Textile17 no.1 (2018), 9; Eycken, 104; Hadfield, 34.

36 Helen Hackett, “A New Image of Elizabeth I: Therdd Goddesses Theme in Art and Literatukyhtington
Library Quarterly77 no. 3 (Autumn 2014), 226.

87 Strong,Gloriana, 21; Campbell, 90; Garry Willviaking Make-Believe Real: Politics as Theater in
Shakespeare’s Tim@&ew Haven: Yale University Press, 2014), 152-15&ken, 107.

38 Campbell, 90; Hackett, 26; Eycken, 107; “SymbolsmPortraits of Queen Elizabeth 1,” The Royal Mums
Greenwich, 2022, https://www.rmg.co.uk/stories/tsfsymbolism-portraits-queen-elizabeth-
i#.~:text=The%20sieve,England%20with%20the%20Ron20Empire, (accessed February 25, 2022). According
to Hackett, the black appearance of the pearlsdrpbrtraitElizabeth | and the three Goddesdesated in the
National Portrait Gallery, London, is due to oxatipn on the canvas. Without any definitive evidetitat
Elizabeth owned black pearls, it is reasonablestiude that this occurred in this portrait as well.

39 Strong, Tudor and Stuart Monarch®8; StrongGloriana, 107; Baert, 9; Eycken, 109.
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from the Tiber River without spilling a drdf.The sieve, then, becomes an iconographic symbol
for both chastity and Tuccia as a paragon thetasé€ribed on Elizabeth’s sieve is the phrase: “A
terra il ben mal dimora in sella” or “the good $atb the ground while the bad remains in the
saddle,*! that continues to bind Elizabeth’s chastity wittr lmperial power and adds another
symbolic layer to sieve as an instrument represgrgood judgment and discernmént.

Though the story of Tuccia was well known throughlvaly and a popular subject for
cassonf*3 scholars attribute the allusion to Tuccia withia$ieve Portraitvith Tuccia’s presence
in Petrarch’sTriumphus Pudicitie‘Fra 'altre la vestal vergine pia/ che baldanzoeate corse al
Tibro/ e per purgarsi d’'ogni fama ria/ porto deinfie al tempio acqua col cribro” (lines 148-1%1).
Though Tuccia is not explicitly named, the renowleggend of Tuccia easily identifies her within
Petrarch’s poem and his deliberate inclusion of dtery accentuates the role of Tuccia as an
exemplar for virtuous women. The idea that Elizhls#rves as Petrarch’s Tuccia, rather than
simply the mythological figure, accords with theotgifrom theTriumphus Cupidinidocated in
the bottom left portion of the canvas: “Stanchwsip e riposato affanno” or “weary sleep and
rested grief” (Part IV line 145§ The deliberate inclusion of this line from tA&iumphus
Cupidinis emphasizes Elizabeth’s choice to remain chaste theefutility of sexual love and
accentuates Elizabeth’s position as a rational mebnavho values her public devotion to her
kingdom over private sexual gratificati#hSince Quentin Metsys already turned to Petrarch’s
Triumphus Cupidinisvhen crafting an image of Elizabeth as a chasteamobi it aids in affirming
that the reference to Tuccia and her sieve defroes Petrarch’sTriumphus Pudicitie

While the obvious nods to Petrarch leave littlemofor interpretation, there is one aspect
of the painting that needs further discussion. &lexs been much debate in regard to the pillar
highlighting several scenes from the story of Dadwl Aeneas, as constructed by Virgil in his
Aeneid*” While most scholars suggest that by includingetseenes, Elizabeth serves as a modern
day Aeneas—through her founding of a new BritishpiEea—*® others offer that Elizabeth may
be the historical Dido who resists temptation anouly rather die “chaste” than soil her
reputatiort® While | do not contest either of these two intetptions may be the reason why the
Quentin Metsys the Younger chose to paint theseescéom theAeneidjuxtaposed with the
Queen within thé&ieve Portraitwhat | would like to add is that the presencAemheas and Dido
reinforces the composite, intermedial triumph of tte coroneembedded within the legacy of
Petrarch’sTrionfi. The two versions of Dido installed in tB&ve Portrait the Virgilian and the

401bid., 12; Yates, 115; Wills, 194; Baert, 6; Eyok&8.

41 All translations, unless otherwise noted, arehgyduthor.

42 Helen Diane Russell and Bernadine Barf@s/Ave: Women in Renaissance and Baroque Rents cat.
Washington, National Gallery of Art (New York: TReminist Press at the City University of New YatR90),
224; StrongGloriana, 97; Bonnie Lander JohnsaBhastity in Early Stuart Literature and Cultu(€ambridge:
Cambridge University Press, 2015), 46; Eycken, 102.

43 Baert, 9-11.

44 petrarch, 514.

45 |bid., 507.

46 Baker-Smith, 312; Jordan, 168; Hadfield, 34.

47 Doris Adler, “The Riddle of the Sieve: The Sieriav@ Portrait of Queen ElizabettRenaissance Pape($978),
1-10; Lowell GallaghenMedusa’s Gaze: Casuistry and Conscience in the Rsaace(Stanford: Stanford
University Press, 1991), 123-40. Both Adler andi&giler argue that Dido’s presence in tBigve Portraitallude
to the controversy stirred by the French marriaggotiations. See John Watkifidje Spector of Dido: Spenser and
Virgilian Epic (New Haven: Yale University Press, 1995), 199.

48 Yates, 115; Strongsloriana, 12; Baert, 9; Eycken, 109.

4% Deanne Williams, “Dido, Queen of Englan&LH 73 no. 1 (Spring, 2006), 40-41.
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historical, illustrate Dido’s intermedial evolutidrom Dante to Boccaccio to Petrarch to assert
that Elizabeth is the “Petrarchanfiumphus Pudicitie
If we turn to the pillar, which is made out of jaspthe viewer sees the following scenes:

In the lowest register: Aeneas flees Troy, The dmejarrive at Carthage, Aeneas
meets Dido in the Temple of Jupiter

In the middle register: Dido and Aeneas together Banquet at which they fell in
love, and Dido and Aeneas on the hunt

The top register shows Mercury warning Aeneas foade Dido on the funeral
pyre, the Departure of Aeneas and his ffen.

The nine scenes on the pillar visually reconstiiogil’'s Book IV of the Aeneid Many literary
and visual sources adhere to the fictional Didoratsme crafted by Virgil, such as Dante’s
representation of Dido in Canto V bfferno (lines 64-66%' warning readers or viewers against
passionate and fleeting lust and positioning sillfido counter to virtuous Aeneas, and in the
Sieve Portrait virtuous Elizabetf? However, Petrarch does not chastise Dido in thiy and
rather presents her as a diametrically opposed geaoh chastity in higriumphus Pudicitie

e veggio ad un lacciuol Giunone e Dido,

ch’amor pio del suo sposo a morte spinse,

non quel d’Enea, com’é 'l publico grido,

[...]

poi vidi, fra le donne pellegrine,

quella che per lo suo diletto e fido

Sposo, non per Enea, volse ire al fine:

taccia 'l vulgo ignorante! io dico Dido,

cui studio d’onestate a morte spinse,

non vano amor, com’é 'l publico grido.
(Triumphus Pudicitielines 10-12, 154-158)

Petrarch both begins his second triumph with areefee to the honorable Dido and includes a
repeated description of her within Chastity’s vais band of followers. Rather than mimic
Virgil’'s Aeneid,Petrarch advocates for the historical Dido fromstidus Historiae Philippiacaeof

the third century whé? upon the assassination of her husband, Sichdees for Carthage, erects
a city, and, rather than remarry, commits suicjmteserving her chastify. For Petrarch, Dido

50 Yates, 115; Strong, 107; Eycken 108-109.

5! Dante Alighieri,The Divine Comedy of Dante Alighieri: Inferreds. and trans., Robert M. Durling and Ronald L.
Martinez, (New York: Oxford University Press, 20,183.

52 yates, 115; Strong, 107; Eycken, 109.

53 petrarch, 509, 514.

54 Jan L. De Jong, “Dido in Italian Renaissance Ahte Afterlife of a Tragic Heroine Artibus et Historiag30 no.
59 (2009), 73; Margaret Franklin, “Boccaccio’s Amag and their Legacy in Renaissance Art: Confrontire
Threat of Powerful WomenWoman’s Art JournaBl no.1 (Spring/Summer 2010), 111-113.

55 J. Simpson, “Subjects of Triumphs and Literarytbtig. Dido and Petrarch in Petrarch’s ‘Africa’ affaionfi’,”
Journal of Medieval and Early Modern Studi&s no.3 (2005), 491; Francisco José Rodriguez MBsado en el
Triunfo de la Castidad: ¢ una diatriba de Petraocdra Virgilio?,” inVoces de mujeres en la Edad Medid.,
Esther Corral Diaz (Boston: De Gruyter, 2018), 484fan Feddern, “Zur Rezeption von Vergils Didos@gchte
durch Petrarca und Boccaccidhtike und Abendlané7 no.1 (October 2021), 44.
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serves as a paradigm of chastity and a figure wionld be emulated and praised rather than
castigated, earning her rightful place within Th@umphus Pudiciti€® Given that there is much
influence of Petrarch’$rionfi already present within ti&ieve Portrait Petrarch’s presentation of
the historical Dido would accentuate the imagelafabeth as chaste and faithful to her couffry.
However, Quentin Metsys does not visually portrayr&ch’s Dido in the background pillar, so
what significance does the pillar hold and why ude these scenes?

Let us return to BoccaccioAmorosa vision&XVIII and XXIX where, toward the end of
theekphrasidor the “Triumph of Love,” appear Aeneas and Dadothe final pair among the list
of “victims” in Love’s parade. Before the pilgrinept withesses the “anti-triumph” of Fortune,
Boccaccio carefully documents the entire Virgilizarrative from Book IV as a didactic example
from which he, and the reader, should learn antecbtheir own behavior before they may enter
the Earthly Paradis®. Spanning the entirety of approximately two chaptef the Amorosa
visione Boccaccio’s long winded and detailed descripwbiido as a lustful victim of Love’s
triumph both expands on Dante’s pithy remarks onpgl@cement in Canto V dhferno and
heightens the status of Dido as the essentialdigot to emulate on the journey toward salvation.

The manner and order in which Boccaccio portraydo3i Virgilian affair with Aeneas
closely coordinates with the visual examples onpiliar behind Elizabeth in th8ieve Portrait
We know that by the end of the fifteenth centurgc&ccio’sAmorosa visiongas in circulation
in England and was intertextually referenced ineotBritish literary works, such as Stephen
Hawes’ The Palace of Pleasur€l506)°° When we examine the pillar within the intermedial
context of Dante/Boccaccio alongside the remairgtggnents of the background of tBeeve
Portrait, it seems as though Quentin Metsys the Younger Mscambines Petrarch’Sriumphus
Cupidiniswith Boccaccio’s “Triumph of Love.” The processiohthe courtiers in the right corner
of the canvas—though men of the Elizabethan cougeetnes a modernized vision of the parade
of mostly men whom the pilgrim-Petrarch witnessesietims of Love’s triumph in th€&riumphus
Cupidinis If we return to the phrase from tieiumphus CupidiniQuentin Metsys explicitly
includes in his portrayal of a chaste Elizabetkarisho riposo e riposato affanno,” we remember

56 Aeneas and Dido are nowhere to be found infliemphus Cupidinisind Dido only appears within the
Triumphus Pudicitieln fact, in many of Petrarch’s letters and otiwerks Secretunill.24, Familiaresll.15,
SeniledV.5, Africa Book Ill lines 418-427Rerum vulgarum fragment@X1X), Petrarch promotes the historical
Dido, discusses Virgil's fictionalized account afrhand suggests to his readers to question \&rgghdition rather
than take Virgil’'s Dido strictly at face value (Mg184-489).

57 williams, 40.

58 |t is interesting to note that though Boccacciaslier vernacular works accord with the Virgiliand Dantean
image of Dido as “unchaste,” Boccaccio’s later hatiorks, such as th@enealogia Deorum Gentiliuf1360) and
the De mulieribus clarig1374), align with Petrarch’s view of the hist@li®ido as chaste and faithful to her
husband. As Robert Hollander suggests in his lBmdcaccio’s Two Venusédew York: Columbia University
Press, 1977), the shift in Boccaccio’s represamtati Dido is most likely due to his meeting of aethtionship
with Petrarch, especially if we assume Petrara@ttet to Federico AretindsgniledV.5), composed between 1364
and 1367, is the source for Boccaccio’s new opimbbDido (172). Hollander cites Ernest Hatch Wikkifhe Prose
Letters of Petrarcl{fNew York: S.F. Vanni, 1951) and Vittore BranGipvanni Boccaccio: Profilo Biografico
(Florence: Sansoni, 1997), 163-166, as his sodocdhis information. See also Mary Louise Lord,idb as an
Example of Chastity: The Influence of Example Léteire,”Harvard Library Bulletin17 no. 2 (April 1969), 216-
232; Lao Paoletti, “Virgilio e Boccaccio,” iBrésence de Virgile. Actes du Collogue du 9, 11I2edécembre 1976
ed. R. Chevallier (Paris: E.N.S., Tours, 1978),-398; Craig Kallendorf, “Boccaccio’s Dido and thadRorical
Criticism of Virgil's Aeneid; Studies in Philology2 no. 4 (Autumn, 1985), 402; Craig Kallenddnf Praise of
Aeneas: Virgil and Epideictic Rhetoric in the Ealiglian RenaissancéHanover: University Press of New
England, 1989), 58-76.

5% Coogan, 312.
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that these lines are at the end of the fourth plathe first triumph and guide the reader out of
Love’s pageant directly toward tigiumphus Pudicitieand its opening ode to Dido as an ideal
figure of chastity.

Quentin Metsys the Younger is not the only artistr@ Tudor court to juxtapose the
Virgilian Dido with the historical Dido in a matatiobject about or dedicated to Elizabeth I. The
distinction and interest in the two Didos becam@gmnplace in fifteenth- and sixteenth-century
discussions of thA@eneidacross England, as seen first in John Lydgataskasion of Boccaccio’s
De casibus virorum illustriurfil 355-74), known as thehe Fall of Princegc.1431), and William
Caxton’s 1490 translation of th&eneid the Eneyod$® However, soon following th&ieve
Portrait, Edmund Spenser published his epic poemi-tegie Queengan allegorical work which
centers on Elizabeth®t. Though its final version included six books andsvgaiblished in 1596,
the first three books of tHeaerie Queenevere first published in 1590. Explicitly drawing the
history and myth surrounding the legend of Kinghtwrt each book narrates the adventures of a
knight, representative of a particular virtue—he8s, temperance, chastity, friendship, justice,
and courtes$? In addition to intertextually building upon sixtel-century Italian epics, such as
Ludovico Ariosto’sI’Orlando furioso(1532) and Torquato Tass@erusalemme liberatél 581),
Spenser includes and juxtaposes the differing idéése two Didos within his epi&

In writing The Faerie Queen&penser wished to bolster confidence in Elizabétstatus
as a female ruler and rewrites the story of Didd &gneas as a way to dispel antifeminist
sentiments read into Virgil's text, ultimately aligg Dido’s dual legacy with the Queen’s
chastity®* As Watkins argues, Spenser displaces the lasayiMirgilian Dido onto the
enchantresses Phaedria and Acrasia, and employsméladd Alma as foils, representing the
temperate Dido and serving as surrogates for tihgin/Queen within the poefi.Specifically,
Watkins demonstrates how, in Book Il, Spenser caaapdledina’s banquet to “amend” Virgil’s
banquet of Dido and Aeneas (I.1%)and structures the episode of Alma and her castla
“corrective” to the tales of Dido’s suitors and hitimate suicide that were initially proposed by
Virgil and later supported by Boccaccio and Lyddg#e18, 36-38; X.69¥f’ In doing so, Spenser
rectifies the status of Dido and both charactersecto embody the chaste, historical D¥dhis,
in turn, projects the image of a virtuous Dido ofiite Virgin Queen as the true-to-life counterpart
for Spenser’'s Medina and Alma, and contrasts theeQuwvith the lustful Dido as exemplified by
the the poet’s enchantresses.

Then, in Book Ill, the section centered on theuarbf chastity, Spenser designs a Masque
of Cupid (111.11-12)%° As several scholars note, the march of Cupid @mdikappearance before

60 Watkins, 51. Caxton’s translation is additionddgsed off of a French romance version of the thiseneas and
Dido.

61 Francis A. Yates, “Queen Elizabeth as Astradairnal of the Warburg and Courtauld Institute® (1947), 51.
62“The Faerie Queenay Edmund Spenser, 159@titish Library Collection ItemsBritish Library.
https://www.bl.uk/collection-items/the-faerie-queeny-edmund-spenser-1590 (accessed April 7, 2022).

83 R. E. Neil Dodge, “Spenser’s Imitations from Atiog PMLA 12 (1897), 184-85; Watkins, 114.

64 See Susanne Woods, “Spenser and the Problem oEwWsHRule,”Huntington Library Quarterly48 no.2
(Spring, 1985), 140-158 and Pamela Joseph BenBute Virginia: Protestant Theories of Female Reginie
“The Faerie QueenePnglish Literary Renaissandb no. 3 (Autumn 1985), 277-292.

85 Watkins, 113-120.

56 Edmund Spensethe Faerie Queeneds., Thomas P. Roche and C. Patrick O’Donnelh@on: Penguin
Classics, 1979).

57 Ibid.

68 Watkins, 113-120.

59 Spenser.
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Britomart, the female knight who embodies Chadfityjemonstrates Spenser’s interest in
Petrarch’sTrionfi and closely parallels PetrarciPdumphus CupidiniandTriumphus Pudicitig!
Though Britomart “conquers” Cupid, she is additibnassociated with and acts on behalf of the
Virgin Queen, who, by this point in the text, isygeared to the historical “chaste” Dido. However,
it is important to remember that Spenser’s “Triusmph Cupid” and “Triumph of Chastity” occur
asekphrasesn an enchanted chamber. Perhaps this is an adagftiAriosto’s enchanted “Rocca
di Tristano,” in Canto XXXIII72 but more likely, Spenser mirrors tekphrastictriumphs, which
include Love, offered by Boccacciofsnorosa visioné® Within this new “Triumph of Chastity,”
Spenser intertextually joins Petrarch and Boccaastule juxtaposing the presence of the two
Didos.

By viewing theSieve Portraithrough a similar lens, the inclusion of the pillepresenting
Dido from the intermedial “Triumph of Love,” dirdgtabove the textual phrase from the
Triumphus Cupidinisfollows suit and guides the viewer away from “edwand the lustful Dido
toward Elizabeth as the chaste Queen of Carthddgbedriumphus PudicitieThe combination
of the endings of Boccaccio’s and Petrarch’s “Trans of Love” thus sheds new light on Bieve
Portrait, enhancing and underlying more powerfully the mBleabeth must play as the Virgin
Imperial chaste Queen—just as Spenser endorsdas Faérie QueeneAs Quentin Metsys the
Younger joins Elizabeth’s image as a new Dido i other iconographic symbols of chastity,
she visually comes to embody the allegory of Chadtiumphing over the intermedial “Triumph
of Love” and the fictional Dido to forge ahead tad/@amperial and moral victory.

The visual image of Elizabeth | not only persarsfher as Chastity, but also, as Francis
Yates has discussed in depth, her imperial legaca aew Astraea, the goddess of Justice.
According to Ovid’'sMetamorphoseBook |, it is prophesized that the Goddess Astrad fled
the Earth during the Iron Age, would return to ushea new Golden Agé? By striving toward
an era of political and religious peace, turningagrom Catholicism toward Protestantism and
ultimately defeating the Spanish Armada in 158&dbleth slowly evolves into a new Astraea in
the eyes of her British subjecfsThough theSieve Portraitpredates the culmination of these
efforts, the globe explicitly implies her burgeogistatus as a “goddess” of Justice, leading her
people into a new era of political control and geadthile there is a strong connection in $ieve
Portrait between Elizabeth and Cynthia (Diana), the goddésise moon, one also could argue
that the symbols of chastity and virginity additdig aided in Elizabeth’s portrayal as Astraea,
also known as Virgd® In fact, Spenser promotes this in thaerie Queeney following his
representation of Elizabeth I—as both the histbiido (Book Il) and the virtue Chastity (Book
[I)—uwith her ultimate transformation into the Fai@Queen, Gloriana, or the public character of a

70 Edwin Greenlaw, “Britomart at the House of Bus&gdrStudies in Philolog26 no. 2 (April, 1929), 117; Mary R.
Bowman, “’She there as Princess rained’: Spenségsre of Elizabeth,Renaissance Quarter3 no. 3 (Autumn,
1990), 519.

"1 E. Greenlaw, C. Osgood, and F. Padelford, dt®,Works of Edmund Spenser: A Vaiorum EditRaitimore,
1934), 354; Coogan, 325-26.

2 Ludovico Ariosto,'Orlando furiosq eds., Cristina Zampese and Emilio Bigi (Milan: BRizzoli, 2016).

73 Watkins comments on the importance of Boccacadi®fmenser throughout his book, thus lending creglémc
Spenser’s familiarity with this work.

74 Francis A. Yates, “Queen Elizabeth as Astradayirnal of the Warburg and Courtauld Institute® (1947), 27;
Yates,Astraea,30; StrongStuart and Tudor Monarchig&9.

5 Kevin SharpeSelling the Tudor Monarchy: Authority and ImageSinteenth-Century Englar®lew Haven:
Yale University Press, 2009), 39-58.

76 John N. King, “Queen Elizabeth I: Representatioithe Virgin Queen,Renaissance Quarter§B no. 1 (Spring,
1990), 30; Wills, 195.
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just, righteous ruler in Book V. However, as | argued in my last chapter, the erafgPetrarch’s
Famaas the symbol of Justice and Wisdom, intermed@iliides first in thelriumphus Pudicitie
and the representation of Laura/Chastity, who, sgglgest, first appears as Astraea in Dante’s
Purgatorio Canto XXVIII, and is modeled after Boccaccio’s HaiiGloria from theAmetoand
Gloria/Fiammetta in thémorosa visioneinherently linking Chastity with Glory and Justin
theTrionfi. TheSieve Portraitthen, as a visual example of the intermedianfi, does not have

to represent Elizabeth as either Chastity or Astiagt rather pursues the idea that Chastity is
inherent within the image of Astraea, adheringh®ihtermediallrionfi ideal.

In fact, in John Foxe#Acts and Monuments 1563, the woodcut for the initial letter “C,”
which begins each section of the text, includesrttage of Queen Elizabeth | embedded within—
including the below image where the “C” beginswhd “Christ” (fig. 30)/8 Foxe’s text outlines
the history of the suffering of martyrs and othergecutions in England prior to Elizabeth’s reign
and how her rule and reformed church ends suclkeraugfs.

b

Fig. 30. John Foxects and Mdnument&GlO, woodcut. STC 11227 copy 1 v. 1. Image waig&r Shakespeare

Library Digital Catalogue.

7 Yates, “Queen Elizabeth as Astraea,” 65.
78 Though the woodcut for the letter C first appeardohn Foxe’s text, this woodcut is used and réed in other
texts, such as John De&&neral and rare memorigld577 (Yates, “Queen Elizabeth as Astraea,” 15-16)
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As part of Foxe’s “history,” Elizabeth is compartedand inherits the legacy of the Roman
Christian emperor Constantifieln the woodcut, the Queen, seated on a thronedesgbed in
regal clothing, holds a sword—representing justiae-her right hand and an imperial orb in her
left. To her right side stand three men, who Yaggies may represent the Three Estates of the
Realm. The York and Lancaster roses lead to theiTudes above the Virgin Queen’s head and
into the top part of the cornucopia of the “C,” \ehklizabeth’s feet rest on a pillow on the lower
curve of the “C.29 As Yates and Thomas Dandelet argue, the inclusfitine Queen’s portrait in
the capital “C,” especially in the “C” of “Constame,” demonstrates that Elizabeth “trusting in an
“imperial” authority like that of Constantine, hasbdued and overpowered the Pope; the royal
crown triumphs over the papal tiar&.Her image thus mirrors the textual implicationhef, as
imperial Justice, triumphing over Catholic injustito become an Astraea who brings a new era
of political and religious peace to England.

Though Elizabeth’s throne no longer rests on aigchaone cannot help but notice the
striking similarities between this printed portragéthe Queen in the initial “C” and intermedial
description and image for Petrarch’s allegory omEain theTriumphus Famefound in the
fifteenth- and sixteenth-century editions of theonfi. As | argued in my previous chapter,
Petrarch’s Fame, similarly dressed and seatedtbroae, also may carry the sword of justice in
her right hand and an imperial orb or winged figumeher left, following the Boccaccian
description in theAmorosa visioneWhile in the Petrarchan images, the chariot ésapparatus
that physically “steps over” of the previous allggdahe same motif continues here with Elizabeth
stomping on the pillow, or in other examples, tlopd® The presence of Elizabeth in the capital
“C” of Foxe’s text visually may associate her withe intermedial Petrarchan image of
Chastity/Gloria from th&riumphus Famand thus aids in reaffirming her duality as sucthimi
the Sieve Portrait The intermedial Petrarch serves as a precurgoifrtam which literary and
visual artists could adapt, modify, or parallepmomoting the new cult image of Elizabeth as the
glorious Virgin Queen in th8ieve Portrait Elizabeth must first prove her virtue and devotio
her country as Chastity before transforming intlarbinger of Justice, Astraea—a Gloriana for
Elizabethan England.

The Sieve Portraitby Quentin Metsys the Younger is one example efttanshistorical
and global afterlife of the intermediationfi. While it is clear there is a reliance on andneséin
solely Petrarch’s text, th®ieve Portraitshows a deeper engagement with and understantling o
the legacy and history of the composite triumphDeznte, Boccaccio, and Petrarch. The
intermedial merging of previous literary, processilp and visual models embedded within the
Trionfi together bring Petrarch’s seemingly non-desceixt to life for readers and viewers—both
within and outside of the Italian context. By intigating the source texts and how the “three
crowns” seamlessly weave them together with other visuateatents, public pageantry, and
medieval machinery, one can truly begin to undeadstl that is within th@rionfi. As my study
has shown, the relationship between literary arstutsive material further affords one the
opportunity to appreciate fully their reciprocalpgadency and thirtuna of not just Petrarch,
but of thetre coroneof Italy.

¥ Yates, “Queen Elizabeth as Astraea,” 41.

80 |n the section of the text where the “C” begins tord “Constantine,” underneath Elizabeth’s fext the body

of the Pope, donning the papal crown and holdieghttoken keys of Saint Peter.

81 Yates, “Queen Elizabeth as Astraea,” 41. ThomawiBlet,The Renaissance of Empire in Early Modern Europe
(New York: Cambridge University Press, 2014), 256.
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