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This dissertation concerns the Fonte Gaia, thd sigsificant civic monument in
Siena, located in the Piazza del Campo facingaiva hall, the Palazzo Pubblico. The
complex of reliefs and statues that decorateddbathin is considered one of the major
expressions of Italian Quattrocento sculpture.tifetfountain in its current iteration is
not the original, eloquent masterpiece completetit® by hometown sculptor Jacopo
della Quercia (c. 1374-1438); rather, it is a ree@th-century reconstruction
commissioned from Tito Sarrocchi (1824-1900) bymmittee of leading Sienese
citizens.

This study begins with a new assessment of théeFBaia in the Renaissance and
follows its history into the nineteenth centurghiow how an earlier Trecento fountain on
the site influenced the form and decoration of @& later fountain, and | address the
lacunae in the scholarship of the Fonte Gaia tlmatidvaccount for its afterlife. |
elucidate Quercia’s complex iconographic prograrauh my analysis of the drawing
attributed to his hand and the relationships betwee program for the Fonte Gaia and

Taddeo di Bartolo’s fresco program in the Antechabéhe Palazzo Pubblico of 1414. |



demonstrate the importance of Sarrocchi’s nineteeantury plaster casts, often
overlooked by scholars, in the effort to decipheefgia’s original sculptures, and | show
how the modern restoration (1989-2010) of the faumby the Opificio delle Pietre Dure
can help us to further understand the nature oftioise material, the previously
unsuspected presence of polychromy, and the naturis Renaissance design.

Through an examination of pertinent documentgplan how the nineteenth-
century project to restore the fountain, stimuldigdhe Risorgimento, was a reflection
of the social and political history of Siena andvaddern Italy. Visual evidence indicates
that Sarrocchi’s revival sculpture, currently itusicannot be considered a copy of
Quercia’s Fonte Gaia, but rather a variant of i. dissertation demonstrates how
Sarrocchi’s fountain --heavily influenced by thalitin art movement Purism and the
prevailing restoration theories that circulate®iana at the time -- reflects the reception

of Renaissance art in the nineteenth century.



DEDICATION
| gratefully acknowledge the efforts of Dr. Tod Mar and my committee Dr. Sarah
Blake McHam, Dr. Catherine Puglisi and Dr. Lawredeakens for their comments and
help. I am also grateful to Rutgers Universityfioancial support and the Samuel H.
Kress Foundation for awarding me a fellowship atKlunsthistorisches Institut in
Florence. In Italy I would like to thank Dr. Pieagiomo Petrioli, Dr. Wolfgang Loseries

and Dr. Gail Solberg for their guidance.

This dissertation is dedicated to my family andmgband Filippo Paoletti.



TABLE OF CONTENTS
Abstract
Dedication
List of Figures
List of Abbreviations
Introduction
Chapter One: Siena: Water and Power
History of Italian and Sienese early Medieval Faimd
Chapter Two: The early history of the Fonte Gaia
The form and decoration of the first Fonte Gaia
Quercia’s Fonte Gaia and the chronology of its aken
Identifying the Fonte Gaia’s sculptures
Quercia’s Parapet Statues, Mother Earth and Gaia
Influence of Quercia’s Fonte Gaia in the fifteenémtury
Chapter Three: A history of disrepair
The vicissitudes of Jacopo della Quercia’s Fonta Ga
Motivation for the fountain’s removal

Milanesi’'s crusade to save the Fonte Gaia

Fate of Quercia’s sculptures after their removairfithe Piazza del Campo

The modern restoration of Quercia’s fountain

Chapter Four: The nineteenth-century Fonte Gaia

\Y

Vii

XV

18

47

114

159



Life of the sculptor Tito Sarrocchi

Italian Purism

Sarrocchi’s early career.

Sarrocchi’s Fonte Gaia, Commission and Reception

Faithful copy or Purist revision? The differencetvieen Sarrocchi’s Fonte Gaia and
Quercia’s original monument

Appendices 220

| Viterbese fountains

Il Preliminary research on the condition of Que&scFonte Gaia

Dismantling of Quercia’s fountain and the treatrsarged in its cleaning

Il Comparison of Sarrocchi’'s Fonte Gaia and Qigs Fonte Gaia

Documents 225
Bibliography 232
Figures 247
Curriculum Vitae 343

Vi



LIST OF FIGURES
Figure 1: Plan of Siena showing the route of the Miancigena.
Figure 2: Pozzo di San Patrizio, Orvieto.
Figure 3: Bottino of Fonte Gaia.
Figure 4: Bottino calcium deposits.
Figure 5: Roman pinecone, Cortile della pigna, Rome
Figure 6: Fontana Grande “del Sepale”, Viterbo.
Figure 7: Fontana delle Novantanove Cannelle, Likqu
Figure 8: Fonte ai Canali, Piombino.
Figure 9: Nicola and Giovanni Pisano, Fontana MaiggiPerugia.
Figure 10: Fontana di San Faustino, Viterbo.
Figure 11: Arnolfo di CambicAssetati Galleria Nazionale dellUmbria.
Figure 12: Reconstruction of Arnolfo’s fountainafCuccini.
Figure 13: Arnolfo di Cambidscribes Galleria Nazionale dell’'Umbria.
Figure 14: Fonte Branda, Siena.
Figure 15: Fonte Nuova, Siena.
Figure 16: Parapet group, Santa Maria della S&ma.
Figure 17:Madonna VeronaPiazza delle Erbe, Verona
Figure 18: Fonte dell’Abbondanza, Massa Marittima.

Figure 19: Diptych from the Fontana Maggiore inuga showing the She-wolf with the
twins and Rhea Silvia.

vii



Figure 20: Mosaic from Ostia Antica, Palazzo Alti&ome.

Figure 21:Acca Larentia Republican coin, Ill century B.C., Museo NazienBomano,
Roma.

Figure 22: Drawing fragments of the Fonte Gaiat:lldktropolitan Museum, New York.
Right: Victoria & Albert Museum, London.

Figure 23: Ambrogio Lorenzetti, detail of She-wdthlazzo Pubblico, Siena.

Figure 24: Ambrogio Lorenzetti atThe Communel344, cover of an account book for
the magistracy of the Gabella, Archivio di Stat@na.

Figure 25: Detail of Antechapel frescoes, Palaaziobiico, Siena.
Figure 26: Taddeo di Bartolo, detail of fresco shragFurius Camillus.

Figure 27: Cardinal virtues in the spandrels ofalehes, Chapel, Palazzo Pubblico,
Siena.

Figure 28. Taddeo di Bartol®rudence Antechapel lunette, Palazzo Pubblico, Siena
Nineteenth-century plaster cast of Querckradence

Figure 29: Taddeo di Bartol&prtitude, Antechapel lunette, Palazzo Pubblico, Siena
Nineteenth-century plaster cast of Querckostitude.

Figure 30: Angelo Maccagnintjrania, Pinacoteca Nazionale, Palazzo dei Diamanti,
Ferrara.

Figure 31: Michele Pannoni®halia, Museum of Fine Arts Budapest. Nineteenth-
century plaster cast of Quercid@sudence

Figure 32: Allessandro Botticellsortitude, Galleria degli Uffizi, Florence.

Figure 33: Cosme Tur&rato, National Gallery, London.

Figure 34: The colors of marble from the Montagnola

Figure 35: Market stalls in Piazza del campo (Siémahivio Storico del Comune).

Figure 36: Sano di Pietr@an Bernardino preaching in Piazza del Camp427, Museo
dell’Opera del Duomo, Siena.

Figure 37: Palio in Piazza del Campo.

viii



Figure 38: Vincenzo RustidBull Hunt in Piazza del Camp@585, Monte dei Paschi,
Siena.

Figure 39: Quercia, detail dlistice before restoration.

Figure 40:Festivities in the Piazza del Campo for the arrigPrincess Violante of
Bavierg 12 April 1717, copper engraving, Museo Civicceri.

Figure 41: The Fonte Gaia, 1856, Alinari ArchivEgrence.
Figure 42: Aerial view of Piazza del Campo.
Figure 43: Relocation Plan.

Figure 44: View of thelateafrom the 1717 engraving of the fountain by Domenic
Rossi for the arrival of Violante de Baviera.

Figure 45: Carmela Ceccherelli, Poster for the leixkMostra dell’Antica Arte Senese
Biblioteca Comunale degli Intronati, Siena.

Figure 46: Loggia, Palazzo Pubblico, Siena.
Figure 47: Details of statue graffiti.
Figure 48: View of fountain in loggia, Palazzo Plitty Siena.

Figure 49: Giovanni Bruni-onte Gaia drawingdetail of ground plan, rear back wall
and left side wing, c. 1839, MS. E.I.7/2, Biblicke€Comunale, Siena.

Figure 50: Giovanni BrunFkonte Gaia drawingc. 1839, MS. E.I.7/2, Biblioteca
Comunale, Siena.

Figure 51: Giovanni Brunkonte Gaia drawingdetail of reliefs from central back wall,
c. 1839, MS. E.I.7/2, Biblioteca Comunale, Siena.

Figure 52: SarrocchVirgin and Child marble relief, Fonte Gaia. Brunjrgin and
Child, drawing.

Figure 53: BruniCharity, drawing. SarrocchiCharity, plaster model.

Figure 54: QuerciaCharity, marble relief. SarrocchCharity, nineteenth-century plaster
cast.

Figure 55: School of Raphaétharity, fresco, Vatican Palace, Rome.



Figure 56: Sarrocchi, detdlharity. School of Raphael, det&iharity.
Figure 57: BruniJustice drawing. Sarrocchijustice plaster model.

Figure 58: QuerciaJustice marble relief. Sarrocchiustice nineteenth-century plaster
cast.

Figure 59:The Expulsion of Adam and EV#éteenth-century plaster model, Piccolomini
library, Siena. BruniThe Expulsion of Adam and Ewlrawing. SarrocchiThe Expulsion
of Adam and Evemarble relief.

Figure 60: Sarrocchifhe Creation of Adapmarble relief. BruniThe Creation of Adam
drawing.

Figure 61: Giovanni BrunFonte Gaia drawingdetail of right wing of the Fonte Gaia, c.
1839, MS. E.1.7/2, Biblioteca Comunale, Siena.

Figure 62: Quercia/irgin and Child marble relief.

Figure 63: The removal of Quercia’s fountain frdme toggia.

Figure 64: Secondary reliefs (border elements) ftloenFonte Gaia.
Figure 65: Querciayirgin and Child marble relief, during restoration.

Figure 66: Detail of fabric behind the Christ Chi8assettalhe Virgin and Child with
Saints(Madonna of the Snow), 1430, tempera on panelzlJfilorence.

Figure 67: Traces of polychromy.

Figure 68: Church of Santa Croce views before diel the facade was added between
1847 and 1854, Alinari Archive, Florence.

Figure 69: Giovanni Dupr&ying Abel (Abele Morentgjnarble sculpture, Hermitage, S.
Petersburg.

Figure 70: Enea Becheroni and Tito SarrocBtonument to Giuseppe Pianigiani
Church of S. Domenico, Siena.

Figure 71: Giovanni Duprébandoned Sappho (Saffo Abandonatglleria Nazionale
d’Arte Moderna e Contemporanea, Rome.

Figure 72: Giovanni Dupr&appho SarrocchiMeccanicaandArchitettura, Pianigiani
Monument.



Figure 73: Tito SarrocchGenius of Death (Genio della mort&enturi-Gallerani
Chapel, Misericordia cemetery, Siena.

Figure 74: Misericordia cemetery, Siena.

Figure 75: Postcard from the beginning of the twethtcentury with the new columns
and lamps installed in 1868, Collezione P.G. Landi.

Figure 76: Enea Bechero@appella di PiazzaPiazza del Campo, Siena.
Figure 77: Nineteenth-century photograph of Sahoed¢-onte Gaia.

Figure 78: Sarrocchi’s nineteenth-century plaststsof Quercia’s Fonte Gaihustice
andCharity.

Figure 79: Restoration file photograph of Sarroschineteenth-century plaster cast of
Wisdom Photograph of the restorers Landi, Potthoff arahivl working on Quercia’s
original relief.

Figure 80: Sarrocchi’s nineteenth-century plastedets for the new Fonte Gaiustice
andCharity.

Figure 81: Quercialhe Creation of Adammarble relief. Sarrocchihe Creation of
Adam,nineteenth-century plaster cast.

Figure 82: Portal of S. Petronio, Bologna. Det@itercia,The Creation of Adapmmarble
relief, S. Petronio, Bologna.

Figure 83: SarrocchiThe Creation of Adajmimarble relief. Nineteenth-century plaster
model and photograph.

Figure 84: Sarrocchifobias Pannocchieschi d’Elci chapel, Misericordia cemgte
Siena.

Figure 85: Giovanni Dupréstronomyfrom the tomb of Ottaviano Mossotti,
Camposanto, Pisa.

Figure 86: Quercialhe Expulsion of Adam and Ewearble relief, before and after
restoration.

Figure 87: Sarrocchifhe Expulsion of Adam and Eveneteenth-century plaster cast.

Figure 88:The Expulsion of Adam and EV#éteenth-century plaster model, Piccolomini
library, Siena.

Xi



Figure 89: Quercialhe Expulsion of Adam and Evearble relief, S. Petronio, Bologna.

Figure 90: Sarrocchifhe Expulsion of Adam and Ewearble relief. Nineteenth-century
photograph of Sarrocchi’'s Expulsion of Adam and.Eve

Figure 91: Quercia, details dfistice Wisdom and theVirgin.

Figure 92: Quercia, detail dlistice Sarrocchi, detail dfFaith and belowJustice(center:
nineteenth-century photographs).

Figure 93: Sarrocchkaith, marble relief. BartoliniFaith, marble sculpture, Hermitage,
St. Petersburg. Dupr€harity from the Monument to Berta Moltke Ferrari Corbellan
Lorenzo, Florence.

Figure 94: QuerciaCharity, marble relief.

Figure 95: SarrocchCharity, plaster cast.

Figure 96: SarrocchCharity, marble reliefLeft: Nineteenth-century photograph.

Figure 97: Sarrocchifhe Discovery of the Cros€hurch of Santa Croce, Florence.

Figure 98: Figure o€harity from the Buoninsegni monument, 1864, Misericordia
cemetery, Siena.

Figure 99a: Packing Quercia’s reliefs for transport
Figure 99b: The preparation of the lateral parafsgties for transport.
Figure 99c: Detail of crate transport.

Figure 100: Crane transporting one of the cratéls @uercia’s fountain pieces.

Xii



LIST OF ABBREVIATIONS

AD Archivio Dupré, Fiesole.

AFSP Archivio della Fabbrica di San Petronio, Bologna.

AISAS Archivio dell'lstituto Statale d’Arte, Siena

AOMS Archivio dell'Opera Metropolitana, Siena.

ASC Archivio Storico del Comune, Siena.

ASSArchivio di Stato, Siena.

BCS Biblioteca Comunale, Siena.

Bicch. Biccherna, Archivio di Stato, Siena.

Concist. Delib. Concistoro, Deliberazioni, Archivio di Stato, Séen

Cons. Gen. Delib Consiglio Generale, Deliberazioni, Archivio da&t, Siena.

Xiii



History, Preservation and Reconstruction in Sienathe Fonte Gaia from
Renaissance to Modern Times.

Preface

The Fonte Gaia, located in the Piazza del Camploeimeart of Siena, is a
sculpted expression of Sienese civic pride andodtiee city’s most important
monuments. The roughly rectangular fountain optnarims toward the square and faces
the seat of civic government, the Palazzo Pubblibe. fountain inaugurated the first
continuous supply of drinking water in the city tam Girolamo Gigli, writing in the
eighteenth century, explained that the fountaiaisia derived from the gaietgdia) felt
by the citizens upon seeing the first arrival ofevan the Campd.Yet the fountain in its
current iteration is not the original, eloquent tegsiece completed in 1419 by
hometown sculptor Jacopo della Quercia (c. 1378)4ather, it is a nineteenth-century
reconstruction commissioned from Tito Sarrocchi24-8900) by a committee of leading
Sienese citizens. Although Quercia’s Fonte Ga@rssidered one of the major
expressions of fifteenth-century Italian sculptarg its literature is vast, Sarrocchi’s
later version has been left to shape the reputatidime fountain because it has so often

been considered a faithful copy of Quercia’s oadjimonument. However a comparison

Unless otherwise noted, all translations in theetistion are mind.have preserved the original spelling
of all documents.

! “Nel 1345 venne per la prima volta I'acqua in Piaezt fecero molte fefte per otto di, dandofi name
quella Fontana di Fonte Gaja, la quale molti anniedfo, (come fi dira) fu adorata di belliffime fte, e
rilievi dal célébre noftro Scultore Jacopo della&cia, ditto poi da queft'opera Jacomo della Faite
Girolamo Gigli,Diario sanesgLucca: Venturini, 1723), vol. I, 265. Beck putsth the idea that the name
was given to the fountain because of the spiritestament of the water. James Bed&copo della
Quercia(New York: Columbia University Press, 1991. 2 vplgol. |, 67. For a discussion of the
interpretations of the origin of the name GaiaMegilena Caciorgna, “Moduli antichi e tradizionassica
nel programma della Fonte Gaia di Jacopo della €aigin Fontes rivista di filologia, iconografia e storia
della tradizione classicéAnno V-V, n. 7-10, 2001-2002), 76.



with Quercia’s newly-restored original fountainSiena’s Museum of Santa Maria della
Scala’ reveals that Sarrocchi’s copy was not so faithftér all. With this study | shall
show that Sarrocchi’s fountain, while largely féithto Quercia’s iconographic program,
is stylistically a creative interpretation of Quiers fifteenth-century fountain. Sarrocchi
made important changes to the new fountain witheetsto Quercia’s original. These
changes concern the style of carving as well asdhgplete omission of the two full
scale statues and several border elements, in@dthta new location for the fountain in
the square. Furthermore, | argue that Sarrocchopy” is heavily influenced by the art
movement known as “Purism”, shaped in part by tlewailing restoration theories that
circulated in Siena in the mid-nineteenth centiihyis dissertation will examine both the
physical remains of Quercia’s original fountain &atrocchi’s replacement in order to
reevaluate the iconographic program of the origiaahtain and discover the extent of its
later transformations. | shall elucidate the irg&tionship of both fountains and the
cultural context that led to the replacement ofdhginal. My intention is to offer a more
complete understanding of Quercia’s Fonte Gaiath@dculptor’s place in art history
and | shall examine—for the first time—Sarroccimpact on our perception of Quercia’s
beloved civic landmark.

Jacopo della Quercia earned his reputation as fotte @reeminent Italian
sculptors of the early Quattrocento, along with Bteflo and Ghiberti, in large part

because of his Fonte Gaia. It was this work tHaaya all others, defined Quercia’s art

2In March of 2011 Quercia’s restored fountain remsavere put on display in the museum of Santa Maria
della Scala in Siena. Prior to this new exhibityahle two full-scale female statues (labeled Aceaeehtia

and Rhea Silvia) and two reliefs (The Expulsiodam and Eve and the Virtue Wisdom) were on display
to the public. | thank Enrico Toti, curator of thiseum, for allowing me to study Quercia’s sculgsur

while in storage.



over the following centuries so that Vasari notethie opening of his famou&te (Lives
of the Most Excellent Painters, Sculptors, and Aetts 1550 and enlarged in 1568) that
the sculptor was known: “forever thereafter no lengs Jacopo dalla Quercia, but as
Jacopo dalla Font§Jacopo of the Fountainf’Rightly considered a transitional figure,
Quercia bridged the gap between Gothic and Remaissart.

The fountain was groundbreaking in its style bgbah its form: it was very
likely the first monumental public fountain of tRenaissance and the sculptures that
once adorned the lateral balustrades of the fountéiien identified as Acca Larentia and
Rhea Silvia, were among the first free-standintustof the Renaissant@he
monument’s fame was tied to its particular iconpgra program and the sculptor’s
prominent carving style, which deeply influenced ttork of contemporary and later
artists in Tuscany and beyond, although it is Miahgelo who is most often
remembered as the heir to Quercia’s lega@uercia’s inventive fountain design is

unique within the panorama of other early Italiaorftains. Its unusual form, a roughly

3Vasari opens with:E poi che ho eletto lacopo sopradetto per onoratogipio di questa Seconda Parte,
seguitando I'ordine delle maniere, verrd aprendmpee colle Vite medesime la difficolta di si belle,
difficili ed onoratissime artf Regarding his name Vasari writgls:%] che non piul lacopo dalla Quercia,
ma lacopo dalla Fonte fu poi sempre chiamakasari,Le vite de' piu eccellenti pittori, scultori e
architetti, Ed. Milanesi (Firenze: G. Barbera Ed. Tip, 187%)7 and 116.

“Beck, vol. I, XX. Charles Seymour Jdacopo della Quercia Sculpt¢New Haven: Yale University
Press, 1973), 52. Pope-Hennessey recognized thpaissance form stating that the statues “ultimatel
derive from the antique” although he placed thet€@uia in his first volume on Italian Gothic Sdulg.
John Pope-Hennessdtglian Gothic SculpturéLondon: Phaidon, 1955, [4th edition 1996]), 173.

® Quercia’s formative influence on the art of Micimagelo is often cited by scholars. Charles De Tglna
for example, wrote: “In the art of della Querciadiiélangelo found a conception which could give him
new assurance in the pursuit of his own ideal.”n&seDe TolnayThe Youth of Michelangel®rinceton:
Princeton University Press, 1947), 83. See alsddfiek Hartt,Michelangelo: The Complete Sculpture
(London: Thames and Hudson, 1969), 23. Seymout9r3, 3-4. James Beck and Mario Fanti, “Un
probabile intervento di Michelangelo per la ‘pomiagna’ di San PetronioArte Antica e Modernén. 27,
1964), 349-354. Friederick Kreigbhaum “Le statudiitthelangiolo nell’altare dei Piccolomini a Siena”
Michelangiolo Buonarrotti nel IV centenario del “@dizio Universale”, 1541-194(Florence: Sansoni
1942), 96. Enzo CarlMichelangelo e SiengRome: Editalia, 1964), 7.



rectangular basin open to the sky and walled cgetkides (as opposed to the usual
centrally planned circular fountain basin) was desd specifically for the atypical
slanted square that dominates the center of Skemther, another aspect of the Fonte
Gaia’s importance derives from its practical usé psovided, for the first time, running
water in the city center.

The earliest published source to mention Jacoda Qelercia is the
contemporary sculptor Lorenzo Ghiberti in his 14atise, ' Commentari. Here
Ghiberti briefly mentions the sculptor in refererioehe list of participants for the 1401
competition for the Florence Baptistery doors aiveg Quercia’'s name, for the first
time, spelled with a “Q” instead of a “G”, as it appeared in Sienese documérts.
already mentioned it was Giorgio Vasari’s influahtiescription of the artist, a century
later, in both editions of higite, which cemented Quercia’s greatness and largalyesh
the perception of his art until the nineteenth eent According to Vasari, Quercia was,
“the first--after Andrea Pisano, Orcagna, and ttieis mentioned above-- who laboring
in sculpture with greater zeal and diligence, betgashow that it was possible to make
an approach to nature, and the first who encourdgedthers to hope to be able in a

certain measure to equal héidf'was Vasari who situated the artist's biograpkythe

¢ “Guercid is the spelling usually found in the Sienese dittes and in the records found in the Sienese
Archives. Ghiberti knew Jacopo from the competitionthe bronze doors of the baptistery of Floreacd
later from having worked with him on the BaptisrRaht in Siena and thus Hanson correctly points out
that he certainly knew his name. In any case, théamkshiberti and to Vasari, scholars have sineg tise
form Quercia. Anne Coffin Hansodacopo della Quercia’s Fonte Ga{@xford: Clarendon Press, 1965),
preface.

" See James Beck’s analysis of Vasari's text. Heqitite errors made in the 1550 and 1568 version of
Vasari'sVite. Beck, vol. I, 1-11.

8Vasari,Lives of the Most Eminent Painters, Sculptors &tects, Trans. Gaston du C. de Vere (New
York: AMS Press, 1976), vol. Il, 91. Originally ed “Fu, dunque, lacopo di maestro Piero di Filippo
dalla Quercia, luogo del contado di Siena, scultib@imo, dopo Andrea Pisano, I'Orcagna, e gliraldi



first of the Renaissance period; this was fundaaieas will be shown, for a group of
nineteenth-century historians of Sienese art.

Renewed interest in the sculptor and his fountagel in the mid- 1800s when
Gaetano Milanesi, a member of the Accademia dellsca and an eminent editor of
Vasari, published some key records concerning lgr@nng and building of the Fonte
Gaia that he discovered while organizing the Siemeshives.Between 1854 and 1856
he published three volumes of archival document&jmeng to Sienese art history and
notably to Jacopo della Quercia’s oeutft@hese documents included various
transcriptions of documents that dealt with the gossion of the Fonte Gaia to Quercia,
and included important information such as a dption of the penalties Quercia had to
pay if he did not respect the project’s timelineweell as payment notices for materials
and labor. The discovery of these documents sdovetimulate further research on the
sculptor’s oeuvre and provide the basis of whahew know about the commission for

the fountain.

sopra nominati, che, operando nella scultura corggiare studio e diligenza, cominciasse a mostrére c
si poteva appressare alla natura, ed il primo clesgk animo e speranza agli altri di poterlo in entc
modo pareggiaré Gaetano Milanesi edLe opere di Giorgio Vasari con nuove annotazionpenmenti di
Gaetano Milanes{Firenze: Sansoni, 1906 [1878-85]), vol. II, 109.

° The Accademia della Crusca is a Florentine institufounded in the sixteenth century by a group of
academics who proposed to preserve and dissentiretdorentinesolgare their ideal form of the Italian
language. The group is particularly known for tlublgation of a glossary of the Italian languaige,
Vocabolario See Amedeo Benedetti, “L’Accademia della Crustaasia biblioteca” iBiblioteche Oggi

n. 9, Nov. 2007, 43-48. Gaetano Milanesi (1813-)8%&s born in Siena; in 1834 he graduated from law
school and shortly thereafter was appointegprendistd in Siena’s public library (Biblioteca Comunale).
He was particularly good at discerning Italian giziand set about transcribing archival documents
pertaining to art history. In 1856 he joined thecAdemia della Crusca and later in 1883 he was afgbi
Arciconsolo of the same prestigious linguistic arigation. See Piergiacomo Petridiagetano Milanesi.
Erudizione e storia dell'arte in Italia nell'Ottoot. Profilo e carteggio artisticSiena: Accademia Senese
degli Intronati, 2004), 5-11.

19 Gaetano MilanesDocumenti per la storia dell’arte sene§&iena: Onorato Porri, 1854-6, vols. I1)
[Soest: Davaco Publishers, 1969]. These volumedgemne of the first steps toward a re-evaluatibn
the city’s rich artistic patrimony and a renewetéiast in Siena’s great sculptor Jacopo della Qaerc



Shortly thereafter, in 1869, Carpellini publishesinaall pamphlet on the Fonte
Gaia written on the occasion of the substitutio®agrcia’s sculptures with the “copies”
made by Tito Sarrocchi. In the pamphlet Carpetimllected the information then known
about Quercia’s fountain and contributed anotheudtent to Milanesi’s discoveries in
the Sienese archives. This document described pémelties to be imposed on the
Operaio del Duomo if work on the Campo was deldyetther, proving that progress on
the fountain was late because Quercia continuaddept other commissiofs.
Carpellini’'s pamphlet is particularly interestingthvregard to the nineteenth-century
perception of Sarrocchi’'s new fountain. He applau8arrocchi’'s work and wrote that
his new fountain “unearthed Quercia’s fountain frarbble” essentially providing the
basis for the opinion of his work as a faithful gayf the earlier fountaif’ That same
year Carpellini participated in the publicationamiother commemorative bodka Fonte
Gaia della Piazza di Sienahere Sarrocchi is said to have virtually forgathis
mentor’s teachings [Giovanni Dupré] and insteadkedras if a faithful student of
Quercia on the Fonte Gaia sculptulé$wo years later Borghesi and Banchi added three

more documents to those discovered earlier whieh @ncerned the initial commission

"The document is dated June 18, 1412 and the ofigatim text is published in Carlo F. Carpellifili
Giacomo della Guercia e della sua fonte nella Péadel CampdSiena: Tip. Dell’Ancora di G. Bargellini,
1869), 37-39. On the other assignments Querciangaking on at the same time as the Fonte Gaia see
Beck, 1991, vol. |, 18.

2The original text reads[:..] a dissotterrare dalle macerie il Giacomo defBuercia, si & manifestato
mirabile: erano avanzi tanto deformi, da porre atlisperazione un occhio che non fosse pratico e
perspicace come il suoCarpellini, 1869, 32. A copy of the original pphiet is located in the Archivio
Storico del Comune of Siena.

13 The original text reads, “[..ih queste sculture, quasi dimenticando lo studiGigivanni Dupré, lavoro
come un valente discepolo della bottega di Mae¥iapd cited from “Programma per rifare la Fonte
Gaia della Piazza di Siena” in Luciano Banchi, €&l Carpellini, and AntoniBantanelliLa Fonte Gaia
della piazza di Sien¢Siena: Gatti & Lombardi, 1869), pt. ii.



of the fountain:* These documents include a request for more fumdsrnplete the
fountain and stipulations regarding the projedtisetine.

All of this important archival material was finaltpllated by Fabio Bargagli-
Petrucci in 1906. His two volume publication ewetitLe fonti di Siena e i loro aquedotti
continues to be unrivaled for the quality of thee@rch on Siena’s early fountaiisn
the first volume the author shed new light on tadyehistory of the Fonte Gaia,
revealing that a fountain stood on the site befauercia’s time. Other important
contributions of this work include a survey of ttreation of the Sienese underground
water system and early medieval Sienese fountélmessecond volume contains the
transcriptions of relevant archival sources puleiisto date. In 1929 the growing body of
critical writing dedicated to Jacopo della Quelam his fountain was augmented by
another Italian scholar Péleo Bacci. He made skd@&eoveries on the subject of Jacopo
della Quercia’s early life in Siena and Lucca thdded to the understanding of his
oeuvre'®At about the same time part of Quercia’s prepayatoawing for the Fonte
Gaia —the first proof of his artistic and iconodrapintentions—was discovered in
London’s Victoria and Albert Museum. In 1927 ddrényi identified the London

drawing as representing the 1409 plan of the fonrtahis article Der Entwurf zur

1 3cipione Borghesi and Luciano Bandlijovi documenti per la storia dell’arte sendSéena: Enrico
Torrini Editore, 1898).

15 Fabio Bargagli-Petruccie fonti di Siena e i loro aquedofiena, Olschki, 1906, vols. II).

16 péleo BacciJacopo della QuercigSiena: Libreria Editrice Senese, 1929). This waldo contains
documents pertaining to the San Gimignano AnnuitciaSiena Baptistery Font, and the Casini Altar. O
Jacopo della Quercia’s early life in Siena and lausee also Bacci's publication entitledancesco di
Valdambrino, emulo del Ghiberti e collaboratoreJdicopo della QuerciéSiena: Istituo comunale d’'arte e
di storia, 1936).



Fonte Gaia in Sien&a'’ In 1952 Richard Krautheimer published anotheriseaif the
same drawing in New York’s Metropolitan Museum at.AVith two out of probably
three fragments of the original 1409 plan in hdtm@utheimer was able to make the first
thorough iconographical analysis of the fountaid anggest phases for the creation of
the program of sculptur&.These exemplary studies greatly furthered the stat
knowledge on the commission, design, and iconograplacopo della Quercia’s Fonte
Gaia and help to inform the first part of my stuaythe fountain.

Even though the Fonte Gaia is recognized as oQmuefcia’s most important
commissions, the fountain remained little studrethie secondary literature before 1930.
In 1896, shortly after the publication of Milanesimportant findings the first full-length
monograph on Jacopo della Quercia appe&rsihce then numerous scholars have
mentioned the Fonte Gaia within the larger contéxhe artist’'s oeuvre, however none
have taken into account the significant nineteeattitury interventions, which had the
effect of changing subsequent perceptions of tbatbon. These monographic studies on
the artist, by Gielly (1930), Biagi (1946), Carli949), Morisani (1962), Bertini (1965),
List (1969), Seymour (1973) and Beck (1991), allehaections dedicated to the

iconographical problems that surround the ideraifan of the figures on the fifteenth-

7 Jer Lanyi, “Der Entwurf zur Fonte Gaia in Siena”Zeitschrift fur bildende Kungi927-28, 61), 257-
66. He identified the London drawing as representire 1409 plan of the Fonte Gaia in Siena. Hendidl
however, believe that the drawing was by Jacopla d@lercia but instead proposed Jacopo’s brother
Priamo as its author.

8Richard Krautheimer published the second half efflew York-London drawing in “A Drawing of the
Fonte Gaia in Siena” iBulletin of the Metropolitan Museum of Art. 10, June, 1952), 265-74.
Krautheimer links the two extant parts of the FoBtea drawing, agreeing with Lanyi that the 1408npk
represented in the drawings, and through iconogcaplnalysis suggests phases for the program of
sculpture.

9 Carl Cornelius,Jacopo della QuercigHalle: Knapp, 1896). See also Seymour, 1973, 131.



century fountairf’ To date, there is one full-length, detailed stadythe fifteenth-
century history of the fountain: Anne Coffin Han&dacopo della Quercia’s Fonte
Gaia published in 1965"Her seminal work is a comparative analysis of theuthentary
references provided by Milanesi, Bargagli-Petraa Bacci in the Sienese archives and
is fundamental for the first part of my study. Hamgorrectly recognizes that “[...] while
faithful to the shape of what remained of the erdjicomposition, Tito Sarrocchi’s work
imposed a flavor and a finish totally foreign te theuvre of Jacopo della Quercia”, but
she did not explore the issue in greater dépEurther, when Hanson wrote her
monograph Quercia’s fountain had yet to be rest@ed thus my study addresses not
only the nineteenth-century history of the fountaimch altered its original appearance,
but also critical aspects of the monument’s latstony including the important new
discoveries made during the latest restoration§4B®L0) of Quercia’s dismembered
fountain.

Recently, for example, the curator of Santa MaeleadScala, Enrico Toti, and art
historian, Sara Dei, have edited a new publicagiatitiedLa Fonte Gaia di Jacopo della
Quercia, storia e restauro di un capolavoro deltasseneswhich is a collection of

articles published for the opening, in March 20dflan exhibit displaying Quercia’s

2 ouis Gielly, Jacopo della QuercigParis: Albin Michel, 1930), 30-35. Luigi Biaglacopo della
Quercia(Firenze: Arnaud, 1946). Enzo Cadacopo della Querci&dMilano: Electa, 1952). Ottavio
Morisani, Tutta la scultura di Jacopo della Querdi&lilano: Rizzoli, 1962). Aldo Bertinil."Opera di
Jacopo della Querci&Torino: Giappichelli, 1966). Claudia Listacopo della Quercia: Stilkritische
untersuchungen unter besonderer bertcksichtigusdrd@werkgMunich, 1969). Seymour, 1973, 44-54.
Beck, 1991, vol. I, 81-94.

2L Hanson, in her introduction, briefly mentions tfieeteenth-century restoration in order to poirtttou
the reader that the fountain in the Piazza del @aimp modern replica and that in order to view iQiaés
sculptures one must go to the Palazzo Pubblicoeviner pieces were on view at the time Hanson wrote
her dissertation. Hanson, 1965, 1- 2.

*Hanson, 1965, 2.
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newly restored fountain remnarffsThe contributions made by Duccio Balestracci, Fabio
Gabbirielli, Massimo Ferretti and the restorers&tefLandi, Daniela Manna and Anne-
Katrin Potthoff are not entirely new to the schiylditerature on the fountain, since they
were all published previously in another foffithe significant new contribution is Sara
Dei’s article “La Copia della Fonte di Tito Sarrb¢twhich addresses Sarrocchi’s
fountain and surveys, albeit briefly, some of tame issues that | too address in this
study® Notably, Dei and | both argue that Sarrocchi'snf@in is a Purist re-elaboration
of Quercia’s monumerf. My thesis, elaborated independently of this stisigupported
by full historical and visual analysis to a depthah greater than the scope of the essays
in the recent book would allow.

It is well attested that Quercia carved his foumfadom an unusually porous local
marble,marmo senese della montagndlaat proved to be quite fragile. Years of
exposure to the elements (and vandals) causedtinéain to disintegrate over time

leading to its removal from the square in the r@eath century. At that time Quercia’s

% Enrico Toti and Sara Dei edsa Fonte Gaia di Jacopo della Quercia, storia etaeso di un
capolavoro dell’arte seneg€irenze: Polistampa, 2011). The book first appegreviously unannounced
in the catalogue of Michael Shamanskigw European Publications in the Fine Ar2911.

4| have listed the author’'s name and title of thieke first followed by the earlier pubication. lfia
Gabbrielli, “La rimozione della fonte dalla piazzael campo e la sua ricomposizione nel palazzo pedobl
1844-1904". See GabbriellfLa rimozione della fonte dalla piazza del campa sua ricomposizione nel
palazzo pubblico” iBullettino Senese di Storia Patrie. 101, 1994 [1995], 312-352. Massimo Ferretti:
“Gli ambigui destini della Fonte Gaia”. See Feirdtonte Gaia di Jacopo della Querc{&iena: Protagon,
2011). Stefano Landi, Daniela Manna and Anne-Ka&itthoff, “Relazione sul restauro, criteri e
tecniche”. See Landi, Manna and Potthoff, “Intetteeti restauro sulla Fonte Gaia di Jacopo della
Quercia” presented at the July conference hostd@B¢ (Gruppo Italiano, International Instituterfo
Conservation) and APLAR(Applicazioni laser nel eesb) (vol. 2, 2009), 17-28.

% Her article is nineteen pages long with six images

26 «|) recupero esclusivamente formale dei rilieviréito attraverso la visione purista dell’arte argic
sembrava destinato a far perdere completamenteniéafmentali valenze d’identificazione civica di cui
I'opera era stata portatrice sin dalla sua realizzan€. Sara Dei, “La copia della Fonte di Tito Sarroiéch
in La Fonte Gaia di Jacopo della Quercia, storia eteeso di un capolavoro dell’arte senefféirenze:
Polistampa, 2011), 97.
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dismembered fountain pieces were transferred t@#h@zzo Pubblico where they
languished in dirty, fragmentary condition for méinan a century before finding a new
home, in 1904, in the loggia of the same buildih§oday, after the conclusion of the
Opificio delle Pietre Dure’s nearly twenty-yeartggation project, Quercia’s
dismembered fountain has been returned to somelaeoabof its former glory and is on
view in the museum of Santa Maria della Scala, &iffhe cleaning and restoration of
his fountain has exposed new evidence that | sisallto shed light on Italian restoration
practices as they affect the way we perceive Qaar&lenaissance icon. The restoration
of Quercia’s Fonte Gaia has been the subject araéstudies in the last decade. These
sources, unlike my own, are scientific in naturd provide little art-historical analysis of
the monument?®

Sarrocchi’'s Fonte Gaia has thus been largely ookeld by contemporary
scholarship. In 1999, the art historian Marco PRiesrote a monograph about Tito
Sarrocchi, but his principal concern was to catadotie artist’s sculptural oeuvre. As a
consequence, he dedicated only a single catalog @escription to Sarrocchi’s
fountain®*Nevertheless, his monograph does provide a valugislated version of the

1924 biography of the artist written by Sarrocclsis, Guido, who was an engineer

#'This was on the occasion of the 1904 exhibit ogahby Corrado RiccMostra d’antica arte senese
Corrado Ricci)l palazzo pubblico di Siena e la mostra d’arteieatseneséBergamo: Istituto Italiano
d’Arti Grafiche, 1904).

The project begun in 1990 was terminated in 20hk documentary and photographic evidence
pertaining to the first decade of the project isaked in the Archives of the Opificio delle Pielrere in
Florence and all subsequent documentation is hettiérestoration team of Santa Maria della Scala i
Siena.

25uch as Andrea Bralia, Mauro Matteini, Arcangelolédcand Giuseppe Sabatini, “Le patine della “Fonte
Gaia” di Siena:studi e confronti tra i prodottifdrmazione naturale e gli analoghi di sintesiQORD,
(Florence:1990), 97-101. Several other reportsublighed, are in the archives of the Opificio délletre
Dure in Florence.

30 Marco Pierini,Tito Sarrocchi 1824-190(Siena:Protagon Editori Toscani, 1999), 100-102.
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rather than an art historidhOther than this study and Dei’s article the modermtain
has been almost completely ignored in the litemtarfact that may have contributed to
the erroneous evaluation of Sarrocchi’s fountaia agere copy of Quercia’s original, an
idea that has persisted in the scholarly literatxom its creation in the nineteenth
century to today.

Further, a comprehensive modern study of the campistory of Quercia’s
fountain has been hampered by the poor conditidnsobriginal marbles. The varying
degree of damage suffered by the fountain ovelatbtesix centuries has made it difficult
for scholars to identify many of the figures, amthgequently, divergent theories of
interpretation have been put forwdfdHowever, | believe | have found a way to
resurrect the master’s original intentions. Titor8echi made plaster casts of the Fonte
Gaia before he sculpted its replacement in theteemeh century and these models, now
located in the museum of Santa Maria della Sca%iena, provide valuable information
on Quercia’s fountain. Thus far these plaster copseve been considered only as
artisans’ tools that aided in the mechanical repetidn of the fountainnstead, as | shall
demonstrate, they are crucial to understandingtiggnal Renaissance design because
they preserve many figurative elements and detéiise originals that have since been

lost.

31 Guido SarrocchiCenni biografici dello scultore senese Tito SartidSiena: Lazzeri, 1924).

2| have provided a brief summary of the positionisl iy more recent scholarship, the author’s names a
in parenthesis after the identification of theeficulpture. On the Virgin's left are represereddence
and Fortitude (Hanson, Seymour, Beck), to her rigistice and Charity (Hanson and Seymour), Beck
instead identifies Charity with Humility. On theftiside arm are identified Hope, Wisdom, and the
Creation of Adam, matched on the right side arnf &mperance, Faith and the Expulsion of Adam and
Eve (Hanson, Seymour, Beck). The identificatiothef two statues often called Acca Larentia and Rhea
Silvia are even more widely debated. See my disonss chapter two. Hanson, 1965, 51-77. Seymour,
1973, 44-53. Beck, 1991. 81-94.
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This dissertation thus explores a number of ctggiastions: What were the
circumstances of this renovation? Was the impetuaatser of renewed local civic pride
in light of the evolving new national identity oeve the planners more concerned with
the fountain’s state of conservation? By 1844, Qiaés fountain was in a near-ruined
state and was a source of embarrassment to thetgaBienese, as we learn from the
official request to remove the fountain made todbmmune by Gaetano Milanesi and
the engineer Gaspero Pini. The evidence | havertimeghin the commune’s archives
suggests that the country’s political upheaval aléected the restoration even as the
fountain became a visual emblem of Siena’s roklaénprocess of reunification.

My research also demonstrates Milanesi’s pivoti o the removal and
replacement of Quercia’s fountain. It was in theldfe of the nineteenth century that he
was occupied with the publication of a newly antedaversion of Vasari'¥ite.®**The
most complete work to date on Gaetano Milanesiasgiacomo Petrioli’'s 2004 study
which brought forth the importance of Milanesi asaachivist, art historian, connoisseur,
and further underscored his great concern foratedf Italy’s artistic patrimony’ |
argue that the poor condition of the Fonte Gaia\&ashri’'s recognition of Quercia’s
primacy in the Renaissance inspired Milanesi taldethe fountain’s rescue. Moreover,
it appears that Milanesi’s reading of Vasari’'s teat the stage for a renewed interest in

the sculptor by a group of nineteenth-century Resaaice revival sculptors in Siena,

% Gaetano Milanesi is renowned for his publicatiomiole volumes of Giorgio Vasari\éite de' piu
eccellenti architetti, pittori, et scultori italidn(1878-1885). See Petrioli, 2004.

34 Apart form the Fonte Gaia project Petrioli alssagisses, for example, Milanesi'’s role in the reioca
of Michelangelo’s David, and his role in the churektorations of Santa Trinita and the facade of&a
Maria del Fiore in Florence. The most complete ubs@n of Milanesi’s biography, prior to Petrioli’s
study, is Alessandro Lisini, “Necrologia di Gaetavidanesi” in Bullettino Senese di Storia Patrfgol. I,
1895), 182.
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known as Purist$, Purism was stimulated by the impassioned aesttieliates between
proponents of Neoclassicism and Realism. Puriststlie Primitifs, Nazarenes, and Pre-
Raphaellites aimed to impart moral and/or religimessages to their art and were
inspired by the ideas motivating fifteenth-centartists. Thus, in Siena it was natural
that purists were particularly interested in thawal of the art of their legendary
forebear, Jacopo della Quercia. This study archesthe Fonte Gaia’s new appearance
was influenced by the current artistic movementedaPurism. This is made apparent
through a comparison of Sarrocchi’'s fountain withe@xia’s original reliefs and
Sarrocchi’s nineteenth-century casts of Querciiefs, and further underscored by the
relationship that Sarrocchi’s work establishes i art of contemporary Purist masters.
Another important aspect of Sarrocchi’s fountaireigealed in the nineteenth-
century perception of “restoration” and “copy”. Beeterms had very different meanings
then as opposed to today. To the nineteenth-cengstgrer “restoration” could mean
sculpture carved anew and “copy” signified, ratihequently, a free interpretation of the
original. Thus when Sarrocchi created exact plagipres of the sculptural components
of Quercia’s fountain intended to aid the creatba faithful copy, he saw nothing
wrong with not using them exactly for that purpddéy did Sarrocchi make these
decisions? The answer to this question raises Qthlee what did it mean for a
nineteenth-century Italian sculptor to “copy” thenk of another? Was the result
expected to be a facsimile of the original or weesg4pirit of the original enough for the

patron?

% See the collection of articles published on theasin of the exhibiSiena tra Purismo e Libertyeld in
the Palazzo Pubblico of Siena from the May20 —Qet@0, 1988. Bernardina Sani efliena tra Purismo
e Liberty(Milano: Mondadori, 1988).
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In this context Eugéne Emmanuel Viollet-le-Duc &mltheories on restoration
are noteworthy. He codified stylistic restoratiartiie middle of the nineteenth century in
these terms: “The term restoration and the thisgjfiare both modern. To restore a
building is not to preserve it, to repair it, tdoudd it; it is to reinstate it in a condition of
completeness which may never have existed at avg/f° My study explores a complex
web of unsuspected political and artistic assammatithat determined the fountain’s
history. Documents including letters, payments, ematracts between the communal
government, Tito Sarrocchi, and the project’s dethj Giuseppe Partini, that date from
the early 1840’s to the 1870’s provide the suppedessary to shed light on the
intellectual milieu of nineteenth-century Siefidy study argues for Viollet-le-Duc’s
influence on the practice of the Sienese archi@iseppe Partini (1842-18%nd his
influence on Sarrocchi’s creation of the new Fda&a which, although evident from the
formal qualities of the fountain, has not been esgd before® The unique intersection
of Milanesi’s intellectual power, the nineteentinttey art movement Purism, the
incorporation of Siena into the emerging Italiaatest and the changing notion of

restoration all play important roles in the Fon@a&3 nineteenth-century history and

% Viollet-le-Duc (1814-1879) was a French archit@otl theorist famous for his ideas on the restaraifo
medieval buildings combining historical fact witteative interpretation in opposition to the ideztei
theorized by John Ruskin who adamantly opposedatité-Duc’s theories. Eugene-Emmanuel Viollet-le-
Duc, The Foundations of Architectyr&rans. Kenneth D. Whitehead (New York: Brazille#990 [1854],
195. See also Jukka JokilehfoHistory of Architectural ConservatigBoston: Butterworth Heinemann,
1999), 151. John Ruskiithe Seven Lamps of ArchitectiiNew York, Dover Publications, 1989 [1880],
194.

3" These documents are located in the Archivio Stadiel Comune (ASC), X A Categoria Lavori
Pubblici/Fontane and Categoria Conservazione.

% 0n Partini see Maria Cristina Buscioffijuseppe Partini (1842-1895), architetto del Purissenese
(Firenze: Electa Editrice, 1981).
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form just a few of the considerations that thiggtintends to clarify in the history of the
Fonte Gaia.
Outline of Chapters

Considering the monument’s multifacetted historgt &a survival for about six
centuries, | have organized my study into four ¢bpand subdivided each into smaller
sections to further guide the reader. Chapter @tmeduces the city of Siena, her
geographical position, foundation history and goweent. | discuss the city’s particular
water engineering system-thettini- and highlight the differences between this system
and the more common form of the Roman aqueductaraglin other Italian cities. |
also discuss extant medieval fountains that pretti@t&onte Gaia in both Siena and lItaly.
The location, form, and patronage of these edide@ntains is important for my study as
this information allows the reader to consult anthpare early Italian fountain design in
one place and serves specifically to highlightuhgue elements of Quercia’s
Renaissance work. In the second section of chapterl introduce what is known about
the patronage, plan, and design of the fourteeatitucy Fonte Gaia. This is the fountain
that existed on the square before Quercia’s fonraad thus for clarity | shall refer to it
as thdirst Fonte Gaia. Careful study reveals that the fisstt€ Gaia influenced the
design of Quercia’s fifteenth-century fountain mtran has hitherto been recognized.

| begin Chapter Two by outlining the patronagen@ad design of Quercia’s
Fonte Gaia. Subsequently | address the iconogralpdpiestions posed by other scholars
related to the Fonte Gaia sculptures, and nexapgse a new interpretation of the
fountain’s iconographic program. My identificatiohthe female figures, usually

identified as Acca Larentia and Rhea Silvia, asmaices to the maternal figure Gaia is
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related to then contemporary debates regardinfptiredation history of the city and
Quercia’s relationship to the Sienese painter Tadti®artolo.

This dissertation then moves to an examinatiomefactivities from 1430 to
1830 that caused damage to Quercia’s fountain. €hdpree, entitled “A History of
Disrepair”, is a chronological record of the founta later vicissitudes, derived largely
from archival sources. From this research | am abtiraw conclusions about the
condition of Quercia’s fountain and the use of hbibi fountain and the square over the
period mentioned above.

Chapter Four is dedicated to the life of Tito Secto, the circumstances of the
new Fonte Gaia’s commission, and the perceptiorsibration in the nineteenth
century. | discuss the art movement Purism anda@xplow this Renaissance revival
style contributed to the replacement of the foungaid its new design. My intention is to
locate the renewal of the fountain within the cahtef an elevated consciousness of

cultural heritage influenced by the then-fashioedabdénd of Renaissance Revival Art.
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Chapter One

Siena: Water and Power

Siena was founded upon a hilltop, approximatelyysiive kilometers east of the
Tyrrhenian Sea and almost a quarter mile (320 metdove sea level on the Chiana
mountain range; this placed the city several kiltareeaway from the closest river and
upstream from any nearby tributari@sSiena’s elevated location, however, did have its
advantages: it served to protect the city by priogich natural defense from invaders. Her
location along one of the most important pilgrimagetes from Northern Europe to
Rome, théVia Francigena provided the city with her main source of reveffligig. 1]
Beginning in the Middle Ages Christian pilgrimsnsars, and merchants, as well as
popes and emperors, traveled alongMteeFrancigenaln 1300 alone, when Pope
Boniface VIII proclaimed it a Holy Yedr,tens of thousands of pilgrims stopped in Siena
along their journey to Rome and the city thrivega®nsequence. Holy Roman Emperor
Henry IV visited Siena after his coronation in Roméehe eleventh century as did
Frederick Barbarossa (1122-1190) and Frederick194-1250) and later Giovanna of
Naples and Emperor SigismuffdOne Emperor did more than just stop in Siena for a

night. In 1469 Frederick Il (1415-1493) celebratesl grandiose marriage to Eleanor of

% The closest river is the Arbia (nine kilometersnfrthe city) followed by the Staggia (twelve kilorae)
and the Merse (thirty kilometers). The more impatianiting factor, however, is that all of the liweaters
of these rivers are at a lower elevation that tti&iena. Michael Kucheifhe Water Supply System of
Siena, Italy: The Medieval Roots of the Modern Neked City(New York: Routledge, 2005), 50.
“Mario Ascheri,Siena e la citta-stato del medioevo italiaf®ena: Betti, 2003), 29.

1 The register of Boniface VIII with the indicatiarf the Holy Year is dated February 22, 1300 and is
preserved in the Vatican Secret Archives (ASV, R&g. 49, ff. 380v-381r). On Pope Boniface VIl see
Agostino Paravicini BaglianBoniface VIII: un pape hérétigugParis: Payot & Rivages, 2003).

“2 Judith Hook Siena, A City and its Historf.ondon: Hamish Hamilton, 1979), 15.
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Portugal in Siena, as Pinturicchio’s renowned foegcords in the Piccolomini Library
in the Duomo.

The city grew as a result of this wealth. Fromdhy proper new suburbs were
created, forming three principal districts: theZiedi Citta, the Terzo di San Martino and
the Terzo di Camollia, as they are known today, re/ftiee rural inhabitants settl&dThe
tripartite division of the city into Terzi derivé®m the three earlier nuclei of the city:
Castelvecchio or Castel Senio, the oldest centamdllia to the north, and to the east
Castello di Montoné? These areas correspond geographically to oneeqiehks of the
three ranges of hills upon which Siena was builiciwhby the end of the thirteenth
century, were included within the ancient city wallhe principal attractions the city
provided the rural population were: the possibildyearn professional skills for various
kinds of work, increased prospects of protectiom a regular supply of food and
water’® Naturally, the supply of water was a major conderrSiena’s inhabitants and,
as shall be discussed further on, the Fonte Gasaoivaital importance for the growth of
the city.

Siena’s foundations are generally thought to datg teast the Middle Ages,
though several historians trace the foundatiomefcity further back to either an
Etruscan or a Roman settleméhtt is only within the last fifty years, with the

discoveries made by archeologists in the areaafe&ithat light has been shed on the

*3Duccio Balestracci and Gabriella PiccinBiena nel Trecento: assetto urbano e strutturezil
(Firenze: Edizioni CLUSF, 1977).

*Hook, 1979, 9.

“> Diana NormanSiena and the Virgin; Art and Politics in a Late dileval City Stat¢éNew Haven and
London : Yale University Press, 1999), 6.

“6 See Langton Douglag, History of SienglLondon: John Murray, 1902), 1-13.
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foundation history of the city. As is well knownrEs$can cities were founded in Tuscany.
Around the second half of the eighth century Blt@. first nuclei were formed in
Tarquinia, Cerveteri, Veio, Vulci, Bolsena, ChiuBpselle, Vetulonia, Populonia,
Arezzo, Cortona and Perugia. These cities were kreswhe twelve capitals
(Dodecapoli) Later on several smaller centers were establisbheld as Cosa, Talamone,
Pistoia, Fiesole, Volterra and Sovana. In the sgd¢@if of the twentieth century the
hypothesis that Siena was also founded by the &nsswas strengthened by the
discovery some twelve kilometers from Siena (nkartown of Murlo) of archeological
remains from the fifth-fourth century B.ZBecause of the large size of one of the
buildings (70 x 100 meters long) archeologists haamously identified the structure as
the Temple of Poggio Civitate or even the long swadter shrine known as Fanum
Voltumnae, a political sanctuary that functionecaseeting place and as a site for
religious ceremonies and ganié&aVhile debates regarding the nature and identifinat

of the temple or sanctuary are ongoing, the disgogkan Etruscan presence so close to

the modern city of Siena does suggest that theaaiyfounded by this early civilization.

“"Luca Fusail.a storia di Siena dalle origini al 155iena: Il Leccio, 1987), 13. Eric Nielsen
“Preliminary Thoughts on New and Old TerracottasOpRom(1987), 91-119. Kyle M. Philips, “Bryn
Mawr excavations in Tuscany 1969” American Journal of Archeolodyol. 74, n. 3, July 1970), 242.
Kyle M. Philips,In the Hills of Tuscany: Recent Excavations atEteiscan Site of Poggio Civitate;
Murlo, Siena(Philadelphia: University of Pennsylvania Museuiocheology and Anthropology, 1993).
Helen Nagy, Larissa Bonfante, Jane K. Whiteheadr@weng for Etruscan Identity” iAmerican Journal
of Archeology(vol. 112, n. 3, July 2008), 413-417.

“8See Mauro Cristofani “Considerazioni su Poggio f@ie (Murlo, Siena)” irProspettiva (1975), 9-19.
Enzo MazzeschiCronache d’Archeologia Seneg®iena: Cantagalli, 1976). Richard Daniel De Pama
Jocelyn Penny Small ed#durlo and the Etruscans: Art and Society in Ancigtruria (Wisconsin:
University of Wisconsin Press, 1994). Regardingurarvoltumnae see: Simonetta Stopponi, “Notizie
preliminari dallo scavo di Campo della Fiera” Annali della Fondazione FainglV, 2007, 493-530. She
instead believes to have located the site of thetaary in Orvieto. Also see Tonino Pelosi and Babi
FortunatoJpotesi sul “Fanum Voltumnae” ....ultimo, grande reistiegli Etruchi(Bolsena, 1998). David
Ridgway, “Archeology in Sardinia and Etruria, 197979" in Archeological Reportén. 26, 1979/1980),
54-70.
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This may be further confirmed by the recent exdawatwithin the city walls that have
revealed the existence of two necropoli: the ftss. Marco and the second at Campansi,
where numerous Etruscan utensils have come todigfimg from the last quarter of the
fourth century B. C°

In the Renaissance firm evidence to support arsEamor Roman foundation
was unknown as Siena, unlike Florence or Romendidave any knowledge of
surviving ruins from this early period. In the sofeeof Renaissance politics where a
firmly established and verifiable Roman pedigreeensnsidered imperative for
sovereignty, cities such as Siena and Venice wlicked these credentials created
suitable foundation histories in order to claim &gy with, if not outright superiority
over, neighboring city staté8This is one of the reasons why the Sienese ififteenth
century were particularly invested in creating suail expression of their foundation
history, and it was this history that came to bpregsed in the fresco cycle of Palazzo
Pubblico and on the fountain in front of that burlgl the Fonte Gaia.

The foundation myths portrayed in the Palazzo Roblaind on the Fonte Gaia
are derived from a fifteenth-century interpretatadrihe classical writings of Livy and

Florus, both of whom relate Camillus’ victory owae Gauls and his restoration of

“9Federico Cantini, “Siena in the Early Middle Agdew Data from the Excavation at Santa Maria della
Scala” inEarly Medieval Europévol. 15, n. 3), 290-314. Debora Barbagli and Mdoazzo eds.Etruschi:
Chiusi, Siena, Palermo; la collezione Bonci Casnic¢Siena: Protagon, 200Husai, 1987, 15-16.
*0Venice looked to Constantinople and the Byzantat #ér many of its models. In this way Venice
competed witlthe roman histories of other Italian city statetayming another “Rome”, that founded by
Constantine in the east, as ancient predecessaetiPand Radke suggest that this story evolverhbse
the actual Roman remains of the city (discoveredesten feet below the ground line of the modery) cit
were probably long forgotten as the inhabitantgicaously built up the islands to escape the erairiog
sea. John T. Paoletti and Gary M. Radke,in Renaissance ItalfNew York: Abrams, %' edition, 2002),
50.
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Rome>! Although the interpretation of the historical regevas first recorded in the
fifteenth century, the story of Camillus’ foundatimyth was probably, as Rubinstein
points out, of earlier origif? Agostino Patrizi wrote, in hiBe antiquitate civitatis
Senesisthat the Sienese of his time believed that wihieGalli Senones had founded
Siena, Camillus was responsible for the area otittyeknown as théerzo Camollia for

it was there that Camillus had pitched his tenoteflefeating the Gautd This account
was followed in the Quattrocento by Francesco Eatkiho expanded on the idea. In his
De origine et vetustate urbis Sertae=wrote that not only was Camillus responsibte fo
establishing théerzo Camolliato which he gave his name, but the entire cofSny.

The legendary founding of the city by the Gauls Wuas$ recorded in the twelfth
century by the English author John of Salisbury2(t1180)*° His account explains that
the Gaulish chieftan Brennus, head of the Sendoesded the town of Senna Gallica
from which the name of the city Siena was belietcelave comé® In reality, however,

this was a mistake; the misinterpreted etymolog@eina as Siena instead of the correct

*1 Livy, Ab Urbe ConditaV, 46ff. FlorusEpitoma I, 8, 17ff.

2 Nicolai Rubinstein “Political Ideas in Sienese:Arhe Frescoes by Ambrogio Lorenzetti and Taddeo di
Bartolo in the Palazzo Pubblico” ithe Journal of the Warburg and Courtauld Institufesl. 21, n. 3/4
1958), 202.

*3Agostino Patrizi served Pius 1l and from 1483 wishibp of Pienza. Original citation: “Gallos deiride

his locis commorantes, a Romano dictatore Furioiltadefectos; locumque ubi dictator tetenderat
appellatum Camilliam; hinc, castrorum loca, ab &sauilitia[e]que emeritis viris habitari coeptd, w@bis
principium.” De antiquitate civitatis SenesiBiblioteca Comunale, Siena (BCS), MS. A. VI. 338r.

>4 De origine et vetustate urbis Sen@CS) MS. A. VI. 3, f36v. Lisini attributes tHe Senarum urbis
origine, which incorporates the Tisbo legend, to Franc&atazi as well. Alessandro Lisini and Fabio
lacometti, “Cronache Senesit Rerum italicarum scriptore@Bologna: Zanichelli, 1931) XV, VI, pp.

xxviii, xxxi. On Francesco Patrizi see Felice Bgli@, Enea Silvio Piccolomini e Francesco Patrizi. Due
politici senesi del Quattrocen{@irenze, 1936), 75-157. Rubinstein, 1958, 203.

*Policrates sive de nugis Curialium et vestigiidggophorum (Lugduni Batavorum, 1595) Lib. VI, cap.
12, 313-314. See Rossana Guglielmetitradizione manoscritta del Policraticus di Giowa di

Salisbury: primo secolo di diffusior{eirenze: Sismel, 2005).

**Giuseppe Rondoniradizioni popolari e leggende di un commune mediteee del suo contado, Siena e
I'antico contado seneg@ologna: Forni Editore, 1968), 9.
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Senna Gallica pertained to Senigallia, a town aly’s Adriatic coast founded by
Brennus’’ In any case this story was circulated throughbetRenaissance by historians
such as Villani, Biondo, Volaterrano and Albé&fti.

The Gallic foundation of Siena was one of the twevpiling explanations for the
origin of the city. The other local tradition iscminted in the Tisbo legertinamed in
honor of the Roman Tisbo Colonnese who is supptuskdve first recorded it. The story
maintains Siena’s Roman origins and involves tha sens of Remus, Senus and
Aeschius, and is thus related to the foundatiorysibthe city of Rome, as recounted in
Livy’s Ab Urbe Condit&® According to the story, Rhea Silvia, the Vestaigifi ®* was
raped and claimed that Mars was the father ofvaist She was imprisoned, and the
King ordered that her offspring be thrown into Thker River. Due to the river’s
sluggish waters, the basket with the children Rasiahd Remus was left high and dry
by the receding waters. A thirsty she-wolf heaml ¢hildren’s cries, and nearing the
river, discovered the children. She saved themilapgthem her own teats for

nourishment. Faustulus, the master of the royakflfound the wolf licking the children

" See Rondoni, 1968.

%8 Giovanni Villani,Cronica Fiorentina Flavio Biondo ltalia lllustrata; Rafael Volaterrandzeografia
libro quintg Leandro AlbertiDescrizione d’ltalia See Rondoni, 1968, 13.

%9 The oldest codice is from the fifteenth centur§@ A VI, 8. The legend is also found in severakot
codices in the same archive labeled A, VI, 12; A1Q; A, I, 25; A, Ill, 28; and B, IlI, 1; A, VI11; A,
VI, 4. For a discussion of dating and differengetanguage see Rondoni, 1968, 15.

0 Livy, Ab Urbe ConditgThe History of Rome), Trans. Valerie M. Warri@gok I, Ch. 3 and 4,
(Cambridge: Hackett Publishing, 2006), 6-13. Thueysis also recounted by Plutarco in Kiga di Romolo
4.

®1Rhea Silvia was made a priestess of Vesta by hee vsmulius so that she would not be able to
procreate. The goddess of the hearth, Vesta, weshipped as a living flame in the center of a ghiin
the Roman Forum. The flame was tended by her pggss, the Vestals, who had to remain chastedor th
duration of their service to the goddess.
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gently and, as the story goes, took the childrexk Iba his wife Larenti&? Livy goes on
to give two versions of the death of Remus, expigithat for this reason Romulus
became the sole ruler of Rome and the city tookaime®

According to the Tisbo legend, the twins Senus/aesthius, escaping the anger
of their uncle Romulus, took the ‘sacrario’-the geaof the wolf and the twins- from
Rome to the spot that is now Siefbhere they built a temple to house the shrine and
founded the city. On the spot now known as Castehlvie they built a strong castle to
which they gave the name Castel Senio. The darigepbure along their journey
prompted the twins to vow to build a temple to Appshould they escape from
Romulus. The god sent them two noble horses, ob&aak as night, and the other of
purest white, with which they managed to escapeyThdained great sacrifices to
Apollo and Diana in gratitude for having overcomels opposition. From the altar of
Apollo the fumes were densely black, while a wisitaoke ascended from Diana’s
sacrifice. The brothers took these smoke signeeasadlors for their emblem, known as
thebalzana which was later adopted as Siena’s coat-of-&fms.

Regardless of its secular beginnings, by the tivedintury, Siena was in the

hands of the Church as it was governed primarilyhieycity’s bishop. This arrangement

%21t may be that the miraculous story originatedause Larentia, a former prostitute, was calledvsbié-
among the shepherd community, since Lupa (she-ig#lso the Latin word for prostituteUha donna
ebbe costui, Messalana, tanto lussuriosa, che pates I'altre lupe stave ne la tarfid&azio degli Uberti,
Il Dittamondq Ed. Giuseppe Corsi (Bari: Laterza, 1952 [1345-67P, ch.5, 101, lines 52-54intorno a
quella Riviera si stave una meretrice communeula femmina si chiamava in latino Lupa. Trovati da
costei li due fanciulli, preseli e nutricollo moltlolcemente. E per cio fu ditto, che ellino fuigifioli della
Lupa” Brunetto Latini,Tesoro volg(ed. Gaiter) XIII L 1, ch 35, 98, lines 3-6. itk Prof. Simone
Marchesi for bringing these sources to my attention

83 Livy, 6-13.

% Thebalzanais a shield of which the upper half is white ahd lower black. On the legend see Rondoni,
1968,13-27. Douglas, 1902, 6.
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persisted until 1167 when the city declared itep®hdence from Episcopal control and a
republican government was established that lastéuet sixteenth centufy.The most
important and durable rule was that of Nave the Government of the Nine, which
governed the city from 1285 to 1355. This body wesle up of members from the
burgher class and marked a particularly peacefullpgosperous period of Siena’s
history. During this period many new buildings werelt, such as the Cathedral,
Baptistery, the Palazzo Pubblico, and the churdeégcated to St Francis and St
Dominic. From 1260 to the second quarter of thetémnth century Siena flourished
politically and economically. The Ghibelline citadh vanquished Guelph Florence at the
Battle of Montaperti in 1260, and a period of prarsty and relative political security
followed this victory. In 1326, however the popidatwas tested by famine and then, in
1348, brought to its knees by the plague. A vivadatiption of the city at this time is
recorded by Agnolo di Tura del Grasso in @Gr®nica Maggiore
And it is found that at this time there died in1&e36,000 persons twenty years of
age or less, and the aged and other people (dieed)total of 52,000 in all in
Siena. And in the suburbs of Siena 28,000 persius so that in all it is found
that in the city and suburbs of Siena 80,000 pexsioed. Thus at this time Siena
and its suburbs had more than 30,000 men, and ther@ned in Siena less than
10,000 men. And those that survived were like pgsgbstraught and almost
without feeling. [...] I will not write of the crugjtthat there was in the
countryside, of the wolves and wild beasts thatlaepoorly buried corpses, and

of other cruelties that would be too painful tosbavho read of them [....] The
city of Siena seemed almost uninhabited for almosdne was found in the city.

%5 See Julien Luchair@ocumenti per la storia dei rivolgimenti politiceicommune di Siena dal 1354 al
1369(Lyon: A. Rey, 1906) and William M. Bowsk# Medieval Italian Commune: Siena under the Nine
1287-1355Berkeley: University of California Press, 198thavalerie Wainwright, “Conflict and Popular
Government in Fourteenth Century Siena: il MonteDedici 1355-1368" inAtti del Il Convegno di Studi
sulla storia dei ceti dirigenti in Toscana tardornanale(Monte Oriolo, 1983)57-80.
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[...] At this time in Siena the great and noble pebjef enlarging the cathedral of

Siena that had been begun a few years earlier baaslaned [....°

Following these disastrous events discontent antoatyvo social classes
excluded from government rule, the nobles and thiking class, peaked, and in 1355
with the arrival of Charles IV of Luxembourg, the@rnment of the Nine was
suppressed. Following this tumult a new governmexd formed of twelve commoners
assisted by a group of twelve nobles that estaddisthe Government of the Twelve.
Shortly thereafter, in 1385, this government wasdaeed by the so-called Fifteen, and in
turn, several different numbered governments fafldwach other until finally Siena was
turned over, as seignory, to the Milanese lord @Gateazzo Visconti in 1399. The
incorporation into the Visconti fiefdom was a maveuthat the Sienese hoped would
protect them from Florentine expansionism. Thisyéer, ultimately failed as Siena was
ceded to the Grand Duchy of Tuscany in 1555 anchiresd under its control until the
unification of Italy in the nineteenth century.
Water

In stark contrast to the majority of other Italigities that had been founded close
to a direct source of fresh water such as a rivéntutary, Siena was forced to devise
several methods for acquiring enough water fointgbitants. For cities such as
Florence, Rome, Milan and Turin, river water supglihe best quality of water and was

relatively easy for the city’s inhabitants to acc¥<For cities built in valleys, such as

% English translation cited from William M. Bowskd eThe Black Death: A Turning Point in History?
(New York: Holt, Rinehart & Winston, 1971), 13-14.

" For most of the peninsula water was carried froertver by women. In Rome, however, the Tiber's
water was transported by acquaioli, members ofndraternity that met in the local church of Santari
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Florence or Rome, hand-dug wells were problematithay were especially vulnerable
to contamination from nearby cesspools (or agncaltwaste) and thus could not assure
potable watef®

Ancient Rome was known for having had an abundatémsupply; eleven
aqueducts delivered water to hundreds of fountmspublic bath&’ Renaissance
Rome, on the contrary, had a severe water shor@fg@ome’s numerous ancient
agueducts only one, tlecqua Vergindor Aqua Virgo), had been spared from disruption
and destruction. Until the papacy of Sixtus V (1A8®0) this aqueduct was the sole
source of running water for the city. Throughouw fifteenth century the scanty water
supply permitted only small lavabos or wall foun&i’ In both Florence and Rome
monumental sculpted fountains, comparable to th#e=Gaia, appeared only in the
sixteenth century when wealthy patrons either cassimned new aqueducts and/or
restored the ancient aqueducts. In the last quattie sixteenth century Pope Gregory

Xl and Pope Sixtus V had partially restored Rosn@ueducts, providing a surplus of

della Pace. Cavallucci and Colasanti cite the naftlkee church as simply the Chiesa della Pace.nBinee
of the church may refer to the modern church oft&afaria della Pace, once called Sant’Andrea, isr it
possible that it may refer to another church elgtiferancesco Cavallucdia fontana maggiore di
Perugia: voci e suggestioni di una comunita mede(@erugia: Quattroemme, 1993), 24. Arduino
ColasantiLe fontane d’ltalia(Milano: Bestetti & Tumminelli, 1926), XXV. In oet to take advantage of
hydraulic power major textile industries were atsganized directly along river banks. The hydraatid
was one among several technologies available toadRamain grinders. By the time the fourth-century
agronomist Palladius wrote his treatise on perdgciculture, water mills were perfectly familiar to
Romans everywhere. See Paolo Squattiifer and Society in Early Medieval Italy A.D. 40000
(Cambridge: Cambridge University Press, 1998), 126.

%8 Kucher, 2005, 45.

% Ancient Rome boasted over twelve hundred fountailesiry V. Morton,The Waters of Rom{&ondon:
Connoisseur, 1966), 31. Marilyn Symmegsuntains: Splash and Spectacle: Water and Desigm the
Renaissance to the PreséNiew York: Rizzoli, 1998), 35. See also Squatfifi98, note 28.

0 A lavabo is not considered a fountain, it is aitbésat is supplied by running water controlledabtap
and turned on only when needed. Quattrocento watthins are engaged in the wall (usually at tlteagn
a square or courtyard) and require much less whdera freestanding fountain. Bertha Harris Wildse
Fountains of Florentine Sculptors and their Follow/éom Donatello to BerniniNew York: Hacker Art
Books, 1975), 5.
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water that made possible the fountains for whicmmBds now famous. This was part of
an ambitious renewal program that aimed to redastaBlome as the center of spiritual

and political life”* In Florence it was not until the reign of Cosinmthat sufficient water

was brought to the city via a new aqueduct paidfothe Grand Duch{?

Similar to Siena the city of Orvieto in the regiohUmbria was also founded by
Etruscans on a hill-top location. However, in tbiéy an extensive water supply system
survived from the city’s foundation. Under the digs an elaborate labyrinth of caves,
tunnels, cisterns, and rooms that date to the &ruand Roman eras. The ancient
underground water supply consisted of a large systiecylindrical tunnels cut directly
out of the rock substructure of the city. The tuaneere covered with a thick layer of
waterproof clay and used to transport water teeonst for storage and use. This system
provided the citizenry with water until the Mediépeariod when, in order to augment the
water supply, the city built a new public aguediheit ran from the plateau Alfina
(altopiano dell’Alfing, some five kilometers north-west of Orvieto, ditg to the city’s
fountains. They will be discussed separately inséetion of this chapter dedicated to
Italian fountain design.

After the Sack of Rome in 1527, Pope Clement VisshOrvieto for refuge. In
order to protect himself and his entourage shotidrles V’s troops attack the city,

Clement VII had a spectacular well, known asRloezo di San Patrizjduilt by the

"wiles, 1975, 16-19.

"2 A medal, dated 1567, cast by Pietro Paolo Galeottimemorates the new water supply. The reverse is
decorated with an aqueduct and a fountain. See Banvenuto Supind, medagliere mediceo nel museo
nazionale nos. 384-385 and especially page 134.
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Florentine architect Antonio da Sangallo the Yourld&he great well, constructed
between 1527 and 1537, was dug fifty-three meteep énd was devised with a double
helix ramp which permitted mules laden with wagesjto go continuously up and down
the well shaft unobstructed. [Fig. 2] An inscription the entrance to the well records,
“What nature stinted for provision application sapplied” Quod natura munimento
inviderat industria adiecjt’ This principle may also be applied to the creatibBiena’s
water supply system. Indeed low precipitation Ie\{ss than one meter of rain in the
winter months) meant the city could not rely on ¢béection of rain water alone to
supply enough water for the city’s growing popudati® Thus, in order to provide
adequate water for the city’s inhabitants the Sergovernment used four means to
procure water: the collection of rain-water in ersis, the construction of wells dug into
the aquifer, the excavation of spring banks andcetzavation of underground aqueducts
(bottini).”®

As mentioned earlier, one of the government’s nmapbrtant duties was to
provide its citizens with an abundant and freshpsupf water. As Hook aptly writes,
“Just when and how Siena’s system of city fountéiegan we cannot be sure. But early
in her days as a Roman colony, if not even sodhere must have been a complex

system for supplying the city with watef”Initially, considering the available evidence,

3 Christoph L. Frommel and Nicholas Adams efibe Architectural Drawings of Antonio da Sangahe t
Younger and His CircléCambridge: The MIT Press, 1994), see vol. I: ifiodations, Machines, and
Festival Architecture.

"“SeeDescrizione del Duomo di Orvieto e del pozzo vatgzrte detto di San Patrizio per servir di guida
al viaggiatore(Orvieto: Sperandio Pompei, 1857). Peter Rumpfu¥ealos Wasser aus gey Tiefe:
Antonio da Sangallo’s Pozzo di S. Patrizio in Orvfen Daidalos(vol. 22, 1986), 56-57.

> Kucher, 2005, 31.

® Duccio Balestracci et all pottini medievali di SienéSiena: Alsaba, 1992), 15.

" Hook, 1979, 4.
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Siena had to rely upon naturally occurring spriagg erratic rainfall to supply her
citizenry with fresh water. We know that as eadytlze twelfth century the Sienese began
to dig under the city in search of an abundant@of water, probably hoping to firhch
Diana, the great subterranean river that legend saideiibbeneath the cityf. Their early
excavations turned out to be a boondoggle and édheeSienese the derision of Dante:
“You will find them part of that vain people whonmied their hopes on Talamone and
will lose more hope thereby than in their searattfie Diana [...].”° Although the
mythical river was never found, the searchlfarDianalikely led to the invention of a
new type of water collection system, the bottirhielf existence in Siena was first
recorded in 1226, although it is likely that tharels were in use earli& The bottini

are tunnels carved into Siena’s substructure af tafsoft, porous, calciferous,
sedimentary rock) that collected the mineral-laderter as it dripped down from the
ground layers above. The water collected in thbes@mels formed a subterranean
aqueduct. [Fig. 3] Their innovative structure prked the wonder of the Emperor
Charles V, who declared in 1536 that “Siena wasenb@autiful below ground than

above.®!

8The Bisdomini chronicle, from the late fourteenémtury, recounts how in 1176 the friars of the daem
located a small source of water near Castelvecdthiis. discovery legitimized a renewed search fer th
underground river. Balestracci et al., 1993, 25.

9 Dante Alighieri,La Divina Commediatrans. Robert and Jean Hollander, PurgatoriotdC¥Hl, 151-4
(New York & London: Doubleday, 2003). Original t&Xtu li vedrai tra quella gente vana che spera in
Talamone, e perderagli piu di speranza ch’a trolzabiana; ma piu vi perderanno li ammiradliDante
Alighieri, La Divina Commediagd. Giorgio Petrocchi (Milan: Mondadori, 1966).

8 Tronti et al.,La fonte di Follonica e le fonti medievali di Siefrenze: All'lnsegna del giglio, 2005), 3.
8 Originally cited: ‘Il forestiero Carlo V, spagnoleggiando anche in sfioe e dopo aver fatta una
passeggiata nei bottini, € fama che esclamassevigdieto che Siena era piu bello sotto terra chersd’
Bargagli-Petrucci, 1906, vol. |, 46. See also Hd®K79, 26.
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Today, the Sienese bottini are ninety percent frgad still in use. They rank
among the best preserved medieval underground agiseid Europe. A trip to the
underground bottini reveals the arduous maintenesméred to keep them functioning
properly® The rich calcium deposits in the water quicklytobst the porous surface of
the bottino and form stalactites that must freqlydmt scraped away in order for water to
continue to permeate the surface of the botting.[#] As opposed to the more common
type of Roman aqueduct, the bottini do not leaa source of water but rather they
meander through the ground where they collect wataus, in order to augment the
water supply the surface area of the bottino mashbreased. Conversely, the Roman
aqueduct (whether built above or below ground) aragineered to carry the flow of
water from the source to the city based on vargradients and the use of gravity to
maintain a continuous flow of wat&t.

Early Medieval Italian Fountains

In 1419, when the new Fonte Gaia was completed]tidian cities could boast
access to running water via a similarly compleX@ed fountain. In the following
section an examination of other noteworthy eadjidh fountains will serve to
underscore the Fonte Gaia’s unique form and ddeerptogram. As we shall see, the

majority of early Italian fountains were civic sttures erected in town squares to supply

8| first visited the bottini in the summer of 2007would like to thank Giacomo Luchini, Director thfe
associatiorLa Diang, for his time. Today, the bottini continue to slyppater, but only for irrigating local
gardens. The water supply system of the city wakoced in 1914 with a pressurized aqueduct that run
fifty-six kilometers, carrying water from Monte Aata to Siena.

8 Roman aqueducts were built of stone, brick andleawic rock known as pozzuolana. Their visible
remains consist of only about thirty miles of appmeately two hundred and sixty miles of underground
aqueducts which flowed into enormous cisterns ktat their terminus. From here water was then
directed, again via gravity, into lead pipes fauritains, public baths and villas. See A. Trevor ¢tnd
Roman Aqueducts and Water Suphlgndon: Duckworth, 2002), particularly pages 93512
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the communes with water. From the surviving exasijilappears that the preferred
fountain design was the freestanding, centrallppéal fountain with either a circular or
polygonal receiving basin. The “engaged” (or wadl)ntain placed against a wall at the
end of a square or courtyard was a less popukamalive®* Generally, sculpture carved

in low relief decorated the sides of the polygaeakiving basin and imagery was
confined to the coats-of-arms of the town or igndtiaries. Around the central shaft
conventionalized masks or gargoyles frequently tsggbwater into the receiving basin.
Figural sculpture, if used, was kept subordinaténéarchitectonic lines of the basins and
shaft. Its subject matter was chiefly religiousmic.

In the thirteenth century, with anti-papal forckeseatening Rome, Viterbo
became a favorite residence for the papadyhe construction of the immense papal
palace funded by the commune was intended to denatmshat the Viterbese could
rival or (as they hoped) even replace Rome as aadl® In the mid-thirteenth century
the city served as home to Alexander IV and higsssor Urban 1V, who was elected in
Viterbo®’ The many fountains built in Viterbo over the cauds the thirteenth and
fourteenth centuries testify to the wealth generatethis papal city. The success of their

designs is attested in their progeny elsewher&alp.§®

% wiles, 1975, 5.

8 |t was the pope who could crown the Holy Roman Erapand at this time conflict arose between the
Angevin and Hohenstaufen claimants to the titlezeBepopes resided in Viterbo. Alexander IV (1254-
1261), Clement IV (1265-1268), Adrian V (1276), doxXI (1276-1277), Nicholas 11l (1277-1280) and
for a time Urban 1V (1261-1264) and Martin IV (128285).

8 Gary RadkeViterbo, Profile of a Thirteenth-Century Papal PeggCambridge: Cambridge University
Press, 1996), 3.

8"Radke, 1996, see in particular chapter one.

8 Cecilia AgostinettiFontane a Viterbo: presenze vive nella cifRoma: Palombi, 1985), 17.
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Viterbo’s medieval fountains demonstrate the prewed of specific design
characteristics that reflect the papal presentedrcity. As we shall see, the preferred
form was a freestanding, centrally planned founteth a roughly circular water basff.
This was a patrticularly influential model in otH&lian cities as well; a notable example
is the Fontana Maggiore in Perugia, to be discustiter on’ Viterbo's desire to
compete with Rome led to the assimilation of Roml@corative motifs into the
ornamental vocabulary of their fountains. The parex; which is the shape of the central
fountain in the courtyard of Old St. Peter’s, fastiance, is the form surmounting the
spindle-shaped shafts of virtually all of the medigfountains in Viterbo.

The pine cone, a symbol of fertility, was partielyfavell suited to the decoration
of fountains. The Etruscans used the motif on tomabkers and the Romans adopted it
on various monuments, including fountaihdhe best known example, a bronze
pinecone four meters tall, dates from the secontucg A.D. and presides over the
uppermost court of Bramante’s Cortile del Belvedarehe niche built by Pirro Ligorio
known as the Cortile della Pigna. In antiquity fbentain stood near the Pantheon, at the
terminus of the Roman aquedMsgrgine Later, under the papacy of Adrian | (772-795),
the bronze pinecone fountain was moved to theratatiOld St. Peter’s where it was

used for ablutions. Finally, in the sixteenth cepttiwas moved to the courtyard of the

89 See Appendix | for more information.

% Also strictly linked to this fountain typology ike now lost fountain of Cortona, which dates ® Itst
guarter of the thirteenth century. The fountain haircular basin decorated with reliefs of theltwe
months similar in decoration to the Fontana MaggiarPerugia. See Francesco Santi, “Di una scormpars
fontana duecentesca a Cortona e dei suoi rapmortiacFontana Maggiore di Perugia”Atti del VI
Convegno di Studi Umb(iGubbio: Centro di Studi Umbri, 1971), 73-82.

1 Agostinetti, 1985, 27.
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Vatican Palacé The fountain was viewed as a symbol of Paradise vater flowed
from various holes located around the point ofgimecone. [Fig. 5] The Carolingians
imitated the Roman pinecone in a smaller form éouatain placed in the atrium of the
Palatine Chapel in Aachen, Germanyonts adorned with pinecones are also
documented in late antique and early medievalfsgliainiatures, and mosaics. In the
Christian world the pinecone was often used indbaography of the mystic fountain,
thefons vitagin which water’s purifying quality symbolized thele of Christ in
redemptior??

Thought to be the oldest fountain in Viterbo, tlemfana Grande or del Sepale
dates to the early thirteenth centdtyhe fountain’s water supply derives from an
ancient Roman aqueduct built in the ninth centyryvlmmmio Nigro Valerio Vigeto to
conduct water to his residence, the Villa Calviai#fiThe fountain embodies a myriad of
religious references to purification, baptism, aatiation. Located in the Piazza Fontana
Grande directly in front of the Chiesa dei Santis&ppe e Teresa, the fountain was

commissioned by the commune. The inscription oridiver cup records that Bertoldo

92See Sergio Angelucci, “Il restauro della Pigna batia” inMonumenti Musei e Gallerie Pontifigie
Bollettino VI (Tipografia Poliglotta Vaticana, 1986&-49.

%william D. Wixom “A Glimpse at the Fountains of théiddle Ages” inCleveland Studies in the History
of Art (VIII: 2003), 8. See also Agostinetti, 1985, 28.

%See Josef Strygowski, “Der Pinienzapfen als Wasserpin Mitteilungen des Kaiserlich Deutschen
Archéologischen InstitiRoemische Abteilung, 18, 1903), 185-206.

% A fountain is noted on the site as of 1192 accaydina document dei Censi della Chiesa Romana,
compiled by Camerario Cencio which citdsritem Sepalisvhile other chroniclers cite the date of 1206
for the construction of the fountain. Agostinett985, 56.

%The aqueduct is still in use today and continuesifply the fountain with water. Alessandra Perugi,
“Fontana Grande” in Maria Giuseppina Gimma ddCentro Storico di ViterbdViterbo: Betagamma,
2001), 123.
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and Pietro di Giovanni began work on the fountaid212, and that in 1279, it was
finished under the rule of the Podesta Orso OFéini.
The Fontana Grande, an imposing Gothic structumsitating in a large
pinnacle, is laid out in a Greek cross plan. [BijgA tall central column rises from the
center of the basin and is articulated with stglizeanthus leaves which seem to blossom
into the lower of two superimposed quatrefoil copgecreasing size. The fountain is
raised on a high base surrounded by steps thatcntimicruciform shape of the water
basin. It is clear that since the commune commegidhe fountain, the religious
implications of the monument were intended to mgaarticularly the curial residents of
the city. The idea, it would seem, was to placeradf “fons vitae” in one of the main
squares of Viterbo. In 1422, the sculptor Benedadt®erugia restored part of the basin
and added the four lion-mouthed spouts to the bate central column. This is the only
specific reference to the commune, as the lionavegmbol of the city® It was
frequently found on the fountains of ViterBbThe decoration of the cup indicates a
precise desire to emulate Roman antiquity throhghuse of classical ornamental motifs.
In Viterbo the most common type of medieval fountsi spindle-shaped, a form
which seems to be inspired by timetae the principal Roman font§° The Meta Sudans,

for example, was a conical fountain located nearGblosseum that was thought to mark

9" Luca Ceccotti deciphered the first inscription M&GISTER BER(TOLCDUS) I(OANNIS) ET
PETRUS IO(HANNIS) ME FECIT IN ANNO MCCIID(ECIMO). erugi, 2001, 122. For the second
inscription see Cesare Pingtoria della Citta di ViterbdRome: Tipografia della Camera dei Deputati,
1887, vol. 1), 243.

%Bperugi, 2001, 122.

9 Agostinetti, 1985, 26.

199 aura Pace Bonelli, “Fontana di San Tommaso o détiete” in Il Centro Storico di Viterbp36.



36

the exact center of Augustan RoMEA variety of tapered monuments came to be called
metae including tapered sepulchers such as the MetauRptine pyramidal tomb near
the Castel Sant’ Angelo, and the Meta Remi, thaiya of Gaius Cestius, where
Romulus and Remus were said to be butfé@he thirteenth-century fountains of S.
Tommaso, San Faustino, and Pianoscarano are ai@stictof the type of fountain
prevalent in Viterbd® These fountains, whether commissioned by privagublic
patrons, demonstrate a continuity of form and hognegy in design. The basic design of
a centrally planned fountain is common to all. Tkagh have either a circular or
polygonal basin often elevated on a base or sestps. From the center of the basin a
vertical shaft rises in the shape of a spindlewaatkr cascades from spouts organized
around the shaft.

Wall fountains are a much rarer type of medievahtain. The Fontana delle
Novantanove Cannelle (the ninety-nine spouts) téatan L’Aquila in the central Italian
region of Abruzzo, is one of only two extant exaeIThe fountain, built in 1272 by
Tancredo di Valva, and later modified, appearsapsh with two water basif®'The
three walls of the polychrome fountain extend atbtimee sides of a square built into a
hillside. [Fig. 7] Water spouts from the mouthggafgoyles aligned along the base of the

wall into the first narrow basin and then spilltoithe larger basin below. The walls are

191 The Meta Sudans, or “sweating cone”, is so naneeaumse of water issuing from small orifices on its
surface. The term meta derives from the name foctnical turning-post in a circus race track; aame
marked the half way point of one complete circMiirgaret Finch,“The Cantharus and Pigna at Old St.
Peter's” inGesta(vol. XXX, 1991), 21.

192Einch, 1991, 20.

1935ee Appendix | for further information.

1%4The epigraph readsMagister Tancredus de Pentoma de Valva fecit has'and is dated Anno
Domini MCCLXXII'. Ferdinando Bolognd,a Fontana della Rivera all’Aquila detta delle “Nantanove
Cannelle” (L’Aquila: Textus, 1997), 40.
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faced with red and white marble, a reference tattyés heraldic colors. The ninety-nine
spouts purportedly celebrate the ancient originhefity when Frederick 1, Holy
Roman Emperor and King of Sicily, united severastxg villages (ninety-nine,
according to local tradition) and formed the ctdyiginally, however, the fountain
appears to have had far fewer spouts, only one lzasl one walt’® This proposition is
based on the analysis of fifteen spouts which lieeen dated to 1272 and associated
stylistically with Nicola Pisano’s oeuvré® Supporting this thesis is the account provided
by De Ritiis that in 1494 the fountain counted tiyespouts="’ The side walls, which
were added later, were probably deemed necessargtiect the fountain’s waters from
mud slides from the hillside, much like the protestvaulting employed for this same
purpose on Siena’s medieval fountains.

The earlier Fonte ai Canali, dated 1248 and locat€&dombino, is also a u-
shaped wall fountaif’® The fountain is built of verrucano stotf&along the lower
section of the central wall are five figurative ggThe spouts pour water into five
circular openings that apparently serve to defirgevtater’s flow into the basi? [Fig.
8] Located on the old port of Piombino, the founts¢rved primarily for the mariners

whose ships docked there. The figurative spoutfptaliin white marble from Carrara

depict animal heads: three canine, one equineadifith unknown™** It has been

195 The second lower basin was added in 1578. Bolat@@i, 41 and 75. See also Colasanti, 1926, XIX.
198 5ee Bologna, 1997, 79-80.

97Originally cited: ‘tirca viginti canuli” See Bologna, 1997, 75.

198Bplogna, 1997, 59.

19yerrucano is a type of stone that comes from the héar Pisa.

10yan Tognarini and Mario Bucci. PiombinGitta e stato dell'ltalia moderna nella storia elferte
(Piombino: Acciaierie di Piombino Spa, 1978), 134.

"1The fifth head was present at the beginning ofiineteenth century. Tognarini, 1978, 135.
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suggested that Tancredo must have been familiérthig fountain whose unusual u-
shaped design led to the design he elaborated &ldhger number of spouts) on the
fountain in L'Aquila’*? The fountains of L’Aquila and Piombino represere bnly
surviving examples of the type of u-shaped plah¢haracterizes the Fonte Gaia in
Siena. Their similarities, however, lie almost esively in their plan and method of
water delivery (from spigots located at the basthefwalls), as neither arrive at the level
of sculptural ornamentation that distinguishesRbete Gaia.

Prior to the construction of the Fonte Gaia, onhaadful of similarly large,
sculpted fountains had been built in other Itatdies that, like Siena, had to engineer
water to their cities. As in the case of Siena,dietral Italian city of Perugia was
geographically distant from a direct source ofliresater. Perugia, the capital city of
Umbria since 1860, is located in a mountainousoregiast of the Apennines. In the last
guarter of the thirteenth century the communal govent selected the Venetian
hydraulic engineer Buoninsegna to build an aquettuptovide the city with an adequate
supply of wate:*® Ultimately Buoninsegna’s plan was carried out iy Benedictine
monk Bevignante, as Buoninsegna was called to @rfie work on another fountait?
The aqueduct carried water from Mount Pacino, noftRerugia, to the city center and
was paid for through a special tax on the entiraroonity**> As was the case for

Siena’s Fonte Gaia, the fountain in Perugia al$ebcated a newly constructed aqueduct.

12Bplogna, 1997, 59.

3 The city already had a water supply provided keydHginal conduit which was subsequently replaced
by the construction of the new agueduct. White 31 83.

“He was employed in Orvieto on another fountain.allaeci, 1993, 12- 14.

115 cavallucci, 1993, 14.
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A lengthy Latin inscription located on the rim bktbasin in Perugia records the date
1278M°

The Fontana Maggiore, still in situ, is locatedwsstn the cathedral and the
Palazzo dei Priori, the communal palateNicola and Giovanni Pisano, the father and
son team responsible for the fountain, organizetilygonal fountain around a form
reminiscent of Nicola’s sculpted pulpits in Pisa &iena-'® The lower basin is divided
into fifty panels framed by columns, while the nmigldasin is divided into twenty-four
panels framed by columnar figures. [Fig. 9] Thelang steps lead up to the first twenty-
five sided polygonal basin. Above it there is aocsetbasin with twelve plain concave
sides that culminate in a bronze amphora held iBethronze female statues from which
water spouts and cascades down into the succeskvgér marble basins below. Each
panel is carved in relief; on the lower basin apidted the labors of the months,
allegories of the arts, signs of the zodiac, amshes from Biblical and Roman history, as
well as the lion of the Guelphs, and the gryphoR@fugia. On the middle basin the
columnar figures represent saints, kings, proplaets,heroic figures from Perugia’s
history as well as personifications of Lake Trasimehe fishery, and of Chiusi, the
granary of Perugi&®

The relief panels and columnar statues form agaopedic program that refers

to the religious and civic ideals appropriate t® fibuntain’s location in the ceremonial

HeAlso inscribed on the fountain were the names efahgineers, the sculptors Nicola and Giovanni
Pisano, and the civic dignitaries; the PodestaGamqitano del Popolo. Cavallucci, 1993, 30.

17When the fountain was inaugurated it was located toethe Romanesque Duomo which had not yet
been replaced. White, 1993, 88.

1835ee Nicola Pisano’s pulpit from 1260 in the Baptigtin Pisa and his pulpit from 1265-8 in the Duomo
of Siena. White, 1993, 88.

White, 1993, 90.
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center of the city. The Fontana Maggiore’s decueegprogram served to celebrate the
city of Perugia, her prosperity, and her grandius. far more complex and ornate than
the ornamentation found on the medieval fountafngiterbo even though the basic
design of the Fontana Maggiore is Viterbese. Visoahparison of the Fontana di San
Faustino [Fig. 10] to the Fontana Maggiore, forragpke, clarifies the connection, and the
link is corroborated by the fact that Perugian atitles had even sent for craftsmen from
Viterbo 1%

In 1281, shortly after Nicola and Giovanni Pisamal ltompleted the Fontana
Maggiore, Arnolfo di Cambio was commissioned tolgtanother fountain in Perugta
This smaller fountain was built south of the Fotdfaggiore, located in a lower piazza
in the commercial area of the city. Three of thygifes, known as the Assetati or Thirsty
Ones, depict a kneeling woman, a crippled manaanwdman leaning back, stretching in
thirst toward the fountain’s water. [Fig. 11] Iretfirst quarter of the fifteenth century
Arnolfo’s fountain was dismembered; the five sumigypieces of the fountain are now
located in the museum of the Galleria Nazionalédibria.'??

In a hypothetical reconstruction of the fountawo trectangular basins of

decreasing size are positioned against a back Waller pours from one spout, located

1205ee Appendix | for further information. The renowfrthe Viterbese maestri is attested by Signorelli
who refers that in the XIIl century a request fol@boration to construct the Fontana Maggiorevedi
from Perugia. The relationship between the twesits further confirmed by the presence in Vitesba
Perugian artist, who at the beginning of the fifithecentury was responsible for the restoratiothef
Fontana Grande. White, 1993, 89. See also Ago#tites5, 20.

1211n 1277 the City of Perugia requested that thépseuArnolfo di Cambio be released from the seevic
of Charles of Anjou in order to come to Perugias ithought that he was called to work on the Foata
Maggiore, but for some reason he did not partieifpat the project as his name is not included antlooge
noted in the fountain’s inscription. Anita FideMoskowitz,Italian Gothic sculpture: ¢c. 1250-c. 1400
(Cambridge: Cambridge University Press, 2001), 45.

122\White, 1993, 100.
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on the back wall, into the first basin and out atemalls into the second basin. The
thirsty figures are positioned so that the watethefupper basin seems to cascade over
them, and thus their expressive body language lindgithe importance of water as a
life source. [Fig. 12] The two other extant pieoéshe fountain, identified as scribes,
may have been located on the lower of the two smpersed basin> The scribes (one
of which is now headless) are shown writing or piaopto passages. [Fig. 13] Anita
Moskowitz has suggested that the scribes may hese imdicating records of
expenditures for the fountain or city statutes eoning its appropriate use and
maintenancé?*If this were the case, then all five extant piesewed to remind the
urban community using the fountain of the starkif@ations that could have ensued had
the commune not built the fountain. Indeed, thenfain’s message seems to encourage
recognition of the necessity of such a basic lferse, while at the same time celebrating
the commune responsible for bringing the precimmmodity to the heart of the cit§”
Ironically, it has been suggested that the founizs removed due to the failure to bring
enough water to the sité®Had the dry fountain remained in situ, it would &deen
especially embarrassing in light of its purporteglssage to the citizenry.

Neither one of the roughly contemporaneous Perugiantains provides a

plausible model for Siena’s Fonte Gaia. The FonMaggiore offers a somewhat closer

123 Gustavo Cuccini has suggested that there werstwerimposed basins and that the Assetati were on a
different level than the scribes. The Assetati appe be looking toward an intermediary elemenaon

higher level, either a figure or possibly a watgog. Anita Moskowitz agrees with Cuccini’'s suggast

which is based on the analysis of the directiotheir glances. Cuccini, 1989, 114-116. MoskowiQQZP,

48, n. 10.

124 Moskowitz, 2001, 48.

125They may also allude to the satisfaction of spaiitinirst. Moskowitz, 2001, 45.

126 Gustavo CucciniArnolfo di Cambio e la fontana di Perugia “Pedisate” (Perugia: Guerra Ed.,

1989), 114.
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parallel, although only in general terms: bothranumental sculpted fountains, located
in main public squares, with iconographies reflegtihe civic and religious ideals of
their respective communes. The Fontana Maggiorsetide as an important model for
fountains elsewhere in Itafy’
Sienese Fountains

In medieval Siena, the shortage of water was gfgierl concern to the General
Council, as water was “one of the four elementshetit which life is impossible!®
Aquifers under the city collected the rain that &l Siena each year between October
and May. The rain water seeped into the ground’'sipable layers where it was trapped
by a layer of clay, and tunnels were made to ektwater from the aquifers and fill
Siena’s medieval fountains. Siena’s oldest foustaire all located on the periphery of
the city, at a lower elevation from the ridge alavigich the city is built. They were built
into the hillside and connected to the water-begaiquifer via a short tunnel. The tunnel
basically functioned as a horizontal well shaft thapplied water from a pre-existing
spring bank or a place where water naturally ensefigen the hillsidé?® Siena’s early
fountains are large structures that constitutestril fountain complexeS? These
fountains -- the Branda, Vettrice, Follonica, OyiReschaia, and Nuova -- all date from

before 12533

In general, the structure of each fountain igghdy rectangular; the surrounding

127 See, for example, the fountain of Fabriano, inNtagche. This fountain, dating from 1285 and redone
in 1351, is derived (albeit in simpler terms) fr&arugia’s Fontana Maggiore. Tognarini, 1978, 135.

128 Balestracci and Piccinni, 1977, 56.

129 Kucher, 2005, 13.

139K ucher, 2005, 63.

131Fonte Follonica would be enclosed by the city wailthe following century, while both Fonte Ovile
and Peschaia remain outside the city walls today.
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building is constructed in red brick and crenetiat®ne facade is pierced by two or three
ogival arches which allow entry to the fountain&sims. In their fortress-like appearance
crenellations recall the type of defensive architexlater employed for the seat of civic
government in Siena, the Palazzo Pubblico. Thisc@ason is not incidental. Since the
provision of water was an essential prerequisiteftiourishing urban community, the
fountains constructed by the Commune were madetagral part of Siena’s defensive
system. Built at a lower elevation than the regtefcity (to access water from the spring
bank) they were dangerously outside of the cityédlsvand thus had to be protected from
possible invaders in order to assure the city’sisal in the event of attack. The
fountains were thus structured like a fortifiecbsty point, as can be admired in the
architecture of the Fonte di PescifaThe Fonte di Pescaia’s waters were covered by a
vaulted structure surmounted by battlements. Iesgary the Sienese could defend their
fountains from the battlements just as they coédRalazzo Pubblico. The fountains’
structure was also dictated by their function. ypology of the covered fountain
(vaulted chambers with arched openings) was bagbemtent upon the fountain’s
location (built into the spring bank and suppliéckdtly by the aquifer) and by the
necessity to protect the precious waters (duedio khcation along the ridge of the city)
from cave-ins.

The division of the water into several basins (llguhree) was common to
virtually all of Siena’s medieval fountains. Thdesign was based on the model provided

by the city’s oldest fountain, the Fonte BrandaijohHirst appeared in the records in

1200k, 1979, 26-27.
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1081* The Fonte Branda is located in the valley belog/Bhsilica of San Domenico,
near the city gate and built directly into thedide. [Fig. 14] Of all of Siena’s early
fountains the Branda had the most abundant witeasid was even celebrated by Dante
in his Divine Comedy*°In the twelfth century the fountain was enlarged at the
beginning of the thirteenth century, it was rebagtan imposing Gothic structure of brick
and grey stone with interior groin vaults in theied chamber$® The fountain is open
on two of its four sides to provide access to thied rectangular water basins. The
southern, open face is framed by three ogival artihat delineate the separation of the
basins below. The other medieval Sienese fountathe Vettrice, Follonica, Ovile,
Peschaia, and Nuova -- all follow the same basstgdeprinciples of the Fonte Branda.
They are all vaulted chambers with arched openwtgsse solid brick construction was
partially dictated by the practical necessity aiftpcting the springs from cave-ins and
contamination. Inside, these fountains’ basins wieregned according to a hierarchical
use of water that served both to maintain the pofithe waters and to facilitate the
recycling and reuse of this precious resource. Gdigethere were three basins. The first
held the cleanest water and was used for drinkiaigrythe second basin, set at a lower

elevation, collected the water from the first baaial was used to provide water for

133 See Duccio Balestracci “Siena e le sue FontBiiena e I'acqua: storia e immagini di una cittaele
sue fontj Ed. Vinicio Serino (Siena: Nuova Immagine Ed&tid997), 9.

134The aquifer to which Branda is connected has tlye recharge area (its bottino measures four
kilometers) and thus has the most potential forihgavater. Kucher, 2005, 58.

135¢4£ | could only see down here the wretched sodl&uido, Alessandro, or their brother, I'd not give
that sight for Fonte Branda.” Dante Alighidra Divina Commedialnferno, Canto XXX: 75-78. Trans.
Hollander, 2003. Original textMa s’io vedessi qui I'anima trista di Guido o d’Akandro o di lor frate,
per Fonte Branda non darei la vistd&d. Petrocchi, 1966.

138The fountain measures twenty-four meters acrosgané (southern) face, is nine meters high, amz ni
meters deep. It was enlarged in 1198 and rebull2#6. John WhiteArt and Architecture in Italy: 1250-
1400(New Haven: Yale University Press, 1993), 230.
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livestock. The third basin, positioned at a stiver elevation, collected the water from
the second basin and was used for clothes wasffing.

The first fountain to be built within the city wallvas the Fonte Nuova, begun in
12988 The fountain, situated between via di Vallerozai aicolo di Borgofranco, lies
at a much lower elevation than the main part ofcihe The fountain’s location had been
chosen by a special committee composed of sevetkknown artists, including the
sculptor Giovanni Pisano and the painter DucciBubninsegnd> The Fonte Nuova
was also originally separated into three basin®pg®sed to the two present today).
Notwithstanding the fountain’s location within tbigy walls, the main basin was further
protected by a wooden fence in order to preveestiock and other animals from
drinking directly from the fountaif°The fountain’s structure is based on the earlier
prototype; it is covered by groin vaults, and ogsa&hes that frame the water basins
positioned below. Here, however, sculptural inteireadded to the arches. The voussoir
is decorated with a simple geometric motif andj#meb of the arch is made up of a
progression (from large to small) of decorative dimodjs that give sculptural interest to
the otherwise plain exterior. [Fig. 15] This circsjpect addition of decorative
ornamentation is absent from the other early Seef@mstains and may be attributed to
the participation of the artists Pisano and Buagns: in the fountain’s design.
Nevertheless, the additional moldings are the faing only decorative elements, in

marked contrast to the elaborate sculptural progritne Fonte Gaia.

37 Tronti et al, 2005, 3.

122 The fountain was built between 1298 and 1303. fletral, 2005, 5.
Ibid.

10pid.
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It is clear from my overview of early Italian anteBese fountains that the Fonte
Gaia reflects an entirely different formal solutitonthe design of a city fountain. This
essential fact raises important issues. Why wasitteaped plan chosen for the Fonte
Gaia? To what imperatives did the plan owe itstericge? How did it function? How
successful was the design and to what degree olidpire formal progeny? | will

examine these matters in the following chapter.
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Chapter Two
The early history of the Fonte Gaia
Introduction

The Fonte Gaia’s form and decorative program armguenand unprecedented in
the history of early Italian fountains. This monurta sculpted fountain embodied an
entirely different set of features not only witlspect to Siena’s characteristic medieval
fountains but also with respect to the majorityaflier extant Italian fountains. Its
unusual form, a roughly rectangular basin opeméosky and walled on three sides (as
opposed to the usual centrally planned circulanfam basin) was designed specifically
for the sloping topography of the city’s centradgra. Its u-shaped configuration is
unique, but why was it chosen? To what imperatdidghe plan owe its existence and
how did the new fountain function? This chapteemits to answer these questions by
interpreting the information provided in the cowrtréor Quercia’s fountain and
considering the fountain within the larger contek&ienese myth-making and art
patronage in the early Quattrocento.

In the first section of this chapter | argue thae@ia’'s fountain was dependent
on the design of thigrst Fonte Gaia to an extent far greater than has quely been
recognized. | contend that both the form and pltti@iconography of Quercia’s later
fountain were inspired by the earlier fountainlsioeexplain why the first fountain,
completed in 1342, was replaced -less than a ceafter it was built - by Quercia’s

fountain. Section Two summarizes the complex evatudf Quercia’s project for the

Fonte Gaia. The decade-long project underwent akglanges after the original, now
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lost, contract was written on December 15, 143&rom surviving copies of that
contract made in 1412 and 1413 and two survivirgvidrg fragments, we know that the
plan was modified at least three times before diatain was finally installed in the
square in 1419. | will lay out the general circuamstes of Jacopo della Quercia’s
commission, a history largely derived from Hansaughoritative monograph on the
fifteenth-century commission. The majority of sarslagree, as do I, with the
identification of the relief sculptures, which dotpresent major iconographic problems.
The same cannot be said for the two sculpturalggdocated on the fountain’s parapets,
on which there is little scholarly consensus. [Ri§} These sculptures are thus the main
focus of this section, in which | shall clarify thelentification and explain how they
relate to the rest of the sculptural program.

| begin by first synthesizing other scholars’ ipt@tations of the identification
and meaning of Quercia’s fountain sculptures, wdfticular attention to the two
sculptural groups. The large number of differinghagns and the rather poor state of
preservation of Quercia’s fountain have made fidift to interpret the fountain’s
iconographic program definitively. Using newly disered documentary and visual
sources as evidence, | reinterpret the two scudpgroups. Finally, | shall discuss the
influences that shaped the fountain’s iconograpid/the Fonte Gaia'’s influence upon

other art.

141 December 15, 1408. [1409] Concist. Delib., ASS,4519. Jacopo is commissioned to make a fountain
in the Campo “cum pactis et modis de quibus cotatiais manu mei”. Hanson, 1965, Doc. |, 89. Balgag
Petrucci, 1906, vol. I, 306. Milanesi, 1854-56|.\4 44, no. 26. The equivalent modern date digated

in brackets to avoid ambiguities resulting fronfeliénces in calculating the year in Siena and Ricge

during the fifteenth century and modern usage. didieeckoning of the year (25 March-24 March) has
been preserved in the text while in brackets tadeewill find the modern reckoning [1 January-31
December].
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The first Fonte Gaia

The terms of the 1408 contract between the comrandelacopo della Quercia
stipulated “that he must build and have built alsir@fountain in the Campo where there
is a fountain at present, within twenty months haiig April 1409.%*? From this
contract we learn that Quercia’s Fonte Gaia wastace an earlier fountain located in
the Campo known by the same name. Ting$ Fonte Gaia was built in 1342 as the
conclusion to the decade-long project to bring watehe city centet?®

In 1334 the Government of the Nine commissioned@dacli Vanni Ugolino, a
master stone worker or enginé&tto find a way to bring water up to the Campo, Whic
would have been a considerable feat of enginesrimgg, as previously mentioned,
Siena’s water supply in the fourteenth century laegely derived from aquifers located
below the elevation of the city center. Conseqyemibst of the city’'s medieval fountains
were located outside of the city walls and beloentrater source. Ugolino’s initial
solution was to convey water from the Fonte Brathoizgted under the Basilica of San
Domenico, to the Campo bottini threebracciahigh by one and a hdifracciawide
without taking water from the other fountains of ity *° From extant documents we
learn that Ugolino hoped, at least initially, tawolete the project in three yeaf§ The

Commune was evidently anxious to see the work cetaglquickly since it put forth a

142 Hanson, 1965, 19, Doc. 15. The original contrams wated December 15, 1408 [1409] and is now lost.
The terms of this contract appear in a copy writigrCino di Guido Belforte in 1412. This documeateti
June 1, 1412 is located in the Archivio di Statch@ars generally agree that this document refliets
terms of the original 1408 contract. A further getiin the records of the Consistory, records tmdract

with a ‘certain Master Jacopo’ to build a fountairthe Campo. See note 1.

143December 16, 1334. Cons. Gen. Delib., ASS, 1166 .fBargagli-Petrucci, 1906, vol. |, 222-4. Hanson
1965, 105, Doc. 82.

144 Hanson, 1965, 6.

145 pid. The standard unit of length was the braedich measured 0,584 meters.

14® Hanson, 1965, 105, Doc. 82.
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large sum of money to finance the project. Govemtroficials certainly did not expect
the job to reach its ultimate conclusion some gidive years later. Nevertheless, that is
precisely what happened when Ugolino’s three-yedettaking evolved into the
extensive construction of the Bottino Maestro,\thst web of underground bottini that
would eventually supply Quercia’s Fonte Gaia withnming water. From the surviving
documents it is clear that comfortable accessnaing water in the city center was of
prime importance and no price was too high to naainthat commaodity. In 1339 when
Ugolino had failed to make any progress two merevegpointed to help him, Lando di
Pietro and Agostino di Giovanni. This new commithees also a failure, and so in 1341,
the project was turned over to Naddo di Strichaudte di Neri Baldinotti, and Fredi di
Neri de’Ponzi. Their salaries and the project’sreyrewing expenses were financed by
the taxes from Grossetto. Despite these probleestes written in 1349 by Ugolino’s
son Giovanni states that Ugolino—whom the lettézrseto as ‘Jacopdell’Aqud [or of
water] —had brought water to the Campo and budtfifst Fonte Gaia. However, as we
shall see, this water supply was not yet a seaurcs of continuously running water. In
fact, in the letter Giovanni petitioned the Commtmée allowed to finish his father’s
work. From this correspondence and other petitibissclear that while thérst Fonte
Gaia had been built, the fountain’s water supplg weecarious. Indeed it has even been
suggested that Ugolino’s nicknantel’Aqua) originated in ironic reference to his
repeated failures to bring water to the fountalitncaigh this is highly unlikely*” In

1356, and again in 1366, Giovanni's sons, DomeaiabJacopo, in turn petitioned the

147 Bargagli-Petrucci, 1908, vol. |, 215.
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government requesting a pension for the great hibvear grandfather JacopIl'Aqua
had brought to the city through his work on theteédaaia and the other fountains of the
city.**® For a decade their request was granted and tkejvesl a yearly stipend of
twelve gold florins:*® The Commune’s generosity to Jacopo’s heirs dematestthe

high esteem for the man who had at long last coatsgd the first fountain in the city
center, the piazza del Campo. This was an impoamevement even if the fountain’s
water supply had yet to be secured. Thus althoeghiduld not engineer water to the
Campo within his lifetime or those of his heirs,dligo did manage to build tHe'st

Fonte Gaia on the squar®.

Only toward the end of the century did the Commsim@restments of money and
time begin to pay off, when the project seems tehaade some headway, albeit short
lived. Allegedly the old bottini were connectedibe Staggia River, which flowed from
Castellina in Chianti (a small town located abdtt¢en kilometers from Siena) through
the towns of Castelnuovo Berardenga, MonteriggiBoggibonsi, and Radda in Chianti
by means of 1,600 meters of pipes that ran acrdegp valley to the springs at the
river's source. In 1800 Battini attempted to camfithis information by chemical analysis
of theresidue in the pipes to the fountain. He conclutietl water from the Staggia did
appear to have once flowed through th8hHowever, if the River Staggia’s waters ever

supplied the fountain, the system functioned oolyaf short period because the Sienese

18 Hanson, 1965, 107 and 18oc. 93 and Doc. 98.

149 Hanson, 1965, 10Noc. 93. Milanesi, 1854-56, vol. lll, 278, no. Gpides a shortened transcription
which omits the notice of a yearly stipend.

150 His death was probably in 1348. Hanson, 1965, 8.

151 Bargagli-Petrucci, 1906, vol. |, 222-4.
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recognized that placing pipes far into Florentieitory was both impractical and
periloust>?
Decoration of the first fountain

A description of thdirst Fonte Gaia can be gleaned from the contract for
Quercia’s later fountain. It suggests that the fiosintain was of moderate size and built

of marble, some of which was carved with vegetiis?

it was probably open to the
sky, unlike the city’s medieval fountains; and aswsurrounded on three sides by
walls** The contract gave Quercia permission to use thenaét of the old fountain as
he pleased, and it appears that he took full adgenof these terms> When Quercia’s
fountain was removed in the nineteenth centurygskét of acanthus leaves described as
“being in the style of the fourteenth century” waand on the reverse of one of the
marbles:>®

Besides the information provided in the contradhv@)uercia, Ghiberti tells us

that at one point thierst fountain was adorned with a life size female €atiorenzo

Ghiberti in hisl Commentari{1447) described the statue as a figure of Veoppated

152 Bargagli-Petrucci, 1906, vol. I, 219 and 223; 4&8dme i senesi antichi ricercando la Diana trovaran
l'aqua per la loro citta” irConferenze tenuta nell’aula magna della R. Univardi Siena per i corsi estivi
per gli stranieri; il 6 settembre 19283iena, 1929), 21.

153«sanesi avendo fatto molti grandi buttini sottera pevare aqua e condurla nel Canpo di Siena, |
quali bottini furono cominciati gia pit tempo e sosotterra fuore de la citta circa a Quattro miglia piu
rami de’ quali ve n’@ molti che non n’an(n)o trogaqua, e molti ve ne sonno che gittano aqua abuoteda
e tutti sonno fuore de la citta a la porta a Carraupyer infino sul Canpo, e avendo gia in quest@ten
condotto I'aqua, che potea venire, ordinoro e carnaro a murare del mese d’aprile una fontana sul
Canpo di Siena, non molto granti&€Cronaca Senese di Agnolo di Tura del Grassdinnache Senesi
ed. Alessandro Lisini and Fabio lacometti (Bologhanichelli, 1931), 537, line C147v

154The 1412 contract readisem, che tutto e’ lavorio vechio de la muraglalsiera da la fonte vechia
[...].” Muraglais the old Italian word fomuraglia, wall in English. See item 9 of the contract tiaitsed

in Beck, 1991, vol. Il, 349.

1554 .. ] sia e essere s'intenda del detto maestro lacoiBargagli-Petrucci, 19086, vol. I, 307. Also
transcribed in Beck, 1991, vol. I, 349. For an Esfgtranslation see Hanson, 1965, 92, Doc. 15.

156 See Banchi et al., 1869, pt. i. The whereaboutkisfrelief are presently unknown. See also Hanson
1965, 9.
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by a dolphin:>’ It had been found in 1325 during the excavationgtfe foundations of
some houses in Siena but may not have been imrebdiaced on the fountaifi® It
does not appear in Lorenzetti’'s renowned viewsief&in the Sala dei Nove in the
Palazzo Pubblico, dated 1338-1340, which precddesdmpletion of the fountain in
1342. On the other hand the statue may well haga bestalled on the first fountain
sometime after 1340 and before 1346, when Agnoltuda praised the fountain at this
time for its great beauty® Ghiberti stated that the statue was signed byppyss and had
been placed on the fountain where it was much ahmimpressing the artists of the city.
He reported that Ambrogio Lorenzetti made a dravahig just prior to his death in
1348, which would provide us with a terminus aniem for its installation® He also
recounted thathe statue was eventually removed because it Weevbeé to cause
misfortune, omalocchiq and was buried in Florentine territory so as todfar Siena’s
bad luck to her age-old fd&' However, only part of Ghiberti’s story may be
corroborated by documentary evidence. This conaemnesord in th€oncistoro

Deliberazionifor the year 1357, which confirms the date theustavas removetf?

157 See Lorenzo Ghibertl Commentari; Ed. Julius Schlossdrgben und Meinungen des florentinischen
Bildners Lorenzo Ghiber{Basel, 1941, vols. 1), vol. I, 63. See also lre Ghiberti | Commentari Ed.
Ottavio Morisani (Napoli:Ricciardi, 1947), 56.

158 Known as the castellare dei Malavolti. Aldo Cairahd Enzo Carlij palazzo pubblico di Siena
(Roma: Editalia, 1963), 46.

159«E| Canpo di Siena si fini di siliciare a mattonda30 di dicembre [1346] ed & tenuto lo piti bel fan
co’ la bella e abundante Fontana, co’li belli e nMibbasamenti d’intorno e buttighe, che altra piazz
d’ltalia.” Cited in Cronache Seneg&300-1351], 550.

180 v/eronica WiegartzAntike bildwerke im urteil mittelalterlicher zeitgessenWeimar:VDG, 2004), 197.
Lisini thinks the statue was found about 13@Bnache Senesl75-6.

1611t was alleged that by placing a pagan statuéeriduntain the Sienese were led to idolatrous ieha
162«pro statua fontis Campi. ltem quod statua marmoeehpresens in Fonte Campi posita, quam citius
potest tollatur et inde eam inhonestam videatufiatex inde et de ea quod Dominis Duodecim videbi
et placebit. Cited from Hanson, 1965, Doc. 92. The date corded as November 7, 1357. Concistoro
A.S.S. 1357. Also cited in Cairolo and Carli, 1988,
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Ghiberti’s identification of the statue as a repraation of Venus has recently
been contested in the scholarly literature. Nodb@tamaccini identified the lost Sienese
statue with one in the collection of the PalazzogBese in Rome on the basis of visual
analysis. Further, he hypothesized that the Siemeséd have believed the statue
represented not Venus but Dian&o at one time was the city’s mythological patt&H.
am also inclined to think that the statue was ustded as Diana even if it had resembled
an antique statue of Venus because of the impatahDiana for the city. The
appropriation of one esteemed sculpture to reptes®ther can be documented in the
case of the statue, known as the Madonna Veronahvaldorned another Italian fountain
from the fourteenth century.

Around the middle of the century Cansignorio d8ltala (+1375), lord of
Verona, began improvements to the communal cehtéeccity, Piazza delle Erbe,
which had been paved since 1243 and shortly thereatftfitted with a fountain fed from
the Adige River. Cansignorio added a clothed ferstdé&ue to the center of the fountain.
Wiegartz identified the statue as a Claudian adagtiom the fourth century B.C.E.,
similar to the Demeter type that was frequentlyduee portraits in the house of the
Emperor'® The marble statue appears crowned with a scratldiagonally crosses her

chest inscribed “Madonna Verona.” [Fig. 17] Thedeaad arms of the statue are

183 Norberto GramaccinMirabilia: das nachleben antiker statuen vor denaéssancgMainz: Von
Zabern, 1996), 208-213. Mauro Cristofani insteaghgsts that the lost statue was probably more airal
a statue of Aphrodite, particularly the Aphroditedja in the collection of Palazzo Pitti in Florenc
Mauro Cristofani ed.Siena: le origini; testimonianze e miti archeolddi€lorence: Olschki, 1979), 118.
On Diana as the mythological founder of the city #&e Chronicle of Bartolomeo Benvoglieridie urbis
Senae origine et increment opuscul{8rena: Simeonem Nicolai, 1509). See also Ettomrad&moli,
Biografia cronologica de’ bellartisti senesi: 120@00[1835] (Firenze: Edizioni S.P.E.S., 1976), val, I
632. BCS, MS. L. II. 1-13.

154 Wiegartz, 2004, 202.
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restorations attributed to the eminent sculptoriBowla Campione (1357-139%F. The
crown and scroll were also added when the statsetraasformed into the “Madonna
Verona” in the fourteenth centut§?

Madonna Verona is first mentioned by sources in2131 this time a certain
Magister Marzagaia described the brilliance ofrtieble and fittingly branded her
Simulacrum Verona¥’ The statue was probably one of the many remaatshid been
discovered during the excavations intended to leéverna’s antique foundations.
Cansignorio had it restored and adapted, and yipddiced in a conspicuous location
demonstrating that the statue could serve new rfé&8&na’s antique statue may have
been similarly re-appropriated, which would therefbecome another example of the
reuse of the ancient heritage in a Renaissancedioun

Diana, Siena’s mythological patron, would have baditting ornament for the
fountain located in the city center. Yet, if thatste was perceived as Diana and not the
scandalous Venus, why was it later removed? Imiheteenth century, Ettore
Romagnoli, who also identified the statue as Dia@egunted that the people of Siena,
persuaded by a preacher, removed the statue beteufigure was scantily clad® Both

this explanation and Ghiberti’s earlier account tha Venus statue was removed

185 Bonino da Campione is particularly renowned far Mionument to Bernabo Visconti in the Castello
Sforzesco in Milan and the tomb of Cansignorioal8tala at S Maria Antica in Verona. See Rossana
Bossaglia and Gian Alberto Dell’Aqua edlsnaestri CampionegBergamo:Bolis, 1992).

%8 The crown and scroll both appear in a wood cuedia®77. These elements were renovated in 1869.
Wiegartz, 2004, 202.

157 Wiegartz, 2004, 207.

158 \Wiegartz, 2004, 208.

18941 un angolo dei descritti parapetti erano due alstatue, una esprimente Diana, opera molti anni fa
atterrata dal popolo a persuasione di un predicatper essere figura non molto vestita; dall’altra
ignorasi cid che rappresentaRomagnoli, 1835, vol. Ill, 632. See also Marge@aciorgna, 2001-2002,
73-74.
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because it caused misfortune are unsubstantisged/ieére. The archival source is clear:
in the Deliberazione of 1357 the city councilorsd&ed the statue asmhonesturh
(dishonorable or shamefuif’ The question, then, is why the statue that adotimed
fountain for more than a decade was now considerezhestuml believe that the
contemporary political climate sheds light on tt@rysand suggests that the removal of
the statue was tied to a political exploitatiortted fountain sculpture.

In 1355, two years before the statue was remowedgdvernment of the Nine
was defeated and replaced with the government @fviev The overthrow of the
government chronologically followed the severe emiet of plague that had decimated
the population. The period following the Black Deatas particularly serious for the
regime; the magistrates faced charges of dishopestyuption and favoritism that
ultimately led to their downfafi’* It is plausible that the removal of the statue ams
extension of the post-plague mentality that hatgaged the revolutio’” In the wake of
such an epidemic the statue’s removal may have inéemded to symbolize the
government’s transformation. This transformatiothaf Fonte Gaia was completed when
the statue was later replaced by a painted imagfged¥irgin, a religious, rather than
mythological, symbol more consonant with the asjuirs of the new governmeht’

A representation of the Virgin was not a casuai@héor the new decoration of

the first Fonte Gaia. As mentioned, the city off@iédad been dedicated to the Virgin

170 5ee note 162.

171 Bowsky, 1981, 301-305.

172 On the relationship between the plague and thettmesv of the government of the Nine see Bowsky,
1981, especially page 305.

173 Bargagli-Petrucci, 1906, vol. II, 284.
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from the Battle of Montaperti in 1260 According to Sienese tradition, it was under the
Virgin’s protection that the city staved off Flotare attack. Beginning in 1279, Sienese
coinage carried the mott&ena Vetus Civitas Virgirfisdemonstrating the tie between
the city and the Mother of ChriSt She had already been featured in other majotiartis
commissions as well. In 1315, Simone Martini shoWwedas supreme ruler and
protectress of the city in the Great Council Halttee Palazzo Pubblico. In hidaesta

the Virgin is both the mother of Christ and thetpator of Siend’® On an ancient seal
from the twelfth century the city of Siena is shosunrounded by the legen8alvet

Virgo Senam veterem quam sigaatenartogether with the Virgin and child, and with
an angel on either sidé’ The same disposition of figures would later beeggpd in the
center of the back wall of Quercia’s fountain. Rert we are told that candles were burnt
in her honor both before her painted image onitise Fonte Gaia and her sculpted image

on Quercia’s Fonte Gafd®

174 September 4, 1260E“la mattina che dovevano andare a pigliare la lgéisfecero celebrare una
messa solenne e feceno grande offerte alla VelMaré.[...] E'l vescovo, chor una solene processione,
dettero le chiavi in mano a la Vergine Maria, e s®ne trasse le charte e fu titolata la citta dallergine
Maria. E per questo modo e orazione fatta alla Madr Misericordia, ci difese da tanto pericdl&ited
from Cronache Senesi Rerum Italicarum Scriptore§omo XV, Parte VI, 58.

75 Domenico PromisMonete della Repubblica di Siefiilano: Editoriale Insubria, 1977), 31.

17° Rubinstein, 1958, 179.

" The Virgin is seated on an altar. She holds airoser right hand and under foot is a serpent,t®jin
of the enemies of the Republic. The seal is reabid¢he archives of the Spedale della Scala. &mol
Gigli, Citta diletta di Maria(Rome: Francesco Gonzaga, 1716), 39 and fig.dage 73. See also William
Heywood,Palio and Ponte, An Account of the Sports of Céiitaty from the Age of Dante to the KX
century(Siena: Enrico Torrini, 1904), 38.

178«Un ornamento nondimeno, e forse I'unico, era unmagine della Madonna dinanzi alla quale ogni
buon operaio accendeva delle candele di cera pemdarante i suoi lavori sotteranei, per metterlaesua
ventura e quella del Comune sotto la protezionecidd.” Bargagli-Petrucci, 1906, vol. Il, 284. Hanson,
1965, 109, Doc. 103. December 31, 1394. Reg. 1398,1f. 49. Ragione of the operaio of the fountains
which includes the following itemghcho troviamo che a spesi per candeli de sevo watimger cagione
de’buttini e per aguti e per li cavalletti de lettefonti e per ceri arsi a la Madonna de la fodt Canpo,
per tutto, le quali cose a comprate Checho di Cg@iicaiuola”The same ritual of burning candles also
took place before Quercia’s sculpted virgin indiegthe continuation of the cult over the periodeS
Hanson, 1965, 112, Doc. 123. 1434, 19 May. Reg 3828. 245. Ragione of the operaio of the cityevat
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As Diana Norman recently demonstrated, art playediaial role in presenting
the Sienese ideology of the Virgin as protector @ef@nder of Siena. During the course
of the first half of the fourteenth century the detion of three emblematic locations
within Siena (the cathedral, the Palazzo Pubbhod, the Spedale di Santa Maria della
Scala) were embellished with programs dedicateted/irgin. Subsequent acts of
rededication were repeated countless times overdtiese of Sienese history. One of the
most recent, in June of 1944, is recorded on apyéparchment displayed before the
entrance to the Cappella del Voto in the Cathed@ting when the city petitioned the
Virgin for protection from the threat of bombardrhenring the Second World Waf°
Thus the decision to place an image of the Virgirthee fountain was logical, considering
the celebration of her cult in Siena, and considgethe lascivious nature of the previous
image there.

This change redefined the meaning of the Piazz&€delpo. The Piazza was the
civic center of the city where secular authoritymvenchallenged since the Palazzo
Pubblico held pride of place there. Religious atitiievas concentrated to the northwest
of the Piazza del Campo at the Cathedral. The idacis place a painted image of the
Virgin on the first fountain, followed later by awdpted image of the Virgin on Quercia’s
Fonte Gaia, was a conscious attempt on the paneafivic authority to unite secular and
sacred forces in the city and to show that Sieranwizd peacefully thanks to the

intervention of both of these powers. These weeestime ideals that had been projected

supply which includes among other items paymeet ‘tera arsa a la Madonna de la fonte del Carfipo
Bargagli-Petrucci, 1906, vol. I, 358.

179 Diana NormanSiena and the Virgin: Art and Politics in a Late dileval City Stat¢éNew Haven: Yale
University Press, 1999), 209, n. 1.
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in the fresco decoration within the Palazzo Pulohlgpecifically Simone Martini’'s
Maesta(1315) in the Great Council Halbéla del Consiglipwhich, as Rubinstein
explains, was much more than a depiction of thedviad and Child. She addresses the
spectators who are the councilors assembled ihahas the mother of Christ and as the
protector of Siena. The mural’s text explicates twacepts: that of justice and the
subordination of private interest to that of thenoounity*° the same concepts that
would later underlie the complex philosophical gdley painted by Ambrogio Lorenzetti
in the adjoining council chamber of the Governn{@&uon Governo and Mal Governo
Sala dei Nove1338-1340)8 And directly adjacent to the room painted with Nfdis
Maestais Taddeo di Bartolo’s painted chap€bappella dei Signoyil407) depicting
scenes from the Last Days of the Virgin togetheéhwrophets, saints, angels, and the
civic emblems of Sien®? Thus the new decoration of the Fonte Gaia followedideals
of such earlier programs.

We know from the contract for the work that theufig of the Virgin on the first
Fonte Gaia was painted, and judging from the cbi$ @xecution (thirtysoldi) the
painting was not very largé&® The Virgin was probably painted in fresco on tharr

fountain wall and, although fresco does not se&mdi practical choice for fountain

decoration, it was not unprecedented. For examniptel-onte dell’Abbondanza (1265) in

180 The Christ child holds a scroll that readsiligite iustitiam qui iudic atis terrarhand below the Virgin

“Li angelichi fiorecti, rose e gigli,\\ Onde s’adori@celeste prato\ Non mi dilettan pit ch’e buomsigli.\

Ma talor veggio chi per proprio stato\ Dispreza mé# mia terra inganna\”’. Cited from Rubinstein,

1958, 179, n. 5 and n. 6.

81 Rubinstein, 1958, 179-207.

182 Norman, 1999, 195- 196.

183 Hanson, 1965, Doc. 105. The document is datedugep®, 1403\4. Reg. 1393-1406, f. 383. Ragione of
Domenico di Sano,haestro di pietra, operaio dell'acquidanuary 1402-December 1403, which lists
among other expensese pit troviamo che a messo a danno di Comune ptnoh die, soldi trenta per
dipignare la madonna de la fonte del Carh@®argagli-Petrucci, 1906, vol. 1l, 299-300.
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the medieval city republic of Massa Marittima, whigiena had conquered in 1335, was
decorated in frescf* While future scholarship may reveal that paintmehtains are
more common than they appear, the fountain in Miass¢a my knowledge, the only
surviving example in Tuscany which predates ounfain. It is logical to assume that
fresco decoration may occasionally have been pesf@ver sculpture for the decoration
of fountains because it was more economical.

The public fountain in Massa was completed in 126fl, as | shall explain, may
have served as prototype for the choice of fres@iema’s first fountairt®® The fountain
at Massa is composed of three water basins framélarée ogival arches that are open
toward the main piazza. The structural organizateninds us of numerous similar
medieval examples in Siena. The fresco that addassa’s fountain was only recently
discovered (in 2000) during restoration work onfaogade of the communal fountain.
The painting was concealed under layers of oldi@taa condition that had effectively
preserved the mural. The fresco dates to the etitedhirteenth century and was
positioned on the back wall (framed by the lefesatch) of the fountain, visible to the
entire community. The painting depicts a tree cedlevith phalluses, with a number of

eagles flying around it, and women positioned urtdertree. [Fig. 18] Although further

184 Massa Marittima was an independent city state ft@®6 to 1335, their affluence derived from the
mineral rich hills around the city, known ks colline metelifereThe city mined thirty different types of
ore ranging from gold to lead. From their technaabexpertise, developed through the construaion
galleries and shafts in mining, the citizens of Béakad managed to channel water to the heart aftthat
a time when most other towns still had their watauirce in low lying areas well outside the city aal

185 The fountain was built in 1265 under the Pisane®tillidebrandino. Today the fountain is the ground
floor of a one storey building; the first storeyréttly above the fountain) is thought to have badded in
the fourteenth century. The building was used foeat storage and for this reason it was named
“dell’Abbondanza”. Vittoria Guglelmi and Alfredo 8nzanilLa Maremma e le sue colline metallifere:
storia, leggende, attualita di Follonica, Gavoranmdassa Marittima, Monterotondo Marittimo, Montigri
Scarlino(Firenze: Ed. Medicea, 1992), 56.



61

study is necessary, an initial interpretation @f timusual iconography of the Massa mural
has associated fertility images with the life- giyiproperties of watéf® In any case, the
Sienese must have been impressed to find thailthewn had a direct supply of water
to the center of town— an achievement that Sienlaykato accomplish. And it is
probably not accidental that shortly after the ag®} of Massa the Sienese managed to
build thefirst Fonte Gaia and, as on the fountain at Massa, dat=rate it in fresco.
Source of water for the First Fountain

Thefirst Fonte Gaia can not be considered a true fountgause it did not
supply continuously running wat&t* rather it was a terminus of the archaic water upp
system. Prior to the construction of the Bottinogglao, cisterns provided the Campo’s
water supply. The cistern of St Paul (San Paolcgtied in the Campo supplied some of
the water for the first Fonte Gaia. This supply wagmented by rain water collected in
the fountain’s own basin. The cistern stored thwwater collected from the roof of the
eponymous church. Saint Paul’s church, first mewtbin reference to the privileges

conceded to it by Henry IV in 108% once stood on the present location of the Loggia

186 This hypothesis was put forth by Alessandro Baignhb is responsible for the restoration of the ahur
George Ferzoco instead suggests that the murah aslph commission intent on showing allegorically
the political and moral effects of Ghibelline ru@eorge Ferzocdhe Massa Marittima MuralFlorence:
Regional Council of Tuscany and Centre for Tuscanli®s at the University of Leicester, 2004), 32-35
187 Bargagli-Petrucci, 1906, vol. I, 212-213.

188 On the 3 June 1081 it is recorded that Henry INficmed the same concessions madeSid®4olo in
Burgo de Seriao the monastery of Sant’Eugenio. ASS, PerganteiéOpera Metropolitana and A.
Lisini, Inventario delle pergamene conservate nel R. ArgldivStato di Siena, dal 736 al 12%Biena,
1908). See also Alfredo Liberati, “Chiese, Monds@ratori e Spedali Senesi ricordi e notizie” in
Bullettino Senese di Storia Patr{a940), 244. The no longer extant Church of Sld&onot to be
confused with the church and monastery foundetendV century and located in Via San Marco. See
Piero Pallassinill monastero e la chiesa delle monache di S. PaoRiena(Siena: Graf. Pistolesi, 1982).
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della Mercanzid® According to the Constitution of 1262, all Sieneserches were
responsible for the repair and maintenance of ttisierns and were obligated to make
their cisterns’ water available for public US€It was under the auspices of this
ordinance that Saint Paul’s cistern provided amlg@ablic water supply on the Campo.

St Paul’s cistern was covered, as was usual, tegrthe collected waters, and
had steps to facilitate public accé8sAs at the cistern, the first fountain also hadrsta
which led to the water basin to make availableviasers'®? Special restrictions were
placed on the cisterns in the Campo, and Saint®Paak required to reduce the height of
its cistern to conform to the ruling that the tdghe vault must be braccioand a half
below the level of the Campd® We also know that the site of the cistern was gustort
distance (about four meters) from the future laabf the Fonte Gaia. This was
particularly fortuitous as its location probablyer to supplement the first fountain’s
water supply.
History of the First Fountain

Although little is known of the earlier fountainexact form, the available
evidence suggests that the design plans for Quetatar fountain drew more heavily
upon the design of the first Fonte Gaia than hasipusly been noted. In this section |

shall depend on the available evidence regardiadaim of the first fountain in order to

189 The church stood on this site up to the midditheffourteenth century. Today this site is the eoof

Via di Citta, Via Banchi di Sotto, and the Via Baindi Sopra. Milanesi, 1854-6, vol. II, 93.

190 odovico Zdekauet] costituto del comune di Siena dell’anno 136lan: Hoepli, 1897).

91 Hanson, 1965, Doc 104.

192 Hanson, 1965, Doc. 104. The document is datedadgrly 1394\5. Reg 1393-1406, f. 91, 109. Ragione
of the operaio of the city water supply which irdds an expenseé la fonte del Campo per fare
acconciare le scale d’essa fontdBargagli-Petrucci, 1906, vol. I, 285-6.

193 Hanson, 1965, 6.
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suggest that this fountain served as the protdiypthe distinctive plan of Quercia’s
later fountain.

Ottavio Morisani suggested that the layout of ir& Fonte Gaia resembled an
ecclesiastical choir, but this assertion is uncoecing®* He provided no further analysis,
leaving us to infer that the comparison was based similarity in form. For Morisani,
the question was apparently resolved. He was gotat fan of Quercia’s Fonte Gaia and
does not appear to have given the issue furtheigtitoHis unflattering opinion that the
monument was a failed attempt that illustrated imgtimore than architectural zeal,
rather than true accomplishment, remains isolatetié literature on the fountattr

Contrary to Morisani’s claims, the shape of thetEBdaaia was specifically
designed for its location. The steep incline ofprezza was a formidable challenge for
the design and placement of a fountain. We knowttieaopen u-shaped plan was a
variation on the form that had previously been usdabth L’Aquila and Piombino. In
both cases a wall fountain was constructed inghain, and the lateral walls served to
counteract the thrusts provoked by the hill abdveircular, centrally planned fountain,
like Perugia’s Fontana Maggiore, would have begpossible to build in the inclined
piazza without creating a raised level platformtfee fountain to stand on. The ingenious

solution of an open trapezoid adapted the fourganfectly to the terrain, ensuring the

194 Ferretti also refers to this liturgical from buitlvreference to the position of the fountain ie #yaure
in front of the Palazzo Pubblico and not the foimsaform. He writes, fa Fonte Gaia guardava verso
quell fulcro liturgico come un coro ligneo versaltare (prima della Controriforma i cori stavano &n
aram). Non si vuole rispolverare I'idea di una patela con i cori monastici; non si sta andando @raa
di qualcosa che somiglia una filiazione tipologicklassimo Ferretti, “Gli ambigui destini della Ren
Gaia” inLa Fonte Gaia di Jacopo della Quer¢i2011, 145.

195 The original citation reads|-4 fonte Gaja, per I'importanza della commissiongee il fatto d’esser
destinato a colmare una secolare aspirazione deésie vorrebbe essere opera di grande impegno
architettonico: e non lo.2 Morisani, 1962, 20.
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fountain was integrated harmoniously with the umligitshaped piazza. Further,
considering the rarity of the form and the evidewtgch describes the first fountain’s
walls, it is conceivable that the u-shaped pla@oércia’s Fonte Gaia was adopted from
the design of the first fountain. This supplied biasis for the trapezoidal shape which, as
we shall soon see, was a specific modification Wegt made to Quercia’s fountain only
later (after the second plan for his fountain wasach up).

This first Fonte Gaia also gave its name to Quérdader replacemenalthough
scholars have hypothesized various origins fom#mae Fonte Gaia, such as Gigli's
eighteenth-century explanation that the fountamame derived from the gaiety felt by
the citizens upon seeing the first arrival of watethe Campo or Beck’s later hypothesis
that the name was given to the fountain becauieecdpirited movement of the water,
we know that the first Fonte Gaia never providepi@as amounts of fresh watef.
Furthermore, Gigli's description of the fountaimguguration (and his explanation of
the origin of its name) is not substantiated bydfirial records, as there is no
description of such a celebration. Instead thisrimition derives largely from later

chronicles.

196 «Nel 1345 venne per la prima volta I'acqua in Piazedi fecero molte fefte per otto di, dandofi namne
quella Fontana di Fonte Gaja, la quale molti anpipgeffo, (come fi dira) fu adorata di belliffimafte, e
rilievi dal celebre noftro Scultore Jacopo della &cia, detto poi da queft'opera Jacomo della Fohte
Girolamo Gigli,Diario sanesgLucca: Venturini, 1723), vol. I, 265. Beck putsth the idea that the name
was given to the fountain because of the spiritestament of the water. Beck, 1991, vol. |, 67. For a
discussion of the interpretations of the origirited name Gaia see Caciorgna, 2001-2002, 76. Insi¢hd
nineteenth century Carpellini records that watgresgped in 1334, before the first fountain was dwdift.
He writes, Jacopo di Vanni, che ebbe poi nome dall’acquagtefcomparire nell’aprile del 1334, e la
sua apparizione fu salutata da grandi feste e lattgper 16 giorni continui, e fu si ricca d’acqueh’ebbe
nome di Gaja, che vale ricca, abbondante, lietapfela, che accenna in somma ad ogni Be@arpellini,
1869, 4. ASC, Cat. 1, n. 10 1868-69.
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Agnolo di Tura del Grasso, writing at the end & fifteenth century and copying
an earlier Sienese chronicle, recorded that watdrdrrived in the month of June 1345
and that the magnificence of the celebration wamssible to describ€’ In the
sixteenth century Sigismondo Tizio, undoubtedlyifeanwith Agnolo Tura’s chronicle,
recounted that a copious amount of water flowetthénfountain in the month of Juh&.
In one of the books of tH&icchernaa marginal note in the expense account for 1342
indicated instead that “water arrived in the Carapc&Sunday, 5 January MCCCXLI5®
The January record, however, does not agree vilibrenf the later chronicles. On the
other hand, this reference does appear close tintkeehat the fountain was first
mentioned in fifteenth-century sources.

In December 1343 the fountain’s custodian Figafmresponsible for the
fountain’s maintenance) received payment for thre céthe fountain for the previous six
months®® It could be that water arrived in June and thesrththereafter was

interrupted only to flow again with some continurtlyJanuary. It is unlikely that the

197 The chronicle was copied in 1490. Antonio di Mastida Siena, Cronaca dal 1170 al 1431, MS.
Biblioteca Comunale, Siena, A. VII, 44."aqua de la fonte del Campo di Siena vene perilag volta

nel Campo a di....di giugno in domenica la mattin®aschua Rosada de la Pentecoste; per la qual cosa
Sanesi per Siena si fe' gran festa e fu tale cimeredibile a scrivere e narare la magnificenze plee
ognuno era fatto. Si per li Nove e cosi per li gitae popolari e artefici d’ogni arte di per sé arggpiu

I'uno con I'altro di nuovi giuochi e belli e svatianfiniti con grande spendio di cera e confets@enni

vini e mangiari e cene senza alcuna parola di scémdche sempre con canti e balli e gioia e festan,
done e fanciulli e religiosi e contadini tanto, ckerebbe incredibile a scrivare1343. Cronaca dal 1170
al 1431, BCSMS. A VIl 44, f. 148, 148 v. “Cronache senesi"Rerum Italicarum Scriptoresol. XV, pt.
VI, fasc. 282, 537.

198 Hanson, 1965, 106, Doc. 89. The expense accodiatésl June 1343. SigismondoTiitistoriae
senensefl528]. BCS MS. B 1l 8, 178b. A copy of the originfrom 1725-26 is in the Vatican library
(Chis. G.1. 35).

1°The modern date would be January 5, 13&8 ‘memoria che venne I'acchua nel campo domenicha,
cinque di gennaio anni MCCCXLUILited from Bargagli-Petrucci, 1906, vol. |, 26,6

2% Hanson, 1965, 107, Doc. 91. The document is dag@mber 31, 1343. Bicch. Uscita, 213, f. 67 v.
Twelve lire are paid to eight custodians of founsdior their salaries for six months at the ratéhoty

soldi each for this period. Five lire, five soldegaid to Figarino, the custodian of the FonteaGair
keeping the fountain clean and clear during tmaetiBargagli-Petrucci, 1906, vol. I, 209.
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custodian would have been paid to keep a dry fauctaean.Furthermore, we know that
throughout the fourteenth century, and even l#ter)ack of a sufficient supply of water
plagued the area of the Campo. Tizio’s accountlshikerefore not be taken literally as

it is improbable that the first fountain ever pril abundant water. On the contrary, it is
likely that the numerous failed attempts to bringegh water to the Campo inspired the
government of the Nine to initiate the constructidnvhat would become the Bottino
Maestro.

The first fountain, walled and open to the sky,Ildowt have been structured like
the typical vaulted edifices that characterize &emedieval fountains, as they did not
provide a place for the display of full-scale s¢utp?®* We also know that as in the case
of Saint Paul’s cistern, it had stairs which ledhe water basin to facilitate access to its
waters?°? And further, the usefulness of the first Fonteaaithe public, despite the
fountain’s shortcomings, demonstrated the need feal fountain on the site. As soon as
the underground aqueducts were sufficiently coreplatother Jacopo, Jacopo della
Quercia, was commissioned to sculpt a new marhietén in its place.

Quercia’s Fonte Gaia and the chronology of its exetion

Siena’s city councilCQoncistorg commissioned Jacopo della Quercia to carve the

Fonte Gaia on December 15, 1488The new fountain was commissioned to inaugurate

the arrival of running water in the Campo. The waigivery system was complete and

%1 Hanson,1965, 9.

202 Hanson, 1965, Doc. 104. The document is datedadgriy 1394\5. Reg 1393-1406, f. 91, 109. Ragione
of the operaio of the city water supply which irdds an expenseé la fonte del Campo per fare
acconciare le scale d’essa fontdBargagli-Petrucci, 1906, vol. I, 285-6.

203 Milanesi, 1854-56, vol Il, 100. Bargagli-Petruct06, vol. Il, 306. Hanson, 1965, 89, digest 1ckBe
records that the cost of the new Fonte Gaia wasonatceed 1,700 florins. Beck, 1991, vol. I, 345.
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the commune wanted a new fountain to contain toAtract was drawn up that specified
that Quercia be paid 1,600 florins and requiredllastale drawing of the fountain be
made on a wall of the Palazzo Pubblico overlookitegintended location of the fountain
on the Campo. Apparently some party was dissatisfigh the terms of the first contract,
because a second contract was drawn up just awengh later on January 22, 1409. It
modified the first with the requirement that anattieawing be made on parchment, and
that Quercia be paid 2,000 florins (or 400 flonmere than allocated in the first contract)
and that work be completed in twenty months, byebager 1, 141%% The parchment
drawing, presently in two parts, in two collectiphas always been identified with this
document, and there is no reason to doubt thisygsson.

The original concept for the fountain’s design mkimown because the full text of
the 1408 contract has been lost. The terms ofcthratract, however, do exist in a later
confirmation from 1412 and 1416, but they do nacsfy the fountain’s intended subject
matter or figural prograrff> A general idea of the original design of the fa@imts
provided by the surviving drawing, preserved in fnagments, that was included in the

notary’s file with the second contr&®f. The fragments are preserved in London’s

%4 Milanesi, 1854-56, vol. Il, 100. Bacci, 1936, 158,1. Hanson, digest 4, 89-90. Beck, 1991, vol. II
347. The terms of the 1408 contract appear in ameat from 1412 written by Cino di Guido Belforfes
correctly pointed out by Hanson the inconsisten@garding payment make it clear that Cino copiethf
two documents. He took the terms from the firsttast (sum to be paid between 1,500 and 1,600 gold
florins), now lost, and the paragraph that precetigestablishing the definite price of 2,000 gfitatins)
from the record of a second contract (January 2091 Hanson, 1965, 11.

205 June 1, 1412. Milanesi, 1854-56, vol. Il, no. Bargagli-Petrucci, 1906, vol. Il, 3-6-8. Hanson6%9
91, digest 15. Seymour, 1973, 102. December 12and416. Milanesi, 1854-56, vol I, no. 52, Barljjag
Petrucci, 1906, vol. I, 327-30. Hanson, 1965, 100Q; digests 61, 62, 63. Seymour, 1973, 104.

206 The document is published in Beck and dates framudry 22, 1409 and June 1, 1412. Beck, 1991, vol.
Il, 347-348. The originals are preserved in ASSe@pmetropolitan, Diplomatico, January 22, 1409.
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Victoria and Albert Museum and New York’s Metropiati Museunt®’ These two
fragments, together with a missing center strip, flu@ging from the sculpture of the
completed fountain, probably showed the MadonnaGinitti, give us a sense of what
Quercia and his patrons had in mind when they @eMise second contract for the
fountain.

The drawings show that the Sienese were conceha¢dhe fountain help in
portraying their city as virtuous and just. The fehgment of the drawing (Metropolitan
Museum of Art) shows, from left to right: the Andeabriel, Temperance, Fortitude,
Faith?°® The two statues on the parapet depict Acca Laremtil an ape. The right
fragment of the drawing (Victoria and Albert Musgushows, from left to right: Justice,
Humility, Prudence, and the Annunciate Virgffi The two statues on the parapet depict
Rhea Silvia and a dog. We know from the terms eflth15 contract that the
iconographic program was modified, bringing thaltotumber of Virtues to eight (three

theological Virtues, four cardinal Virtues, plugtBhristian Virtue, Wisdon'° The

207 The London drawing is pen and brown ink on velld®.4 cm x 21.2 cm, Dyce collection, n. 181. The
New York drawing is pen and brown ink on vellum,949 21.4 cm, Harris Brisbane Dick Fund, 1949, n.
49.141. The London drawing is more narrowly cuhatbottom and is larger at the sides than theidgw
fragment in New York. The London drawing was alsgpped, probably when the drawing was dissected,
as can be seen on the lower left side of the digawimere only half of the she-wolf is visible andtat top
where the crown of the standing female figure &ated. It is also less finished than the drawinlyéw

York as, for example, the feet of the Virtues anedrawn or the lower base of the fountain. Beck
hypothesized that the greater detail given to thesNork side of the drawing may be because Jadikao,
Leonardo and Michelangelo, was left-handed. Be®R1171.

28 The drawing shows four seated figures in nichesth@ side wing Gabriel holds a lily and Temperance
a jar. On the back wall Fortitude is shown withodumn and Faith with the cross.

209 0n the back wall is Justice with a sword and Hitynitith a burning candle (or Hope see Beck, 1991,
149) and on the side wing Prudence with three agdshe Virgin Annunciate (only her bust is visibe

the rest of the dawing is cropped).

219 january 18, 1414 [1415]. Bargagli-Petrucci, 19@8, Il, 322-24. Hanson, 1965, 98, digest 49.
Seymour, 1973, 103.
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revised scheme deviated from the earlier drawindbe addition of figural components,
and it required the walls of the fountain to begligrened.

According to Hanson, the fountain sculpture wasubegn January 10, 1414 with
the carving of the relief of the Virgin and Chilthe basis for her assertion comes from
her interpretation of the documentation which idelst a document from 1415 that speaks
of the beautiful work being done on the interiottoé fountain. This reference, together
with the relief’'s more traditional carving styledhits location on the back of the fountain,
led to her conclusiofi:* On the other hand Seymour and Beck believe that was not
begun before 1415 as they see Hanson'’s start sateesly optimisti*? According to
Hanson, Jacopo della Quercia carved the remairgnges during four periods of intense
activity: first Prudence, Justice, Fortitude andcafitly; followed by the two angels located
next to the relief of the Virgin and Child; and th€emperance, Hope, the right-hand
parapet statue, the Creation of Adam, Faith, Wisdbmleft-hand parapet statue; and
finally the relief of the Expulsion. We know thabvk dragged on for some time beyond
the original twenty-months stipulated in the coctt@ecause Quercia was admonished
several times for his delays’ as in 1413 when Francesco di Valdambrino was ecter

make Quercia return to Siena to continue work enfoluntain’* And indeed the

1 Hanson, 1965, 78.

#25eymour agrees with the rest of Hanson’s propokazhology but specifies, “Considering the
documentation, it would seem that a date of 1414et khis phase is over-optimistically early. Rathean
ending in January 1415, | would see the first pleasskeginning, still with the Madonna, at about thhae
or even several months later.” Seymour, 1973, 4£kB1991, 84.

13 See Beck, 1991, vol. 11, 355-357,

#%May 12, 1413. Milanesi, 1854-56, vol. 11, 100. Bagli-Petrucci, 1906, vol. Il, 320. Bacci, 1936132
322. Hanson, 1965, Doc. 33. Beck, 1991, vol. 15.35
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fountain was only finished some ten years afteiirtiteal contract; the final installation
of the fountain was made on September 1, £4719.
Identifying the Fonte Gaia’s parapet sculptures

Unlike Bonannus’ door for the Pisa Duomo from 1b8WMNicola and Giovanni
Pisano’s Fontana Maggiore in Perugia from 1278y lobtwhich have inscriptions to
clearly indicate what figures are represented Fibrete Gaia bears no such explicit
evidence to help us read its iconographic compa@nditiis situation, common at the
time, has led to scholarly debates and disagreenoset the subject matter of some of
the reliefs and sculptures whose attributes areaautily identifiable. The sculptural
groups originally located on the outer parapetheffountain have been the subject of
the most intense debate. Each of these two greupamprised of a standing woman with
two boys, one held in her arms while the otherdsgaat her feet with arms outstretched as
if wanting to be picked up. [Fig. 16] Accordingttte prevailing interpretation of the
fountain’s figural groups provided by Supino (192&)autheimer (1951-52), and
Hanson (1965), the two women represent Acca Laxemtd Rhea Silvia, the birth and
adoptive mothers respectively of Romulus and ReftftEhe same figures have also
been identified as double images of Acca Lareftiad, 1525-28), representations of

public Charity (Piccolomini, 1638), a combinatioiheither of the aforementioned

“>Hanson, 1965, 80-81.
218 jvy, Ab Urbe ConditgThe History of Rome), Book I, Ch 3 and 4. Travialerie M. Warrior, 6-13.
The story is also recounted by Plutarco inVfita di Romolg 4.
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identifications (Vasari, 1568), Amor Dei and AmapnRimi (Beck, 1991), Eve and Rhea
Silvia (List, 1985), and Mother Earth (Bacci, 1935)

The legend of the founding of Siena was centralstablishing the city’s civic
identity, and this is why most scholars argue thatfemale figures must represent the
two mothers of Romulus and Remus, legendary fownaleSiena. The twins were born
from the alleged rape of Rhea Silvia by Mars andeviierown into the Tiber River in a
basket following the orders of Rhea’s father, Kiiigmitor. Romulus and Remus were
saved from certain death by the river's recedintevga which left the basket on dry land
where a thirsty she-wolf was able to nurture thertil Faustulus, the master of the royal
flock, took them home to his wife Larentia to beethfor?'® These figures were
appropriate for the fountain’s adornment becaugbebbvious allusion to the Roman
foundation history of Siena. It is also possiblattAcca and Rhea were a particular
reference to the function of the monument to delwater to the city; a common
iconographic theme is the life- saving propertiewater. The Tiber's waters saved the
children from death, and thus the story of Acca BRhda with Romulus and Remus was
an allusion to the vital life force that the Fo@aia provided the populace. However, as |
shall argue, although the identification of Accadrgia and Rhea Silvia with Romulus
and Remus is probably correct for the depictionthefgroups shown in the drawing
fragments of the fountain that represent the &twsiginal intent in 1409, such

attributions are not correct for the monument ascated according to the modifications

217 Other interpretations include: Ricci who in 19@4ygested Charity and Maternity; Brigidi in 1922 who
suggested Faith and Charity; Bisogni who in 197gssted Charity and Liberality. Ricci, 1904, 19AE.
Brigidi, Nuova guida di Siena e dei suoi dinto(8iena, 1922), 50. Fabio Bisogni, “Sull’iconografiella
Fonte Gaia” inJacopo della Quercia tra Gotico e Rinascime(foenze: Centro Di, 1977), 110-111.
#83ee note 62.
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made to the program in 1415. Instead, | arguettteatigures as executed were both
meant to represent Gaia, the Greek goddess o#ttte éollowing Bacci’'s suggestion of
Mother Earth.

The earliest source to identify the Fonte Gaidsrkd parapet groups dates to the
sixteenth century and identified them as the doirbge of Acca Larentid? In the
seventeenth century, Giulio Piccolomini interpretteel two figures as representations of
pubblica Carit3 or public Charity??° In the nineteenth century Gaetano Milanesi
attempted to justify both these earlier theories laypothesized that the two statues could
be figures of Charity, or alternatively, a doubieaige of Acca Larentia with Romulus
and Remu$?! More recently James Beck suggested that the gneaps double images
of Charity. He interpreted the left group as Div@learity, or Amor Dei, and the group
on the right as Public Charity, or Amor Proxifffi.

These theories are difficult to sustain becauseitnpmrtant details negate them:
neither one of Quercia’s statues is actually shounsing a child, and Charity is already
represented as a Virtue seated on Mary’s left erfittished fountain and there is no
viable reason (or precedent) why her personificasioould be repeatét When we try

to reconcile the figures as described by Beck tghremainder of the sculptural

29«15cobus [...] opera spectanda et egregia reliquitizns figures redimitus sit Fons ipse Gaius facile
conspicere licet, praecipue Accam Laurentiam gemil@) in cintoribus ipsius Fontis Romulum et Remum
manu et brachiis substinentifuEizio, Historiae senense234.

220 piccolomini,Siena illustre per antichit&l638, 49v-50v. Cited from Caciorgna, 2001-2002, 7

2! He mentions four statues on the balustrdgtario nella fonte certi putti cavalcanti ad alcui@e che
gettavao aqua, e sopra | quattro lati di essa ataete statue; della quail non restano che duetessli
dinanzi, e figuranti la Carita’, oppure Acca Laums con Romolo e Rerhblilanesi, 1878-85, 117.

222 Beck, 1991, 84. His identification is based on &malogous situation” discussed by D.D. PincusAin “
Hand by Antonio Rizzo and the Double Caritas Schefitee Tron tomb” imArt Bulletin (n. 51, 1969),
247-256.

223 pAccording to Beck’s view this figure was insteafigare of Humility. Beck, 1991, 83.
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program and function of the monument, his hypothbecomes particularly difficult to
accept. Divine Charity or Amor Dei is the activedahat originates with God, not the act
of charity to or from God** Had the latter been the intended meaning thestttae

would have been fitting for the adornment of a faim since the water could have been
interpreted as God’s gift to Siena, but this isthetcase. Claudia List suggested that the
figures were Eve and Rhea Silvia, but | disagrel tver identification. She based her
identification of the left-hand statue as Eve om pinesence of depictions of the Creation
of Adam (left) and the Expulsion (right) on the esfdhe lateral wings of the fountafft

In my opinion, the presence of these scenes is hikelg a reminder that spiritual
salvation is possible through redemption; they dbneed to imply the identification of
Eve in the left-hand statue.

From this brief summary it is clear that thereasconsensus regarding the
identification of Quercia’s figural groups. Therasvsome clarity after the discovery of
the drawing fragments, but in the end they raisedenmquestions than they answered.
Two different views have since coexisted in theotathy literature, one harking back to
the city’s origins, and the other to the allegofypuoblic charity. Igino Benvenuto Supino
first suggested (1926) that the figures were Acaeehtia and Rhea Silvia. Although his
theory was followed by several modern scholarduding Richard Krautheimer and

Anne Coffin Hanson, it was no more than a nineteeentury modification of Tizio’s

24« Caritas divina effuse in cordibus nostris diserbeatur effectus Spiritus SaricRomans 5.5.
225 Claudia List “Beobachtungen zum Bildprogramm denté Gaia Jacopo della Quercia’Ntiinchner
Jahrbuch der bildenden Kuns36, 1985, 57-71.
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history??° It is important to realize that, when the fountsiructure was replaced by
Sarrocchi in the second half of the nineteenthuwgnthe figural ensemble was not
included in the work. In fact, replacements for figerral groups were never executed.
The decision to omit the statues was primarily thua lack of funds, which I shall
discuss in chapter four. However, the fact thatsthiéues were never executed (even
when funds did become available) indicates thatiatlater date (1869), the figural
groups were not considered vital to the monument&all meaning. This point may
provide a key to understanding the fifteenth-cgntnonument. As | will explain later in
this chapter, the changes made to the iconograptige statues facilitated a more
tangible and universal understanding of the founési a whole.
Acca Larentia and Rhea Silvia

Local tradition confirms the identification of tifigural groups as Acca Larentia
and Rhea Silvid?’ However, this tradition does not appear in thesesibefore the
second half of the fifteenth century and thus daiester the construction of the Fonte
Gaia. Therefore the sculptural groups on the FGata are likely the legend’s source.
The legend, named in honor of the Roman Tisbo Gase who is supposed to have first
recorded it, involves the twin sons of Remus, SamgsAeschius. According to this

acount, the twins, escaping the anger of theirau(Rbmulus), took the ‘sacrario’ of the

226 5igismondo Tizio, writing at the beginning of thiféeenth century, talks about the double image of
Acca Larentia holding Romulus and Remus and doemeation Rea Silvidiistoriae SenenseMS.
Biblioteca Comunale, Siena, B Il 15, 234. Supib®26, 41-42. Krautheimer, 1958, 271. Hanson, 1965,
25.

22" The Tisbo legend, the oldest codice dates fronséitend-half of the fifteenth century. ASC, A VI, 8
The legend is also found in several other codiceké same archive labeled A, VI, 12; A VI, 10;IA,

25; A lll, 28; and B, I, 1; A, VI, 11; A, VI, 4For a discussion of dating and differences in laug see
Giuseppe Rondontradizioni Popolari e leggende di un commune mediewdel suo contado :Siena e
I'antico contado seneg@ologna: Forni Editore, 1968), 15.
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wolf from Rome to the spot that is now SiéA&They founded the city on the spot now
known as Castelvecchio and ordained great sagifacépollo and Diana in gratitude
for having overcome the opposition of Romulus. Ftomaltar of Apollo, the fumes
were densely black, while a white smoke ascendwd Diana’s sacrifice. The origins of
the colors (black and white) of the city’s emblehebalzanaderive from this story?°

In the preface to his publication of the Tisbo lediethe nineteenth-century
archivist Luciano Banchi attributed the story too&gno Patrizi, a late fifteenth-century
historian®*® Modern historians dispute the chronicle’s datebiRstein thought it derived
from the fifteenth century, while Rondoni and mo#ter Italian scholars believe that the
story existed as a popular legend well before ffieSimilar tales concerning other
cities’ foundations existed before written sourappear for therfi®? Thus, although this
hypothesis is unsubstantiated, it is possiblettiebral tradition was widespread,
permitting the recognition of the figural groupsoi¢theless, the question remains:
would the Tisbo legend have been so well knownaH#dteenth-century viewer could
readily identify the statues on the Fonte Gaia? amdthere any visual sources that can
corroborate the existence of the oral traditionied

The first problem with the identification of theaites is that there are no

precedents for similar depictions of Acca Laureatid Rhea Silvia in Sienese art, nor

228 The sacrario is the image of the wolf and the $win

22 The balzana is a shield of which the upper halftite and the lower black. Rondoni, 1968, 13-27.
Douglas, 1902, 6.

29 pyplished from one of the later copies in the B@llection, ASS. Luciano BancHig origini favolose
di Siena second una presunta cronica romana diolSblonnes€Nozze Papanti-Giraudini, Siena, April
22, 1882). As Rubinstein points out Banchi providesvidence for his suggestion. Rubinstein, 1268,
%1 Rubinstein, 1958, 202. Rondoni, 1968, 15. PiewesRConferenza della Comm. Sen. di Storia Patria
(Siena, 1895), VII, 5-73. Cronanche SenedR@rum Italicarum Scriptorepreface XI.

%32 Arturo Graf,Roma nella memoria e nelle immaginazioni del Medbq@urin: Loescher, 1915), 79-82.
On the foundation of Reims see Rondoni, 1968, 25.
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are they part of the standard visual repertorydhan art. In Perugia, for example, Rhea
Silvia appeared in a diptych on the lower basithefFontana Maggiore, but she was
shown in a completely different format, sittinggrofile facing left toward the she-wolf
and twins. Her hair is pulled back in ornate ngtéamd on her lap she holds a bird cage.
[Fig. 19] In Roman art Rhea Silvia is often shown@pose, usually illustrating the
moment when Mars descended from Olympus to imptegm®>3 [Fig. 20] This
imagery is continued in later representationsef@mple in the seventeenth-century
Mars and Rhea Silvipainted by Peter Paul Rubens in the Prince’s ciodie in
Liechtensteirf>*

Depictions of Acca Larentia are even rarer. Infédve known images she is
usually represented not as a woman but as a sHelwahcient Roman times Acca was
called Luperca (as thaupa she-wolf) wife of Lupercus, and a yearly celeimmatknown
as the Lupercalia) was held in her hofiiin antiquity a statue of a wolf was probably
located by the Cave of the Luperc@lr¢tta del Lupercpclose to where Acca’s tomb
was located in the Velabrum marketpld&&Thanks to the popularity of the story it is not

surprising to find that in art the female figuresndentified as a wolf. A simulacrum is

233 5ee for example the mosaic from Ostia Antica noes@rved in Palazzo Altieri in Romieexicon
Iconographicum Mythologiae Classicé&rich: Artemis Verlag, 1981-1999).

24 The painting is dated 1616-17 and was acquirefirince Johann Adam Andreas | von Liechtenstein, it
is now in the Liechtenstein Museum (Vienna, Austria

25 The celebration known as the Lupercalia was hesdyeDecember 23 from the late years of the
Republic to A.D. 494 when the practice was endée. fistory is recounted in the “Fasti Praenes{i@il.
L. 1 319). Cited in Mario Marazzi, “Sul mito di Aad_arenzia” inStrenna dei RomanisKLVIIl (Roma:
Editrice Roma Amor: 1980), 349-362, see in particyglage 354.

26 The Lupercal is the cave at the foot of the Pagaliill in Rome where Faustulus allegedly found
Romulus and Remus saved by the female wolf thddled¢hem. See T. P. Wisemarhe Myths of Rome
(Exeter: University of Exeter Press, 2004), 140gd&kding the statue of a wolf see Marazzi, 1980, 851
4: “ll passo liviano che riferisce questo si trova @&ro X.23. Ma questo passo ha dato origine a digers
interpretazioni giacché non e chiaro se la Lupaiasi riferisce Livio sia la stessa attualmente@stp nel
palazzo del Conservatori in Campidoglio di sicuattdira etrusca e citata da Cicerche
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the famous Etruscan statue of a wolf (now in thesdlCapitolini). Occasionally Acca
Larentia is shown in human form, especially in lai§t on coins; an example from the
Republican era shows her in simple profile. [Fig] 2

The second problem with identifying the sculptugedups as Acca Larentia and
Rhea Silvia is that the evidence used for thiglisted to the 1409 plan and not the 1415
plan. The majority of modern scholars use the tveavthg fragments of the fountain to
prove this attributio’®” However, the drawing dates between December 1468 a
January 1409, when extensive modifications to itis¢ fflan required that a second
drawing be made for the Priors’ approval. At thiatet the cost of the fountain was raised
twenty to twenty-five percent. As Richard Krautheimfirst suggested, the difference in
cost probably corresponded to the addition of wegculptural group&>® The drawing
is missing the central section. Unlike the presgatie of Quercia’s finished statues, the
female figures in the drawing fragments are clediffierentiated and identifiable. The
left-hand figure of the Metropolitan Museum’s seginef the drawing wears a wreath of
leaves on her head and is dressed in a furry cltd@k.specifies that she is Acca
Larentia, the goat herd’s wife who cared for Rorsidnd Remus. The right-hand figure
(in the Victoria and Albert Museum) wears a crownher head and is dressed in finer
garments. This attire suggests that she is Rhem3ihe daughter of King Numitor and
birth mother of Romulus and Remus. Both femaleréglare accompanied by the twins

Romulus and Remus. [Fig. 22] The possibility theat tifferent sets of twins appear on

27| anyi, 1927-28, 257-66. Krautheimer, 1952, 265-74.

238 Krautheimer links the two extant parts of the leoBiia drawing, agreeing with hy that the 1409
plan is represented in the drawings, and throughdgraphical analysis suggests phases for thearogf
sculpture. Krautheimer, 1952, 269.
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the fountain -- Romulus and Remus, and Senus asdhies -- has also been suggested.
According to this hypothesis, the figural groupkeréo two distinct generations of the
family.?*° Unfortunately, there is no specific evidence tppmrt this tempting
hypothesis*

The drawing fragments make clear that the figuraligs of Acca Larentia and
Rhea Silvia served to strengthen the civic aspieitteosecond program by alluding to the
city’s historic origins. The animals seated onc¢beners of the parapet support this
reading. A monkey appears in the left hand seaidhe drawing while the right hand
section includes a dog. The animals may be synetased to the theme of Good
Government, of which the fountain is certainly anbpl. The dog is probably a symbol
of loyalty and the monkey faithlessnéss.

The interpretation of the fountain depicted in dnawing fragments is relatively
straightforward; the same is not true for the caetgd fountain. We must take into
account another complicating factor when evaluatiregdrawing’s utility: it illustrates
an intermediate phase and not the final plan ofdhatain. Whereas Acca Larentia and
Rhea Silvia appear in the drawing, they do nothenfinished fountain. Krautheimer

explained the discrepancy in these terms,

%9 Hanson, 1965, 33.

249 Hanson had also come to this conclusion. Ibid.

241 K rautheimer, 1952, 271.The usual meanings attatthéte image of a dog are friendship, faithfulness
and also may represent a good prince or judgetrarsdmay relate to the Virgin as ruler of Sienae &pe,
as subhuman and a mimic of man, can representaahgfsVice. In this case, the ape may be
representative of the sinful nature of the Old Adantontrast to the New Adam who is to be borp it
world for the salvation of mankind. See Hanson,51%. Instead Bisogni interpreted the animals
according to a medieval allegory, the Psychomaahii@reby the dog is a symbol of envy and the monkey
avarice. According to his interpretation, the ariran the parapet illustrate that the female figuaee
instead Charity and Liberality; Charity (Rhea SilMights against envy while Liberality (Acca Latie)
fights against avarice. Bisogni, 1977, 110.
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Hence the over-all program of Good Government, sjtécific reference to
Siena, is fully consistent in the drawing—infinijtehore so than in the fountain
as executed. With the change in program in 1415 Aecentia and Rhea Silvia
are out of place, so much so that their identifyatigibutes and garments were
played down, to a degree which rendered them ugrézable for centurie%"

While Krautheimer recognized that the mothers veerteof place on the fountain,
| contend that the changes made to the statuasdgraphy (from the time they appeared
in the drawing fragments to their final executisrgs not just a “playing down” of their
attributes. Rather, this was a conscious choiceenmdhange our understanding of the
groups fundamentally, and as a result, the overalining of the program. | am
suggesting that the figural groups on the execotedument were not intended to
represent the founders of Rome or Siena. The igemiattributes, shown in the
drawings, were instead purposefully omitted in otdeacilitate a more general reading
of the monument.

In this regard a comparison of the drawings anditia monument is
enlightening. Numerous changes were made includinggrticular, the omission of the
other two parapet sculptures depicting a monkeyaatidg. While some scholars believe
these statues were lost, | doubt that the animeais @ver included in the final project for
the fountair?*® The only evidence supporting their existencersuchstantial at best.

Milanesi recounted that four statues once adormegarapet of the fountaffi* This has

often been used in support of the existence ofrtissing animal statues. However,

242 Krautheimer, 1958, 271.

243 Hanson suggested that the two animals may haeepisred before the fountain was photographed in
the nineteenth century. Hanson, 1965, 25.

244«Erano nella fonte certi putti cavalcanti ad alcuin@e che gettavao aqua, e sopra | quattro lati s
altrettante statue; della qual non restano che quaste sul dinanzi, e figuranti la Carita, oppureca
Laurenzia con Romolo e Rerh8ee Milanesi, 1878-85, 117.
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Milanesi only discussed the female groups and maderther description of the form or
subject of the other two sculptures. Instead iteapp that the project was modified once
again and, instead of animals, statues of seai&ttein adorned the fountain. At least
one of these statues was visible to viewers abéginning of the sixteenth century. Tizio
recounts that a statue of a seated boy, locatékdeonm of the fountain, was broken and
lost because of the actions of some “awful youffi3According to a witness in the
nineteenth century, the base of the statue wawisiible on the edge of the fountain in
front of the relief of the Madonna and Child. Aléestlly the remnant even led
commissioners to evaluate whether or not the lastis should be remade for Sarrocchi's
new fountair?*® The art historian Guglielmo Della Valle recordiistinformation in the
eighteenth century; it may be that he had also geeremains of the now lost stafifé.
Since Milanesi mentioned that there were indeed pawapet statues and we already
know that two are the surviving groups of standemale figures with two small
children, and there is evidence that the third avaeated boy, it is likely that the fourth
was a companion to the third. Thus even thoughfignise is not described in any of the
early sources, it too probably depicted a seatéd.dhthis assumption is correct, then
the statue must have been damaged and lost shfighthe inauguration of the fountain.
Krautheimer recognized several design changes aféelethe drawing that led
him to the conclusion that the drawing represettiedsecond plan of 1409. He argued

that the plan must have been found unsatisfachased on changes in form and

245 gjgismondo TizioHistoriae senenses. 236.

24 Banchi et al., 1869. See also Gabbrielli, 19948-314.

#47«Nel sovracilio del fonte eravi la figura di un baimb sedente il quale a giorni nostri fu ridotto pezzi
e disperso da alcuni pessimi giovinastuglielmo Della ValleLettere SanegRoma: Generoso
Salomoni, 1785), vol. I, 163.
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iconography, since another scheme that corresporttie finished fountain was drawn
up shortly thereafter. Among the changes noted taytheimer are the enlargement of
the fountain; a change in shape from rectangul&nageezoidal; the modification of
niches from a pointed to a round profile; and gq@acement of thAnnunciationscenes
(The Virgin Mary seated and reading from her prdy@wk in the London drawing, and
the angel Gabriel grasping a fleur-de-lys scepi¢ne New York drawing) with two new
Virtues. There are only two further points thatdwd like to add to reenter into this
argument. First, as explained above, the animaktédal on the parapet of the drawing
were probably never executed, and second, thedlignoups were changed so they were
no longer readily identifiable as Acca Larentia &ttea Silvia. The missing animal
statues and the significant changes in design rieedithe fountain’s program was also
changed, and as a result, the female statutesedouhtain, as it was completed, may not
be securely identified as Acca Larentia and RheaaSiTo conclude, even without the
evidence of the central section of the drawingcam believe that Quercia’s finished
fountain was not executed according to the draviragments and respects the second
plan only generally.

The finished statues have similar sinuous pos#soe in the drawing, and the
positions of the children vary only slightly. Howerythe statues as executed feature both

women clad in identical garmerft€ Had the intent been to distinguish Acca Larentia

248 Three later drawings also demonstrate this pdiné artists of these drawings show the figures with
identical garments, clearly drawn after the statfdébe finished monument. They each identify ttegses

as either Charity or Liberality. Thus pointing, oraggin, to the difficulty viewers had in decipheyithe
iconography of the figures. None of the artistsitifg the figures as Acca Larentia or Rhea Sil\Bae the
drawing of Liberality and Charity in the Gabinettei Disegni degli Uffizi by an artist active at the
beginning of the sixteenth century, sometimeshaitdd to Sodoma. See Bernhard Degenhart and Amnnegri
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from Rhea Silvia on the finished fountain, Quen@uld have made them identifiable, as
he had in the drawing, through their garméftSometime during the planning process,
after the second drawing and before the final adeglge decision was made to modify the
figural groups. Furthermore, even if Quercia’s fistatues reflected the iconography
from the drawings, they would not necessarily ha@en recognized by the general
public. As discussed above, the depictions of Aar@ntia and Rhea Silvia were rather
complex and probably would have been unfamiliarrédoer in Siena, the iconography
of Acca Larentia and Rhea Silvia (distinguishedHhsir garments) had not entered into
the city’s artistic vocabulary. The more commorerefice to Rome was instead the
depiction of the she-wolf suckling Romulus and Remu

The depiction of the wolf suckling twins had becotime standard visual symbol
representing Siena’s foundatioii.lt was a common, readily identifiable and estdtglts

reference to Rome. The wolf suckling twins is ittased under the figure of Good

Schmitt Corpus der Italienischen zeichnungen 1300-1¢¥lin: Mann, 1968) I, 207-208, n. 1, fig. 290.
Another drawing is in the Chigi Saracini collectiand shows a lateral view of Charity by an unknown
seventeenth-century Sienese artist. The last doggpwiynAmico Aspertini, is in the Gabinetto Civiceid
Disegni Castello Sforzesco, Milan. Annegrit Schpif@heets from an Early “Taccuino” by Amico
Aspertini” in Master Drawings, Il, 1964, n. 1, 3@. 21. See also Fabio Bisogni, “Un disegno dEltete
Gaia” inStoria dell’Arte n. 38/40, 1980, 213-214.

249 The drawing does reflect, whetheli sua manbor not, Jacopo della Quercia’s plans for the taim
Clearly the problems of attributing the drawinglaxopo’s own hand can not definitively be resolaed
this time. There are no other drawings by Quemia, in any case, the rarity of fifteenth-centurgwings
does not provide enough analysis to permit suchffimation. See Krautheimer’s discussion of the
subject. Krautheimer, 1958, particularly 273ff. Tdrawing has been attributed to Jacopo by Kauffmann
1929, 9; Foratti, 1933, 513-516; Degenhart, 1981, Degenhart and Schmitt, 1968, 204-208; Hanson,
1965, 11-13; Cinelli, 1975, 107; Bisogni, 1977, 1091; Bellosi, 1978, XX-XXI; Carli, 1980, 29; Ames-
Lewis, 1981, 128-131; Beck, 1991, 69 and 150; Bgl®003, 14 and Fattorini, 2005, 27. Instead Pope-
Hennessy suggested the drawing was made by a \&ramtist. Pope-Hennessy, 1939, 44, n. 56. While
Seymour suggested it was made by Martino di Bamabeo, under Jacopo’s instruction and supervision.
Seymour, 1968, 93-105.

0By 1344 the Roman wolf suckling the twins Romudmsl Remus had become accepted as the official
seal of the city. See Douglas, 1902, 6. In the eidd the thirteenth century a live wolf was evepkin

the Palazzo Pubblico. Rondoni, 1968, 28.
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Government in Ambrogio Lorenzetti’s fresco in thee&dei Nove in the Palazzo
Pubblico®* [Fig. 23] The wolf and twins are also shown dBiechernacover from 1344
attributed to Lorenzetf? [Fig. 24] In 1429, a bronze sculpture of the Romatf was
commissioned by the Commune and placed on a Rooiama in the Piazza del
Campo?>* The Roman column was brought to Siena from Orloefetits placement in
the Piazza del Campo demonstrated the city’s ¢i€&ime not only through the
iconography of the column, but also its contexte Thlumn statue was a Roman model
that linked the appearance of the Piazza del Campiwat of a Roman forum;
furthermore, until the first half of the thirteentbntury the Piazza del Campo was even
called Campum Fof>> Allusions to the city’s Roman origin were alsos®et in the
sculpture located on the lower border of the foumta both the drawing and on the
finished fountain the she-wolf is present in vagyform. In the drawing she projects
from between two niches on the lower wall. On theshed fountain, there are multiple
images of the she-wolf: one on the right balusti@ald several more serving as water

spouts.

1 The twins were identified as Romulus and RemuBRdyley. George RowleyAmbrogio Lorenzetti
(Princeton N.J.: Princeton University Press, 1988), 75. Instead Cairolo and Carli identified tivns as
Senus (Senio) and Aeschius (Aschio). Cairolo andi,d#63, 129.

%2 Enzo CarliLe Tavolette di Biccherna e di altri uffici dellte$ di SienaFirenze: Electa, 1950), 33-34,
n. 26.

23 The bronze wolf was cast by Giovanni and Lorerizbudini. Cristofani, 1979, 117. See also Carl
Brandon Strehlke, “Art and Culture in Renaissanea&' inPainting in Renaissance Sie(ldew York;
Abrams, 1988), 38.

%4 peleo Bacci, “La colonna del Campo provenientawdazi romani presso Orbetello (1428)” in
Rassegna d’Arte Senese e del Cost(wmeio 1, n. 5, 1927), 227.

2% Rondoni, 1968, 28.
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Quercia’s Parapet Statues

The theory that the female statues may be remirafdhe appearance of the lost
statue of Venus or Diana that once adorneditsieFonte Gaia has been advanced by
Campbell, but this is not plausible since themeasvidence that Quercia ever saw the
earlier statué>® The parapet statues do seem to evoke a commae &sfsome scholars
have suggested: the depiction of Charity as a womigmchildren at her breast.
Although the association may be inferred, | thin&ttthe sculpture groups were not
meant to be depictions of Charjtgr se While depictions of Charity or Caritas differed
widely in the fourteenth century, by the fiftee#mtury she was usually shown as a
womannursingher childrerf>’ Robert Freyhan has treated the subject extensiarty
among other things his study traces the possilidgnsrof the various symbols (fruit,
flame, heart, candle, and flower) used to symbdlikarity. It is interesting to note how
these attributes are more often than not a coofiaif other sources influenced by
secular love symbols such as the torch of Vértis any case, by the fifteenth century
all of these symbols are nearly abandoned in fat/thie familial group of a woman with
children?®® Particular to this iconography is the woman gelheshown nursing at least

one child®® Indeed the portrayal of Caritas in the predell®aphael’sEntombmenin

6uThese figuregfreestanding female figuresjoth supplant and commemorate a pagan statuernfsVe
that once adorned the fountain.” Stephen Campfdgie Body in Renaissance Art” lBncyclopedia of the
Renaissancéew York: Scribner’s, 1999), 204-210.

%7 Robert Freyhan, “The Evolution of the Caritas FFegin the Thirteenth and Fourteenth CenturiesTlie
Journal of the Warburg and Courtauld Instituig®l. 11, 1948), 68-86. In sum the Caritas icompiyy
seems to have been a maodification by the Pisarmo$ciithe new iconography introduced by Giovanni
Pisano for his figure of Ecclesia in the Duomo R

%8 Freyhan, 1948, 75 and 86.

%9 Freyhan, 1948, 85.

%0 An early example is Andrea Orcagna’s figure ofidarfrom Orsanmichele or Tino di Camaino’s
Caritas in the Opera del Duomo of Florence.
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the Vatican, which shows her with four childrendtef whom appear to be nursing) and
the older symbols of Amor Dei (with the flaming exsnd Amor Proximi (with the fruit
basket), is characterized as a “stylistic retragjoe® because of the presence of Amor
Dei and Amor Proximf!
Mother Earth and Gaia

In the twentieth century, Péleo Bacci proposeditanreate meaning for the
sculptural groups. He observed that the two femadesd represeriferra Madre or
Mother Earth, but did not reveal any reason fas ttientification?® The aim of his
monograph was not to explain the fountain’s icoapgly, but to demonstrate through
connoisseurship his attribution of the right haigdifal group (facing the fountain) to
Francesco da Valdambrino, Jacopo’s friend and lcotktor. This attribution is

implausible considering the available evidefi€aNith regard to the iconographic

21 Edgar Wind, “Charity, The Case History of a Pattén TheJournal of the Warburg and Courtauld
Institutes (vol. I, 1937/1938 ), 322-330, particularly 329.

*5Bacci, 1936, 306.

23 Hjs attribution was based on two points. The fivas the testimony of a late fifteenth-century clicte,
the Chronica senese 1170-143BCS,Cronaca dal 1170 al 1431The original text belonged to the
jeweler prafo) Paolo di Tommaso and was allegedly faithfullyseribed in 1490 by Antonio di Martino
of Siena. Bacci deduced that since some of thetevenorded in the chronicle regarding the Fonta Ga
were traceable to archival documents then the gassgarding Francesco da Valdambrino may also be
considered accurate. The passage reads, “mastgalatmaster Pietro della Quercia of Siena comghose
the fountain and all its figurdBghurie] and other carvings as one can see; also masterdseo di
Valdambrino of Siena made one of the above mentidigerres[fighura], and master Sano of Siena walled
the fountain around the year 1419:"[(..] maestro Jacomo di maestro Pietro della Ghugida Siena e

lui conpose la Fonte e fe’ tutte le fighurie e glitagli come si vede; ancho maesetro Francesco di
Valdanbrino da Siena fece una di detta fighura,aestro Sano da Siena muro la fonte d'initorno I'ano
1419.") BCS,Cronaca dal 1170 al 1432A. VII, 44, c. 474. Bacci reafighura as necessarily one of the
two female figures situated on the parapet of thieté Gaia, yet the term does not necessarily imply
sculpture in the round nor fighura necessarily specified as one of the lateral paistptues. The first
problem then concerns the interpretation of thé tedeedfighura could conceivably refer to one of the
other sculptures such as one of the reclining v&las indirectly suggested by Seymour, or possibé/of
the reliefs of virtues. (Seymour attributes thdingéeg wolf (Palazzo Pubblico, Siena) at one tinastpf

the Fonte Gaia to an assistant of Jacopo dellad@gue&eymour, 1973, 46 and fig. 44.) Second, tthéur
support his attribution through visual analysis &dacated Valdambrino’s carving style in the lafind
figure. He attributes this group to Valdambrino &me right hand group to Quercia and he notes fclea
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implications of Bacci's proposal, | contend that figural groups were intended as a
universal reference to Mother Earth. They trandlatéo visual form the fountain’s

name, Gaia, the name of the Greek goddess of ttte &ae Greek poet Hesiod was the
first to describe the birth of the deity. Chaos wWeesfirst deity to come into being,
followed by Gaia, and then Eros. Gaia gave birthdrself, to the landscape, sea, and
sky. She mated with Ouranos, the god of the Sky,ca@ated the succeeding generations
of gods and ultimately humaf%.She nurtured all life on earth and is mother bfGaia,
the goddess of the Earth, is likely depicted astimeuring mother shown on the fountain
in the two sculptural groups. Her solicitude towtrd children stands for her care of
humankind and the fountain provides her gift oftltel life force of water. Lending

some weight to this hypothesis is the fact thatusanpts of Hesiod'3heogenywhich

stylistic differentiations” in their carving. He agthe general folds of the drapery as “flowing” fo
Valdambrino’s figure and “fractured” for Quercidigure. He describes the children in Quercia’s gras
“meaty and heavy” while he sees Valdambrino’s abitdas “thin and graceful.” Pai confronti fra i due
gruppi allegorici emergono altre chiare dissomiglize stilistiche. Per esempio, la piegatura de’papii
fluente in Francesco da Valdambrino, piu spezzatdaicopo della Quercia; la concezione e riprodugion
plastica dei putti, carnosa, pesante, deforme girasi. Jacopo, snella, vivace, aggraziata in m.
Francesco.) Bacci, 1936, 309. He was convinced that the satdpgroups on the Fonte Gaia represented
an example analogous to the one he had found étiputti carved on llaria del Carretto’s funerary
monument. (Bacci, 1936, see specifically pagesB9-The trouble with his argument is that the areas
where he sees a change in carving style (draperghifdren) are areas that were restored. (Thehkafd
female figure was restored by Mazzuoli and Bacevkmof his restorations since he mentions them ge pa
308 but he does not discern any differences tliwfalot implies for an attribution of the sculptugaoup to
Valdambrino.) Seymour, in his monograph on Jacaga @uercia, correctly recognized that such later
restorations flaw our view and interpretation af gtatue. He concludes, from an analysis of thipsoe’s
rear, that the statue is entirely quercesque icatging style. (Seymour, 1973, 52) It is plausilble writes,
that the restorations taint our view of Valdambtingtyle as opposed to Quercia’s but nonetheless is
convinced of Quercia’s authorship. It is howevenstan who has put forth the most convincing argusent
on the question of Valdambrino’s participation. ®elains succinctly that Francesco da Valdambrino
wasOperaio dell'acquaoverseer; technically ineligible to take partlie project since he was in titular
charge of it apperaioand, as probable guarantor, morally responsibiert@in uninvolved); Jacopo della
Quercia was sculptor; and Sano was assigned to @odecorative ornaments under Francesco’s directio
(Hanson, 1965, 71. Valdambrino was Operaio fronofet 1409 to January 1418. See Hanson, Docs. 70,
71, 73, 74, 75. Seymour, 1973, 105).

%4 Hesiod, Theogony and Works and Daysans. Catherine Schlegel and Henry Weinfield (Ambor:
University of Michigan Press, 2006). See also B¥lleante,Daughters of Gaia; Women in the Ancient
Mediterranean WorldLondon: Praeger, 2007).
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presents this myth, did circulate in the Renaissamx several copies from the thirteenth
and fourteenth century were known in Tusc&fly.

Although it is commonplace to recognize the impactof Latin antiquity in the
Renaissance, Greek antiquity was similarly pertifi@nmany of the period’s artists,
scholars, and patrons. The Greek humanist DemeéZhiasécondyles, who is credited with
the first publication of Hesiod¥/orks and Daygaught in Florence later in the fifteenth
century.?°® This was followed shortly after, in 1495, by thebfication of Hesiod’s
complete works at Venice by Aldus Manutf§s.

If we agree that Quercia’s lateral sculpture gromay well refer to Gaia then it is
possible that she is depicted elsewhere in thenttarts. Indeed a quite early precedent
may be seen on the Ara Pacis where the Roman éepiivad the Greek Gaia, Tellus, is
represented as a mother with two children in hexs&f® Another representation of the
goddess with children is visible in a large mosdiMithras in the Zodiac from the
Roman villa in Sentium dated 200-250 &BAlthough neither example was known in

Siena in the early fifteenth century, in RomanTaflus was frequently depicted on urns

255 These copies are preserved in the LaurentiamyjitnaFlorence. Laur. XXXII 16 [18 c], Florence,

Laur. Conv. Suppr. 158 [{4].

%6 Demetrius Chalcondyles was born in Athens 1424wee a Greek humanist, scholar and professor who
taught in ltaly at Padua, Perugia, Milan and FloeeThe first printed version dates to 1493 propabl
Milan.

27 Aldus Manutius 1449/50-1515 was an Italian huntamte founded the Aldine Press at Venice.

%8 The Ara Pacis was not excavated until the midesixth century. The relief is located on the Eastern
facing long side of the Ara Pacis, the altar eratehonor of Augustus between 13 and 9 B.C., indtea
of Campo Marzio. Marilena Caciorgna suggested Baatci must have had this relief in mind when he
suggested the figures depicted Mother Earth. Sipgearthat the later excavations of the Ara Paeigub

in 1903 and terminated in 1937-38, coincide with plublication of Bacci’'s monograph. Caciorgna, 2001
2002, 77. A temple (Aedes Telluris) was dedicatetidllus on December 13, 268 BCE on the Esquiline
Hill near the Templum Pax.

%9 The mosaic is now in the collection of the Mun@lyptothek.
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and sarcophagi decorated with mythological sceav@sthus it is possible that another
model was available to Quercia in the Renaissafice.

The roughly contemporaneous frescoes painted bgiéiiadi Bartolo in the
antechapel of the Palazzo Pubblico are furthericoafion that my identification of the
figural groups on the Fonte Gaia is plausible. Akdll explain in the following section
the frescoes demonstrate that the commune hadrchosefficial foundation legend that
probably influenced Quercia to eliminate the atttés that made his figural groups
recognizable as Acca Laurentia and Rhea Silvia.

The frescoes depict a program of Roman personagepditical Virtues
accompanied by inscriptions in Latin hexameter® paintings adorn the antechapel, or
entrance to the Consistory chamber, located icéiméer of thgpiano nobilebetween the
great hall and the smaller rooms to the front efgghlace. The cycle continues the fresco
decoration in the contiguous rooms, and is esdgdiaked to Ambrogio Lorenzetti’s
frescoes in the Sala dei Nove. Lorenzetti’'s fresastablished the ideological structure
of good governance, justice, and the common goaitdctbntinues in Bartolo’s

frescoe<’! On the left side of the doorway stands Aristattap provided the literary

2% Thus far | can not establish that there was a i@nographical tradition known to the Sienesehim t
Renaissance. There was a healthy tradition in ait§iand thus considering this evidence it is §kilat
some model was available to Quercia. Attested semtations of Gaia are not known before the second
quarter of the sixth century B.C. In Greek art Qaiaften shown as a supplicating mother in the
Gigantomachy and in Apollo’s struggle with Titydster five hundred B.C. Gaia is often shown asrado
emerging from the ground as in depictions of thehBaf Erichthonios. On a stone relief from the
Sebasterion, from the second century A.D. Gaiastead shown reclining with a cornucopia and alchil
See Mary B. Moore “Ge” il.exicon lconographicum Mythologiae Classid@éirich: Artemis Verlag,
1981-1999), 171-177. In Roman art Tellus is eigi@wn in repose with one hand holding an attribute
(either a basket of flowers or fruit) or, as on #ra Pacis, with small children which allude to fextility.
See Elena Ghiselli “Tellus” ihexicon Iconographicum Mythologiae Classi¢@érich: Artemis Verlag,
1981-1999), 879-889.

2! Gail E. SolbergTaddeo di Bartolo: His Life and Woilh.D. diss., New York University, 1991), 226.
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foundation for both pictorial cycles. He introdudbe group of Roman heroes on the
walls and advises the Sienese to follow the ciuittigs of the Romans,

I am he who inquired into the causes of thingstandht the means by which

every public power could maintain itself for evéh illustrious city of Siena, |

will show you those men whose civil examples yoousth follow, and as long as
you faithfully tread in their sacred footsteps, yglory will grow and in all the
world liberty will flourish among yoid’?

In the doorway opposite appear Caesar and Pomgeyserve warnings against
selfish ambitiorf.”® Located under the Virtues are figures from Romiatohy that
exemplify the virtue depicted above it. Directlyide the personification of
Magnanimity, we find Curius Dentatus, Furius Caunsland Scipio Africanus. [Fig. 25]
The inscription located below Furius Camillus etlates his significance; he is
acclaimed as founder of the city. The titulus reddsefounded the nation, the
destruction of the Gauls is my glory; and as | patsthe routed stragglers across the
country my name was adopted for Camollia, the thart of your city of Siena®* |
believe the presence of Furius Camillus in the almépel fresco program and the

specific reference in the titulus to his foundatasrSiena help to elucidate why the Fonte

Gaia’s sculptural groups were changed.

22 The inscription is on the scroll in Aristotle’sriithand reads |tie ego qui rerum causas scrutatus et
artes/Publica res docui surgat quibus omnis [infras Exemplum civile tuum preclara senarum/ Urlis ti
monstro viros quorum vestigial sacra/Dum sequemisfatque domi tua Gloria (cre) scet/ Liberatasque
tuos simper servabit honor [€s]Solberg, 1991, 883.

273 Caesar and Pompey are faulted with provoking #eine of Rome, and particularly the downfall oé th
Republic. This view was based on the notion they tiere the root cause of civil strife. Rubinsteaints
out that this idea had been newly voiced by Leood@ulini, in opposition to that of his teacher Safiuas
documented by the epigram written in 1385 for thade of Caesar in the Famous Men cycle in Florence.
Rubinstein, 1958, 197-198. See also Solberg, 1931,

274 Curius Dentatus was Roman consul when the colé8yema was founded and Furius Camillus was a
founder of the city after whom the Terzo di Cansltas named. The titulus readReStitui patriam,
consumpti gloria galli Sunt mea, quos etiam victom multa ruentes Haec per rura sequor, nostro de
nomine dicta est Camillia tue pars urbis terna seig” Solberg, 1991, 886.
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Reasons why the parapet sculptures were changedrefer to Gaia and other
precedents for the iconography of the Fonte Gaia

According to a Sienese legend based on the hiatogcord in Livy and Florus,
Siena had been founded by the Roman general Cafffilihis account was, however,
denied by the majority of Florentine historians like Siena, Florence was fortunate to
have proof of her classical origins via Roman remaahat had survived through the
Middle Ages. Giovanni Villani, the early fourteertbntury Florentine writer, was the
first to assert Florence’s primacy over Siena basethe city's demonstrable Roman
foundation, and his argument was later repeaté@amardo Bruni’Historiae florenti
popoli?”® Villani deprived Siena of any antique foundatigndiaiming that the city had
been founded by Charles Martel. To add insult joryn Villani added that the city’'s
initial inhabitants were the aged and infirm meat thlartel left behind when he departed
from Italy.*’” The majority of other Florentine historians weritamore generous.
However, they too confirmed Bruni’s theory abowgr&i’s foundation by the Francs, as it
had been first recorded by John of Salisbury. Taaition recounted that Siena owed its

origins to the Galli Senones under Brennus, rathem to the Roman$’®

73| jvy, Ab Urbe ConditaV, 46ff. Florus Epitoma |, 8, 17ff. These classical authors relate Cdnsill
victory over the Gauls, and his restoration of Rofrteat Camillus took part in the foundation of Ziemas
part of the Sienese legend that is first recordetie fifteenth century although probably of eartiggin.

27 Bruni's history was begun around 1415. Strehlig88] 55.

27T Giovanni Villani,Cronica, I, 56. Ed. Giovanni Aquilecchia (Torino: EinaufiB79). See Rubinstein,
1958, 201.

278 John of Salisbury (Bishop of Chartres d. 118®jcraticus VI, 17. Ed. Clement Charles Julian Webb,
(Oxonii: E Typographeo Clarendoniano, 1909), I, ‘4fuod urbem Senensium...construxerint, non modo
fides historiae sed celebris tradition esFazio degli Ubertill DittamondoEd. Giuseppe Corsi (Bari:
Laterza, 1952 [1345-67], 1), 207Qtiesta cittade per alcuno intesi/che, lasciandanriwiti vecchi Brenno, /
quando | Roman per lui fun morti e presi/ si alptéima]...].” Agostino Patrizi, who served Pius Il and
was from 1483 bishop of Pienza, reports indwsantiquitate civitatis Senendtsat the Gauls]...]post
direptam incensamque Romam, domum repetentes| ¢.iintendisse, ubi tunc Senae sunt conditae]...].”
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The controversy over Siena’s foundation history wiggsarticular concern in the
Quattrocento. The myth of Siena’s Roman origins taen up again in the 1480’s by
Cardinal Francesco Todeschini Piccolomini and byd®Ho Petrucci. This debate has
been linked to the revival of classical motifshe tart of Sienese artists active at this time
such as Vecchietta, Antonio Federighi, and FrarcdsGiorgio?’ | believe that a
similar situation may be demonstrated in the fuat of the century by the tangible
relationship between the Antechapel frescoes amédimte Gaia. Bartolo’s frescoes,
initiated in October of 1413, were completed betbeefinal plan for the fountain had
been conceived. According to the contract betwaenpb della Quercia and the
Commune, he was supposed to finish the Fonte Gehenviwenty months. We know
that he did not respect this stipulation and irst@ampleted the fountain a decade later.
The second plan, shown in the drawing fragments, fallowed by a third plan and the
majority of the sculpture, if not all of it, waseputed after that plan, between 1415 and
1419. As discussed earlier, on January 18, 14&5upervisory committee asked
permission to change the project, and the fouvais altered significantl$?° What were
the reasons behind such drastic changes nearlygars after the fountain’s initial

commission?

BCS, MS. A. VI. 3, f83r. Agostino Dati explains tithe Gallic foundation of Siena was one of the two
prevalent explanations of the origins of the citlge other maintained Siena’s Roman origitdrbis,
originem, de qua Galli praesertim Senones ac vdRermani certant.’Orationes lll, in Opera Siena,
1503, f. Ixviii v.

279 strehlke, 1988, 55. See Enea Silvio Piccolomifipmmentarij Ed. Luigi Totaro (Milan: Adelphi,
1984), 283.

280 £yl payment was received by Quercia in October4df9. Krautheimer, 1958, 267. For a proposed
chronology of the execution of the sculpture seadda, 1965, 80-81.
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In the following section | suggest that the fountaiprogram was changed as a
response to the commune’s concern for a prefemeddation legend following that
chosen for the roughly contemporary fresco cyclatpd in the Antechapel of the
Palazzo Pubblico by Taddeo di Bartolo in 1414. Qiaewas familiar with both Bartolo
and his fresco cycle. In 1416 Taddeo di Bartolgetber with the Priors, was appointed
to insure that the Fonte Gaia project was brouglebmpletion; he was also in charge of
determining Quercia’s pay- As Solberg correctly pointed out, Bartolo was an
appropriate choice to oversee Quercia’s projectwlsg about fifty-six years old, he was
one of the governing officials of the Consistonalsh and was considered a senior artist
who had concluded his own commissions from ther®iiogood tim&®? Quercia, on the
other hand, needed a guarantor. The Fonte Gaiagbmeps over-due and in the interim
Quercia had come and gone from Siena numerous anekswhile working on the
Trenta Altar in Lucca, he was accused of thefterapd sodomy along with his assistant
Giovanni da Imol&®

Like other Sienese artists of the period Quercia faailiar with the rooms in the
Palazzo Pubblico; indeed the terms of his constigtilated that he “was to draw, or
have drawn a plan of the fountain in the Sala deis®ylio.”?®* The full-scale drawing

probably served primarily for the commissioners @udincil members to visualize and

21 He was appointed along with a certain Marco di &lngASS, Concistoro 303, ¢ 6r. Milanesi, 1854-56,
vol. Il, 51-52. See also Solberg, 1991, 241.

82 g0lberg, 1991, 242. He served a July-August teymepresentative of the terzo of San Martino.
Milanesi, 1854-56, vol. I, 108.

23 He and his assistant Giovanni da Imola were atlggiavolved in a trist with the wife of a wealthy
Lucchese merchant. The two men were accused df tape and sodomy and Giovanni served three years
in prison while Jacopo returned (or escaped) to&iklanson, 1965, 16-18.

284 Contract 1408/09, January 22n ‘prima, che maestro lacomo predetto sia tenutielsba fare o far fare
uno disegno d'una fonte nella sala del Consiglia ettagliamenti, figure, fogliami, e cornice, gradi

pilastri e beccatelli e altri lavorii ragionati Cited in Seymour, 1973, 119.
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approve the project, as was consonant for theipescof the period. The antechapel
functioned as a vestibule for the chapel, but atsa corridor between council chambers.
It was used by magistrates and council membersegspassed from the Sala dei Nove,
or from the Sala del Consiglio (or Mappamondo)nglthe new chapel to the new
Concistoro and the Sala del Balfa Throughout his career Jacopo would pass through
the rooms frequently, eventually as a member ofSikaese Council when he was
nominated by the district of the Monte dei Riforovaf® In any case, what was so
important about Bartolo’s Antechapel frescoes faef@ia and the patrons of the Fonte
Gaia to request the above mentioned modificatiorike plan in 1415?

The antechapel fresco program had been workebyoaitDoctor of Law, Pietro
Pecci, and the Chancellor of Siena, Ser Cristothndrea, and commissioned by the
city Priors. The frescoes depict a series of Vst(iRistice, Prudence, Fortitude and
Magnanimity) surrounded by medallions of famous nTdrese men are figures from the
Roman Republican age and are a reference to thertamge of the Sienese republic as
opposed to more monarchical forms of governmento@nwall Bartolo painted the
allegories of Justice and Magnanimity in lunetteder the arches. Beneath these Virtues
he placed figures from Roman history that exemgalifihe corresponding concept; below
Justice (left) is Cicero, M. Porcius Cato, and E&pi® Nasica; below Magnanimity
(right) is Curius Dentatus, Furius Camillus, andpf#cAfricanus. Each group of Roman
heroes is labeled with an inscription in Latin, aadh figure bears a further Latin

inscription below his feet. The inscriptions betwéé. Curius Dentatus and F. Furius

285 Rubinstein, 1958, 190. Solberg, 1991, 903-904.
28 Document dated December 31, 1418. Seymour, 1973, 9
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Camillus claim them as founders of Siena, whileecdhunder Cicero and Cato speak of
their fight for liberty and justice. The figures Gaesar and Pompey are not associated
with any of the virtues, as the other figures, likgly serve as a warning to the Sienese
governors about the effects of selfish ambition disdnity.

It is thought that Leonardo Bruni, the Florentinerfanist, may have met with
Pecci to discuss the program when the latter teavel Florence as Siena’s ambassador
to confer with Pope John XXIf” Although Curius Dentatus and Furius Camillus were
included in the program as Sienese referencesj'®eocounter in Florence probably
prompted the idea. Rubinstein pointed out thaptiogram as a whole was inspired by
Florentine humanists. He argued that the antecHiegsgoes and the writings of
Leonardo Bruni articulated the view that the dexlafi Rome began with the fall of the
Republic. For this reason the Roman heroes depictiat antechapel frescoes are all
from the Republican period of Roman hist6ts.

Even though Siena was enjoying a period of peatie Morence, competitive
spirits may have led officials to establish firntheir city’s ties to Republican Rorm&
The inscription under the figure of Camillus conggs the first formulation of the city’s
new Roman past that was purposefully orchestratédsatime?*° The contract for the

fresco decoration made clear that the honor o€immune motivated the

2870n November 1, 1413 Pecci was sent to Florendbeatme Bruni served as apostolic secretary.
Rubinstein, 1958, 204.

288 Rubinstein, 1958, 203. The Republican emphasisfinssioted by Milanesi in 1878.

29 The Sienese had thrown off Milanese rule in 144ehson suggests that some level of competition must
have been present since the Florentines had mabtageeserve their freedom during the period of

Visconti rule. Hanson, 1965, 29-31.

299 Rubinstein also points out that the inscriptigrinsfact, based on Livy. Rubinstein, 1958, 203 Skso
Solberg, 1991, 943.
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undertaking®®* Although several political concerns lay behind tbaception of the
program?°? one is particularly significant for the iconograpdf the Fonte Gaia’s figural
groups. This was the intention to illustrate thesi@n of Siena’s Roman foundation by
Furius Camillus. [Fig. 26]

According to Agostino Patrizi, the majority of Seme affirmed that although the
Galli Senones had founded Siena, Camillus had tesgronsible for establishing the
terza Camollia because he pitched his tent themrddefeating the Frané®® The story
of Camillus could be loosely corroborated by cleaisevidence (such as the Roman
historian Florus who makes some connection betw@zmillus and the terzo Camollia,
and from the authors Pliny and Tacitus, as wellsoassf** and so it prevailed over all
the others, including that recorded by Tisbo. Iswlaemed far more convincing because
all the other foundation myths lacked any suppannfclassical authorities. The
depiction of Camillus in the antechapel frescoederthe figural groups illustrated in the
drawing fragments passé since they reflected tmadied version of Siena’s foundation
story.

Quercia and his patrons, the city Priors, must hented that the ideators of the

antechapel program had consciously negated thel&iam legend where Siena was

founded by Romulus’s sons Senus and Aeschius.|Brtefrestate important elements of

291 The words honor or honorable are used no lessfthartimes in the document. Solberg, 1991, 226 and
900.

292 50lberg suggests the frescoes reflect the pdljticeblem posed by King Ladislas of Naples and his
threat of invading Siena. Earlier authors suchasglt@rd (1979) and Strehlke (1988) instead linkex t
fresco program to the fear of invasion by GiangateaVisconti. For a discussion of these conceras se
Solberg, 1991, 231ff and 918.

293 Agostino PatriziDe Antiquitate f.83v. “Gallos deinde in his locis commorantes, a Romantattire

Furio Camillo defectos; locumque ubi dictator tedenat appellatum Camilliam; hinc, castro rum loedy
accolis militia [e] que emeritus viris habitari cp&, et urbis principiumi

24 Rubinstein, 1958, 202.
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the chronology already discussed above, in 1412y€is contract for the Fonte Gaia
was reconfirmed, and by 1414 Jacopo had return8éttma. At this time the lower part

of the fountain had been built but the figural gyrs\fthe so-called Acca and Rhea) were
probably not sculpted until the end of the year7ldfthe beginning of 141%8°

Bartolo’s fresco program was painted in the inteligtween Quercia’s drawing
fragments and the execution of the figural grotqusthermore, Bartolo’s frescoes
demonstrate that the commune had chosen an officziablation legend that probably
instigated the decision to change the second pnogféhe fountain and eliminate the
attributes that made Quercia’s figural groups recaple as Acca Laurentia and Rhea
Silvia. It is important to realize that Bartolo hitminated the cycle in 1414, just a year
before the commissioners of the Fonte Gaia hadfspay requested a change to the
design of the fountain on January 18, 14¥5he temporal intersection of the two
projects, both of which promoted moralizing civonography must have necessarily
influenced one another or responded to a commonahurifluence. It is also natural to
suppose that the Commune, the mutual patron dféseoes and fountain, expected both
works to reflect the same Roman foundation histdbhe change in iconography of
Quercia’s lateral figure groups, then, was not #enaf chance but rather the reflection
of a governmental policy reflected in both the ahtgpel and fountain programs. There is

no doubt that the Commune intended these majac ol@numents to serve as vehicles of

295 A document dated January 11, 1418 refers to #méng up of the work done before 1415 when the
fountain was enlarged. Hanson, 1965, 18 and Dad-d@&son proposes that Rea Silvia was sculpteddefo
Acca Laurentia, both groups executed in the firalqu of his work on the fountain. Hanson, 1965, 81

298 The form and dimensions of the fountain were clednun January 18, 1415. ASS, Concistoro,
Deliberazioni 206, cc 261-2; ASS, Concistoro 308, ¢
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expression and, as | have demonstrated, a majeeoonf the Commune at this time
was the illustration of a credible Roman foundatigstory.

In sum, the antechapel frescoes demonstrate thaitthhad chosen an official
foundation story that was reflected in the segjaMernment, and so the second program
for the Fonte Gaia would no longer be appropriatdtfe fountain that sat directly in
front of it. For the Sienese the necessity to dudteir city by demonstrating its classical
origins through the more credible foundation higtoir Camillus was of central
importance.

The sculptural groups, stripped of their distinging garments, were now more
appropriately reflections of Gaia for the Fo@taia.*®” The iconography of the rest of the
fountain accords with this reading; the Virtuesraunding the Virgin evoked the theme
of Good Government, as argued by Krautheimer amséta who associated the
program with Lorenzetti’s frescoes in the SalaalBthce®® The Virgin, placed centrally
on the fountain, was understood as the protecttreo€ity, and her just rule was
personified by the Virtues seated around her. Tulitian of the personification of
Wisdom to the group was convincingly explainedelation to Lorenzetti’s fresco, where
she is given an important place close to the tlggcdd virtues. Her presence reflects a

long medieval tradition that wisdom is the guidprghciple of good government. For St

™The necessity to retain two statues even thoughitmography referenced just one figure (Gaiay wa
likely determined by the unusual shape of Querd@sitain that did not lend itself well to the péaeent

of just one statue. It is likely that Quercia decldo maintain the visual equilibrium of the founthy
maintaining two statues at either end of the fomntspecially since the changes were made afer th
second plan.

298«The group of Virtues gathered around a centgiré has, in Sienese art, a very specific meatting.
represents Good Government, using symbolically@aricular medieval government’s outstanding
qualities. The dominating figure is variable.” Ktheimer, 1958, 271. See also Hanson, 28. In Loté&isze
fresco it is not the Virgin, but rather Justicedtiger with the Common Good that rules Siena.
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Thomas, wisdom was the highest intellectual vignd justice the highest moral
virtue 2** Her inclusion in the program of the fountain wasst likely intended to
strengthen the Good Government theme already @ejicside the Palazzo Pubblico by
bringing it outdoors®® Adam and Eve are sculpted at either end of theeF@aia’s
lateral wings. They demonstrate that spiritual atdn is possible by following a life
guided by the virtues and the Madonna and Childs €bncept is closely related to the
purification of the soul symbolized by the fountaiwater>°* The figural groups refer to
Gaia, or Mother Earth, who created all life andvyies the vital source of water through
the government’s agency. Thus the fountain as dendefers to Siena’s good
government and presents individual viewers withtttuds needed to follow a virtuous
life and to quench their spiritual and physicatghi

There are other parallels between Bartolo’s wonkihé Palazzo Pubblico and
Quercia’s Fonte Gaia that lend more weight to mgdtlyesis and further demonstrate
that the artists mutually influenced each otheve®a seated Virtues (three Theological,
four Cardinal, with the addition of Wisdom) appearthe Fonte Gaia and their
iconography is related to Bartolo’s frescoes in@mapel and the Antechapel of the
Palazzo Pubblico. Bartolo first painted the frescioethe Chapel, the Cappella de’

Signori, whose principal entrance was via the drdpel. The Chapel is two bays long

29 symma Theologicda, llae, g. 66, a. 5. See Rubinstein, 1958, 183.

390 Krautheimer, 1958, 271. Hanson, 1965, 28ff.

301 There are numerous examples of water as a pugiBliement. For example, according to Old Testament
Law water cleanses defilement. Leviticus 11:3258314:8; 22:6. John the Baptist used the watetkeof
Jordan to cleanse people’s sins: Matthew 3:1-6 kMa4-5: Luke 3:2-16: John 1:26-33. And water can
destroy evil and enemies such as in the storiéiseofFlood and the Flight of Israel from Egypt. Geine
3:1-15; Exodus 14:1-15.
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and frescoed with stories from the life of the Wirgrhich were painted in 1406/148%.
Bartolo seems to have been under unusual presstiresh the chapel frescoes quickly.
In November of 1407 he was informed that the fresdmad to be finished by the
following month or he would be fined 25 gold flosif?° The frescoes were probably
finished by the end of December as there is nordeitat he paid the fine, and moreover
on January 8, 1408, he was commissioned to parsthChristopher fresco for the

Antechapef®

Bartolo’s Chapel frescoes were painted beforéatés cycle in the
Antechapel and the latter was painted after Qusrdiawing fragments of the Fonte
Gaia, but contemporaneous to Quercia’s first plohseulpture on the Fonte Gaia.
Comparisons of the Virtues from each of these casimins are illustrative not only in
demonstrating Bartolo’s influence on Quercia babauercia’s influence on Bartolo.
Bartolo’s Chapel frescoes depict the theologicdless Faith, Charity, and Hope
in the three lunettes of the altar bay. In the shay in four roundels located in the
spandrels of the arches, are depicted the cardimaés: Temperance, Justice, Prudence,
and Fortitude. The theological virtues are eachlwshioll length, descending from above
as if about to land in their respective lunettels tiiee figures are crowned with
hexagonal haloes and wear long dresses and caidslkbw with their movement. Faith

baptizes a small nude figure with water that pdwas an amphora she holds in her right

hand; in her left hand she holds a chalice andenpaith a host. Hope faces a portrait of

302 The scenes depicted are The Last days of therVildie Farewell to the Apostles, The Death of the
Virgin, The Funeral of the Virgin, The Ascensiontbé Virgin, The Annunciation, Virtues, Evangelists
inspiring Doctors of the Church, Saints, Prophets.

%93 The document is dated November 10, 1407. EdnaC&duthardThe Frescoes in Siena’s Palazzo
Pubblico, 1289-1539: Studies in Imagery and Retetito other Communal Palaces in TuscéNgw
York: Garland, 1979), 323-324.

304 bid.
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Christ, and holds her hands in an orant positidrari®y holds a spear and a he&rtThe
cardinal virtues, in roundels with lobed internames, are shown in three-quarter length.
They are each accompanied by their attributespatawv them inscriptions confirm their
identities. Apart from Temperance, who is showrhwaitround halo, the other virtues
have hexagonal halo¥ Fortitude holds a shield and a column, Justicd$alsword
and round map, Prudence has a third eye and holds@ and two books, and
Temperance carries an hour-glass. [Fig. 27]

All of the same virtues are depicted on the Foraea(and each carries a similar
attribute as those in Bartolo’s chapel frescos.[@vgpenerally Virtues tend to carry
common attributes, as | shall explain, there amesmnportant particularities that
distinguish Bartolo and Quercia’s portrayals frotihes representations of Virtues that |
believe are not incidental. On the Fonte Gaia, Terampce seems to hold some type of
measuring instrument, Justice carries a sword,dPreela snake, and Fortitude a
column®’? Faith carries a cross and Hope looks up at thesGtirild. The figure of
Charity is more problematic, due to the fact thatariginal relief is too badly weathered

to recognize any attributes. The figure is nonetbelCharity as can be surmised from an

305| agree with the attribution of the figures giienSolberg, Southard instead identifies Hope athFai
Solberg,1991, 974. Southard, 1979, 337.

39%|1n 1865 Didron Ainé stated that both Temperanakrstice had round haloes. It should also be noted
that the frescoes have undergone several restosatite most recent in 1974. The Chapel decoration
(murals, choir stalls, lamp, font, gate) is in aage considered among the best preserved early
Quattrocento interior in Siena. See Southard, 1920,and 337. Solberg, 1991, 979 and 981.

%7 These are best seen in the nineteenth-centuriepleasts made of Quercia’s reliefs by Tito Saracc
These casts, discussed in full detail in chapter, fare one to one copies of Quercia’s reliefs.
Unfortunately, Quercia’s original reliefs have in@d further damage since the nineteenth centudy an
thus the plaster casts are more useful for my d&on of the Virtues’ attributes.
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analysis of the other Virtues in the progréffhFurther, as | shall discuss in chapter four,
Sarrocchi’s nineteenth-century marble relief maftier & also depicts Charity.

Thus it appears that Quercia chose the same désilfor his Virtues but placed
them within their respective niches in a radicdlifferent format than Bartolo did with
his Virtues. Each of Quercia’s Virtues solidly opas all available space. In both the
drawing and the final monument Quercia situated/niies frontally, seated on varying
types of supports (either elaborate chairs or besiciBartolo’s Virtues, especially the
theological virtues, are situated in lunettes kielytdo not occupy the pictorial space.
Instead his Virtues, although shown full-lengtlave abundant vacant areas on either
side.

This is very different from the way Bartolo painteid second cycle of Virtues in
the antechapel. Although they are in lunettes, hilssfirst cycle, these Virtues are seated
on wooden benches that fully occupy the pictonalce. Bartolo’s frescoes in the
antechapel portray Justice, Magnanimity, FortitiRleidence and, above the entrance
arch, the personification of Religion. Each womashown as a weighty, muscular figure
draped in heavy garments. They are displayed fignseated on wooden benches just
like Quercia’s sculpted Virtues on the Fonte Gaia.

Bartolo’s female figure of Religion indicates witbth hands a sphere suspended

in the air. The sphere is painted with landmasedssaated upon it is the small figure of

308 Hanson, 1965, 58. Charity is the only Theolog\tialue missing from the program. From left to right
Hope gazes upward at the Christ child. Wisdom haldsok on her lap. Fortitude wears armor under her
cloak and holds a shield at her left side. Prudéwotds, in her left hand, the broken remains afigks.
Justice holds, in her right hand, the broken remairthe hilt of a sword. Temperance is attribudadhe
basis of Supino who recounts that she held a miegsimstrument. Supino, 1926, 40. Faith is ideatfby

a large cross which she holds upright with herHeftd.
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Christ in benediction. Her entreaty reads, “Whatsogou do in word or deed, do it in
the name of our Lord Jesus Chri&Prudence holds a baton and with her right hand
indicates a vicious-looking snake that pops higlhea of a dark cave located in the
lower right of the picture plane. Fortitude is ateat with a helmet on her head and is
accompanied by both a spear and a fortress. Justicewned, and has several books on
her lap; in her right hand she carries a sword whmi¢ indicates a map. Magnanimity
carries a spear that is pointed in the directioa litle man carrying arms, while her right
hand is open toward a kneeling man. Clearly, aifstgmt change in design was effected
from the Virtues that Bartolo had painted in thedl previously. It is difficult to know
whether Bartolo had seen Quercia’s 1408 drawinghfer~onte Gaia, or even the full-
scale drawing at one time in the Palazzo Pubbliabijt is probable. Certainly the
massive seated figures that are the hallmark of€uis style seem to have been infused
into Bartolo’s later pictorial idiom in the antegied. Bartolo adopts a more productive
use of the picture plane for his Antechapel frescas the Virtues are seated on wooden
chests and fully occupy the lunettes. Moreover,r@ats influence may also be seen in
the iconography of Bartolo’s virtues. Prudence,éample, was first shown in Bartolo’s
Chapel fresco as a woman crowned with a mirroraahdok. Later, in his Antechapel
fresco, he shows her accompanied by a snake justlas depiction of Prudence on the

Fonte Gaia. [Fig. 28] Fortitude also undergoesangk; she was shown with a shield and

309 50lberg, 1991, 905.
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a column in the chapel and then in the antechajkelsslely the column, again just as
Fortitude is shown on the Fonte G&&[Fig. 29]

Closely related to the program of frescoes in titechapel and the sculptural
program of the Fonte Gaia are the relief sculpterabellishing two stone benches that
are located under the Loggia della Mercanzia, bégd417. The bench to the left was
sculpted by Urbano da Cortona in 1462, while thath® right was sculpted by one of
Quercia’s pupils, Antonio Federighi, in 1464. Oe thft, in low relief, are the figures of
the four cardinal Virtues (Fortitude, Prudencetidesand Temperance) while on the
opposite side are five Roman heroes, one of wisidtutius Camillu§'* The Roman
heroes are examples of men who g@uior patriaeabove their own interests and thus
embody the Virtues seated across from them. Oouber sides of the bench are two
medallions, on the left a centaur, symbol of deaed tyranny, and on the right a seated
woman with a shield enclosed within a wreath, pbbpaepresenting Fortitud&? On the
arms of the bench are two reclining nude figuresidied as Adam and Eve. The
benches fuse two earlier Sienese programs in baeyimbols of man’s fall and potential
salvation are shown in connection with the ideaSobdd Government, as in the program
of the Fonte Gaia, and the exemplars of Virtudalives of Roman heroes, as in

Bartolo’s Antechapel frescoes. The depiction ofilgiCamillus, among the Roman

319350lberg, 1991, 945-6.

311 On the identification of the Roman heroes see BahubringDie plastik Sienas im Quattrocento

(Berlin: Grote, 1907), 55-56. See also Sabine Hariseloggia della mercanzia in Sierf8iena: Arti

Grafiche Viti-Riccucci, 1992) and Piergiacomo Ratri“Anomalie iconografiche: brevi considerazioni

sulle sculture della Loggia della Mercanzia di &ieim Riconoscere un patrimoni@alatina : Congedo,
2007). On the attribution of Furius Camillus seédiRatein, 1958, 207.

312 Hanson suggests the figure, badly worn, may repteRome and thus good government. Hanson, 1965,
31.
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heroes sculpted on the bench, provides furtherediel of the successful diffusion of
Siena’s Roman foundation story in the same persoBaatolo’s frescoes were painted
and the ornament of Quercia’s fountain was detegthin

Good Government, the use of Roman Republican heaoésthe dangers of
tyranny are continual themes in the frescoes, satdpand monuments in Siena’s civic
center; from Simone Martini’Maesta Lorenzetti’s frescoes in the Sala dei Nove, and
Taddeo’s frescoes in the antechapel, to Querc@ageFGaia, the benches of Loggia della
Mercanzia, and the frescoes of the Sala del Canoi$1529) by Domenico Beccafumi;
the portrayal of Virtues and Roman heroes senaasistent reminders of the city’s
values and beliefs. The Fonte Gaia was the mostleisf these programs since any
passerby could admire its sculpture. Quercia'siggtwere notable models that were
naturally influential in Siena and beyond.
Influence of Quercia’s Fonte Gaia in the fifteenthcentury

The fountain’s iconography was so important thatas adopted by artists active
as far away as the court of Niccold d’ Este in &t A poem written in Siena by
Giovanni Marrasio, a Sicilian who lived in Sienadlasubsequently Ferrara, seems to be
the source for the diffusion to that city of thenk®Gaia’s iconography. Marrasio
celebrated the great Sienese civic monument ireenpgn which he associates thente

Gaia with the fountain of youtfi* After reading the poem, Carlo Marsuppini, the

313 Stephen Campbell, “Sic in Amore Furens: Paintisgaetic Theory in the Early Renaissance!” Tratti
Studiegvol. 6, 1995), 145-168.

31441...] Algentes ardent, et sunt in amore furentes @uarimum biberint pocula dulcis aquae. Huc,
Leonarde, veni sacros haustare liquores, Sic iw/éaB; sic in amore furens. Postquam marmoribus
gelidoque in fonte resedi, Plena fuere mihi cordéoce gravi. Vellem divini raperent mea corda fuesr
Ad quos me hortaris dive poeta tuis[..Hnglish translation: “Freezing they burn and ragwith love are
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chancellor of Florence, responded to Marrasiolgttar, writing, “That night in a dream

| saw myself taken away to the bosom of the Muisesiersed in the Fonte Gai&® The
sculptural program of the fountain, which includede female figures enthroned in
niches (the Virgin Mary and the Virtues) was thansformed into the pagan muses in
Marrasio’s poem and the subsequent correspondeititdlarsuppini. Stephen Campbell
has identified a group of paintings by artists\atn Ferrara, such as Angelo
Maccagnino, Michele Pannonio, and Cosme Tura, vatbrhodeled their painted muses
upon Quercia’s fountain reliefs® He notes the combination of features from thefeli
that provide the pose for each muse. The contrappase of Maccagnino’s Urania is
derivative of Faith [Fig. 30]; Pannonio’s Thaliaagseversed form of Prudence [Fig. 31];
and Tura’s original design for Calliope recallscanbination of both Prudence and
Justice.

On the basis of the evidence that Marrasio’s poes @edicated to the Florentine
humanist Leonardo Bruni and the confirmation of t@entine Marsuppini’s
correspondence, a similar diffusion of the Font@Gaconography in Florence should
exist. Certainly the influence of Sienese modelsiddardly be surprising considering

the cities’ competition with one another. Sandrdti8elli, an artist who frequently

they, as soon as they drink a cup of the sweetrw@teme, O Leonardo, and draw the sacred liqguoyoso
will become young, so rage in love. After | firsitbed in the marble-cooled fount my heart wasdtll
bitter anguish; | wished that divine frenzy wouldze my heart, a frenzy to which your own, O divine
poet, invites me.” Cited from Campbell, 1995, 16@te 37. For the complete text of “Marasii Sicui e
Leonellum Aretinum: De laudibus Fontis Gai”, Searmina illustrium poetarum italorurt-lorence, 1720,
VI), 251-252.

31%«proxima deinde nocte in somnis mihi visum est numagremio sublatum in Gaio Fonte demersum
Cited from Campbell, 1995, 163, note 39. Origiraittin R. SabbadinBiografia documentata di
Giovanni AurispoNoto: 1890), 176-177.

31641t can now, however, be shown that over the follmy decade the Virtues of his (Marrasio) beloved
Fonte Gaiabegan to appear in the paintings of Angelo Macitagof Siena and his collaborators,
transformed into the Muses of Belfiore.” Campb&#95, 166.
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worked in the circle of patrons that comprisedXe®platonic court of Lorenzo de’
Medici, demonstrates the assimilation of Quercstyde. His first documented work is a
seated Virtue painted in 1478.The Virtue is one of a series that once decoréted
Tribunale della Mercanzia, the court of appealtif@ five major Florentine merchant
guilds>*® Botticelli's Virtue demonstrates his knowledgeboth Ferrara’s Muses and
Siena’s Fonte Gaia. Whether that knowledge maynted to the dissemination in
Florence of Marrasio’s poem is uncertain, althoiigieems plausible, given the visual
evidence. Regardless of its precise origins, Balttis Virtue had a profound impact on
the remaining virtues in the Mercanzia cycle, wiselved as the link between the earlier
commissions in Ferrara and Siena and the Virtuedgquhthereafter.

The Mercanzia was a central institution in Floreridee bankers, wool, cloth, silk
and apothecaries guilds looked to it to settleutispand ensure the free exercise of
trade. The court was composed of six Florentinechwaarts (five from each of the major
guilds and a sixth representing the minor guil@igese were referred to as the ‘Six’ of
the Mercanzia while the seventh officer, the Ué&leiforestiere or foreign magistrate,
resided in the palace. The court’s seven judges veferred to in the seven painted
Virtues that were depicted orspallieraabove their seats. It is relatively certain tinat t

paintings functioned as models of civic virtue witthe court™® Tommaso Soderini, a

317 Fortitude is the artist’s earliest documented w@dttina WadiaBotticelli (Verona: Mondadori, 1968),
29.

318 Gene BruckerRenaissance Florend®lew York: Wiley and Sons Inc., 1969), 147.

3191 this case the terspallieraindicates a type of fixed paneling attached towhaé. The disposition of
the paintings is noted in the commission documaligon Wright, The Pollaiuolo Brothers, The arts of
Florence and Rom@New Haven and London: Yale University Press, 20288 and 240. Ospalliera
paintings see Anne B. BarriauBipalliera Paintings of Renaissance Tuscany: Fabfgmets for patrician
homeg(University Park: Pennsylvania State Universitg$2;, 1994).
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Medici supporter on the board of operai for theget facilitated the employment of the
young Botticelli despite an earlier agreement maitle Piero del Pollaiuolo for the
commissior’?° The Mercanzia’s accord with the interests of thedMi regime was not
new. Just a few years earlier, in 1466, Verroc&iirist and St Thomasculpture for
Orsanmichele had involved the intervention of Laede’ Medici himself as
supervisor?* Nonetheless the motives that led to Botticelldsnmnission seem to have
been more complex than Medici compliance. As Aligdmght has recently
demonstrated, the choice of Soderini’'s protégémagust an act of loyalty to the Medici
but was specifically arranged to please Soderihio(Wad facilitated the delicate transfer
of power from Piero to Lorenzo de’ Medici in 1468}.the same time the commission
probably also served to keep up the momentum ogbrtbject since Pollaiuolo had failed
to finish the second and third virtues on schedtfl@hus, of the series of seven
allegorical virtues, in the end six were paintedPmylaiuolo and ondsortitude was
painted by Botticelli.

The decorative scheme of the Sienese Mercanzparticular the pair of splendid
marble benches discussed earlier in this chapasrbben identified as a likely model for
the Florentine cycl&® Considering its iconography the Sienese cycleigemi/an
exemplary precedent, whereas it is difficult talfthe influence of any earlier Florentine

Virtue cycle in this regard. The Arte della Lanaabted a series of Trecento Virtues

320 According to the Anonimo Magliabechiano even tHo@gtticelli was still inexperienced at the time he
had a powerful supporter in SoderihiCodice Magliabechiandzd. Carl Frey (Berlin: Grote, 1892), 104.
See also Wright, 2005, 230.

321 See Andrew Butterfield “Verrocchio’s Christ and homas: chronology, iconography and political
context” inThe Burlington Magazin€l34, 1992), 225-233 especially pages 228-32.

322\\rright, 2005, 231.

323 \Wright, 2005, 233.
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painted in medallions in the vault of its audiehed, and the Florentine Proconsolo had
three figures of Virtues perhaps painted by AndielaCastagno on the spalliera of the
main audience haff* With the loss of the Proconsolo Virtues, the Memia Virtues
become the earliest survivisgallierapaintings in Florence serving to adorn an audience
hall.3*> According to Vasari, Taddeo Gaddi had also paiatsdries of six
personifications of Virtues, now destroyed, thatevaso for the Florentine Mercanzia,
possibly for the very same room. Little is knowrtloé decoration. Apparently one fresco
showed Falsehood, dressed in black, having heutoogt out by Truth, nude beneath a
transparent veil accompanied by a verse underlitiagTruth acted at the behest of
Justice to silence Falsehood’s tongtfawithin the realm of sculpture other local models
include the seven reliefs on the south side ofZ@mpanile and eight in the lower panels
of the south door of the Baptistery by Andrea Ris#&gnolo Gaddi's designs for those
on the Loggia dei Lanzi in Piazza Signoria, anddyee by Orcagna on the tabernacle of
Orsanmichele. Conversely, none of these examptesda plausible prototypes for the
monumentality of form or swelling drapery that eestl characterize the painted virtues of
the Florentine Mercanzi’

Siena’s Mercanzia benches provide the closest ologital relationship. The

two benches sculpted with virtues and Roman heeasegaie may recall, deliberately

324 Barriault notes the record in the libro di Antofili of the painted wooden spalliera from the &zalo
di Parte Guelfa. Barraiult, 20. Wright, 2005, 24075.

325 \Wright, 2005, 204.

326 y/asari,Le Vite Ed. Milanesi, vol. I, 578-9. See Wright, 200522233, n. 55.

32T\Wright notes however that Piero’s Charity weaftaming crown that is similar to the type foundtire
equivalent figure on the Orsanmichele tabernacleght, 2005, 233.
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evoked the virtue and authority of the nine consfilSiena’s Mercanzi¥® The same
principle was adopted in Florence as the severtguhvirtues mirrored the values of the
court’s judges. The deliberate reference to thei@g on Quercia’s Fonte Gaia has
already been discussed with relation to the SieNkseanzia benches. However, the
impact of the Fonte Gaia on the Florentine Mercaycle has yet to be studied despite
the fact that a convincing formal relationship &xi$n their sculptural monumentality
and comparably long, swelling torsos and small betiee Mercanzia virtues reflect the
style of the reliefs from the Fonte Gaia.

There are numerous similarities between the Florenitirtue cycle and
Quercia’s fountain suggesting that the Sienese mentwas studied carefully. The
most important stylistic connection is establisbgdotticelli’s figure ofFortitude
Chronologically Botticelli’'s commission was assignghen Pollaiuolo had yet to
complete the second and third virtues (respectikaith and Temperance) and all of the
other virtues (Hope, Justice and Prudence). Mdsilacs agree that Pollaiuolo
effectively had only finished the figure of Charityharity was probably positioned in the
center of the cycle since she appears crownedeenqf heaver?® Here Charity
assumes the position that was commonly accordeditha in public fourteenth-
century pictorial cycles, as for example in Ambmborenzetti’s great fresco in the

Palazzo Pubblico in Siena, where the Virgin is eisged with Justic&® A similar

328 For the Virtues bench see Sabine HanBémJoggia della mercanzia in Sief@/orms: Werner, 1987),
especially pages 76-81.

329\Wright, 2005, 241.

#30g50uthard, 1979, 85.
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association is at work in the depiction of Chavityo adopts the usual portrayal of the
Virgin in the form of the Madonna lactans evinchgy maternal natur&*

Botticelli’s Fortitudeis shown in martial dress holding a baton. Shefeintally
on her throne, her head tilted slightly to the tigh her attenuated proportions and the
position of her legs she is essentially the revemese of Quercia’Baith [Fig. 32].
Furthermore, instead of conforming to the Floremtype of Fortitude (shown with a
lion’s skin and club), her military garb and attribs are taken from the more common
depiction of Fortitude as seen on Quercia’s foumtdiThe Mercanzia Virtues follow
closely the organization of their respective sgstar the Fonte Gaia. While the exact
disposition of the paintings is debatable, the mesently proposed order for the
spallierafigures reads Fortitude, Temperance, Faith, Ghdfibpe, Justice and
Prudence, running from left to rigfit By inverting the positions imagined for
Temperance and Prudence the paintings follow thetéon’s organization precisely:
Fortitude, Prudence, Faith, Charity, Hope, Justioel, Temperance (excluding the figure
of Charity who replaces the Virgin in the Mercanzyale).

While it is clear that Botticelli was probably awasf Quercia’s Virtues, he also
made some important changes which may well have tesavn after Ferrara’s Muses.

Quercia’s Virtues were not seated perfectly striaagfainst their thrones. Their busts

3! Freyhan, 1948, 84.

%2 The Florentine type of Fortitude evokes the gieslibf Hercules on the Florentine seal and on dlhs
door of the Baptistery in Florence. Wright, 200802

333 The order is put forth by Alison Wright who agrewith Cruttwell for the central position occupiegd b
Charity. Wright suggests that the cycle was insthliccording to order of execution and for the cdise
Prudence and Justice on the study of the shape afdis to establish their position. Wright, 200%].
Maud Cruttwell, Antonio Pollaiuolo(London: Duckworth, 1907). Ettlinger instead pldeistice in the
center of the cycle. Leopold David Ettlingé&ntonio and Piero PollaiuolgOxford: Phaidon, 1978).
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were erect while their legs were turned slightlyite right or left with their legs crossed
at the ankle. Botticelli'$-ortitude,in comparisonsits erect with her legs facing directly
in front, slightly apart so as to form a diamondh with the monumental folds of her
gown. Of particular interest is the fact that hight foot extends beyond the throne. This
extension of the foot into the viewer’s space ¢haracteristic feature of the Muses of
Ferrara. In particular Botticelli seems to havekkab atErato who also sits frontally on
her throne, head tilted slightly to the right; emgar diamond pattern is formed by the
drapery over her legs and her right foot projeatssgantially beyond the platform of her
throne. [Fig. 33] Indeed none of Quercia’s Virtgpeasent the same extension of the foot
beyond the throne’s platform.

Additionally, the Mercanzia Virtues sit on elab@&#hrones similar to those
painted in the Ferrara cycle. Ferrara’s Musesrsithoones placed in open settings. They
create a fence-like enclosure around the figureseli®ad is framed by the open sky. In
the Florence cycle some of the thrones are enclegedow parapet while others have
higher enclosures that resemble the thrones d¥¢heara cycle. The Mercanzia thrones
are of two basic types. The first is composed wiaable parapet that frames the throne
surmounted by an elaborate barrel vault while ifparé’s head is framed by a lunette.
The second type, first employed by Botticelli, slifigs the throne by eliminating the
marble enclosure; the figure’s head is no longefined by the lunette but overlaps it.

The timeline for the execution of the paintingsstrates that Botticelli’s
Fortitudewas completed before the majority of other Virtuebas been duly noted that

Botticelli’'s work determined several changes wHrdilaiuolo adopted in his own
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work.2** Pollaiuolo begins to move the figures forward lseytdominate the picture field
and their heads start to overlap the lunetteseif thrones. Pollaiuolo also picks up the
softer draping of the mantles and a greater sefnee® dimensionality that Botticelli
had accentuated in his work, and both featureselé&dm Jacopo della Quercia.

Apart from the figure of Justice the attributeseath of the Mercanzia virtues
corresponds with those of the same figure on thed=Gaia. Justice is shown with both a
sword and the orb of the world as opposed to thesrfaomiliar scales. These are the same
attributes borne by the Virtues in the chapel effalazzo Pubblico and in the Cathedral
of Siena. The last three paintings of Hope, Justick Temperance also show the
influence of Botticelli’'s work in the thrones. Pailiolo experimented with the thrones
after Botticelli’'s work, first eliminating the madenclosure (Hope and Justice) and then
reverting back to a marble enclosure in his lagkvwpresent in the case of both Prudence
and Temperance).

The influence of Quercia’s Fonte Gaia may thus)Xtended to a wider range of
fifteenth-century art, including painting and sdule, than was previously suspected. As
a result, the well-known relationship between Miahgelo’s art and that of Quercia has
a firmer historical foundation than scholars hassumed>°In chapter three | shall

discuss what happened to the Fonte Gaia over tmseof history, and deal specifically

3% \Wright, 2005, 242.

%% The influence of Quercia’s Porta Magna on sixteargntury artists has been duly noted, especially i
the case of Michelangelo. In particular Querciatwkvas capo maestro on San Petronio in Bologna.
According to Beck the first phase of work in Bolagnccupied the artist from 1426-1428 and a second
phase datable from 1429/30 to the end of hisB&xk, 1991, 125. Seymour notes “The power of Jasopo
Genesis designs, with their accent on restraiactbn and clear monumental relationship betwegurés
find few manifest echoes in the Quattrocento; natthee great epic of the Sistine ceiling seemsaeh

been the major work to gain from Jacopo’s disc@griSeymour, 1973, 72.
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with the reasons the fountain fell into ruin andyitwas finally removed from the

Campo in the nineteenth century.
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Chapter Three
A History of Disrepair: The Vicissitudes of
Jacopo della Quercia’s Fonte Gaia

Introduction

Over the course of the six centuries that it stodtie Piazza del Campo,
Quercia’s Fonte Gaia fell victim to circumstandesttcaused and then aggravated its
disrepair. In this chapter | shall analyze theimnsic nature of the material used to carve
the fountain, the configuration and function of thenument, as well as the conditions it
was subjected to in its location on the PiazzaO#ehpo. These issues are fundamental to
understanding its condition when it was removeth@énineteenth century and gaining a
better understanding of its history today. Moreergty, restorations and cleaning have
helped to preserve Quercia’s marbles, and thesatoges will be discussed in this
chapter, with full details provided in the appendix
Reasons why the Fonte Gaia was damaged in situ: Qu&’s choice of materials

The contract between Jacopo della Quercia andigme& commune for the
Fonte Gaia dated January 22, 1409 required thadrttst produce a preliminary drawing
(Item 1), determined the duration of the projeteift 2), and outlined how Quercia was to
be paid (Items 6 and 7). However, it did not spettie material that was to be used to
sculpt the fountain. [Doc 1] Item 10 reads, “Thaidsmaster Jacopo is obliged to make or

make sure that the work on the figures describedeain Siena be, as they should,

polished, according to the work of good masterg)gleverything stated here [above] in
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good faith and without fraud® It would seem then, since the type of marble wais n
specified, that the choice of local marble was aexli Apparently no need was foreseen
to provide any further instruction; local stone vu@sxpensive and easily transported.
Unfortunately, this choice also contributed to hentain’s eventual decay.

The most prized sculptural material during the Ressance came from the Tuscan
town of Carrara, located northwest of Florence. t&/hiarble, such as that from Carrara,
was highly valued by sculptors during this peri@dduse of its intrinsic qualities and
because most ancient examples of sculpture were fnah it. The growing interest in
Roman sculpture, and the qualities of the markHfi{color and durability), made
Carrara marble ideal for architectural sculptiifezurthermore, employing marble from
Carrara was for many sculptors and patrons a gteaih was the first step in assuring
the quality of the final work, as an inscription e fagade of the Cathedral of Pisa
(begun in 1063) attestéd Quercia, however, choose to sculpt his Fonte Gatidrom
this durable and precious material but rather feoporous local marble quarried from an

area of the Apennines known as Mentagnola Seneseest of Siend* As | shall

336«|tem, ch’el ditto maestro lacomo sia tenuto e defaiva e curare che le figure de’ lavorio soprasaitt
siena et essere s'intendano lustranti, second dacde’ buoni maestri, faciendo tutte le predetiseca
buona fede e senza fradldanuary 22, 1409 (and June 1, 1412) ASS, Opeataddolitana, Diplomatico.
Cited in Beck, 1991, vol. Il, 349. As Beck, | toauve also chosen to place the document under thmali
date of January 22, 1409 as opposed to citingateitiwas copied June 1, 1412.

337 Nicholas PennyThe Materials of Sculptur@New Haven and London: Yale University Press, 1995.
38 The inscription readsNon habet exemplum niveo de marmore templuis part of the epitaph of the
architect Buscheto published by Giuseppe ScalfAircora intorno all’epigrafe sulla fondazione del
duomo pisano” irBtudi in onore di Giuseppe Ermi(Bpoleto: 1970), 513-19. Penny, 1993, 53.

339 The fountain was likely sculpted from the varikhown asgiallo avorio or giallo venato Giallo avorio
has a predominantly ivory background with both wlsitd yellow undertones with some characteristic
veining consistent with the marble used for thetEd@Baia.Giallo venatocould have also been used but its
more dominant veining was less suited for figueahving.
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illustrate, the choice of indigenous stone was natalthough not ideal, for the
construction of a public monument in fifteenth-cemtSiena.

Tuscan sculptors had been using Carrara marble améquity. It was the
preferred stone of the Pisani in the thirteenthuwsnand over the course of the sixteenth
century white marble became the customary matiendhrge-scale figure carving of the
highest quality, first in Italy and then in Frari¢@But it was Michelangelo who paved
the way for the use of Carrara marble when he cetaglhis David in 150
Michelangelo’s predilection for Carrara marble wasorious, and at times, he would
travel directly to the quarry in order to oversgemtions, such as when he spent eight
months in Carrara quarrying marble for the tomPaope Julius 18*? This practice of
personally supervising the extraction of mateneds sometimes emulated by later
sculptors.

Because the building materials had to be brougtiidin intended sites, the
transportation of stone became a significant exg@émsmost projects. The movement of
materials was both arduous and expensive, andsthog antiquity most construction
made use of local resources. When materials hadrte from farther afield, the most

cost-efficient method of transporting stone wasMager, and even this could be cost-

340 Christiane Klapische-Zuberes maitres du marbre Carrare, 1300-16@@ris: Centre de Recherches
Historiques, 1969), 81-105. Penny, 1993, 55.

341 This colossal sculpture was originally intended@tmwn one of the buttresses of the dome of the
Cathedral of Florence, instead it was placed ircthie center of the city in front of the Palazzokiblico.
The block of marble used for the David was allodatknost accidentally to Michelangelo. In 1466 the
block had been extracted from the Polvaccio qu@errara, Apuan Alps) and in order to reduce itge
prior to transport the figure had been blocked ®bhe mason, however, had miscalculated the fignde a
the block lay unused until it was finally givenitichelangelo in 1501. Penny, 1993, 54. On the iocabf
Michelangelo’s David see Saul Levine “The LocataiiMichelangelo’s David: The Meeting of January
25, 1504” inThe Art Bulletin vol. 56, 1974, 31-49.

342 villiam Wallace Michelangelo at San Lorenzo; The Genius as Entregue(Cambridge: Cambridge
University Press, 1994), 25.
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prohibitive3** For example, even in cases during the Renaissenee building stone
could travel entirely by water, as in the transmdrstone from Istria to Venice, the cost
was still more than double the quarrying fé8sAdditionally, when the stone had to
travel overland as part of its journey the costdatde even higher. Such was the case
when Carrara marble was needed in Florence. Itdhv&rdvel a long and expensive three
legged-journey: from Carrara’s coastal marina gaPwhere the blocks would await the
rainy season when the waters of the Arno were ligdn from Pisa to Signa, and finally
from Signa to Florence. The last leg of the jourm&g inevitably by land because the
rapids at Signa made further transport by wateossjple. Thus the blocks had to be
unloaded at Signa and travel the last fifteen kéters by oxcart?® The total cost of the
journey was often far more expensive than the sitspé >*°

Unlike Florence, Siena had no waterway for thedpamt of stone from Carrara.
Logistics and expense, therefore, made the usewwaf@ marble for the Fonte Gaia next
to impossible. Although white marble had been use$iena for the Cathedral sculpture
(at a noteworthy cost to the Opera), a similar egpavas not possible for the Fonte
Gaia. One reason for this situation may have bleemequirement to pay a fee to a rival,

the commune of Lucca, since the quarries wereedtitie under that city’s contrdt’

3 Wallace, 1994, 45.

344 Susan Connellfthe Employment of Sculptors and Stonemasons ic&/@nthe Fifteenth Centu@h.D
diss., Warburg Institute, 1976), 107-8. See alsdabie, 1994, 45.

5 Wallace, 1994, 57.

348 For example sending Carrarese marble to MilanawiaPentailed sailing the stone from Pisa aroued th
peninsula to Venice and then loading the blocks darges and sending them up the canals of the Po
valley into Lombardy. Evelyn Welcirt and Society in Italy 1350-15F@xford: Oxford University Press,
1997), 54.

347 Lucca had control of Carrara from 1322-8 and 1384See Klapische-Zuber, 1969, 27-32 and 80-1.
The second period just about coincides with the afilPaolo Giunigi, lord of Lucca from 1400 to 1430
See Michael Bratchel “Lucca, 1430-94:The Polititshe Restored Republic” ilhe“Other
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It is unusual that the contract for the Fonte @lidbnot specify the type of marble
to be used. Normally, materials were listed in diébasafeguard the permanence and to
insure the beauty of the work of art. As Welch dofgatrons were usually careful to
specify the type of stone they wanted since thidereadifference in the eventual
appearance and longevity of the work. Hard-weastoges were more difficult to carve
but lasted well over the centuries just as soifteestones and marbles were easier to
manipulate but did not resist adverse weather t¢iondi as welf*® When Carrara marble
was required in Siena it was specified in the ra\contract, as in the case of the
agreement between Michelangelo and Piccolominitfeir altar in Siena’s Cathedrf

Without marble from Carrara, three possible lotahss were left to choose
from: Arenaria PliocenicaPietra da TorreandMontagnola Senes@renaria pliocenica
also calledufo impietritq was a type of sandstone and the oldest and rhastantly
used in Siena. The nucleus of the city is primardpstructed of this stone which is also
a component of the geological substrata of the Aitgnariais also the least resilient of
the three building materials used in Siéarhe fifteenth-century Palazzo Spannocchi is
a late example of the usearkenaria Its poor resilience made the Renaissance facade,

designed by Giuliano da Maiano, require restoraticthe nineteenth century by the

Tuscany”:Essays in the History of Lucca, Pisa, &ieina during the Thirteenth, Fourteenth, and Fiftae
centuries Eds. Thomas Blomquist and Maureen Mazzaoui (KatammaMichigan: Medieval Institute
Publications, 1994), 19.

8 \Welch, 1997, 54.

349 Glasser, 1977, 33. The contract of September3®4 $pecifiesfigure...di marmo carrarese novo
candido et bianchd Cited in Gaetano Milanesie lettere di Michelangelo Buonarrdfrirenze: Le
Monnier, 1875), doc. lll, 616-619. Contract for tiaelve apostles, Milanesi875 doc. VI, 625-626.
%9%Marco Giamello et al.“Lo studio di materiali lagiciel centro storico di Siena” irkos, Scienza e
Restauro dell’Architettura(Firenze: Nardini Editore, 2003, Anno IV, Apri&@lgno), 22-24.
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Sienese architect Giuseppe PartMiThe fragility ofarenariaand its increasing scarcity
over the centuries brought about a decline insts ©n the other harRletra da Torre
was still abundant in the medieval period. It wageeially popular for the construction
of the house towergdse-torr) of the thirteenth century, as its name implidse Rocca
Salimbeni, the Palazzo Pubblico and the Ospeddiaonfa Maria della Scala are all
examples of buildings constructed of this stone.gxbernal decorative elements such as
colonnettes, coats of arms, and cornices, marbla theMontagnola Senesgas
preferred because it was available in severalrdiffecolors. This type of marble was
very popular for interior revetments during the @&gpre period. The Fonte Gaia was built
from this type of marble because it was the begtdlocal stone for decorative carving.
Because it is soft this type of marble was alscoultedly easier to carve than Carrara
marble, thus permitting sharper three-dimensioigalés. The same qualities made
forms subject to deterioration over time.

Several different colors of marble quarried ne@n8iare all generally referred to
as marble from the Montagnola. They range in cislam dark grey, grey and white, to
various shades of yellow (including the renown€&dkllo di Siend or Sienese yellow

Fig. 34)3°2 All of the colors of marble from the Montagnolaaiso spanned with

%1 The restoration took place between 1887-1882jrPaiso added a new fagade to the building in
imitation of Maiano’s. Two other operations weréeefed in the twentieth century respectively in 60es
and 70’s. F. Fabiani, M. Giamello, G. GuasparriS@abatini, and A. Scalamateriali lapidei
dell'architettura senese: I'arenaria pliocenica (fto impietrito”); il supporto scientifico all'intevento di
restauro di Palazzo Spannocddiena: Nuova Immagine, 2001), 39-40.

%2The main types are: broccatello, giallo ocra,lgigénato, rosato, giallo avorio, calacatta, bianco
arabescato, grigio perla, and bardiglio. Marco Gibmret al., 2003, 25. Raniero Gnoli “Marmi Antitlin
Istituto Centrale per il Catalogo e la DocumentamoEd. Gabriele Borghini (Roma: De Luca, 1997), 16.
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irregular veining®® A view of the section of the south-east side efllell tower of
Siena’s cathedralQampaniledel Duomo)yeveals such variation, where ten shades of the
marble were used in constructitif Another notable example is the polychrome
pavement of the cathedral which occupies a sudeea of 2,500 square meters. The
biblical stories and allegories represented orfldwr are populated by some fifty-six
figures achieved thanks to the combination of déif¢ colored marbles from the
Montagnola®>® The loggia della Mercanzia, the loggia del Pape,cappella in Piazza
del Campo, and the facade of the church of San &almwere all constructed using the
same local marble. Outside of Sienese territoryblegrom the Montagnola was
employed starting in 1321 on the facade of Orvigéathedral and toward the middle of
the fourteenth century on the construction of SMusia del Fiore in Florenc&® While
this local marble had been used successfully ircémstruction of various buildings in
Siena, its use for the construction of the Fontm@as problematic because the
monument functioned as a fountain.

The unusually porous marble from the Montagnolaaiticularly prone to
weathering, because its softer composition regult accelerated erosion of the stone’s
surface. In 2003, a study conducted by the UnitseddiSiena revealed that the high

level of degradation of the marble was directlkdéd to the presence of veins and

3 Sonia Mugnaini| marmi della montagnola senese; inquadramentoagiob del territorio di
provenienza, aspetti litologici e impiego nell’ézih monumentaléUniversita di Siena, Dipartimento di
Scienze Ambientali, Sezione di Geochimica AmbientalConservazione del Patrimonio Culturale
Lapideo, 21 Giugno 2007), 4.

%% Mugnaini, 2007, 7.

%% Mugnaini, 2007, 8.

8 Mugnaini, 2007, 9.
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nodules of carbonate mineral calcite present irsthecture of the stori@’ Such deep
veining is more easily penetrated by water whidwvjtes access for weak acids (such as
acid rain) to compromise the structure of the stover time. Essentially water acts as a
sort of catalyst that sets off a damaging mechatismproved disastrous for the

integrity of Quercia’s sculptures. The fountain &ranixed with precipitation and various
pollutants found in the atmosphere, causing sigaifi deformations in the appearance
and structure of the marble. Water compromisedthesture of the stone, leading to
more severe damage as the marble, ever more vhbleenad frail, was unable to
withstand even normal conditions. While severakofctors augmented the
disintegration of the fountain, the most disastraas certainly the poor choice of
marble. A contrasting case is Perugia’s Fontanadubag, similarly located in a high-
traffic square, which despite more years of wesabgitter preserved. It was more
judiciously built of white marble and red stone tlas good condition of the reliefs
testify 38

Apart from the type of stone employed, it appehas even the quality of the
Montagnola was questionable. It was common praatitee Renaissance for artists to be
responsible for procuring materials. In fact atlsis who headed workshops furnished
their tools; painters provided their pigments (utthg the valuable blue and gold for

gilding) and sculptors, especially for major sculpt commissions, supplied their stone

as Donatello did for his Prato pulpit. Quercia wapected to follow these norms and to

%7 Giamello et al., 2003, 29.
%8 For more on the Fontana Maggiore please see roystion in chapter one.
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select the stone for his Fonte G&lalndeed, we learn from an additional clause in the
1409 contract that Quercia could purchase mariohe, land other materials without
having to pay tax on them. This arrangement may beampted Quercia to choose a less
expensive marble deliberately in order to pock&edk#nces in cost. | contend this was
unlikely for two reasons: first, the cost of therbila was usually deducted from the total
compensation to the sculptor, and second, we khatwQuercia had allocated the task of
procuring the stone to a stonemason. Thus it waghwesupplied the faulty stori€ It is
probable that the preoccupation of dealing witmigsliing materials directly was simply
too much of a burden since Quercia was workinghen@iunigi commission in Lucca at
about the same tint&' The experience, however, did teach Quercia a biuasson.
From this point on, he personally supervised theaekion of marble for his projects, as
he did in the quarries near Verona where he soutmedcharble for the main portal of the

church of San Petronio in Bologna (1425-14%34).

%9 Glasser, 1977, 47.

%9 The source is the litigation settlement of Jan@ry415 and is published in Bargagli- Petrucciél,9
322, and Milanesi, 1854-56, vol. Il, doc. 43, 68-B8e sub-allocation dates to January 10, 1414sand
published in Bacci, 1936, 326 and Milanesi, 1854\&8. I, 69.

%1 paolo Giunigi, the early Quattrocento merchantqeiof Lucca, had commissioned the famous
monument for his wife llaria del Carretto. llarieed in childbirth in December of 1405. The carvargl
assemblage of her memorial monument is generalddb406-1408. See Seymour, 1973, 33. Quercia
was, however, still working in Lucca in March oflBlwhen Paolo Giunigi provided him with a safe-
conduct to return to Lucca and work there unmote&adter the unfortunate accusations of 1413 wheen h
and Giovanni da Imola were accused of rape, sodomdytheft by Giovanni Malpigli). See Hanson, 1965,
96-97.

%2 His travel expenses are listed for April 17-27324‘Per zorni quatordexe lui stete a la montagna a
fare chavare e digrosare li marmi rossi, in somadtite spexe e di bocHaAFSP, Giornale, fol. 196. Cited
from Beck, 1991, vol. Il, 485-6, doc. 349. On tleeving of the portal see Beck, 1991, vol. |, 10814
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Reasons why the Fonte Gaia was damaged in situ: @wevents and festivals
[markets, Palio, buffalo hunts]

The deterioration of Quercia’s fountain was alsecjpitated by activities that
took place in the Piazza del Campo, the centerha¢twcontained the Fonte Gaia. Soon
after the fountain was installed in the fifteenémtury, the square became the site of the
outdoor market. Vendors of different wares (sucbrasd, groceries, and pottery) were
assigned positions all around the fountain in Riadel Campd®® [Fig. 35] While the
Piazza hosted a popular market, business of a buveaucratic nature took place inside
the Palazzo Pubblico that further contributed ®oRimzza’s role as a lively center for
exchange. The importance of the square grew pregedyg over time, and by the
seventeenth century, important new offices of goremt were added to the already
extant public salt warehouse located on the baselenl of the building. The
republican institutions established by the MedicCncistoro, la Balia, la Bicherna
were all located in the Palazzo Pubblico, and thesiness also drew men to the square.
Their horses and carriages, parked in front oRtkazzo Pubblico, occupied part of the
square. This concentration of activities enrichiglih the piazza but also dirtied it,
particularly the fountain.

The market, with its busy commerce, was responéinlenost of the havoc
created in the piazza. The fountain was used byaaash vegetables, cloth, and animal
carcasses, and by night for a series of squalidiaes. When the sun set, vagabonds

used the fountain as their private bathroom ancuagmly delighted in throwing both live

33 These positions had been fixed by a statute &g @sathe fourteenth century. Heywood, 1904, 2.
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and dead animals into the fountdfiMarket-goers leaned, stepped, and sat on Quercia’s
fountain as they gained access to its preciousrwabk®p owners, mobile stall owners,
and peddlers threw waste on the ground in the pid2ankeys, used to transport
merchandise sold in the market, left their excrenoarthe ground next to the fountain or
in front of the Palazzo Pubblico, where they wésd to iron hooks and expected to wait
until the end of the day when they would be useadratp carry away any unsold
goods3®®

The numerous proscriptions in the documents atbasie difficulty of enforcing
rules for appropriate use of the fountain. It sedmas most attempts to keep the fountain
clean were a mere exercise in futility. In an oagioe from 1617, the town regulators
stipulated that “no one piss, or mistreat, [orptlirdogs, cats, and dead animals in the
fountain of the piazza®®® A stone plaque placed on the fountain in 1660 e@users
that a fine of two gol@gcudiwould be applied to those who made “a mess ofkany
within tenbracciaof this fountain.®®*” In 1695, theBando dei Regolatogstablished an

alternative punishment, possibly for those unableay the fine, of ten severe stick

whips orstaffilate®®® In 1742, the punishment for the owner of a donkig had

36441 Jfanciulli et alter persone che s’annidano sudirzhi attorno alla piazza ASS Regolatori 767,

c307v.

3% 5ee Roberta Mucciarelli, Laura Vigni, and Donatélabbrj Vergognosa immundittia; Igiene pubblica e
private a Siena dal medioevo all’eta contemporaf&iana: Sienambiente, 2000).

36 «Ne possa alcuno pisciare, o far bruttare, buttaagic gati e animali morti nella fonte e cavina di
Piazza’ASS Regolatori 767, ¢.217.

%7 The plaque readniegli angoli della medesima dalla parte superigsena scudi 2 d’oro catt.a e arb.o a
chi fara immondizie di alcuna sorte, braccia X mitia questa fonte e sua platea per il bando dilBec

del di XVIII ottobre MDCLX. Giovanni Antonio PecciRaccolta universale di tutte Iiscrizioni, arme e
altri monumenti, si antichi come moderni, esistamtiiversi luoghi pubblici della citta di Sienanf a
questo presente anno MDCCXXASS, MS. D. 5, c. 146v. See also Balestraccl.e2@06, 116; and
Gabbrielli, 1994, 314.

368 ASS Regolatori 770, ¢.109v.
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allowed the animal to drink directly from the foaint resulted in seizure of the animia.

In 1766, another proscription specified that watarld be drawn from the fountain only
in clean vases and potd.Despite these measures, in 1830, the basin waagiahby
chaotic use. Again official notification warned thigashing cloth or anything else in the
fountain was prohibited, “as it was to throw stqressth, rags, or soak wood or do
anything else that can compromise or disturb tagtglof the waters®* The practice of
using the fountain inappropriately— as a drinkirgugh for animals, to wash vegetables
and the entrails of all types of livestock, as vesllleaving oak barrels to soak—was
recurrent throughout the eighteenth century antigiahe nineteenth century.

In order to keep the fountain clean, maintenance responsible for keeping the
aqueducts and all of Siena’s fountains running ergpknown ascquaroli,were paid
by theBichernato sweep and clean the Fonte Gaia at least twiveek>’? The cleaning
of the piazza itself was contracted out, via publiction, to a street sweepspézzind.
The highest bidder received the exclusive rightsaltect the leftovers from the market
stalls. The fortunatspazzinagyathered the best leftovers from the market andienaa
income reselling the waste as fertiliZ&t The responsibility of cleaning the piazza was
taken over by the commune’s cleaning department aitér the unification of Italy in

1861, Once Siena was included in Italy cleaninthefpiazza was to take precedence

%9 ASC, Preunitario 99 aff. 334.

37041 .] con vasi puliti, o di rame o di terraGiovanni Antonio PecciGiornale sanesgl751-1768], BCS,
ms. A.IX.6, cc.196-197.

37141 .Jcome pure di gettarvi sassi, terra, cenci, tevien mollo legni e tutt'altro che possa impedize
turbare la limpidezza dell'acquaNotificazione Marzo 1830, ASC, Preunitario 1167.

372 Mucciarelli et al., 2000, 116.

373 This method of outsourcing is explicitly documeht the end of the eighteenth century. Mucciaeglli

al., 2000, 117.
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over the cleaning of any other piazza or road én&iand it was to be swept more than
once a day’* This fact underlines once again the preemineet@bthe piazza in the life
of the city, and makes clear how dirty the piazeeame over the course of one day even
as late as the nineteenth century.

Throughout the history of their city the Sieneseenentinually concerned with
protecting their fountains and waterways. They vesgecially worried that their
adversaries could use their waterways as weapa@issaghem, whether that meant
blocking the city’s water supply, contaminating thater, or using the aqueducts as
passageways into the city. From the thirteenthwgrin the commune imposed stern
penalties to protect its most precious life souFme.example, in 1262, a woman was
arrested for attempting to poison the city’s forts.a result she was skinned alive and
burned at the staké> Her unusually severe punishment was a successteirent
against other such illicit acts. In order to previe Imperial army from using the
aqueducts as an entryway into the city, in March5%3, the Commune ordered that all
of the city’sbottini be walled up, only leaving enough space for waatqrass througf’®
The punishment for attempting to enter the aquedwes clearly visible on the signs
posted outside their entryways: “No one shall etiterpublicbottini except authorized
personnel. Those who do not abide by the ban hisik life. Those who do not wall up

thebottini in the next two days will risk a fine of 200 galdudi”>""

" Mucciarelli et al., 2000, 118.

375 Bargagli-Petrucci, 1906, vol. Il, 122. See alsafa Balestracci, Laura Vigni, and Armando
CostantiniLa Memoria dell’Aqua, | Bottini di SieniGiena: Protagon Editore, 2006), 40.

37® Florence, long time foe of the Sienese, was alkigtl the Holy Roman Empire and invaded Siena
successfully in 1554. In 1557 Siena passed unaemnile of Cosimo de’ Medici.

377 Bargagli-Petrucci, 1906, vol. Il, 502-503. Seadmlestracci et al., 2006, 48.
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Piazza del Campo was also the site of a vast afrather activities, including
numerous public manifestations, some of which vpex@ceful, while others transformed
the city center into a place of carnage and tunlthe Sienese museum of tBpera
della Metropolitanaa painting records one of the forty-five sermomgwn ad e
prediche volgarigiven in 1427 by the Franciscan Saint Bernardir388-1444;
canonized in 1450) in the piazza del Campo. [F&}.The Saint is shown preaching from
a podium located directly in front of the PalazzdBlico. On the left side of the picture,
in front of the Fonte Gaia, women are kneelingnteoly rows and, on the right, men are
kneeling before the future saffft Other events in the fountain’s history were not so
serene and peaceful. One such event dates to8uly’29, when the Tree of Liberty, set
up in front of the Fonte Gaia, was used to set ggantic pyre. In the vast fire a howling
mob burned nineteen Jews, both men and chififfeBy the end of the century many
years of wear and tear had definitively signedféite of Quercia’s Fonte Gaia.

Yet another threat to the integrity of the fountsaulptures was the celebrated
Palio. This twice annual manifestation of civicd@iwas unintentionally destroying its
constantly-visible sculpted counterpart. The Pilia sport that involves jockeys racing
bareback horses around the city. The sport datdstbal 310 when the General Council

established that the festival of Our Ladieéta della Madonnjeof mid-August should be

378 Their separation is a reminder of the common plepiactice of segregation. On the role of women in
the Renaissance see Edward Muir “In some neighheersust: on the exclusion of women from the
public in Renaissance Italy” iRlorence and Beyond: Culture, Society and PoliticRenaissance Italy

Eds. David S. Peterson and Daniel E. Bornsteindiiia. Centre for Reformation and Renaissance Sudie
2008), 271-289.

37 Heywood, 1904, 32.
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further honored by an annual horse ri€én fact, an image of the Virgin still ornaments
the banner which is given to the winniogntradaor district®*! The race is held on July
2 and August 16, although in times of particulaedhehe Palio could be run more
frequently as it was also seen as a way to pld2i@iee Vengeance. This was the case in
1363 after the city was besieged by the plagueinguhe thirteenth and fourteenth
centuries the course for the Palio was probablyimihe great Via Francigena, outside
one of the gates of the city, towards the Porta @kesm From the fifteenth century on the
Palio’s course was moved within the city walls:nfrehe convent of Santuccio, near the
Porta Romana, to piazza del Duomo. It was cd¥alib alla lungato distinguish it from
thePalio delle contrad€also calledPalio alla tondg, which was run in the trapezoidal
piazza del Camp&?

The origins of the July race seem to date to & fsdod in the sport’s history.
Girolamo Macchi recounts that the Palio held onZl3aily first originated in the year
16568 In any case, by the end of the eighteenth centheyPalio was run in both July

and August. However, by this time the Palio allaga had been completely abandoned

380 Heywood, 1904, 62.

31 The contrade, formed in the fifteenth century, @seally presumed to represent the divisions otitye
which were made for military purposes; others veithat the contrade were from their inception
associations formed to assist at the public felstiohthe city. The seventeen contrade are:Tartuca,
Chiocciola, Selva, Aquila, Onda, Pantera, Val dirtéme, Torre, Leocorno, Civetta, Nicchio, DragoaQc
Giraffa, Bruco, Lupa and Istrice.

%2 Erom the convent the course traversed Via di Penoa(now Via Ricasoli) and then followed Via di
Citta as far as the Piazza di Postierla whereritinaed to the right in Via del Capitano and firadhn the
Piazza del Duomo. Heywood, 1904, 85.

383 Girolamo Macchi held the office of Scrittor maggidn the Spedale della Scala for the last tweptyry
of the seventeenth century. His zibaldoni are pueskin the Sienese Archives. ASS, Misc. Stor. Sene
vol. V, 1898, 93-95.
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in favor of the Palio delle Contrade, the same thaeis run around the piazza del
Campo today® [Fig. 37]

For the duration of the Palio, Quercia’s sculptwese disfigured by viewers
climbing, sitting and dangling from the fountairuch activities, on already weathered
and weakened marble, greatly aggravated the stateservation of the reliefs and
sculptures. Giovanni Antonio Pecci recounted thaind) the July Palio of 1743 the
statue called Rhea Silvia “sullied by the passihtinee and winter freezes fell into
pieces” after a group of fans had climbed on toftlhwmtain. According to the chronicler
two people were injured and one person even di¢lakiincident?® The statue
apparently remained in pieces for more than a debatbre it was finally restored by the
sculptor Giusseppe Mazzudff The restorations included the statue’s left arniouihe
shoulder and much of the lower third of the stapset of her vestments, her feet, the
base and the lower half of the standing child. Teéstoration may well be the second
effected over just a few years, as Ricci mentiahed, in 1740, the lower part of the

statue had been restored once before by a certaitb&le Mazzanti who also worked on

384 Heywood, 1904, 222.

38%July 2, 1743: In occasione della sopradetta corsa salendo alglelei sopra una delle due statue,
rappresentanti la publica Carita, e collocate nebgpetto della Fonte della Piazza, quella a sirstr
troncata dal peso, e maculata dal tempo e da gieline a cadere; uno di coloro ci mori e altri due
restarano feriti, colla statua in pezziGiovanni Antonio PecciGiornale sanesqg1732-1751], BCS, MS.
A. IX. 5, c. 195. Gabbrielli, 1994, 314. Pecci itléad the statue located to the left of the rebéthe
Madonna and Child as Public Charity (publica Carigee also Bacci, 1936, 307. Bacci identifiedshme
statue as Mother earth (Terra madre). For a dismusé the statue’s iconography please see chapter
Romagnoli recounted that in 1745 the statue knav@axita fell into pieces and was put back up en th
fountain in 1759. Romagnoli, 1835, 631.

386 Mazzuoli (1644-1725) was particularly reknownedtits work on Alexander VIl funerary monument
in Rome where he worked under the supervision ahGiorenzo Bernini. See Ulrich Thieme and Felix
Becker,Allgemeines Lexikon der bildenden Kinstler vonAtgike bis zur Gegenwatteipzig: Veb E.A.
Seemann Verlag, 1930), 318-319. Gaetano Milasesia Storia dell’Arte Toscana; scritti vaffiena:
Sordo-Muti, 1873), 41. Arturo Viligiardi “Bozzetin terra cotta di Gian Lorenzo Bernini rinvenutsiena”
in Rassegna d’'Arte Senef&iena: Stab. Arti Grafiche S. Bernardino), X11§2D, 36-38.
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some of the damaged reliefs decorated with vegetatbtifs>®’ Finally in 1759, sixteen
years after the accident, the statue was retumitd place on the fountaffic
Reasons why the Fonte Gaia was damaged in sitNatural causes

The situation became particularly critical in thersner months when water
levels became low. The month of June in the ye&f IBarked a drastic situation for the
inhabitants of the city center. At this time thenEeoGaia’s waters reached a record low.
The waters were overdrawn to the extent that wizet left in the basin of the fountain
was described as “putrid sodE” It is clear from such testimony that the situaticas
dreadful; the fountain structure was at risk asdunction severely compromised. The
fountain’s ruined state had already been notecelgral important scholars. In 1823, in
his fundamental work on the history of sculptureu@t Leopoldo Cicognara wrote that
admirers of Quercia’s Fonte Gaia are “left sadddnexke the fountain damaged to the
extreme.*% In addition, Ettore Romagnoli lamented the poardition of the fountain,

in 1822 and in 1835, in his biography on Jacoptad@uercia, and once again in 1840,

%7 The statue is referred to as Charity (Carita)cRit904, 18.

38 May 1, 1759: Nel di primo di maggio 1759, si vedé da Giuseppevali scultore sanese resarcita, e
ricollocata sopra la Fonte della pubblica Piazzaiefja Statua gia lavorata nel 1419 da lacomo della
Quercia, che poi fu detto della Fonte, fatta daualicplebei cadere nel di 2 di luglio 1743 in occam che,
per la corsa in Piazza, vi erano sopra sdliteiovanni Antonio Pecci, Giornale sanese, [17588]7BCS,
MS. A.IX.6, c. 80. Cfr. Pecci, Ristretto delle cqsea notabili della citta di Siena a uso de’ foegs{Siena:
Appresso il Bonetti nella Stamperia del Pub. panEesco Rossi Stampatore, 1759), 71; Fantastig9,17
44-45, See also Bacci, 1936, 308; Romagnoli, 183%, Regarding the restoration see Stefano Landi,
Daniela Manna and Anne-Katrin Potthoff, “Intervediaestauro sulla Fonte Gaia di Jacopo della Qaerc
presented at the July conference of APLAR (voR()9), 17.

38941 ] quasi che putrida.” Mucciarelli et al., 2000, 119.

390«Nella fonte di Siena scolpita dopo i lavori di Bgtm s’'incontrano molte ripetizioni dei medesmi
oggetti, e quantunque quella debbasi riguardare edrprincipal monumento di questo autore,
null’ostante in qualche parte cede al merito d’elsue produzioni, sempre pero lasciando dolenti gli
osservatori in vederla danneggiata all’estrefn®ee Francesco Leone, Barbara Steindl, and Gianni
Venturi eds. Storia della scultura dal suo risorgimento in l&lfiino al secolo di Canova del Conte
Leopoldo Cicognara per servire di continuazioneogere di Winckelmann e di D’AgincouiBassano del
Grappa: Istituto di Ricerca per gli Studi su CanevblNeoclassicismo, 2007 [Prato: Giachetti, 1828].

v, 79.
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when he wrote that the Fonte Gaia sculptures afofthed and broken by the hands of
man more so than from the passing of time; scarSiknese for they should have
safeguarded the fountaif®* These remarks may have been the catalyst to eetster
fountain. The first official request to remove foentain from the Piazza del Campo was
articulated soon afterwards.
Reasons why the Fonte Gaia was damaged in situ: Vaalism

Besides the damage unintentionally caused by @uwictions and natural
circumstances, deliberate acts of vandalism als®duand disfigured some of Quercia’s
marbles. Already in 1468, less than fifty yeargmafhe fountain had been completed, one
of the central relief panels had been damé&detihe head and one of the arms of an
angel, located next to the central relief of thegifi and Child, were broke!i® It is likely
that the incident took place when onlookers, probeiborder to get a better view of the
bull hunt in the piazza, had climbed onto the faimtA picture of the sport is provided
by Agostino Provedi who described the bull hunAafust 15, 1546 in the following
terms: “Near the fountain of the piazza was prepargreat enclosure, made of ilexes

like wood, for a park for the wild beasts; and #iemvere put hares, foxes, porcupines,

3911n 1822: ‘Se nella Celebre Fonte nominata Fonte Gaja & dapiangersi la perdita degli esquisiti
bassirilievi marmorei deperiti per le ingiurie delintemperie non meno che per la licenza popolar§’|
Ettore RomagnoliNuova guida della citta di Siena per gli amatorlldeBelle Arti(Siena: Stamperia
Mucci, 1822), 76-78. In 1835 see Romagnoli, chapiitled “Secolo XIV Cav. Jacopo di M: Pietro di
Angelo della Quercia detto della Fonte,” pages B83-and especially pages 629-632. In 1§40]ha la
celebre Fonte Gaja gia ornata di famigerati lavedultorj condotti (1419) da Giacomo della Querdia,
quali da poco tempo indietro sono deformati e gudaita mano dell’'uomo piu che per quella del temgo
scorno del patrio amore delle Arti senesi, che dave ogni maniera tutelarli in Ettore Romagnoli,
Cenni storico-artistici di Siena e suoi subufBiena: Onorato Porri, 1840] ( Bologna: Forni, QR28.

392 August 15, 1468. We are told the statue was regtoy an unknown artist following a request made by
the Concistoro Bargagli-Petrucci, 1906, vol. |, 238, vol. 11,8119.

393 Gabbrielli, 1994, 313. Also cited in Ferretti, 200.8; and Landi et al., 2009, 17; and Diana Norman
“Siena and its Renaissance’lincating Renaissance AEd. Carol Richardson (New Haven: Yale
University Press, 2007), 143.
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badgers, stags, wild boars, bulls and a b&4{Fig. 38] Thereafter, in 1501, the Sienese
court passed an ordinance punishing any offendeessdamaged the fountain. The
punishment included a fine of 3@@catiand violators were even prohibited from
entering the city for three yeal$.Punishments aside, however, the bull hunt continue
to be practiced for more than a century in Piaaa&ampo. The perilous sport was
finally suppressed, in 1590, by an edict of Grandgk®Ferdinand I, which followed an
earlier ban imposed by the Council of Tréft.

In the sixteenth century at least two other incidexiso injured the fountain’s
sculptures. The first episode, recorded by Sigisinorizio, involved the complete loss
of one sculpture already discussed in chapter thdseated boy from the parapet of the
fountain®®’ The second episode concerned the figure of Jugticeome point the
figure’s head was broken off necessitating a rasitam to re-attach the head to the body.
The restoration, however, created a rather ungigldsonance between the head, neck
and body that was noted by many schotdt§Fig. 39] While the details of the incident

are unknown, it is easy to imagine that the dameagecaused by any of the risky

394«Fra le caccie celebri, che in Siena foffero dat®atafione della Solennita fuddetta di quella fi fa
feciale ricordanza fegguita il di 15 d’Agofto 1546.quefta dunque preparato preffo alla fonte da2ia
un gran chiufo di lecci a guifa di bofco per pardelle fiere vi f ipofero lepri, volpi, iftrici, téif cervi,
cigniali, tori, ed un orfo. Cited from Agostino Rmedi, Relazione delle Pubbliche Feste date in Sieegli
ultimi cinque secoli fino alla venuta dei reali sami Ferdinando Il e Maria Luisa Amalia Agostino
Provedi,Relazione delle Pubbliche Feste date in Siena n#tiii cinque secol{Siena: Bindi, 1791), 47.
Bernardino Capitelli also provides us with an imafgéhe bull race of October 20, 1632 in an etching
preserved in the Biblioteca Comunale degli Intrgrigiena.

39%4|n den Biichern der Balia finden sich Strafmandatgemn Beschadiger der Fonte Gaia. So wird im
Jahre 1501 ein diesbeziigliches Urteil verzeichmetiach der Betreffende mit einer Summe von 300
Dukaten oder dreijahriger Verbannung biissen niuSarl Cornelius Jacopo della Quercia: Eine
Kunsthistorische Studie; mit 38 Abbildungetfalle: Verlag Von Wilhelm Knapp, 1896), 81.

398 Heywood, 1904, 203.

397 For this discussion see page 80.

398 Ricci, 1904; Morisani, 1962; Cairoli and Carli,6® Donatella Cinelli, “Fonte Gaia” idacopo della
Quercia nell’'arte del suo temp@&irenze: Centro Di, 1975), 106. Beck, 1991, 87.
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activities that took place in the piazza. In factce the bull hunt was abolished in the
square, another equally hazardous sport replaceatés on buffalo back.

The buffalo race ran three times around the pisdttan established barriers. The
barriers were of little consolation, as one ofthgulations stipulated that should the
buffalo break through the fence then the animaukhcesume the race from the same
spot from where it had left the cour§é We can only imagine the effects of a charging
buffalo on onlookers who must have been quick exsefuge on Quercia’s fountain in
order to get out of the way. Even seemingly innasucelebrations could become a
potential source of danger for the fountain scuguFor example, in 1717, during the
festivities organized for the visit of princess Miote of Baviera, Governess of Siena, the
fountain was adorned with a balustrade and stdtakelng torches, and wine was made
to flow from the mouths of the wolves instead otevd™ [Fig. 40] Participants lounged
on and around the fountain as if at a celebraworBacchus rather than at a political
rally.

The general disrepair of the fountain is recordred letter to the Commune in
1786. The fountain sculptures are described asmgissms, heads, and other decorative

01

elements$?® A specific request was made to replace the stati wolves which must

have been in an even worse state than the relsé aiculptures, since shortly thereafter

399 Heywood, 1904, 207

400 By Domenico Rossi, April 12, 1717. Violante senaxiGoverness of Siena from 1717 to 1731; she was
appointed by her father-in-law Cosimo 1l dei Mddi@irolamo MacchiPalazzi di Siena e stemmi di
famiglie nobili di Siena e dei luoghi dello Sta&SS, ms. D 106, c. 50r; Girolamo Macdkliemorig ASS,

ms. D 107, c. 830r. Cfr. engraving printed in Rgilel, Palazzi e vieit., 41. Also in Mucciarelli et al.,

2000, 123f. ; Gabbrielli, 1994, 315.

01| etter dated May 13, 1786Al segretario del Regio Governo, Questi bassiviledesso li vedo tutti
rovinati; dove mancano le teste, dove i bracci,elmezzi busti e dove i fregi ed i contorni [1.BCS,

Miscela di ricordi diversi, E.V.3, n.17. Gabbrielli994, 315-316.
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(June 4, 1789) new statues were sculpted for tineté&in by Matteo Pini and Lorenzo
Ricci.*°> One of these wolves, that sculpted by Pini, maigbatifiable with the one
situated on the landing in the stairwell of theaRab Pubblicd®® Reports that the
fountain continued to be used inappropriately régunineteenth-century documents. The
bottiniereVincenzo Gani (who was responsible for the upkafephe aqueduct) reported
that the waters were used to rinse meats, vegstahbk“even the entrails of every type
of animal.”®* He also wrote that “urine filters and drains ittte basin of the fountain”
from the baseplateg where many use the fountain as a bathr8rBy now the
fountain’s waters were at risk of serious contarnimaas, we are told, fluids drained into
the fountain from the public urinals located nexatnearby building, th€asino dei

nobili. The problem was not resolved until 1811 whenotiow of the urinals was
finally channeled into the sew& In sum, as this section makes clear, the pooiitgual

of materials, the monument’s location and negleatl the uses of the square over the

02 Bandini recounts that the marble to sculpt the m@lves arrived from Carrara on May 25, 1788.
Antonio Bandini,Diario sanese[1788], BCS, MS. D.lIl.4, c. 31. Ibid., [1789] 5, MS. D.III.5, cc. 59v-
60. “Nell’Anno corrente 1789 alle replicate istanze Bebblico, mal sodisfatto di certi mostruosi
muriccioli fabbricati dal soppresso Uffizio dellad8herna in surrogazione dell’antiche Lupe infrante
furono collocate le nuove Lupe di Marmo d’intieitbevo eseguite dal Marmista Matteo PinBernardino
FantasticiCampione di tutte le fabbriche, strade, piazzetifacquedotti, canali e cloache pubbliche
appartenenti allacomunita di Siena, MDCCLXXXIXd. Carlo Cresti (Siena: Periccioli, 1992), 45¢. G
Pecci,Giornale sanesg1787-1794], BCS, MS. A.IX.8, c. 13.

03 Gabbrielli, 1994, 316. It was, however, Seymoup©itst noted that the statue did not appear to be
carved by Jacopo della Quercia. See Seymour, ¥878nd fig. 44. On Matteo Pini see Thieme-Becker,
vol. XXVII, 60. He was especially known for his vkoca 1780 on the mosaic floor of Siena’s Duomo. See
Hobart CustThe pavement masters of Si¢handon: Bell, 1901).

40441 ] per sino l'interiora d’ogni specie di bestianti ASC, Postunitario, Carteggio X.A, ctg. XIV, b.19.
Mucciarelli et al., 2000, 119.

40541 ]r'orine filtrano e sgrondano nell'interno delladetta vasca.”’ASC, Postunitario Carteggio X.A, ctg.
X1V b.19. See also Mucciarelli et al., 2000, 119.

“%° The sewer head was located next to the founté®€ MAreunitario 241, 325, 423, css. Mucciareltilgt
2000, 119.
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course of history were responsible for the disastimondition of Quercia’s Fonte Gaia in

the nineteenth century.

Section Two: Removal of the fountain

Motivation for the fountain’s removal

By the middle of the nineteenth century the condif the fountain was so dire
as to warrant its removal from the Piazza. Thiggiec was instigated by the desire to
preserve Quercia’s sculptures from further ruin emameliorate the appearance of the
square. On July 18, 1844, Gaetano Milanesi, atitie a young scholar of art history,
together with Gaspero Pini, an engineer, askedMieatuined fountain be dismantled and
suggested that a copy be made to replat% lin their letter to the commune they
indicated what type of marble should be used ferdbpy and how to go about financing
the project. [Doc 2] The frame of the fountain slddoe made of marble from
Montarrenti, Vallerano or Gerfalco (Sienese teryif@and the statues should be sculpted
in the more prestigious and durable marble fronaBeaza or Carrara (Apuan Alps).
They calculated the cost of the copy (one hundreddand lire) and explained that since
the care of Siena’s civic patrimony should notheduty of the government alone, every
citizen should help finance the project via a publibscription of funds payable over the
course of five years. Milanesi and Pini calculateat if half of the population (10.000

citizens) paid a fee of twire the necessary amount would be collected. Thelieg,

07 Milanesi was a member of the prestigious Accadeateli Crusca. In 1889 he became Director of the
Sienese Archives. See Petrioli, 2004. ASC, Preriaitatti magistrali 545 (1844), cc. 219 e 226. Tater
is dated July 18, 1844. See also Gabbrielli, 1897;318.



136

reasoned, was more than affordable consideringatbalthier citizens would surely
subscribe to pay more than the estimated fee.

In hopes that the commune would approve the prdfeetmen also attached a
poster to their letter illustrating how they imaggihthe promotion of the public
subscription. In the text of the poster, publisbgdPorri (Siena, 1844), Milanesi stressed
his high opinion of Jacopo della Quercia, descghiim as the “splendor of the Sienese
school”. They intended “to bringuercia’s] noble monument back to lifé°® Moreover
the monument is defined as the artistic emblemeria&s native son. [Doc 3] While the
city magistratesionfaloniereMario Nerucci together with the priors, approved t
project immediately, stating that “the communitykifieel no negative repercussions
[from the decision]on the contrary not small benefit and proff®the Sienese were not
yet prepared to cooperate, at least financiallysTeven though the commune had
approved the project on August 19, 1844, publigsupwaned and the removal of the

Fonte Gaia was put off for another decétfe.

408 «Dj Giacomo della Quercia, splendore della Scuolacge [...1; “ Intendiamo dunque di far rivivere
quel nobile monumento [.”.BCS, MS. P Ill 52, cc. 409-410.

409«|| Gonfaloniere, e i Priori residenti del Civico Mgstrato di Siena, veduto il Progetto presentato da
Signori Gaspero Pini ingegnere, e Dott. Gaetancalisi per rifare la Fonte della pubblica Piazza del
Campo, e la lettera colla quale essi dichiaranmiddo che sara tenuta affinché il lavoro proceda tzde
diligenza e giudizio, da essere di satisfazion#udelersale: e conosciuto altresi che per cio thai
appartiene sulla Fonte medesima la Comunita nonrmentirne danno nessuno, ma anzi vantaggio e
benefizio non piccolo; approvano in tutto il Progemedesimo, e concedono licenza ai suddetti Pini e
Milanesi di poter rendere pubblico per I'organo @estampa, previa I'annunzio del Podesta locale;
riserbandosi nella prossima adunanza di deliberarproposito, secondo le forme consueteSC,
Preunitario, Atti magistrali 545 (1844), c. 220.

“10«veduto il progetto presentato da S. Dott. Gasparo € Dott. Gaetano Milanesi di restaurare col
disegno di Giacomo della Quercia per mezzo di wsgbeaiazione di particolari la fonte situata sulla
pubblica piazza del Campo detta Fonte Gaia e chidgogua venusta trovasi depredata e consunta [...],
considerando che non c’é spesa per la comunita@gpil progetto” ASC, Restauro Fonte Gaia,
Preunitario. Deliberazioni del Magistrato comuriitate del Consiglio generale (1844-1845), 443,84.3
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The fountain continued to deteriorate. Its poorditton was recorded in a letter
in which the Administrative District’'s Enginedn@egnere del Circondarjovarned that
“many stones are loose and shaky around the foyrgad they could at any time fall and
break considering how worn they are today.He suggested that iron be used to fulfill
urgent restoration needs at an expense of 35'fite.view of the fact that no record of
payment was made at this time, the commune may panp®sely delayed conservation
in hopes that the fountain’s dramatic state wowchdnd public attention. Over the
course of roughly a decade, from 1844 to 1857pth#ic perception of Quercia’s
monument changed, enough to bring about its remanvéireplacement finally. This was
largely due to the pivotal role that Gaetano Mikirtead in calling attention to the Fonte
Gaia’s plight.

Milanesi’'s crusade to save the Fonte Gaia

Milanesi’s writings reveal two goals. The first whe removal of the fountain
and the second was to prompt the Sienese to prtwedignancial support necessary to
commission a copy. Between 1854 and 1856, Milaimagipublished three essential
volumes of document®pcumenti dell’arte senesep Sienese art history that led
subsequently to the discovery of several new doots@ertaining to the commission of
the Fonte Gaia. Through the means of his pen Msianas able to call attention to the
fountain’s plight. Between 1854 and 1856 he wrtiteas not without our great shame

that this beautiful monumeffonte Gaia], the only that remains in the city by such an

“11 The letter is dated August 1, 184H..] si sono venute a scommuovere pitl e diverigére attorno alla
fonte della Piazza del Campo, le quali possonog mmomento cadere, e spezzarsi del tutto oggmdese
alquanto consunte ASC, Informazioni e Atti magistrali 518. Gabbtigll994, 317.

4124 ]con apposite staffe di ferro stagnate a baghaSC, Informazioni e Atti magistrali 518. Gabbrielli
1994, 317.
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excellent artisfJacopo della Quercia]is without repair and worn to the extent that
today it is almost completely lost*® His description is paralleled visually in a
photograph of the fountain from 1857 preservedheyAlinari Archives in Florenc&:

[Fig. 41] In his renowned edition of Giorgio VasailLives of the Artistfrom 1857,
Milanesi warned that, “If the charity of the Sieaekes not reawaken in time then just a
few years remain before this beautiful wfonte Gaia] will no longer exist to the
shame of the Sienes&® The essence of his argument, to rouse interesfimamncing,

was that Siena’s artistic patrimony was in the Isamither citizens and it was their civic
duty to protect that patrimony.

One of the motives behind Milanesi’s high esteenJoercia’s fountain was
undoubtedly Giorgio Vasari’s influential descriptiof the artist. Vasari’s analysis not
only swayed Milanesi’'s opinion but also shapedperception of Jacopo’s art until the
nineteenth centurd® In all probability the attentive reading of Vasai¥ite made by
Milanesi for his eighteenth-century re-publicat&iimulated his request to remove
Quercia’s ruined fountain. For Milanesi it must Bdeen significant that Vasari had
placed Quercia’s biography at the very beginningisfsecond ageséconda etga In both
editions of hisvite de’ piu eccellenti pittori, scultori ed archttori (1550 and 1568) he

wrote, “Having chosen the abovementioned Jacopth@éhonor of beginning the

“13«E non & senza grande vergogna nostra, che queBissi|eo monumento, ed il solo che resti alla citta
dell'arte di cosi eccellente maestro, sia oggi cmm riparabile danno ridotto a tale, da doversinsére
quasi in tutto perdutd Milanesi, 1854-6, vol. I, 100. See also Galijg1005, 318.

“1% Florence, Alinari Archives, n. 9073, dated 185&0¥published in Hanson, 1965, figure 3.

“15«Che se la patria carita de’Senesi non si ridestéeimpo, pochi anni ancora passeranno, che questa
bellissima opera, con grandissima loro vergogna sara piu” Vasari in Milanesi, 1878-85, 117, n. 1
from the Life of Jacopo della Quercia.

18 See Beck’s analysis of Vasari's text. He notedettiers made in the 1550 version and the 1568oersi
of theVite. Beck, 1991, vol. |, 1-11.
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Second Part, | will follow the order of the variaunanners, and proceed to lay open,
together with the Lives themselves, the difficudtad arts so beautiful, so difficult, and so
highly honored.**’ This position was all the more significant becaQsercia’s

biography opened a new period in Vasari’'s histdrgrothat was symptomatic of intense
renewal. His art was not an example of declinectviior Vasari meant the gothic era, or
of the start of the first phase of a new era, bstaad his art was the promise of the
blossoming second phase:

[...] wherein there will be seen infinite improvememieverything; invention
more abundant in figures, and richer in ornameut;endepth and more lifelike
reality in design; some finality, moreover, in therks, which are executed
thoughtfully and with diligence, although with téttle mastery of handling; with
more grace in manner and more loveliness in caypso that little is wanting for
the reduction of everything to perfection and fug exact imitation of the truth of
nature?*®

In particular regarding Quercia’s art Vasari spedif

They had a manner of their own, so much more guhesid more natural, and so
much richer in order, in design, and in proportitrat their statues began to
appear almost like living people and no longer iigguof stones, like those of the
first age; and to this those works bear witnesswieae wrought in that new
manner, as it will be seen in this Second Part,ranwehich the figures of the
Sienese Jacopo della Quercia have more movemerg,grace, more design, and
more diligence [...}*°

“17«E poi che ho eletto lacopo sopradetto per onoratogipio di questa Seconda Parte, seguitando
I'ordine delle maniere, verrd aprendo sempre cllee medesime la difficolta di si belle, diffical
onoratissime artl’ Vasari, Vite, Ed. Milanesi, 1878-85, 107.

41841 ..] la seconda eta: dove si vedra infinitamentegiiorato ogni cosa; e la invenzione piui copiosa di
figure, piul ricca d’ornamenti; ed il disegno pitnfdato e piu naturale verso il vivo, ed inoltre Uiree
nell’opra condotte con manco pratica, ma pensatamenn diligenza; la maniera piu leggiadra, i cdlor
pit vaghi: in modo che poco ci restera a ridurrenbgosa al perfetto, e che elle imitino appuntaémita
della natura’ Vasari, Vite, Ed. Milanesi, 1878-85, 103. | have preservedioaigspelling of text.

“19«Ed ebbono una lor maniera tanto pili graziosa, patunale, piu ordinate, di pit disegno e
proporzione, che le loro statue cominciarono a pangresso che persone vive, e non piu statue ceme |
prime; come ne fanno fede quelle opere che in guglhovazione della maniera si lavorarano: come si
vedra in questa seconda parte, dovéidare di lacopo della Quercia sanese hanno piugr®piu grazia e
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For Milanesi it must have been particularly plegdim see that his forefather had
been described in such complementary terms. Mgpeiitant still was the realization
that Vasari had put aside his penchant for Flonendirtists in order to highlight the
Sienese sculptor. In this sense one finds Jacdpadggaphy followed by those of the
notable Florentine sculptors Nanni di Banco, LuekadRobbia, Lorenzo Ghiberti,
Filippo Brunelleschi, and Donatello even more paigii?® Vasari had also called
attention to Querica’s masterpiece, the Fonte Qdis. sculpture, above all others, had
sealed Jacopo’s fate, for he was known “forevereiddger no longer as Jacopo dalla
Quercia, but as Jacopklla Fonte or of the fountain*** In subsequent contracts and
payments his name is given simply da¢opo della Font&*?? From this analysis it is
possible to view Milanesi as heir to Vasari’s legaca different light, for not only did
he continue Vasari’'s work (by adding a commentdrgoorections to his text and an
appendix of new documents that he had discover#teisienese archives), but he also

shared the same admiration and respect for Jaadf@oQ@uercia and his art.

piu diligenza; quelle di Filippo, piu bel ricercadi muscoli, e miglior proporzione e piu giudizegosi
quelle de’loro discepoli Vasari, Vite, Ed. Milanesi, 1878-85, 105.

420 ndeed Alberti, who influenced Vasari, had singbed four Florentine sculptors and Masaccio as the
founders of the art he praised. In the dedicatidmsoDe Pictura from 1435 he wrote “[...] | recogedizin
many, but above all in you Filippo, and in our grieiend the sculptor Donatello and in the oth&tencio
[Ghiberti], Luca [Della Robbia], and Masaccio, aiges for every laudable enterprise in no way irtfeto
any of the ancients who gained fame in these deigglish translation cited from Anthony Graftdreon
Battista Alberti, Master Builder of the Italian REssancgLondon: Lane, 2001), 72.

42141, ] che non pitl lacopo dalla Quercia, ma lacopolddfonte fu poi sempre chiamatovasari, Vite,
Ed. Milanesi, 1878-85, 116.

22 See the contract for San Petronio March 28, 14Milanesi, 1854-56, vol 1, doc. 86, 125-127. Ke i
called again Maestro Jacomo di Piero detto de la Fdhitea payment of 1430 for the Siena Baptistery
Font in Bacci, 1929, 262.
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The Fonte Gaia project was, for better or wors&tjgated by Milanesi’'s great
commitment to the protection of the arts. His aditooy counsel led to the resurrection,
in 1857, of the 1844 project by a new committeatdi&hed to oversee the removal of
Quercia’s fountain and supervise the new commissf@arrocchi’s fountaifi?> Count
Carlo Corradino Chigi (1802-1881) was elected chair of the organizing committee.
He was a military captain, a member of the senfleiscany from 1848-9, and later

nominatedGonfaloniereof Siena*?*

His affiliation set the tone for the project, agtbhis
position and his name helped to acquire the firsm@cking of some of Siena’s leading
families. Another particularly influential membeas/the Director of the Sienese
Academy of Fine Art¢Accademia Senese di Belle Artipigi Mussini(1813-1888), who
| believe determined the choice of Tito Sarrocchithe new monument’'s commission
(see chapter fouff> Other members included Gaspero Pini, the enginkerhad
elaborated the 1844 project along with Milanesd angusto Ficalbi, who served as the
director provveditorg and judge of the Palio of July 2, 1852. The negaaizing
committee, after the successful acquisition of &jrdred Tito Sarrocchi to carve the new
fountain. We are told that the new fountain waspgsed to be “a copy in marble in
everything the same and as simikar Quercia’s Fonte Gaia as possiblé® This

notion, however, is a moot point, and accordingghall discuss it in the following

chapter.

23 July 7, 1857. ASC, Carteggi, Cat. XIV, Lavori plibb10, 7 Luglio 1857. Gabbrielli, 1994, 318.
24 He was nominated on April 28, 1859.

2> He became Director in 1851.

426«|ntenzione nostra & adunque che della Fonte diZiat debba fare una copia in marmo in tutto
eguale e somigliantissima [.".]See Document Two.
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Reasons for the revival of the restoration projecin 1844

After a decade of inaction, the revival of the 1®4dject was certainly influenced
by the changing political climate. | would arguattkhe unification had a decisive impact
on the renovation project. In order to understamd this political situation may have
conditioned the project, it is necessary to revs®me of the salient events of the
unification. The unification of the Italian penifawvas a long and arduous process that
took the better part of the nineteenth centuryApnil of 1815 Alessandro Manzoni, the
famous Italian poet and novelist, wrdt€®roclama di Riminj a proclamation which
praised Murat’s attempt to liberate Italy from Aiemt rule??’ Although the liberation
was unsuccessful Manzoni’'s famous lines— “Free \illenaver be if not united, despite
the less strong of our flock, until a man risegather us— were subsequently adopted
as the motto of Italy’s struggle for independeffé&he man who did finally manage this
feat was Victor Emmanuel Il (1820-1878) who becadéimg of Italy on February 18,
1861"%°

The period prior to the unification of the countrgferred to as thRisorgimento
was marked by a great deal of military activityeTihtellectual and artistic communities

inevitably were swept up in the fight for natioiradependencé® By the unification of

27 Joachim Murat (1767-1815) was king of the two IBisifrom 1808 to 1815. He was the brother-in-law
of Napoleon Bonaparte having married Caroline Banizp

28 Manzoni (1785-1873) is probably best known forrsell promessi spogiThe Betrothed) from 1822.
Verse 34-36 readsLiberi non sarem se non siam uni/ Ai men forti @ii gregge dispetto/ Finché non
sorga un uom che ci raduhiCited from Il Proclama di Rimini itopere di Alessandro Manzorid.
Lanfranco Caretti (Milano: Ugo Mursia Editore, 1973

2% He was King of Piedmont, Savoy, and Sardinia faB49 to 1861.

39| am referring to Garibaldi’s Expedition of thedirsand (1860-1861) which resulted in the fall @f th
Kingdom of the Two Sicilies and later the defeathsf Kingdom of Naples. Giuseppe Garibaldi (1807-
1882) was a commander of the Italian military wh@dnsidered a hero for his role in the Italian ofar
Independence. See Rosario Rom@avour e il suo temp(Bari: Laterza, 1977).
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1861 practically all of the Italian states weretediunder Victor Emmanuel II's rule,
apart from Rome, which continued to be ruled byHloéy See under French protection,
and Venice, which was under Austrian rule. A newi&aent was formed and Turin
became the capital of the newly unified peninsalthough political uncertainty
characterized the period both before and afteuttiigcation, precisely this factor was
propitious for the arts in Siena. On June 17, 18@na was the first Tuscan commune to
join the forces of King Victor Emmanuel I, a notesthy fact that demonstrates the
dynamic contributions that Siena was making tovthedunion of Italian states.
Sarrocchi’s fountain was commissioned on July 3881 just a year before Siena joined
the Kingdom of Piedmont, and two years before mi§ication with the rest of the
peninsula. | see this chronological progressioarasnportant signal of a new sense of
patriotism that led to the desire to groom the aity, as we shall see, also record recent
historical events in the form of grand pictoriat®s.

While for Milanesi and Pini the removal of Quersiduntain was vital to
protecting the fountain from further damage, theiglee argument that finally led to its
removal was more of a question of public decoruhe T844 poster had stressed a
preoccupation with the condition of the monument anticipated the call to protect
Siena’s artistic heritage:

[...] sure of victory only a heightened charity fareds country, a deep love for

our things, and a feeling of disgrace for the tdtéhis noble decoration of our

city that dissolves forever, without anyone wheesihis voice or moves a hand
to generously save her and repair so much dafffage.

43l ]iquali pud combattere con certezza della viticsolo una accesa carita di patria, un amore

sviscerato alle cose nostre, ed un sentimentordiogma che questo nobile Ornamento della citta cada
disperda per sempre, senza che s’innalzi neppuaevone o0 si muova una mano per soccorrere
generosamente a riparare a tanto darf®CS, MS. P 11l 52, cc. 409-410.
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Yet the removal was actually motivated by the faet the fountain in its present
state was neither a welcoming site for visitors therappropriate impression that Siena
wanted to give the rest of Italy in light of thegending unification.

The influence of foreigners on the matter is adevant. Travelers, especially the
English, came to admire Siena’s historical monumamd their impressions of the Fonte
Gaia served as a powerful tool effectively awakgrire Sienese to the value of their
artistic patrimony. The perception of foreigneogdther with Milanesi’s counsel, was
significant for a city that was beginning to seeremmic growth thanks to increasing
tourism. John Ruskin’s opinion was laudatory wheminote of Siena, “This town is
worth fifty Florences: larger and more massy [bigfldings in general with numbers of
the triple Venetian window. A noble square, witteicately carved fountain in white
marble [Fonte Gaia] [...{** Four years later, in 1844, the poor conditiorhef fountain
was noted by Charles Dickens who wrote that theZiael Campo is “a large square,
with a great broken-nosed fountain in it [ **}.Siena would soon be joining the ranks of
a new ltaly, and this prospect led to the imputsprbve that she was just as beautiful as
her neighbors. The perception of foreigners, togrettith the imminent birth of the new
nation, seem to have brought out a desire to replae fountain in Piazza del Campo and
afterward, to ensure the preservation of the caigimonument. Thus it appears that the
nationalistic ideals that stimulated a quick uniath the King of Savoy ultimately also

motivated the Fonte Gaia project.

32| etter dated May 25, 1840. Cited from Attilio BirilEnglish and American Travelers in SiefBiena:
Monte dei Paschi di Siena, 1987), 194.
33 Charles DickensRictures from Italy(London: Bradbury & Evans, 1846). Cited in Brilli987, 199.
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Yet another indication of the encouraging artistibeu stimulated by the union
of Italy was the commission of a new fresco cynléhie Palazzo Pubblico. After the
unification the Sienese were proud to memorialeertpatriotism and thus had one of
the rooms of the Palazzo Pubblico dedicated to Kiiegpr Emmanuel I, also known as
the “Padre della Patrid (Father of the Fatherland). A week after the Kingassing, on
January 9, 1878, the commune commissioned theofigiscoration of the room now duly
titted Sala Vittorio Emanuele fi** Luciano Banchi, at the time mayair{daco of

Siena®®

explained that with this commission the commurterided to follow the
“traditional history of grand Italian municipalisehat illustrated the heroic deeds of their
countrymen in recording the most salient factsheftrtlives [...].** The inauguration

was stipulated in conjunction with the traditiosalebration of the August Palio run in
honor of the Virgir"®’ The room was decorated entirely in fresco, betvi&86 and

1888, by Cesare Maccari (1840-1919), Amos Casdi8B1-1891), Piero Aldi (1852-
1888), Alessandro Franchi (1838-1913) and notabigiLMussini (the man who also

played an important role in the commission of teevfronte Gaia)>®

3% Marco Pierini, Epopea d'ltalia: risorgimento a Siehin FMR (Bologna: FMR-Art'@ spa, 2009), vol.
29, 72.

3% Luciano Banchi (1837-1887) was the director of$ienese State Archives (Archivio di Stato) from
1867 and published along with Scipione Borghlsiovi documenti per la storia dell’arte senéSgena:
Torrini, 1897).

436«[ ] tradizioni storiche grandiose dei Municipi iiahi, i quali solevano eternare le gesta eroiche de
loro concittadini ritraendo, in pregevoli affresctiipinti nelle sale dei loro palazzi, i fatti pialgenti della
loro vita.” ASC, Ctg. I, 16, Protocollo delle deliberaziatél Consiglio comunale del’anno 1877-1878.
See also Alberto Olivetti edCartoni di Cesare Maccari per gli affreschi del Bako Pubblico di Siena
Exhibition catalogue (Cinisello Balsamo Milano: Bjz1998), 216. Pierini, 2009, 72.

3" The Palio was run August 16, 1890.

% See Pierini, 2009, 71-84.
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Sarrocchi carves a replacement for Quercia’s Font&aia

Tito Sarrocchi was officially hired to sculpt thew Fonte Gaia on July 29, 1858,
by the fountain’s supervisory committee. He hadligtl sculpture carving under the
renowned Purist sculptor Giovanni Dupre, who asallsexplain in detail in chapter four,
had recommended Sarrocchi to Luigi Mussini on thgesvisory committee. The new
fountain was very important because it resolvedotioblematic water situation that
plagued the Campo in the first half of the ninetbe@ntury. As | mentioned earlier,
Quercia’s fountain was almost dry in June of 185i#na’s problematic water situation
finally improved in 1867 when Quercia’s fountainsnr@moved and Sarrocchi’'s new
fountain was installed. At this time work was damethe underground bottini in order to
repristinate the flow of water to the city center.

The fountain was moved 1.6 meters to the souttBadicheters to the west of
Quercia’s fountairf*® While the new fountain continued to face the Pada2ubblico, it
was now centered between the two narrow streetsl{ of San Pietro and of San Paolo)
behind it. Thus, the fountain’s position in the agubecame more symmetrical and, as
Carlo Carpellini records, altogether more pleaéffigFig. 42] The plan devised by the

architect Giuseppe Partini, hired by the organiziognmittee for the fountai illustrates

439 A special committee, composed of Luigi MussingtR Giusti and Gaspero Pini, was formed to
oversee the relocation. Partini was hired to owetke project on December 6, 1865. ASC, Cartediao,
XIV, Lavori Pubblici 18, Fonti Pubbliche. Also s&anni Maramai, “Posa della copia della Fonte Gaia
nella Piazza del Campo” @iuseppe Partini: architetto del purismo sendse, Maria Cristina Buscioni,
(Firenze:Electa, 1981), 143.

449 carlo Carpellini recorded thatQhde ci sembra che sia stato plaudevole partitedtamossa la nuova
fonte dal suo luogo, e pensato a correggere quaisetto di simetria, e togliere con questa mossa un
certa gibbosita che faceva la curva della piaz£zarpellini, 1869, 23.
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both sites. [Fig. 43] The new plan was confirmedh®/ commune in the same yé&&rl
believe that the organizing committee, considetirgimportance of the Palio which
continued to be held in the Piazza and the negdass@gmeliorate the water supply,
calculated these factors when they proposed th&dois move toward the center of the
square.

A much needed improvement in the flow and claritthe fountain’s waters was
a direct result of the relocation. In order to grimater to the new location, an extension
was added to the preexisting system of aquedudtdeWworkmen were busy building
the additionabottinofor the new fountain, the commune also orderesstoration of the
old bottino of the Fonte Gaia. Thus the aqueduct was cleanedfdhe mineral deposits
and other debris that obstructed the water's colifsEne new location of the fountain
made the square altogether more harmonious fadtmgties that continued to take
place there, particularly the Pafit’

The fountain’s relocation allowed for a far morentortable opening between the
buildings and the rear wall of the fountain (Quaixifountain had been situated
somewhat awkwardly in front of thecolo of San Paolo). The enlargement of the
passageway behind the fountain allowed more spadéd customary horse race around
the square. When Quercia’s fountain was built these for the Palio had yet to be

established in the piazza del Campo. Other chamgesht about at this time included

441 ASC, Deliberazioni della Giunta municipale 3, B94ASC, Deliberazioni del Consiglio Comunale 3,
n.210; ASC, Carteggio, Cat. XVII, Onorificenze 6Gna 1867.

42 ASC, Deliberazioni del Consiglio comunale 3, n026ee in particular ASC, Carteggi, Cat. XIV, Lavor
pubblici 18, year 1867. Gabbrielli, 1994, 320.

*431n an article entitled: “Sulla nuova Fonte di Riazlel Campo di Siendl’ Libero Cittading December
20, 1868 cites that the relocation of the fountairved to place the fountaiauila sommita dell’arco
formato dal circd.
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the decision to enclose the fountain with a gatedaa that Milanesi and Pini had
already proposed in 1844.

The gate, designed by Giuseppe Partini and fouirdiedn by Pasquale Franti;
served to limit unauthorized use of the fountaihjol in the past had contributed to it's
deterioratiori*> The fountain’s layout was also modified to avoithacessary loitering
since that area had previously been the causemérous sanitary problems. The base
(plateg of Quercia’s fountain that is clearly visibletime 1717 engraving by Domenico
Rossi for the arrival of Violante de Baviera wasitbed entirely from the new proje¢®
[Fig. 44] The base was originally flanked by twavlavalls (murelli) that allowed visitors
a place to sit and rest. These walls had been e=sthoh709 and 1797 when their surface
necessitated restoration and, in 1710, when th@e®and several stones were restored
near the rear entrance to the aquedt/ddespite such modifications, the fountain’s
future also depended on the relocation of the pubhrket. In 1882, the councilor of
public works decided that the “unbecoming” outdorket should be movéd® The
new marketercato nuovpwas positioned instead on the other side of #laz20
Pubblico in a square renamed Piazza del Mercatmon fine piazza del Campo a

passageway through the Palazzo Pubblico to thepreza del Mercato facilitated

444 ASC, Carteggio, Cat. XIV, Lavori Pubblici 18, FoRubbliche. Veronica Randon, “L’estetista del éerr
battuto nella Siena dell’Ottocento” Architettura e disegno urbano a Siena nell’Ottocemta passato e
modernitaEd. Margherita Anselmi Zondadori (Torino:Aleman206), 223-245.

445 ASC, Carteggio, Cat. XVI, Lavori pubblici 18, yeE868.

#4® The fountain with platea and murelli is also pathin Vincenzo Rustici'ta caccia de’toril585 and
Giuseppe Zocchtiaccolata in onore di Francesco | di Lorenaa e aTeresa d’Austridl 739-51 both
preserved in the collection of the Monte dei PgsBhlena.

4741 12 settembre 1709 fu rifatto il piano dei muiehe ci sono per sedérand in 1710 la piana di
pietra incontro alli murelll. G. Macchi,Memorie[fine XVII-primi XVllIsec.], ASS, ms. D. 107, c.®r.
In November of 1797Vvennero rifatti i due murelli che tengono in melezplatea della fonté A. Bandini,
Diario sanesg1797], BCS, ms. D.lII.13, c. 145v. Gabbrielli,98 314 and 317.

*48 Mucciarelli et al., 2000, 123.
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access. The relocation of the market was crucitié@reservation of the quality of the
waters as the already prohibited, but ignored, vmgsbf market goods no longer took
place.
Fate of Quercia’s sculptures after their removal fom the Piazza del Campo

One would naturally assume that once Quercia’stoarwas replaced by
Sarrocchi’s it was safe from further destructioet, Quercia’s fountain continued to
deteriorate. The commune authorized the dismandlirte fountain on June 11, 1868,
and almost immediately after the commencementeptbject additional cracks and
breaks began to appe®4f.During the process to create manageable, movidteq
many secondary reliefs suffered, in particular Boglements, some decorated with
foliage, and parts of the base. Perhaps most asiagiy, many of the most damaged
reliefs were not considered worth salvaging andpating to Ricci, were thrown away in
the public dump near San Domenf@Bwhile the “best” reliefs (those least damaged), as
specified by the Commune, were sent to San Frandesstoragé>*

In 1869, the surviving pieces of Quercia’s dismeratidountain (the larger

reliefs, lateral parapet statues and some of ttterlqgreserved secondary reliefs) were

49 ASC, Cat. 1 n. 9; Fonte Gaia Lavori ComplemenAamio 1868. Cinelli erroneously recorded that the
fountain was dismantled in 1858. Cinelli, 1975, 106e commune’s engineer estimated that 180,080 lir
would be necessary to remove the reliefs, andesand transport them to San Francesco, 60,000 lire
would be needed to take down the side walls an@dverthe old pavement, and lastly to repave the area
200,000 lire would be required (roughly 200 sq mse& the rate of 1,000 lire for each sq meter)nbied
however that many pieces of leftover travertine atheer old stones could be reused and thus, in @autd
make up for the aforementioned expenses. ASC, @deCat. X1V, Lavori pubblici 18, inserto 16, 9
giugno 1868. Gabbrielli, 1994, 321.

*0Ricci, 1904, 19.

1 ASC, Cat. 1 n. 9 Fonte Gaia Lavori Complementam@ 1868. Doc. 9 Giugno 1868 specifisigliori
bassi riliev'.



150

transferred to the Museo dell’Opera del Duomo forage?*? It was here in the gallery
of antique sculpture that they are first recorded872%>® Period photographs, the first
visual evidence of their degradation, show thatrémnants were displayed without
regard to their original layout and that no attemps made to clean or restore thef.
This fact was noted by the art connoisseur angpsmuPietro Giusti in his request to
purchase the fountain remnants for the collectioth@® growing Civic Museum in Turin;
on October 4, 1868 he wrote, “because of histowtangdoing what is left of Quercia’s
fountain is but broken remnants; remnants thattmemune is unable to safeguard in an
orderly fashion.**> The commune did not know what to do with the faimpieces and
thus Turin’s request was debated at length. It ovdg after consulting the Advisory
Commission for the Conservation of Fine Arts ti@ ¢commune declined, on February
21, 1869, to cede Quercia’s fountain to the museuiurin. The commission
determined that, “in one’s own country these veloleranemorabilia have greater value

and importance than if they were preserved elsesvéied our young artists can derive

benefit from their study®® It is clear from the Commune’s response that treme

2 Gabbrielli, 1994, 312.

33 AOMS, Inventario 889, n. 2475. Gabbrielli, 199243n. 53.

4 Cornelius, 1896, 83-95.

5% pietro Giusti waprofessore d’intagliat the Sienese Acaderbgfore he moved to TorinoL& ingiurie
del tempo avendo distrutto gran parte di quelldtsca e non restando altro che avanzi interrotti imian
permettere di conservarli ordinatamente. Mi sonitofardito di avanzare alla S.V. questa domanda la
quale non ha altro scopo che quello di dotare $oente Museo Civico di Torino di qualche esempio di
scultura senestASC, Carteggio, Cat. XVII n. 1/ 2 1868-9, Progetiiccessione al Museo civico di Torino,
Doc. 4, October 1868. The episode is also cite@ario Sisi and Ettore Spalletti edsa cultura artistica a
Siena nell’'OttocentdCinisello Balsamo: Pizzi, 1994), 346; and Deil20n. 36.

456 «Considerando che nel proprio paese queste veneraidgie di un'opera d’arte che levo di se tanto
grido, hanno un pregio ed un importanza maggiore s fossero altrove conservate e possono riuscire
profittevoli allo studio ed alla osservazione dektri giovani artisti, ai quali fara cosi dato dbafrontare
I'antica e la moderna scultura della fonte prede®#esC, Carteggio, Cat. XVII n. 1/ 2 1868-9 Progettio
cessione al Museo civico di Torino, Doc. 21, Felibi®869, Richiesta Respinta dalla Commissione
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instigated a burgeoning protection for Siena’ssictipatrimony, a sentiment that, as we
shall see, would continue to develop over the faithy years.

Giusti's request not only stimulated a critical debover what should be done
with the Fonte Gaia pieces but also led to thetmeaf their more mindful display. The
local press suggested that a new civic museum dmufdrmed in Siena using Quercia’s
fountain remnants and the remains of the Cathadtdpture (removed as a result of the
renovation to the facade) to form the nucleus efabllection>’ Nothing came of the
idea until 1904, thirty-six years after the remowbthe fountain from Piazza del Campo,
when Quercia’s remnants were finally accorded a lneme in the Palazzo Pubblico and
displayed closer to their original configuratiort. tAis time the art historian and
museographer Corrado Ricci (1858-1934) had thetéoupieces transferred to the
loggia of Siena’s Palazzo Pubblico for the occasibiine Exhibition of Ancient Sienese
Art (Mostra dell’antica arte senexé&® Quercia’s Fonte Gaia was one of the prime

attractions as it was featured on the exhibitiost@d™° [Fig. 45]

Consultiva e Conservatrice di Belle Arti in SieBeliberazioni della Giunta municipale 5, n. 38,
November, 27 1868; ASC, Carteggio, Cat. XVII, Oficenze 6, February 21, 1869.

71| Volontario, March 27, 1869.

58 Ricci, 1904, 241-242 and 244-245. At the time Ricas the Director of the Uffizi Museuin Florence
(Regie Gallerie élusei di Firenze)SeelLucia Simona Pacchierotti, “La Mostra dell’antiaéeasenese, 17
aprile- 30 ottobre 1904 iff segreto della civilta: la mostra dell'antica &tsenese del 1904, cento anni
dopq Eds. Giuseppe Cantelli and Lucia Simona Pacctii¢Riena: Protagon Editori, 2005). On Ricci’'s
role organizing the exhibit see Eleonora Marial&téCronache da Siena: la mostra dell’Antica Arte
Senese del 1904” iRicerche di storia dell’artén. 73, 2001), 14Between 1928 and 1939, for Benito
Mussolini, Ricci oversaw much of the excavation aestoration of the Colosseum and Roman forum. See
Paul Lachlan Mackendrickihe Mute Stones Speak: The Story of Archeologslin(New York: Norton,
1983 [2“ edition]).

5% The poster was designed by Carmela Ceccherellijdent of the painter Alessandro Franchi. She was
paid 200 lire for the job. ASC, Postunitario, Cggi® X A, cat. XXIl, b 24, letter dated November, 18
1904. Cited from Cantelli and Pacchierotti, 2003, Gn Ceccherelli see Alessandro Leondrdrmela
Ceccherelli, una miniaturista senese allieva dis&kndro Franchi e Giorgio Bandi(Siena: Il Leccio,
1996).
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To display the fountain fragments an architectamiiastructure of brick and
cement was devised. The re-composition of the uarfountain pieces, the
reconstruction of the base, and of all the misbioiglers were made in cement by
Giuseppe de Ricco and his s6ATo hold the fragments to the walls, the engineers
Giuseppe Barsotti and Alibrando Peccianti devissygséem of iron cables, as the loggia
floor could not be used to support the marBféghe creation of the new display
protected the fountain pieces considerably morarsgcthan they had beemsitu, as
they were no longer subject to the dangerous #etsvihat took place in the piazza (such
as the market activities, bull fights, and Palio).

The loggia of the Palazzo Pubblico opens towardhdve market squar®{azza
del Mercato Nuovpand is not well protected from climatic conditofiFig. 46] In the
winter months the sculptures were not fully shelteirom the cold or rain. The fountain
pieces were thus still subject to some of the fotbat led to further disintegration of the
stone. Humid conditions such as those in the opggid have been shown to create the
same effects as the exposure of the marbles totdam (the chemical process produces
the damaging formation of lead sulfate resultinthie loss of sculpturéf? Other
superficial damage not present in 1868 when thaetéon was first dismantled, such as

traces of pencil and pen markings as well as déykesidues left by the hands of

%0 Ricci, 1904, 19.

81 The floor was supported by a wooden frame workilfle from the Sala del Mappamondo) that could
not be used for support because it could fall améging the frescoes on the wall below. Ricci, 19®4
62| andi et al., 2009, 21. | would like to thank Delai Manna (one of the restorers who worked on the
Fonte Gaia project) for her time. The content efitipaper has also been published in Toti and Bei, e
2011, 170-189.
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uncontrolled visitors, were a result of poor coma@on conditions in the loggia. [Fig.
47]
Despite the harmful conditions, period sourcdkfstind the new display to be
nothing short of miraculous. For example, GiovaPoggi considered:
[...] every fragment is in its proper light and rigfitplace and the virtues, even if
mutilated and ruined by water and age, are nonethebstament of the elegance
and beauty of the spirit of a potent artist whowtee force, the grace, the
sweetness and violence, the masculine force an@thi@ine gentleness, that
together with the suave figure of llaria createel Michelangelesque prophets of
the Portal of San Petron{6?
However, the new display was far from ideal. Theese two main problems
with the organization of the exhibit. The first cenned the location (the loggia), which
did not lend itself well to the display of a foumtaand the second pertained to errors
made in the re-composition of the fountain pieéesimulacrum of the original
architectural scheme was devised to mimic the m@igal form of the fountain, and each
of the three loggia walls was used to display d wfahe fountain. The architecture of
the loggia three doorways and three sets of walifedla windows interrupted a
continuous presentation of the reliefs and divithesm unnaturally into independent

reliefs. Corresponding to the loggia’s left siddiweere the lateral parapet statue (the so-

called Acca Larentia), and the reliefs depicting@mneation of Adanand two virtue

463«Ogni frammento & nel suo posto e nella sua ludefigure delle Virtd, se anche mutile e rose
dall'acqua e dall’eta, ci attestano quanti tesorieleganza e di bellezza accogliesse nel suo spiritl
possente artista, che conobbe la forza e la grdaidplcezza e la violenza, la virile energia enaliebre
gentilezza, e assieme alla soave figura di ilanmriagino i michelangioleschi profeti della portasi
Petronia” Giovanni Poggi, “La mostra d’antica arte seneiseEmporium(n. 20, 1904), 44. Gabbrielli,
1994, 325, n. 55. Poggi (1880-1961) vaprintendente alle gallerie fiorentimad is probably best known
for his publication of archival documents relatioghe decoration of Florence Cathedral. See Giaivan
Poggi,ll Duomo di Firenze: documenti sulla decorazionadehiesa e del campanile tratti dall’archivio
dell'opera[Berlin: Bruno Cassirer, 1909] republished in twadumes with an additional commentary by
Margaret Haines (Firenze: Medicea, 1988).
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reliefs, while on the back wall were displayed Mi@donna and Child flanked by angels
and four virtues, and on the right side wall thterdal parapet statue (the so-called Rhea
Silvia), theExpulsion of Adam and Ewand the two remaining virtues. [Fig. 48] The
serious damage to the reliefs and the large nuofldest pieces made the original
composition difficult to evoke. In fact, ten piecgsre placed in incorrect positions,
eleven pieces located in a questionable arrangefdeatto their level of degradation),
and at least one piece was installed upside d6rom Gabbrielli's chart it is clear that
the tools that Ricci had at his disposal in 190dr&ate an accurate reconstruction of the
fountain were not sufficierif

Period photos of the fountain takensituin 1857were only useful for the
collocation of the reliefs visible in the photognapthose facing the piazza) such as the
central reliefs. The side walls can not be seehiwé¢he photographs because of heavily
cast shadow®® Due to the errors made in the re-composition efftuntain, it would
seem then that Ricci had been left to fit the aagjpieces together like a puzzle. As
Gabbrielli correctly points out, Ricci was probabigt aware of the drawings that the

artist Giovanni Bruni had made of the fountain 8826’

%4 Gabbrielli, 1994, 327.

%> Gabbrielli, 1994, 326.

86 Photo in the Alinari Archives, n. 9073 and a phioyo_Lombardi published for the inauguration of
Sarrocchi’'s new fountain in Banchi et al., 1869tiBphotos are taken frontally and therefore aritttd
use for a re-composition of the side walls which ot clearly visible.

%7 Gianni Mazzoni first informed Gabbrielli of theistence of the album. Gabbrielli, 1994, 329.
Gabbrielli, 2011, n. 58.
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The relationship between Bruni’s drawings and Sarrachi’s sculptures

Giovanni Bruni (1804-1864) was an able draftsmafjust eighteen he had
already won a silver medal for his drawirf§&Bruni had studied drawing at the Sienese
Academy of Fine Arts (Istituto di Belle Arti) undErancesco Nenci and at Pietro
Benvenuti’'s school in Florené&? However, Francesco Nenci (1827-1850) had a
formative effect on Bruni's career and fueled hiriest in the conservation of
monuments. He was an active member of the comnidtede conservation of
monuments in Siena. In 1838, the state of predervat Sodoma’s frescoes in the
chapel of St Catherine (San Domenico) was of pyneancern. Nenci suggested
Domenico Monti, Giovanni Vanni and Giovanni Bruar the restoration of the fresco
cycle, stating that the latter was specificallytstifor the restoration of small figuré$.
Nenci recommended Bruni for the restoration of lecanuments on several other
occasions, such as for the preparation of the @amised for the mosaic of the
Coronation of the Virgirior the facade of the Cathedral in OrviétbThe design, as
noted by Carlo Sisi, is clearly derivative of Sah®ietro’s fresco in Siena’s Palazzo
Pubblico?”? It was not unusual for the artist to hark back®work of earlier artists as,
throughout the 1830’s and 1840’s, Bruni was heanwiflyenced by the ideals of the

Nazarenes, a brotherhood of German painters wheétted in Rome around 1816,

“%81n 1822. AISAS, Filza | (1814-1830), n 24. Sistla®palletti, 1994, 192, n. 126.

6% On Giovanni Bruni (1804-1864) see Romagnoli, 1885, XII, XV-XVIII. BCS, MS. L. II. 1-13.
Bruni’s training is discussed in Sisi and Spalletf94, 223.

470«per rifare diverse piccole figure mancanti neglhamenti AISAS, Filza 3 (1838-1842), n. |. See Sisi
and Spalletti, 1994, 250.

"1 _uigi Fumi, Il Duomo di Orvieto e i suoi restaufRoma: Societa Laziale Tip., 1891), 114.

4’2 Sisi and Spalletti, 1994, 259.

473 Sisi and Spalletti, 1994, 319. See in particularrBs Incoronazione della Vergini®r Santa Maria in
Provenzano painted in 1849 where the influenceiedFick Overbeck (one of the founders of the
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The Nazarenes set out to purify art by revivingspeit and style of early religious
painting following Medieval and Renaissance traditiThe archaism of their style was
admired by many artists whose influence inspirérkioart movements such as the
English Pre-Raphaelites and Sienese Purists, wishralll discuss in chapter four. In
1850, at the death of Nenci, Bruni became the Bsofeof Drawing¥aestro di Figura
at the Academy where he had studied years béfore.

Bruni’s drawings of the Fonte Gaia, especially thoésecondary decorative
elements (located on the outside walls of the faant would have been very useful for
Ricci in his re-composition of the fountain in tleggia since none of these aspects were
visible in the extant photographs of the monumigng. 49] While Bruni’s drawings
have been studied in relation to Ricci’s re-compaosiof the fountain, they have not
been explored together with Sarrocchi’s fountaBruni’s drawings were
commissioned by the commune upon request oGihefaloniereGiovanni Pieri, and
although the exact purpose of the drawings is ptgsanknown, it is probable that ideas
regarding a possible and even imminent removat@fountain may have already been
circulating in Siena. Indeed Bruni’'s drawings werade in 1839, just a few years before

Milanesi and Pini’'s documented request of 18%4.

Nazarene Brotherhood) is evident; or, for examBleni’s Rifugium Peccatorurfor Sant’Agostino, Siena
presented in 1852 inspired by Florentine Cinquexeatnters.

7% Sisi and Spalletti, 1994, 379.

7% Gabbrielli, 1994, 313-352 and Gabbrielli, 201104139. Dei mentions Bruni’s drawings stating that
“non é escluso che Sarrocchi si sia ispirato ai giseseguiti da Giovanni Bruhbut does not discuss
them in further detail. Dei, 2011, 103 .

’® The drawings have been dated to the year 183%iefios, 1896, 81, n.1 An undated document that
references the commission has since been locateeé iarchives in a folder dated 1838-40 which ferth
confirms Cornelius’s attribution. ASC, Carteggid @®nfaloniere, Affari diversi, 554. See Gabbriglli
1994, 326, n. 61.
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Bruni’s drawings of the Fonte Gaia form an albunteof folios, each sketched
with a different view of the monument including péa prospects, and a great number of

carving detaild”

"It is clear from an analysis of his album thattsattentive drawings
were aimed to preserve a memory of the monummesitu [Fig. 50], and may well
represent an early attempt at a plan for the rumedument’s copy. [Fig. 51] This is an
important point, as we shall see, because BruniSamtbcchi were almost
contemporaries who had worked together on at masbccasion. In fact, the floor of the
Marsili Chapel in Siena’s Misericordia cemetery waade by Sarrocchi’s studio after
one of Giovanni Bruni’s designs in 1858.What is relevant to my thesis is the
relationship between Bruni’s drawings and Sarrdsaiew Fonte Gaia.

Bruni’'s drawings do not depict just the damagedfain but many of them
illustrate an idealized reconstruction of Quercr&kefs. In these folios Bruni has
integrated areas of ruin with creations of his emagination, just as Sarrocchi did when
he carved the new Fonte Gaia. It is difficult tea#irn to what extent Sarrocchi may have
used Bruni’s drawings, if at all. Certainly, thisuwd not have been unprecedented, since

Bruni’s drawings had been used by another sculpletro Giusti, for a small ivory copy

of the fountain made in 1857°

“""The album is located in the Biblioteca Comunalelidatronati (MS. E.I. 7/2). On Giovanni Bruni see
Sisi and Spalletti, 1994, 223-278.

478 Sisi and Spalletti, 1994, 346.

7% See note 455. It was later displayed atBhposizione Universalef Paris in 1867. Giusti had also asked
for plaster casts to be made of the fountain aitéduest was denied. AISAS, Filza 7, 1857, nCitgd in
Sisi and Spalletti, 1994, 346. See A. Pavan, “eHglio e della scultura in legno” idltalia alla
Esposizione Universale di Parigi nel 1867. Rassegitica descrittiva illustrata(Firenze: Le Monnier,
1867), 319-325.
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The relationship between Bruni’s drawings and &aufni’s monument is made
explicit in a comparison of the two. There areliesting similarities, such as in the
depiction of the Madonna and Child and in the cad&harity and Prudence but there
are also notable differences in style and form.éx@mple, in both the drawing and the
actual relief the Madonna and Child are shown inastt identical positions, but
Sarrocchi varies the position of the child’s heaHich is slightly tilted to the right
(toward the Virgin). It is likely that the similigies between the two depictions can be
explained by their mutual reliance on Quercia’gioal Madonna and Child relief, which
had survived. In this case the original relief waact except for the missing head of the
Christ child, the very feature that was differemSarrocchi’'s work compared to Bruni’s.
[Fig. 52]

Another interesting correlation is revealed in shaly of the Virtue Charity. Both
artists show the Virtue with two small childrenalmost the same position (On the right
one baby is shown nursing and on the left a slegfoiddler lies across the Virtue’s lap).
[Fig. 53] Sarrocchi, however, places the childHartto the left of the composition.
Sarrocchi may have adopted the general composifi@hnarity from Bruni’s drawing,
since both Quercia’s relief and the nineteenthogntast do not preserve the figure
entirely. [Fig. 54] Stylistically, however Sarrod¢hrelief is markedly different from
Bruni’s drawing. A comparison of Sarrocchi’s Virtteea fresco in the Sala di Costantino

in the Vatican Palace helps us to understand ffereinces.
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In theSala di Costantinpa figure of Charity, painted by the school of Ragl, is
seated with three small childré#f.She is shown nursing two babies, one in each arm,
while a third child, a bit older, stands to het ktle and reaches an arm up toward her
chest. Her head is tilted down, slightly to the,lahd her wavy hair is parted in the
center and pulled behind her head. [Fig. 55] Degpitable differences from Sarrocchi’s
representation, such as the medium (fresco vs.leeelief) and the number of children
(three vs. two), the figures have a startling ptaisiesemblance. Both figures of Charity
are positioned with head tilted, hair parted in¢bater and tied behind the head. Both
have narrow oval faces, straight bridged nose,|lggsmall and delicately contoured
lips, and deep set eyes that direct their gaze doward one of the two children on their
laps. [Fig. 56]

A similar correspondence also exists between Salnrscrelief of the Virtue
Justice and the same depiction in Bruni’s drawBggh artists place a sword in Justice’s
left hand and a set of scales which dangle fronrigat hand over her knee. [Fig. 57]
There is no indication of the presence of scalé3uarcia’s relief or Sarrocchi’s plaster
cast which instead show a fractured hilt and svilortustice’s left hand. Her right
forearm, which must have been in very high relegntirely missing. [Fig. 58] The

fifteenth-century drawing of the fountain, althoughowing a different iconographic

80 This room is the largest of the four rooms thahopose the Stanze di Raffaello. The larger fresco
program depicts Sant’Urbano | between Justice dmatity. However, its paintings were not begun until
Pope Julius and Raphael had died. The room’s fessare dedicated to the victory of Christianityrove
paganism with scenes from the life of the Roman &mpConstantine. The frescoes designed by Raphael
are by Giulio Romano, Giovanni Francesco PenniRaiffiaellino del Colle. See Rolf Quednaspects of
Raphael’s Ultima Maniera in the Light of the Sala&Gdstantino(Rome: Edizioni dell’Elefante, 1986) and
Joseph R. GiuffreDesign in Raphael’s Roman Worksh&h.D. diss., Rutgers University 2008) in
particular chapter five on the Sala di Costantpages 124-156.
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program (chapter two), also shows Justice withgusord'®* Thus it is possible that
Sarrocchi integrated the scales in his renditiothefvirtue after Bruni’'s drawing. Yet
unlike Bruni’s drawing, Sarrocchi’s Justice is poogonally analogous to Quercia’s
figure (even though the original relief has incdresn almost complete loss of the
background). Bruni instead portrays a massive, msarfigure that is very different from
the leaner, more feminine versions sculpted byd8ahi or Quercia.

There are a number of other discrepancies betweam’8 drawings and the
monument as executed by Sarrocchi. A comparis@aabcchi’sExpulsionrelief and
the same depiction in Bruni's drawing is particlylaltustrative. The position of the
figures (Angel, Adam and Eve) in Bruni’s drawindldavs the composition illustrated in
a prominent fifteenth-century copy of Quercia’sgoral relief, located above the door of
the Piccolomini library in Siena’s Cathedf&t[Fig. 59] Interestingly, Sarrocchi did not
take this up. Sarrocchi changed the position offAddead, so that it is no longer
engaged with the angels but at about a three-quarte He also reduced the space
between Adam and Eve, so that Adam’s head oveHsp's shoulder. The position of
the Angel’s head is also changed, so that he appede looking at the ground and not
at Adam and Eve. These changes alter how the dnafolds. Sarrocchi makes the
Angel appear almost apologetic and Adam more argept his fate.

The discrepancies between the way Bruni and Sdrroeproduce the Fonte Gaia

demonstrate that the nineteenth-century percepfi@uercia’s art could vary

81 Hanson, 1965, 57.

82 See Susan J. May, “The Piccolomini library in @i€athedral: a new reading with particular refeeenc
to two compartments of the vault decorationReanaissance Studiégol. 19, issue 3), 2005, 287-324. She
discusses the stucco relief in relation to the oégtie library’s decoration.
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considerably. In this regard, while the iconograhgimost the same, there is a
noticeable difference in the two works’ style tisahot entirely accounted for by their
different mediums. Sarrocchi’s figures are fulladaounder, and the anatomy of his
figures (whether covered by drapery or not) is matiralistic. Note, for example, the
schematic drawing of Adam’s abdomen in @reationscene in Bruni’s drawing
compared with the attentive study of the real amgtof the male form in Sarrocchi’s
relief. [Fig. 60] Numerous other details also varias in Adam’s supporting arm and the
position of the toddler in the relief of Charitygas that were missing in Quercia’s
original reliefs and that therefore had to be irtedrby the artists. These discrepancies
seem to reinforce the notion that while Sarrocchs \wrobably aware of Bruni's
drawings, he nonetheless elaborated his subjedtpéandently.

It is interesting to note that Bruni also integthémother statue in addition to the
two extant parapet statues; a nude male figurelstaincontrapposto over the parapet in
the rear righthand corner of the fountain. [Fig} Bhis is an addition that an artist not
familiar with the sources is unlikely to have madike reference is most clearly to
Tizio’s sixteenth-century history, where it is reated that four statues once adorned the
Fonte Gaia. It seems reasonable to assume thai @rao must have been aware of this
history) was commissioned to do the drawing albuth tihe aim of building a copy of
the fountain. Thus not only do they provide a v#tidl to study the organization and
disposition of the monument before it was dismahtteit they may very well be
considered the first plan for the new fountain gitieat they predate Milanesi and Pini’s
idea for a new fountain by a few years. Certaittig, re-composition of about eighty

fragments of Quercia’s fountain, which up untilstipoint were derelict in San Francesco,
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was a crucial step towards the conservation ofrtbeument as well as a signal of a

renewed appreciation for Quercia’s art.

Section Three

The cleaning of Quercia’s fountain pieces

From the creation of the simulacrum of the architesd framework in 1904 to the
display of Quercia’s fountain in Santa Maria d&lzla in 2011 Quercia scholars have
been able to study the Fonte Gaia only as it wasged in the loggia of Siena’s Palazzo
Pubblico?®® As the previous sections have made clear, thetdinis poor condition and
inaccurate reconstruction have made it difficuftdoholars to study Quercia’s original
marbles accurately. Moreover, since as early affteenth century surface encrustations
(biological and organic elements, fungi and baa)egraffiti, and dirt have plagued the
remains of Quercia’s fountain and further compkdathe reading of its reliefs and
sculptures. Some of these problems have altereapibearance of Quercia’s sculptures,
such as the relief of the Virgin and Child, whiaftilonly recently was covered with a
thick layer of dirt and other encrustations thaated the impression of very high relief
and more defined modeling. [Fig. 62]

It was primarily because of its sad state thaQbpéicio delle Pietre Dure in

Florence decided to restore the fountain in 1¥8Fhe project can be divided roughly

“83 prior to the 2011 exhibit only a few of Quercigosintain pieces were on display (see my note 2).

84 The various phases of work involve the participaif the Scientific Laboratory of the Opificio tl
Pietre Dure, the Soprintendenza ai Beni Storicistidi ed Etnoantropologici di Siena, Dipartimertio
Scienze Ambientali-Sezione di Geochimica ambiergaonservazione del Patrimonio Culturale Lapideo
of the University of Siena, I'lstituto di Elettrara Quantistica of the C.N.R of Florence. The resdton

team was initially comprised of Carlo Biliotti, Retto Nesti, and Roberto Manni who began the restora
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into two distinct phases, from 1989 to 2000 andhf@000 to 2010, based on the
differentiation of restoration methods that chagdze each period. The introduction of a
new restoration method in the second phase resuli@d important discovery, as traces
of polychromy were found on Quercia’s marbles.His section | shall survey the
principal methods employed to clean and restore€aie fountain in order to
understand better the results acquired throughetteration. This information is
fundamental to a better understanding of the cardaf the marbles before and after the
intervention of the Opificio and to an evaluatidrttte benefits of such efforts for future
interventions. | then shall use these results atshearchival document® period
photographs of the restoration process, and finstiaterviews to reevaluate the
appearance of the monument in the Renaissance.

The primary concern for the restoration team waddan the marbles and to
preserve the integrity of the stones. Currentlg,réstoration project is complete and all
of Quercia’s marbles have been stabilized and elé&fiIn 1989 when, after close to a
century in the loggia, Quercia’s fountain was disthered again, the removal from the
loggia was a new threat to its structure and stpbRecall that at the beginning of the

century Quercia’s marbles were set in cement withénframework created for the 1904

under the Director of the Opificio, Annamaria Giustliotti physically directed the removal of the
fountain’s right wing and both of the lateral pagapculptures. He restored the figure known as Acca
Larenzia and together with Manni the reliefs frdra tight wing of the fountain while Roberto Nesti
restored the figure often called Rea Silvia. Ina.8&niela Manna, Stefano Landi and Anna Katrin
Potthoff (all former students of the Opificio) tooker the restoration project. They continued tokaan
the project under the current Director of the Qypifj Alessandra Griffo, and the curator of Santaifa
della Scala in Siena, Enrico Toti.

8% The schede tecniche are located in the ArchivélseoOpificio delle Pietre Dure: Cartella 104846175
10484 | and Il 568, 10484 11l 569, 10484 1V-XI11 8710484 XIV-XXV 571. Part of this material hasals
been published see Landi, Manna and Potthoff, 20@92011.

“88 Al of the reliefs and statues are, as of March2®n display in the museum of S. M. della Scala i
Siena.
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exhibition. So when the restoration of the founta&gan, the original marbles had to be
drilled free from the surrounding cement constauttiFig. 63] This had to be done
carefully in order to protect the already weak neslfirom fracturing.

The fragility of Quercia’s marbles was a main conder the restoration team.
They wondered how to deal with the breakabilityhef marblegndtest alternative
cleaning technigues since the ammonium carbonété@soused to clean the marbles in
the first phase was found unsatisfact8¥in order to safeguard the sculptures all trials
were first tested on secondary border reliefs. Aaothemical process, knownrasina
a scambio ionicowas tried out for use on the Fonte Gaia but theswas found to be of
little effectiveness and subsequently abanddffedls a result, the team began to explore
the use of lasers, a new technology, in collabonatiith the scientific center of the CNR
(Consiglio Nazionale delle Ricerche) in Florefi¢€The first trial results were promising
as the laser provided a great deal more contral tieeremoval of surface deposits and
presented more homogenous results.

When in 2000, again under Biliotti’s direction, tfesst of the fountain was
dismantled from the loggia of the Palazzo Pubblike,second phase of restoration
privileged the use of laser cleaning. The lasesehdor the job was an EOS 1000
(model number), with the emission of radiatideodimio YAQYAG is a type of crystal,

this conveys a wave length of 1064 nanometersjrapdises “short free running” of

87 please see Appendix | and Il where | discusseb®ration methods in further detail.

“88 1t should be noted that this process, althougle ionsuming, is useful for cleaning marble with
superficial deposits and is also used for the deralization of water.

89 andi et al., 2009, 22. Landi et al., 2011, 174.
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60/120 ps (that is lasting ten microseconds peuis&)?®° In order to prepare the surface
of the stone for laser treatment each marble wasdusted using soft brushes. Any
bandages (fluorinated elastomer with Japanese pape#t or plaster additions were
removed using acetone or a scalpel and de-ionizédracts as a neutral rinse). Oily
residues were then removed using solvent appliid aeitton swabs and, finally, the
surface to be treated was dampened with de-migetalater (which does not leave
behind any residual salt8} As is clear from the trial piece (one of the setzoy reliefs
of the Fonte Gaia) the strength of the laser wes @&hried in order to see the possible
levels of cleaning on the marble. [Fig. 64] Thespeziments showed exactly what the
laser was capable of and at the same time perntiteecestoration team to evaluate the
level of force that would best suit their needs.

The success of the laser technology allowed thHanteian a level of control in
removing surface encrustations that was unprecedersing other methods. As a result,
the remaining fountain pieces (phase two) wereneldavith the laser. The team found
that the laser allowed them to remove thaesta nera(the layer of crystals of calcium
carbonate, nitrate and calcium sulfate that formsnarble) and other encrustations
without also stripping the natural patina from tharble surface. This was extremely
important because the conservation of the patinaealed an unexpected finding. Traces
of polychromy were found on several pieces, padityion the central relief of the
Madonna and Child. [Fig. 65] When the first steglefaning was begun (brushing the

relief to remove the first layer of dirt and dushle team noticed what appeared to be

490 |pid.
41 andi et al., 2009, 23
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small areas of color on the marble. As a resulkweaas stopped and Giancarlo Lanterna
and Carlo Lalli of the Opificio’s Scientific Labdiay investigated the presence of
polychromy with an XRF analysis (X-ray fluorescencdeheir analysis confirmed the
presence of both color and gilding.

The evaluation was followed by a careful and diffidaser cleaning in order to
preserve the original col8f? According to Manna, the decision to wait and cléan
relief of the Madonna and Child last was made Ibettause of its importance in the
decorative scheme but also because of the discof@glychromy*?® The delay was
fortuitous as the team was in a better positions® the experience gained from the
restoration of the other pieces on this relief. THs®r was able to leave the natural honey
hue of the patina intact and reveal traces of potifichromy and gilding that are now
visible to the naked eye. The circular niche wHremes the figure of the Madonna
presents a border decorated with a motif of ogivehes. The design was probably
gilded and would have continued the ornamentatresgnt in the sculptured niches of
the lateral angels through to the relief of the btata and Child. The three consecutive
relief panels would have appeared as a triptychrevtiee continuation of the same
treatment united the otherwise separate panefstag ipunch marks of the gold
background of MasaccioSt Giovenale Triptycfrom 1422%° On Quercia’s relief traces
of red and gilding were found preserved under titenp. The fabric that hangs behind

the seated Madonna was also decorated with whaapfo be a curvilinear ornamental

492 The laser was used first on the bottom of thefelith an impulse of 290 mJ, frequency 2-3 Hz véth
diameter of 2mm, and then on the areas presentilog @nd gilding the impulse was lowered to 100-200
mJ, frequency 1-2 Hz and diameter 4mm. Landi e2aD9, 27.

93| interviewed Daniela Manna in March of 2009.

94| ocated in Cascia, near Reggello, in the ChurcBtd¥eter.
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motif that commonly decorated the drapery behirdMladonna, as in Ducciolaesta
or Sassetta’Madonna of the Snaf¥® [Fig. 66] Traces of a decorative pattern survive
along the border of the Madonna’s robe, and al@rgikckline. There are more traces of
red and a probable preparation for gilding. Therégof Christ was also adorned with
traces of the color red found in areas along wipiegaration for gilding. Part of this
decoration survives on his robe where what apgears a small sun is visible. [Fig. 67]
The same reddish color was also found on the fgjlipss and a darker pigment colored
their eyes. Traces of polychromy were also founthenother female Virtues in specific
areas such as the borders of vestments and faatairés such as lips and eyes.
Scholars have touched on the question of whethgclp@my and gilding were
an integral part of marble and stone carving inReeaissanc&® The main problem is a
general lack of evidence due to the fact that nmesamly Italian sculptures have undergone
invasive and radical cleanings that have eradicatedodified the original surface
treatment. This makes the discovery of pigmenthenRonte Gaia very important; not
only does it provide another indication that nbeally Italian marble sculpture was
white, and second, it may also shed some light lon tive less desirable marble from the

Montagnolawas used in the first place. Did Jacopo della Qaentend to paint the

9% Duccio di Buoninsegna/laestadated 1308-11, at the Museo del’Opera del DudBiena. Stefano di
Giovanni (called SassejtdMadonna della Nevd,430-1432, Uffizi Museum (Fondazione Contini-
Bonacossi), Florence. For further information ossth paintings see Keith Christiansen, Laurence B.
Kanter, Carl Brandon StrehlkBainting in Renaissance Siena: 1420 — 1886w York: Abrams, 1988).
96 Seymour, 1973. Beck, 1991. Helen Geddes “The Rodyny of Early Italian Sculpture: The Marble
Altarpiece by Jacopo della Quercia in San Fredihooca 1412-1422" iiThe sculpture Journalol. 11,
2004, 32-48. For another more general source otoffie of polychromy and sculpture see: Roberta
Panzanelli ed.The Color of Life: Polychromy in Sculpture from ignity to the PresenfLos Angeles:
Getty Publications, 2008).
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monument from the beginning, and if not, when wesfountain painted? Was this
surface treatment devised to cover imperfectioos &3 veining in the marble?
New discoveries: What the restoration uncovered

The contract for the fountain is the first placédok for the answers to these
questions, yet polychromy and gilding are not neered in the contraéf’” Nor, to my
knowledge, do any period sources mention the pobyoly of the fountain. If the
fountain was painted in the fifteenth century asréstoration team believes (based on
the fact that the traces of color were found urtderpatina) then how can this lacuna be
accounted for in the sources? It would seem tteatrtbst convincing reason for such an
omission could only have to do with the quick fotima of organic encrustations on the
monument that masked the presence of polychrorag atarly date. It is true that areas
of polychromy and gilding are known to attract mdeposits than areas that are not
treated'®® Another factor may have to do with the distancenfiwhich someone using
the fountain would have been able to see the pobych which was, as far as we know,
confined to small areas such as the lips, eyesbartkr decorations. The fact that
evidence in this regard is lacking is not entirglyprising considering the level of wear
of a monument exposed to the elements outdoors &walarly painted marble
sculpture preserved indoors, as we shall soon ssdid not necessarily show the
evidence of polychromy before major recent restongbrojects. Unfortunately, at this

point in my study it is impossible to know with acgrtainty whether Quercia had

97 However, Anna Maria Piccinini has speculated @npbssibility thathe fountain was intended to be
painted from the beginning since the contract dttiat precise directives were to be given to Jacop
“altrimenti i marmi resteranno lisci e bianchi’.&SeGiornale dell’Arte, n. 81 Sett. 1990, 36.

“98 Information obtained from my interview of Danid#tanna, Fonte Gaia restoration expert.



169

planned for the monument to be painted from itetion, or whether he or another artist
painted and gilded the monument directly.

Certainly, within the sculptor’s oeuvre the polyahny of sculpture was not
unusual. Quercia’s marble altarpiece in San Frediarucca (1422) comprised of a
Virgin and Child flanked by the standing figuresS#ints Ursula, Jerome, Lawrence and
Richard, was also likely gilded and painf€4The altarpiece was built using several
pieces of marble varying in dimension, hue, anéesertexture, which led Geddes to
suggest that it was painted from the beginning. qunaity of the marble was not of
prime importance, and it is possible that as ferTrenta altar, the Fonte Gaia may too
have been intended to be painted from its inceptlars concealing, in part at least, the
poor quality of the marble chosen for its consiarct The original monument to honor
llaria del Carretto was also in all likelihood polyomed. As Seymour notes, “There was
undoubtedly a good deal of polychromy, and the whabuld have gleamed with gilt and
color from the shadows of the Giunigi family chap® Quercia’s wood statues were all
most certainly polychromed as his firmly documen&dned and datednnunciation
group shows®* Throughout the fifteenth century sculptors praadithe tradition of
carving wood statuary, something that had long teespecialty of Sienese sculptdfs.

Two-figuredAnnunciationgroups were a popular form of religious sculptarg] these

9% Charles Seymour first raised the issue in padsigs 1973 monograph on Quercia. Seymour, 1973, 39
n. 3. James Beck also referred to the “unavoidiaisiees of gilding and painting” in his 1991 stuBeck,
1991, vol. I, 152. The discussion is treated iradiéty Geddes, 2004, 32-48.

0% Seymour, 1973, 33.

01 Quercia’s Annunciation group is also known as$he Gimignano group and may be dated
contemporaneously with Francesco da Valdambrinosukciation Group located in San Francesco,
Asciano. Del Bravo proposes a date of circa 1420/&ddambrino’s group while Quercia’s was
commissioned in 1421. See Carlo Del Brasoultura senese del Quattrocetiidorence: Edam, 1970),

note 25. Seymour, 1973, 35. Beck, 1991,104.

02 5ee Enzo CarlScultura lignea seneg#lilano, Electa, 1951).
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wooden groups were generally painted by professpeiaters who were engaged
specifically for that purpose by the sculptor. A@eple of this phenomenon is the San
GimignanoAnnunciationcarved by Jacopo della Quercia and polychromddi#é by
Martino di Bartolomeg?*

Over the course of the last two decades the pulditsaof the Opificio delle
Pietre Dure indicate that polychromy was an intdrfisature of much early Italian
sculpture. For example, the seated statue of Ghaflanjou by Arnolfo di Cambio was
wholly polychromed® as were areas of Baldassare Cossa’s wall tontteiBaptistery
in Florencex®® the tomb of Guglielmo di Ciliano and Niccold Arinigri from the
courtyard of the University of Sier& Fra Guglielmo’s pulpit in San Giovanni
Fuorcivitas in Pistoid®’ and several monuments in Santa Croce in Floretteding the

Cavalcanti AnnunciatioR°® the Marsuppini Monumenit? and Benedetto da Maiano’s

°03 On the base of the figure of Gabriel is Quercsigmature “HOC OPUS FECIT MAGISTER
GIACOPUS PIERI DE SENIS” and on the base of the tdfarh is Bartolomeo’s signature and the date “
MCCCCXXVI MARTINUS BARTOLOMEI DE SENIS PINXIT".Cited from Max Siedel edDa Jacopo
della Quercia a Donatello, Le arti a Siena nel poimnascimentdMilano: Federico Motta Editore, 2010),
96.

%04 Giovanna Martellotti “Il Carlo d’Angio capitolinicRiflessioni dopo il restauro” iArte Medievalevol.
V, 1991, 127-47, esp. pages 131-9.

*0%Ernesto Tucciarelli and Anna Maria Giusti, “Il ségo di Baldassare Cossa: il restauro dei marmi” in
OPD Restauron. 2, 1987, 94-98, esp. page 98. The restoratiegaled that the monument sculpted by
Donatello had been gilded and polychromed. In paldi traces of pigment were found in the aredef t
baldachin where a colored paste had been usellittefipatterned incisions (graffito). A similartpen of
foliage had been painted to imitate the graffichtéque on the lateral drapery.

%% Ernesto Tucciarelli, “Sepolcro di Guglielmo di i@ito e Niccold Aringhieri” irOPD Restaurpn. 2,
1990, 150-4, esp. page 151. The monument is atddio Goro di Gregorio and dates to circa 1324.
Traces of original pigment were found on the relwbich depicts a scene of a university class rcamd,
primarily on the hem of the Professor’s robe. Téstaration also recovered the elegant gothic vgriitin
the open books held by the professor and sevethkdtudents in the first row.

07 Annamaria Giusti, Cristina Samarelli, “Il ‘pulpitmarmoreo di fra Guglielmo in San Giovanni
Fuorcivitas a Pistoia” i®PD Restaurpn. 9, 1997, 38-55. Colored glass pieces were useckate a
colored mosaic background for the figures.

%% Roberto Manni, Andreina Andreoni, Francesca Kurtannunciazione Cavalcanti” i@PD Restaurp
n. 7, 1995, 185-92, esp. page 188. The relief waarstgd white lpianco di piombpand gilded probably in
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pulpit, among others? In each case the pigment and/or gilding was brotaglight
during the course of restoration projects aimetti@troutine cleaning or maintenance of
the monument. It is thanks to the technology amekdise developed in the field of
restoration practices that such discoveries haea beade.

The Opificio’s restoration of Baldassare Cossarsliononument revealed, for
example, that Donatello’s bronze sculpture of Cagaa originally gilded. In the
eighteenth century the gilded bronze surface had be&lden under a layer of pigmented
oil specifically applied to give the monument anigure appearance according to the
taste of the period. Despite the fact that theoraibn team was able to remove the
pigmented oil from the bronze sculpture, the trestirreversibly altered the monument,
particularly where the oil permeated the marbl@wehe bier** In this particular case
the restoration team was able to mitigate the dencagsed by an earlier (eighteenth-
century) treatment of the sculpture. It illustratiest restoration over the course of time
employs various techniques according to periodipeanons.

It is not my intention to discuss the evolutiorsath period canons with regard to
Italian restoration practices; however it is impottto reiterate a number of points that

are particularly pertinent to my study. First, mder to consider a restoration intervention

order to give the air of antigue marble sculpturd thus mask the “poor” material used (pietra atiana
from Fiesole for the relief and terracotta usedtffier putti that stand on the cornice above).

*09 Cristina Danti, Annamaria Giusti, Maria Rosa Lamichi, Christopher Weeks, “Scultura e Affresco:
Novita dal restauro del Monumento Marsuppini'OFPD Restaurpn. 10, 1998, 36-56. Originally the
sculpted tomb was surrounded by extensive frescordéon that mimicked both sculpture and
architecture. The sarcophagus lid was gilded aadibr was decorated in blue and gold.

®1% Annamaria Giusti, Cristina Samarelli, Carlo LalRulpito” in OPD Restaurpn. 12, 2000, 211-21. The
pupit located in the church of Santa Croce wasioultired: partly gilded, red marble used in areas|e
the background was filled with colored glass tessard in areas painted witkrderamealmost black in
color) behind the figures.

11 See Tucciarelli and Giusti, 1987, 94-98.
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beneficial, several factors must be considereddissussed above, all of these factors
must take into consideration the methods and teciesi employed, and the taste of the
period in which they were applied. The applicatiohsils to make a marble monument
look antique or the removal of tinted varnish froihpaintings are just a few examples.
As one author writes, “The restorer who proudly@amrces that he has cleaned a
Rembrandt so successfully that its colours remimel mow of Monet exposes himself
courageously to the full wrath of historically-mediart lovers*? The Fonte Gaia
project is a case where the historically-mindedauér is at a loss. On the one hand, the
restoration of the marbles has removed centuriéttofrom the marbles, allowing a
clearer picture of the sculptures. This providesviltk important new elements for
analysis. Thanks to the use of an innovative laganing technique new evidence
reveals that parts of the sculptures were polyclkoand this helps to clarify our
perception of Italian Renaissance sculpture. Yeherother hand, we will never know
whether the sculptures and reliefs restored duhedirst phase of cleaning were also
polychromed and gilded. Their ammonium carbonatarihg has eradicated any such
traces and this evidence could have been critsglecially regarding the iconographical
guestions related to the lateral parapet statugssti@ns will thus always remain; If they
were painted, how were they painted? Could thdiyghwomy account for the
differentiations that made Acca Larentia and RhéaaSdentifiable in the two

fragments of the Fonte Gaia drawing? The Fonta @idiprovide the restoration experts

of the Opificio an opportunity to explore marbleahing techniques, and with laser

*12 Otto Kurz, Varnishes, “Tinted Varnishes and Patinarhe Burlington Magazinesol. 104, n. 707 (Feb,
1962), 55-59. Cited from page 59.
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technology they are now able to clean marble amagesinore effectively. However, as
the Fonte Gaia project demonstrates, such inteéorenmust be handled with extreme
caution since not only is technology in constamletion but undoubtedly the Fonte Gaia
was also cleaned following period specific candmshe following chapter | shall

discuss Tito Sarrocchi’s life and work. Why he wassen to sculpt the new fountain?

And should we consider his fountain a copy of Qizsd-onte Gaia?
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Chapter Four
The nineteenth-century Fonte Gaia

Introduction

The nineteenth century was a particularly fertgeigd in Italy for the restoration
and renovation of Medieval and Renaissance sc@@sithe country became aware of
the need to protect and preserve its artisticipatny. The flurry of activity concerned all
of the arts, although architecture and outdoorard were of particular interest due to
their exposure to damaging elements. Throughoutgguimportant historic monuments,
conceived as national emblems, were restored imtiet appropriate style, usually
Gothic or Renaissance, as an illustration of thsnas achievements The
experiences of other European countries— namelyaBdgFrance, and Germany—were
fundamental to the circulation of ideas on the sciopf restoration in Italy since these
countries were avant-garde in the development e$@wation practices. As a result,
different ideas circulated in Italy contemporandpb&fore a strictly Italian approach to
conservation practices emerged toward the endeafehtury’'* As discussed in chapter
three, the emphasis on nationalistic feelings dated by Italy’s unification process
played a critical role in the appreciation of tleaictry’s heritage, the removal of
Quercia’s Fonte Gaia, and the commission of Sahitscnew fountain.

The following chapter is divided in two sections.section one | shall discuss

Tito Sarrocchi’s artistic formation and the earigtbry of stylistic restoration practices in

*13 Jokilehto, 1999, 137.

®14| am referring to the establishment in 1891 oflitici regionali per la conservazione dei monumenti
which may be considered the first Italian attemptational legislation for the protection of andien
monuments. Although several bills were presenteliceshan 1891 none were approved as laws urgil th
beginning of the twentieth century. Jokilehto, 19898.
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Siena, as both contributed to shaping Sarrocchregircg style and the appearance of the
new Fonte Gaia. Sarrocchi's teachers—Antonio Mame®iena, Lorenzo Bartolini and
Giovanni Dupre in Florence—will be considered fastthe lives of these men were
critical for Sarrocchi’s artistic development. Dapas we shall see, was particularly
important for Sarrocchi’s career and growth as @sPsculptor. Section two is dedicated
to Sarrocchi’'s Fonte Gaia, specifically, to Sarfoccrelationship with the project’s
architect Giuseppe Partini and the artistic infleeshthat informed the appearance of the
new fountain. This information helps us understhoa Sarrocchi’'s fountain was
changed with respect to Quercia’s original. | siiaistrate how the nineteenth-century
project was a Purist revision of Quercia’'s monunard how, through the invention of
Sarrocchi’s carving style, the fountain was transied from a copy of a Renaissance
sculpture to a Renaissance Revival work that ig pattially dependent on the original
monument’s design.

Before | examine the creation of Sarrocchi’s fountd is important to briefly
outline certain key points regarding conservatloty, as it is pertinent to the
nineteenth century and my discussion of the Fotie.\s noted earlier, period
documents refer to the project as a “restoratiow the monument as a “copy,” although
the modern usage of these terms does not accudastyibe the processes employed by
the nineteenth-century practitiorfer.It is important to recall that Quercia’s fountaias
not “restored” in the modern sense beplacedby a new marble fountain sculpted by

Tito Sarrocchi. In order to understand the différ@eanings of the terms copy and

*1% For modern practitioners the word “copy” intenkls teproduction of an original work, and
“restoration” (which encompasses a category okdéfit types of practices) is the repair of a work’s
appearance as close as possible to the origirfat as allowed by its state of preservation.
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restoration in the nineteenth century the projedtest understood within the context of
the circulation of restoration and conservatiorottes in Italy>*° The nineteenth-century
Fonte Gaia project, along with a number of othejguts in Siena and Tuscany, reflect
Eugéne Emmanuel Viollet-le-Duc’s theory of restimmatas described in his renowned
Dictionnaire raisonné de l'architecture francaise ¥l au XVI siécl€Dictionary of
French Architecture from the XI to the XVI Centunf)1854-68*" The French architect
and theorist had defined restoration as more thpair or conservation but a process that
regularly entailed the creation of something ehtirew >'®

Viollet-le-Duc had spent more than a year studyrghitecture when he traveled
around ltaly for sixteen months in 1836-183%upon return to France he was appointed
to restore the abbey church of La Madeleine at M§24.839), and later appointed as
chief inspector of the National Commission on Histal Monuments. Although his
initial aim was restoration in the style of thegomial, he often added entirely new
elements of his own design, as his interventioriee@Cathedral of Notre Dame (1844),

Amiens Cathedral (1849) and the fortifications af€ssonne (1852) demonstréfdn

%18 For a detailed discussion of the topic see Jotdlet999.

1" Eugene-Emmanuel Viollet-Le-DubBjctionnaire raisonné de I'architecture francaisa &Xle au XVle
siecle(Paris: Librairies-Imprimeries Réunies, 1854-68).

*18|n the eighth volume of hiBictionary, published in 1866, Viollet-le-Duc defined Restia as: “The
term restoration and the thing itself are both mopd€o restore a building is not to preserve itgpair it,
to rebuild it; it is to reinstate it in a conditiai completeness which may never have existedyatiare.”
Eugene-Emmanuel Viollet-le-Duc, 1854-68, VIII: Ehglish translationThe Foundations of
Architecture: Selections from the Dictionnaire Raigse.1868. Trans. Kenneth D. Whitehead. New York:
George Braziller, 1990. See also Jokilehto, 1999, 1

*1% The duration of his sojourn was sixteen months. Begéne-Emmanuel Viollet-le-Ducettres d'ltalie
1836-1837Ed. Geneviéve Viollet le Duc (Paris: Léonce Lag®ff1).

520 Eor further information see: Ivo Tagliaventipllet-Le-Duc e la cultura architettonica dei rewis
(Bologna: Patron, 1976):es monuments historiques de la Fraffeal. 11, 1965, in particular Robert
Debant, “L’ceuvre de Viollet le Duc a Carcassonmpeiges 65-76), Daniel D. Reiff, “Viollet le Duc and
Historic Restoration: The West Portals of Notre-[2&mm The Journal of the Society of Architectural
Historians(vol. 30, 1971, 17-30).
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Tuscany a number of restoration projects confortodds idea of restoration. Often such
projects concerned fagade sculptures which neagsgitestoration, or at times, the
addition of entirely new facades to monuments tizat been left unfinished in the
Renaissance, such as Santa Maria del Fiore and Samte in Florence [Fig. 68]. The
substitution of sculpture with copies loosely basedheir original models was common
practice, as was, for some, the alteration of &llmg and its decoration to fit a particular
romantic vision. Thus, for a number of nineteenghtary practitioners “restoration” did
not necessarily just intend the act of repair arssovation, but at times meant a more
radical transformation. Today, the terms stylistichistorical restoration (in Italian
restauro in stilelare used to refer to this type of restoration,clwvltonsists of new
additions made to fit the original style of thelding or monument. This resulted, in
some cases, in the birth of new trends such asiGotliRenaissance Revival architecture
and sculpture. Sarrocchi’s Fonte Gaia is an exawipileis phenomenon, as | shall
explain in section two of this chapter.
Section I: Life of the Sculptor

Sarrocchi in Antonio Manetti’s studio

Tito Sarrocchi was born in Siena on January 5, £824e began to work with
marble at the age of nine when he learned to fistshpture in the studio of Antonio

Manetti (1805-1887)%* Manetti's workshop was, for the better part of teatury, the

2! His father, Antonio was a blacksmith and his motR®sa was a dress maker. They had four children
Elvira born in 1821, Tito born in 1824, Cesare biori826 (who however died at a very early age) and
Adelina born in 1828. Guido Sarrocchiienni biografici dello scultore senese Tito SartidSiena:
Stabilimento Arti Grafiche Lazzeri, 1924), 6.

%22 At the time Manetti's workshop consisted of twgegments: the first dealt with wood carving and th
second with the carving of stone. Sarrocchi waséxhin the latter. Guido Sarrocchi, “Cenni biogeiaf
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premier sculpture training ground in Siena; Eneeh@eoni (1819-1885) and, for a short
time, the celebrated purist sculptor Giovanni Dufiig17-1882) also trained thetg.
Sarrocchi’s early schooling was important becandas formative years as an artist he
was exposed to the concept of stylistic restoratiam two decades, from 1830 to 1850,
Manetti’s workshop was dedicated almost exclusitelthe restoration of Siena’s
Cathedral sculpture, in particular the sculpturétsfiacade® The original thirteenth-
century facade sculpture—statues of prophets, gdylbers and apostles by the renowned
Gothic sculptor Giovanni Pisano and assistants—was and damaged. Manetti’s

workshop was hired to restore the facade sculptditEs job consisted of repairing

dello Scultore Senese Tito Sarrocchi” in Bullett®enese di Storia Patria fasc. Ill, 31 (1924), 140- For
bibliographical information of Antonio Manetti s&lvia Roncucci, “Antonio Manetti e la rinascita
dell'intaglio a Siena nel XIX secolo” iAccademia dei Roz¢l1, 2004,21), 31-39. Wolfgang Loseries,
“Restaurierungen und Denkmalpflege des Doms 1798:1%9Die Kirchen von Siengds. Peter Anselm
Riedl e Max Seidel, vol. 3.1.1.Der Dom S. Maria Assunta, Architekt{Minchen: Bruckmann, 2006)

523 For bibliographical information on Enea Becherseé: Gaetano Milanedilemoria di Enea Becheroni
scultore senesgSiena: Tipografia dell’Ancora, 1855); Bernardi®ani, ‘Enea Becheroni'in Siena tra
Purismo e LibertyEds. Enrico Crispolti and Bernardina Sani (MilaMondadori, 1988), 76-80; Sisi and
Spalletti, 1994, 2538echeroni is also listed as one of the collabosabor the restoration project of Siena’s
facade sculpture. S&®olfgang Loseries, 2006, 829, Doc. 238; on Giovdbunpre see: Ettore Spalletti,
Giovanni Dupr&Milano: Electa, 2002); Monica Maffioli, “Giovanmupré per la facciata di Santa Croce”
in Santa Croce nell’80QFlorence: Alinari, 1986), 81-96; Giovanni Duptéttere familiari di Giovanni
Dupré a TitoSarrocchi(Siena: Lazzeri, 1917); Orazio Baccpensieri sull'arte e ricordi autobiografici di
Giovanni Dupré&(Siena: Lazzeri, 1896).

24 Documents pertaining to Manetti’'s employ at théh@dral are found in the Archives of the Opera del
Duomo and the State Archive of Siena. See Wolfdarsgries chapter “Die Restauierungen des 19. Und
20 Jahrhunderts” iDer Dom S. Maria Assuntaom the serie®ie Kirchen von Siendgor a list of facade
sculptures executed by Manetti’'s workshop see &Roncucci, “Antonio Manetti e i restauri del Duomo
di Siena nella prima meta dell'Ottocento”Quaderni dell’Operar/9; 2003/ 2005; Fascicolo I, (Siena,
Opera della Metropolitana, 2006), 420-421. Maradio restored the Cathedral’s interior pavemenirég
which were re-designed by the Director of the tng# of Fine Arts, Francesco Nenci. Among Manetti’s
contributions to the pavement were the graffitafegs of Justice and Temperance located near the mai
altar. Romagnoli, 1835, vol.12, XXXV-XXXVI. Roncucpoints out, however, that in the archival
documents Fortitudd-ortezza is listed instead of Justice. ASS, Governo dn&je86, ins. 22, 1846.
Cited in Roncucci, 2006, 410.
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sculptures that were deemed to be in good enougtiitcan to leaven situ and the
carving of “copies” to replace others that were badly weathered?

Siena Cathedral’s facade sculptures eroded overaiuese of six hundred years,
but an earthquake in 1798 also contributed to dheinise>2® According to Bandini, a
nineteenth-century chronicler, the thirteenth-cgnfacade sculptures were in dire
condition. Apparently a horse had been killed onfrof the Cathedral when, in 1821,
one of the sculptures fell on its he&dAs a consequence of this event a Supervisory
committee (Deputazione alla Conservazione dei M@nindi Siena) decided that the
restoration of the facade was inevitable. The GitileSupervisory committee stipulated
that copies be made for the sculptures that wanehaly damaged, with the originals
being moved indoors to protect them from furtheederation®?® The evolution of the
project is interesting both because it allows samgght into nineteenth-century Sienese
restoration practices and because we know thab&dmrwas working for Manetti at the
time.

The head architect of th@pera della Metropolitanasesponsible for the
Cathedral project, was Alessandro Doveri (1771-)848 was thus the overseer of

Manetti’'s work, which meant ensuring that the owadif the labor was high and that the

%25 This dates from 1834. ASS, Governo di Siena 386;.7 tavori nella metropolitana affidata a Manetti
scultore”. Roncucci, 2006, 412, n.9.

26 The earthquake was on May 26, 1798. Seprintendenza per i beni ambientali e architetiatiiSiena

e Grossettoll Duomo di Siena: documenti, studi, resta(8iena: Centroofset, 1993).

2" 1n May of 1821 we are toldcadde una statua dalla facciata del Duomo, e bstigra una testa di
cavallo, e lo massacrbBandini, 1821, ins. 79v. Cited from Roncucci, B0@09.

28 Today the thirteenth-century facade sculpturearsed in the Museo dell’'Opera del Duomo adjacent
to Siena’s Cathedral.
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job was done according to the committee’s stipotetf?® In 1837, Manetti explained
that additional work on the facade sculpture wasssary, “in order to avoid
monstrosity, which naturally occurs when new ornatagon is mixed with old, ruined,
and mutilated stones weathered by timi8.The following year, in 1838, the supervising
committee approved an extension of labor on thadagclearly agreeing with Manetti's
view.>** Manetti and his workshop continued to work onpthgject until the aged Doveri
was replaced by a new head architect, Maurizio 2diti Unfortunately, the change in
the project’s direction proved detrimental to Mdretareer.

Zanetti suspended the restoration project, citiregularities in the work
supervised by his predeces3dtAccording to Cathedral records, these irregukssitiad
to do with both imprecise measurements and unnagessstorations. Manetti was
accused of removing sculptures that did not nedxteestored in order to procure more
work for his workshop and of sculpting statuesisdwn carving style as opposed to that
of the thirteenth centur’y?* The charge is particularly revealing as it hightgyone of the
issues that later theorists would have with stgliststoration: the lack of control in

assuring a true copy of the work was made withle@tstulptor making any changes.

%29 AOMS, 1625 (2645), f. 1, ins. 62, ins. 63. Ronduét3, n.15. On Alessandro Doveri d@ie Kirchen
von Siengvol. 3.1.1.2, Der Dom S. Maria Assunta), 633186 and on his work at the Cathedral
particularly pages 632-637. For bibliographic imh@tion see also Kiinstler Lexikon, vol. XXIX, 2001,
236.
30«1 Jquella mostruosita, che naturalmente nascerethélevedere i nuovi ornamenti mescolati con |
vecchi, malcondotti e mutilate dalle intemperi@OMS, 1625 (2645) f. 1. Cited in Roncucci, 2006941

n. 33.

>3 The commission’s approval dates from January 8281A0OMS, 1625 (2645), f. 1, ins. 84. Roncucci,
2006, 419, n. 34. On Manetti's intervention see ARJMI625 (2645), f. 1, ins. 109. See Roncucci,2006,
432, n. 81.

32 0n Maurizio Zannetti seBie Kirchen von Sienavol. 3.1.1.2, 636-640.

3% |n 1844 Manetti was suspended. Zanetti appoivednen, Saracini and Nerucci, to verify how the
work had been carried forth and list any discrenbetween what should have been done and what was
done. AOMS, 1625 (2645), f, 1, ins. 107. See Rocic@®06, 431, n. 80.

34 AOMS, 1625 (2645), f.1, ins. 109. Roncucci, 20882, n 81.
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This was especially problematic when the originatkio be copied was in a damaged
and/or incomplete state, since this made it mdfedit for the sculptor to suppress his
own carving style.

As we shall see, this was a problem that Sarroeohid also have to deal with
for the “copy” of Quercia’s Fonte Gaia, which, likeany of Siena Cathedral’s facade
sculptures, was in a ruinous state. In Siena tisdipo of architects, sculptors and
theorists at mid-nineteenth-century was not enticear; some were in favor of such
interventions and others less so, and an offi@altgpn had not yet been taken. The
stimulus in Italy for more conservative restoratactices on a general scale came
about only following the English debates on thejascttinstigated by John Ruskin and
William Morris, both of whom argued against styitistestoration in favor of more
conservative practices’ It is interesting to note that Ruskin, in a leetteld in 1873,
remembered having seen the original Fonte Gaiayasth before he recounted how the
Sienese demolished and replaced the fountain wigépr@duction made by a modern

sculptor>*®

3% Ruskin explained his position on restoratiofire Seven Lamps of Architectuviere he writes “It
[restoratior] means the most total destruction which a buildiag suffer: a destruction out of which no
remnants can be gathered: a destruction accompaitiefblse description of the thing destroyed. i
let us deceive ourselves in this important mattes;impossible as impossible as to raise the dead, to
restore anything that has ever been great or Bekiatiarchitecture.” John Ruskithe Seven Lamps of
Architecture(New York: Dover Publications ([1880] 1989), 1%llowing Ruskin’s theories Morris
founded, in 1877, the Society for the Protectiodo€ient Buildings (S.P.A.B. and also known as Anti
Scrape) which was against restoration becausevtissseen as detrimental not only to the visual
impression of the monument but because this cathasl@istory. Chris Miele edWilliam Morris on
Architecture(Sheffield, Sheffield Academic Press, 1996). Festo La Regina, “Antiscrape: polemiche,
denunzie, processi contro i restauri'Restaura6, 1977, 30), 123-130

%38 John Ruskinyal’d’Arno: Ten Lectures on the Tuscan Art Direclgtecedent to the Florentine Year of
Victories[1873] (London: Allen, 1890). Cited in Sani, 1984,



182

Manetti, in his defense, explained that the modiBtatues were not original
thirteenth-century sculptures but later additidghethermore, the change in carving style
was necessary, in his view, to compensate for tians between the quality of the new
copies and the older statues remairinsitu>®’ The disparate views on how the
Cathedral sculptures should be restored refledattleof a communal line of thinking
regarding such practices, and thus even thoug@aéitieedral supervisory committee had
approved Manetti’s project under the supervisiohedd architect Doveri just a few
years later, the perception of his work changedtarally. Ultimately the charges
brought against Manetti led to the closure of hiskghop in 1851. In a letter to the
Cathedral’s rector, Manetti wrote that he was mgumLivorno because his “homeland
had treated him like a step-mother instead of ecbnate mother>®

While Sarrocchi’s exact role in Manetti’'s workshispundocumented, it appears
that he initially worked as garzone or helper® Sarrocchi's son Guido wrote that by
the time his father left Manetti's workshop in 1844 had become an able polisfi&r.
This leads us to propose that Sarrocchi was likegponsible for polishing many of the
copies that adorn Siena Cathedral’s facade. Tkare evidence that Sarrocchi was an

independent sculptor yet, although he must havedekthe basics of stone carving since

37 AOMS, 1625 (2645), f. 1, ins. 109. See Roncucg?.4

3384, ] inutilmente da tanto tempo ricerco, e mai travaella patria, a me non madre affettuosa ma
piuttosto matrigna.”’AOMS, 1625 (2645), f. 2, ins. 11. Cited from Roncill@006, 438. In Livorno he was
offered the post of Director of a carving workshbpttega d’intagli9.

%39 sarrocchi worked during the day in the workshog after work he attended classes at the Institrte f
Fine Arts (stituto di Belle Art) in Siena (also cited asccademia di Belle Aiti He was registered at the
school on November 18, 1833. According to his kipber his age was changed to eleven in order to
bypass school regulations that imposed the miniragenof eleven to attend the school. Sarrocchi, 1824
*9This entails making ever-smaller scratches orsthpture’s surface in order to bring the marbla to
high sheen. Sarrocchi’s first biographer, his soiid@, recounts that by this time Sarrocchi had bezan
able polisher;un abile finitore” See Sarrocchi, 1924, 142.
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after his employ in Manetti’'s workshop he was hitedvork in Florence as a stone
carver.

Sarrocchi’s decision to move to Florence was prilyanotivated by the desire to
ameliorate his financial situation after a seriessfortunes struck his family. In May of
1839 his mother Rosa died, and just a few monties, lais father had an accident in
which he lost his left eye and could no longer waska blacksmitA** As a result
Sarrocchi was responsible economically for the kamhich included his father Antonio
and his sisters Elvira and Adelif#.Manetti tried to persuade Sarrocchi to stay im&je
but he was unable to offer him a higher saf4fyThus he set out for nearby Florence.
Once there Sarrocchi found employ in Leopoldo Risavorkshop. We are told that his
first commission was to copy a marble sculptura ofouching lion by Antonio Canova
(1757-1822) for the tomb of Pope Clement XIII in Beter's Basilicd!* In Florence
Sarrocchi enrolled in the Academy of Fine Arts (Ademid. This marked an important
period in Sarrocchi’s artistic formation because tademy was then burgeoning with
new ideas.

Italian Purism

Sarrocchi began his formal study of sculpture cagwith Lorenzo Bartolini

(1777-1850) and Giovanni Dupre (1817-1882), twthef most important figures in the

development and dissemination of the sculpturaidivaf the Italian art movement

4! Antonio was a blacksmith; he lost his eye aftemecident involving a piece of incandescent iron.
Sarrocchi, 1924, 10.

%42 His brother Cesare, born in 1826, died shortlgrdfirth. Elvira was born in 1821 and Adelina wasrb
in 1828. Sarrocchi, 1924, 6.

>3 3arrocchi, 1924, 11.

*#4The type of marble was callédoccatello di montarrentiPierini, 1999, 11. On the commission of the
statue see Sarrocchi, 1924, 13.
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Purism. Proponents of Purism were closely tiedtih@oEuropean groups of the
Romantic Era such as tReimitifs, Nazarenes and Pre-Raphaelites respectively in
France, Germany and Englanid The artists active in these groups were oftencisteal
with one another and artistic models spread adtosspe as a result of these relations.
Although the art produced by each group was distaacommon denominator was their
inspiration from the artists of the early ItaliaerRissance, who were also referred to by
scholars as the Italian primitivé¥ The predilection for the Italian primitives in e
artistic circles was primarily stimulated by Eurapenriters and other members of the
literati.

In Germany Wilhelm Heinrich Wackenroder (1773-1788) Friedrich Schlegel
(1772-1829) were largely responsible for a reneingstest in the art, literature and

architecture of the thirteenth and fourteenth ceesd*’ This preference was in contrast

%45 ThePrimitifs, also known as Barbus, were a group of artists watbdplit from David’s studiaround
1800 to form their own. Founding members includeriei Maurice Quai, Charles Nodier, Joseph and
Pierre Franque and Jean Broc. Their art was irgjpiyeGreek vase painting and they were particularly
attracted to the simple compositions of early #ilmlRenaissance subjects. See Etienne Jean Delécluze

Louis David, son école et son tenfpsris, Didier, 1854§Paris: Macula, 1983]). The Nazarenes were a
group of early nineteenth-century German Romardioters who aimed to revive honesty and spirityalit
in Christian art by recapturing the mood of Medieasad early Renaissance painters. Founding members
Friedrick Overbeck and Franz Pforr, after secesBmm the Vienna Academy, formed the Brotherhood of
Saint Luke in 1809. In the first quarter of theatenth century the group settled in Rome and reedie
headquarters the monastery of Saint Isidoro. Thgstof their art was often drawn from religious
subjects or events from Medieval history while tetyle revealed an emulation of Trecento and
Quattrocento painting; they particularly admired Fingelico who they took as their model since he wa
both a painter and a monk. See Keith AndreMee Nazarenes: A Brotherhood of German Painters in
Rome(Oxford: Clarendon Press, 1964). The Pre-Rapleselitere a group of English painters who were
inspired by the art produced before Raphael, whosgpositions had, in their view, compromised the
teaching of art. See Elizabeth Pettejohime Art of the Pre-Raphaelit¢sondon: Tate Publishing, 2000).
%4® See Enrico Castelnuovo, “L'infatuazione per i Rtiviintorno al 1900” inArti e Storia del Medioevo
(Torino: Einaudi, 2004) , vol. 1V, 785-809.

4T \ilhelm Heinrich Wackenroder (1773-1798) publistésiOutpourings of an Art-loving Morik 1797
under the original titldéderzensergiessungen eines kunstliebenden klostishife is considered, along
with Ludwig Tieck, a key member of German Romastiti Friedrich Schlegel (1772-1829) co-founded
with his brother August Wilhelm th&thenaeuma literary journal dedicated to German RomanticiSee
Paolo D’Angelo 'Estetica del romanticisniBologna: Il Mulino, 1997).
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to those of earlier writer Johann Joachim Winckelrfler 17-1768) and painter Anton
Raphael Mengs (1728-1798), chief proponents ogtiber classical revivar®
Wackenroder and Schlegal’s writingsgfzensergiessungen eines Kunstliebenden

KlosterbrudsandAthenaeun®*®

were avidly studied by the Nazarenes and latehby
Italian artist Tommaso Minardi (1787-1871), whadsedries formed the basis for the
development of the Italian art movement Purigtur{smqg. Nineteenth-century Purism
was a rejection of neoclassicism in favor of aeratit to recapture the mood of Medieval
and early Renaissance art in line with RomanticistMinardi saw early Florentine and
Sienese art as the “pure, primary impressions andapts from nature along>* These
artistic models were considered better than foltmaglassical models which Minardi
viewed as artificial and false. Minardi’s ideas weéisseminated by his follower Antonio

Bianchini (1803-1884), who wrote the Purist martdg®el Purismo nelle arti)n

18422 The Manifesto was signed by Minardi, Friedrick @nezk (one of the founders

>48 Johann Joachim Winckelman (1717-1768) publishe#iisitory of Ancient Ar{Geschichte der Kunst
des Alterthumysin 1764. He had a decisive influence on the ofstne neoclassical movement during the
late eighteenth century. Anton Raphael Mengs (17283) was a German painter whose art heralded
neoclassical painting. See Michael Hollowell Dufgtyle and Truth in the Neoclassical Art Theory and
Criticism of Anton Raphael Mengs and Johann Wimoken(Ph. D diss., University of lllinois, 1991)

49 See note 545.

% This art movement is not related to twentieth-ugnPurism which is a revision of Cubism put fordiar
by Amédée Ozenfant and Le Corbusier in 1918. Sémiak GansThe Le Corbusier GuidéNew York:
Princeton Architectural Press, 2006), 17.

! Andrews, 1964, 72. Minardi waofessore di disegnat the Academy of San Luca in Rome. He saw
the art of Italian painters before the age of Rapha representative of the qualities he praisedtin
immediacy and naturalness. On Minardi see Guglidlra@&anctis, Tommaso Monardi e il suo tempo
(Roma: Forzani, 1900) and Italo Faldi “Il Purismd@nmaso Minardi” icCommentar;i (I, 1950), 238-
246. On Purism see Antonio BianchiDiel Purismo nelle artf1842] in Scritti d’arte del primo Ottocento
Ed. Fernando Mazzocca (Milano: Ricciardi, 1998R-180; Cesare Guaddel Purismo(Florence:
Stamperia sulle Logge del Grano, 1852); VincenzediaseDei Puristi e degli accademici in scritti varii
(Florence: Le Monnier, 1855).

52 Bjanchini was an art critic and a painter. Hetfiplied the term Purismo to painting following thse
of the term by linguists who used the term for lirsgs who heralded a return to thirteenth-century
linguistic style. See Joshua C. Taylgedere prima di credere: saggi sull’arte del prifBttocento
(Parma: Tipografia La Nazionale, 1970), 48-57. Bhani first published the Manifesto in the newspape
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of the Nazarene Brotherhood) and the Italian soulptetro Tenerani (1789-1869) who
was to become a leading Purist sculptdiThe tendency toward the study of the
Primitives and the artists of the Quattrocento fea$urists a step toward an art that was
considered real, moral and appropriate for Chnsaid rather than the aesthetic
perfection promoted by neoclassicism. In Florehese ideas were circulated by
Lorenzo Bartolini, who was responsible for the saifay from neoclassical models
(such as Canova) toward the recovery of naturadisthe Florentine academy.
The artistic climate at the Academy: Lorenzo Bartoini and Giovanni Duprée

Lorenzo Bartolini was named professor of sculpairthe Academy in Florence
in 1839°>* This occasion marked a particularly important motie the sculptor’s career
and signaled an important stylistic shift in thesgsic milieu of the Florentine Academy,
as | shall explain further on. In the 1820’s Bartiohad been skipped over for the same

position, which was instead given to the orthoddiofver of Canova, Stefano Rictt

Lucifero (n. 27, Anno V, 1842). He studied paintingh Minardi and later worked as a restorer in $ada
delle Carte Geografiche in the Vatican. See Giuséymgnoni, “Antonio Bianchini, letterato e pittoria”
Vite dei Romani lllustri(Roma, 1890), 273-288.

3 pijetro Tenerani, native of Torano (Carrara), wdrRgmarily in Rome where he taught the life class
the Academy of San Luca. He first studied sculptaming there under Bertel Thordwaldon (1770-1844)
and as a result his early work is neoclassical l&iex work, from circa 1840 on, may instead besiféed
as purist. At this point in his career he begaimtiawduce elements of realism into his work asdeiated
statue of Pellegrino Rossi (1854, Carrara) dematestr Tenerani was also a decisive influence on the
sculptor Giovanni Dupré who he met in Rome durtmgwinter of 1844-1845. Sandra Berresfdtaljan
Memorial Sculpture 1820-1940ondon: Frances Lincoln, 2004), 39. SpallettiD2037. See also Elena di
Majo and Stefano Susinno “Pietro Tenerani, da\allidi Thorvaldsen a protagonista del Purismo retigi
romano. Una traccia biografica” Bertel Thorvaldsen 1770-1844, scultore danese aaR&ch Elena di
Majo, Bjarne Jgrnaes, Stefano Susinno (Rome: Da,1@89), 313-326.

*>%n 1808 Bartolini had been called biapoleon’s sister Elisa Bonaparte Baciocchi (1782@) to run

the Academy of Fine Arts in Carrara. Majo and Sugjri989, 313. At the time Elisa was Princess of
Lucca and Piombino and is credited with the relziggion of Carrara’s quarries as she required ¢vaty
commune in France purchase a bust of the Empestintolate revenue. See Gérard Hubleatsculpture
dans I'ltalie napoléonienn@aris: De Boccard, 1964), 342.

5% |n 1825. See Mario Bellandi and Gaetano Sicilidn®pera di Lorenzo Bartolini (1777-1850);
sculture, disegni, cime(Firenze: Tipografia Giuntina, 1956), 41.
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Following this disappointment in his career Baripleft for Paris where he became an
integral part of the artistic community whose foodigttention was the studio of painter
Jacques Louis David (1748-1825§.In Paris Bartolini received critical attention and
consequently was commissioned by Vivant Denon, Mapos Minister of Public Works
and Director General of the Museums in Paris, aedBonaparte.’ Among his circle
of friends were both Jean Auguste Dominique In¢t&80-1867) and Francois Joseph
Fétis (1784-1871® the former even sojourning in Florence at his estjfrom 1820 to
1824%°

Bartolini’s friendship with Ingres was particulailjportant because of its
influence on his art. Ingres’ first sojourn to Romel806 marks the artist’s initial
approach to the art of the Italian Renaissaftklis first-hand study of Italian art not
only influenced his own work but also had a profunfluence on that of his friend
Bartolini, as the two corresponded regularly. Aaclexample of Ingres’ influence is

Bartolini’s portrait of the Russian Countess Gou(i820-21), which derives from

56 The sculptor was twenty when he moved to Parisiglzs K. S. Hyland,.orenzo Bartolini and Italian
Influences on American Sculptors in Florence (182%-(Ph.D.diss., University of Delaware, 1981), 17.
*7"He modeled a large bust of Napoleon for the Lomwaked on the Austerlitz Column for Place
Vendome, and the bust of General Pierre Banel os&llles. For Elisa Bonaparte Baciocchi he wasask
to create a colossal statue of Napoleon and béistsrdamily portrayed in classical garb. Many @ h
works in Italy were destroyed or damaged afterfifieof Napoleon in 1813. At that time Elisa wasal
driven from her throne and Bartolini, because sfdiose ties with the family, was forced to leawsr@ra.
Hyland, 1981, 30.

58 At the time Ingres was a student in David’s stuatid Fétis, the Belgian musician and composer, was
living in Paris.

5% Carlo Del Bravoll genio di Lorenzo Bartolin{Firenze: Eurografica, 1977), 11. On the early
connections between Bartolini and Ingres see A§f@sgan, “Ingres and the Antique” The Journal of
the Warburg and Courtauld Institutes0 (1947), 1-13.

%69 He took up residence at the French academy. Betd@#3 and 1820 he completed several major
paintings that indicate an attraction to early Resence art. Probably his most important examole fr
this period iChrist Giving the Keys to Saint Petestined for the church of Trinita dei Monti which
shows the artists dependence on Raphael. Seelich-Bume,Ingres: His Life and Ar{London, 1926),
14.
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Ingres’ painting of Mme. De Senonnes painted ca5%8" The sculpted portrait recalls
the style and pose of the earlier painted porttlaé:two ladies are seated in the same
position with their right hands placed on theirdamd are dressed similarly with low cut
Empire dresses following the latest women’s fashimnfurther testimony to the
sculptor’s devotion to the French painter, he disdicated the plaster model of the
Countess Gouriev to “his friend Ingre¥? Stylistically, Bartolini's sculpted portrait
reveals another influence; as Carlo Del Bravo abiyenoted “the sculpture is part Ingres
and part Italian Quattrocento as seen in the afintdnio Rossellino®®® The association
with the Quattrocento is not surprising considetimaf a group of artists that Bartolini
had come in contact with in France, the Primitifere a formative influence in the
revival of Italian Renaissance art in Paris intireeteenth centur?* On at least one
occasion Bartolini and Ingres also collaborated qmoject: Ingres painted a copy of
Titian's Venus of UrbinqUffizi) in 1822 so that Bartolini could use thaipting for his
reclining nude statue entitl&the Venus of Titiawhich he was commissioned to sculpt
by the Marquis of Londonderry in 182%.

These formative experiences, especially his redatip with Ingres and the

Parisian school of artists, greatly influenced Blamt’'s teaching methods at the

8Hyland, 1981, 48. Robert Rosenblufiean-Auguste-Dominique Ingrésondon: Thames & Hudson,
1967), 108-09.The portrait of Mme De Senonnes th@atMusée des Beaux Arts, Nantes, France.

%2 pel Bravo, 1977, 11.

%53 Originallycited as: ¥no squisito ritratto in vesti e pettinatura moderiin uno stile scultoreo fra
ingresiano e quattrocentesco: sopratutto il marifimapido come un Antonio Rossellih@el Bravo, 1977,
11.

%84 The initial group of Primitifs was composed of M@e Quai, Charles Nodier, Joseph and Pierre
Franque and Jean Broc. See also Hyland, 1981, 18.

*%®Richard Randall, “Ingres and Titian” Apollo (vol. 13, Nov. 1965), 366-9. The copy of TitiaVenus
by Ingres is at the Walters Art Gallery, Baltimofée marble figure of Venus by Bartolini is at tesée
Fabre, Montpellier, France. Hyland, 1981, 47.
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Florentine academy. These concerned specificadlyritioduction of real models as a
teaching aid. This practice was already commorramée. Drawing the live nude was
one of the cornerstones of David's studio practié&artolini introduced the same
practice for the students of sculpture at the Ftine Academy instead of using the
common teaching aid of classical statuary (accgrtbrthen dominant neoclassical
tendencies). In 1840 Bartolini caused quite a salinging about a veritable didactic
revolution, when he brought in to his lesson atAbademy a highly unusual model for
the students to work from, a hunchbatkCritics condemned the use of a real model (as
opposed to classical statuary), for the subjeth®fexerciseAesop Meditating on a
Fable®*® Bartolini defended his choice by explaining thi#@ugh the model was not
beautiful it was appropriate for the subject. Et8palletti explained,
His [Bartolini’'s] teaching methods provoked immediate difficultie$he
Florentine academic circle because of his contisume of nude models,
obviously remarkable compared with previous teaghnethods [...] the sculptor
even paid for his students’ models from his ownketcand proposed that the

administration commission a number of plaster casgsyatomical parts, from
Phidian sculptures and artists of the Florentinat@ocentc’®®

*%¢ Drawing the live nude was one of the principlenasstones of David's studio practice. See Etiermam J
Delécluze, 1855.

87 The now famous class was held on May 4, 18@®s! il modello gobbo da Iui proposto doveva servir
ai suoi allievi per lo studio della composizioneudi Esopo che racconta le favole, vale a dire di un
soggetto illustre piu volte trattato dalla statuarmgreco-romand.Cited from Giovanni Capitelli, “Lorenzo
Bartolini, Stele del Gobbo” iNel Segno di Ingres, Luigi Mussini e 'accademiauropa nell’ottocento
Carlo Sisi and Ettore Spalletti Eds., (Milano: &iha Editoriale, 2007), 80. Cfr. Paola Baro¢&toria
moderna dell’arte in Italiavol. I. Dai Neoclassici ai Puristi, 1780-18&Torino: Einaudi, 1998), see pages
575-580, 588-593, 594-99.

*%8 This was to be a bas-relief, the subject was ddemeeptable because it had already been depicted i
the arts by both the Greeks and Romans.

%69«| syoi sistemi d’insegnamento provocarono immedietate difficolta al’economia grama
dell’'accademia fiorentina a motivo del continuo usmodelli nudi, evidentemente eccezionale rispett
guanto avveniva in precedenza. Nell’aprile dell’'arseguente (1840) lo scultore, che frattanto pagava
anche di tasca propria i modelli da destinare appri allievi, avanzava alla direzione dell’accademi
varie richieste, fra cui I'esecuzione di un certonmero di calchi in gesso da parti anatomiche, daltsice
fidiache e del Quattrocento fiorentino; e infinend@ndava lo stanziamento ordinario di nuovi fondi pe
consentire ai suoi allievi un piu intenso esercida modello vivente Ettore Spalletti, “Lorenzo Bartolini
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Although the introduction of Bartolini’s methods sviitially disturbing, it was soon
embraced by other artists affiliated with the Huiree Academy.

In 1843, Bartolini awarded Giovanni Dupre a postteng sculpture carving at
the Florentine Academy. This recognition followéeé unveiling, in 1842, of the
sculptor’s plaster statuying Abelat the exhibition of the Academy in Florerié&For
Bartolini, Dupre’s statue was the practical dem@tgin of the principles he advocated
at the Academy’* In his memoirs Dupré explains,

| don’t recall who mentioned my name first or myndout Bartolini said that

convincing evidence of his good teaching method thastatue of Abel, since

the statue was made by a youth who knew nothirRhafias or Alcmene, or of
others, and who had not breathed the stuffy aih@academy, but trusting nature
had copied it faithfully and with lov&?

When the statue was unveiled, a heated controveoke out between the
supporters ofif bello di naturd and “il bello ideal€; respectively, those at the Academy
who advocated the close imitation of nature andeheho instead believed that art

should reflect ideal beauty. Purist scultors prefgr‘the natural beauty” of the

Renaissance over the “ideal beauty” of the GreEks.debate was similar to that

e il dibattito teorico sull'imitazione artistica lthe Natura”, inLorenzo Bartolini. Mostra delle attivita di
tutela (Firenze: Centro Di, 1978), 101. Also see Calpit2007, 80.

> The original title isAbele Morenteit was displayed at the Esposizione dell’AccadediiBirenze.

S7iu[ ] fatto sta che il Bartolini disse, che la propal convincente della bonta del suo metodo era
appunto I'Abele, la quale statua era fatta da uavgine che non sapeva nulla né di Fidia, né di Atmme
né di altri, che non aveva respirato I'aria afosalldAccademia, e che affidatosi alla bella natutavieva
copiata con fedelta e con amdr&iovanni DuprePensieri sull’arte e Ricordi Autobiografi¢Firenze: Le
Monnier, 1893)chapter VII. See also Sarrocchi, 1924, 15; Capi@0l07, 82; Spalletti, 2002, 11.
572«Non mi sovviene da qual parte prima fu pronunciktoio nome e I'opera mia; fatto sta che il
Bartolini disse, che la prova piu convincente détmta del suo metodo era appunto I'Abele, la quale
statua era fatta da un giovane che non sapeva mdldi Fidia, né di Alcmene, né di altri, che noreea
respirato I'aria afosa dell’Accademia, e che affidsi alla bella natura I'aveva copiata con fede#taon
amore” Dupré, 1893, 118. Spalletti, 2002, 11. See &apitelli, 2007, 82.
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provoked, two years earlier, by Bartolini when he#aduced his hunchback model for
the sculpture exercise regarding Aesop.

As the title of the statue makes clear, Dupre’'tustaepicts Abel, the second son
of Adam and Eve, who is shown lying in anguishrdfie brother Cain’s brutal attack.
[Fig. 69] His distraught facial expression makes spectator understand that his despair
is a result of both his realization of imminent theeaused by his brother’s betrayal. At
the time critics argued that the statue was saste&athat Dupre could not have sculpted
it freely and accused him of having made the staftex a life cast. The debate was only
squashed after the sculptor allowed critics to camphe measurements of his statue
with the model he had used, and this confirmedhkaiad not made a life ca&tThe
model was highly admired by the public, and shaafter the exhibition the Grand
Duchess Maria Nikolaievna, Daughter of the RusZ@anNicola I, commissioned a
statue (1843) after the plaster model now in thkection of the Hermitagd”*

Sarrocchi’s early career

In 1844, Sarrocchi joined Dupré’s workshop and withyear had already
become one of Dupré’s most valuable assistdAarrocchi worked on a number of
Dupre’s commissions over the decade that followeduding statues of Cain and Pius
II, as well as his own work, such @ke Adulteresfl_a donna adulterpandBacchus

(Baccantg, presented at public exhibitions in 1846 and 1884pectively’® In 1853,

573 gpalletti, 2002, 11.

>"*There is also a bronze copy of the statue in taléefa d’Arte Moderna, Palazzo Pitti, Florence.

> Dupre, 1917, 7-8.

*’® The Adulteresss a bas relief which won third place in the soulfp competition at the Florentine
Academy.Bacchuds a marble statue which was also exhibited aFtbeentine Academy. Pierini, 1999,
136.
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Dupre left Sarrocchi in charge of his workshop wHeltlowing his doctor’s advice, he
left Florence in order to take care of pressindthencerns in Naple¥. Surviving
correspondence between the two men gives us amfdbair relationship at this time.
Dupre’s letters are filled with advice on how taifdate the daily operations of the
studio and directions on how Sarrocchi should hardmmissions in his abseri¢8.

Sarrocchi’s experience running Dupre’s workshop fuaslamental for his
development not just as a sculptor but as a meestering to run a workshop. This
undoubtedly helped him make the transition to alegendent career. In 1855, at thirty-
six years of age, the Sienese sculptor Enea Bechdiex suddenly, leaving the
commission of the Pianigiani monument in Sienanisfied>’® This tragic event, as |
shall explain, launched Sarrocchi’s independenttpa.

The committee responsible for the Pianigiani momirlecated in the left
transept of the church of S. Domenico in Siendpohed Gaetano Milanesi, who
composed the funerary epigraph in 1853, and Giavanpre, who was responsible for
supervising the project. The monument was commssido celebrate the engineer
Giuseppe Pianigiani, who was responsible for teataon of the train line that connected
Siena to the preexisting Firenze-Livorno Ifi8t the death of Becheroni it was Dupré
who designated his pupil Sarrocchi for the commissind facilitated his move back to

Siena. In a letter to Luigi Mussini, Dupré descdt&arrocchi as “an honest, modest, and

*"He left Florence for Naples on October 20, 1858 mmurned in the spring of 1854. Dupré, 1893, 205-
206. Spalletti, 2002, 102.

"8 These consisted of busts and the statu&anf'AntoningIlnnocenzaand thePescator&commissioned
by Lord Crawford. Dupre, 189217. Sarrocchi, 1917, 4. Pierini, 1999, 136.

>’ Becheroni died in Livorno on June 9, 1855.

%89 Originally positioned near the door, the monumeas moved into the transept in 1941. Pierini, 1999,
12.
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careful youth who will honor, and not fail those mwédvise him as he starts his
independent career®

According to surviving documents Sarrocchi was oesjble for the design and
execution of the lower half of the monument, pratly the three allegorical figures of
the arts: Mechanics, Architecture and PhysiegsNleccanical’Architettura, La

Fisica).>®

[Fig. 70] The three female figures are positiometbund niches on the base
of the monument; each is dressdithntica and carries an identifying attribut& The
influence of Dupreé’s art is still strong on Sarrbicchis is especially noticeable in the
figures’ drapery, which is similar to that sculpteg Dupré for hissbandoned Sapptd*
[Fig. 71] The statue depicts Sappho seated withigbt leg crossed over her left. From
the waist down she is covered with an ample rolee.drbssed legs are covered by
drapery that twists to dramatically reveal her hotye fabric falls down along her right
knee in an ornate v-shaped pattern. The drapesiynigar to the wet drapery
characteristic of fifth-century BCE classical Gresekilpture. Indeed, within Dupré’s
oeuvre the statue is considered an example of Geskal art. Despite the fact that

Sarrocchi’s figures are fully clothed; the drapernyhis figures on the Pianiginai

monument, especiallyleccanicaandArchitetturais similarly treated. The similarity is

%81 He described him a®hesto, modesto e attento giovane, che potra faveep e non fara pentire quegli
che vorra essergli largo di consigli nella carrigrara del tutto indipendente, che va ad intraprenade
Letter from Dupre to Luigi Mussini dated July 7,588 Cited from Narciso Mengozziettere intime di
artisti senes{Siena: Sordomuti, 1908), 20.

82 Bacheroni had completed the portrait of Pianigkefore his death. Pierini, 1999, 12.

83 Their attributes are for Mechanics a bellows atelar; for Architecture a scroll and a square; for
Physics the wheel of a grinstone

84 The original title isSaffo abandonatal857, Galleria d’Arte Moderna, Rome.
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especially pronounced in the pattern of closelgelad pleats in the drapery that falls
from the figures’ knees and over their busts rengahe forms beneath. [Fig. 72]

After nearly twelve years in Dupré’s studio, thentnission of the Pianigiani
monument had brought Sarrocchi back to his natigess This is where Sarrocchi
established his workshop and worked as an indepesdalptor for the next thirty years.
The successful completion of the Pianigiani monundetermined Sarrocchi’s
commission for a number of other Sienese workshédih public and private patrons,
including the new Fonte Gai& Despite his distance from Dupré’s workshop Satbcc
conversed regularly with Dupre, who continued tbaaschis mentor as surviving letters
attest®® In 1860, for example, Dupré wrote Sarrocchi withard to the latter’s
commission of a statue of the famous artist Michgédo: “I would like a photograph and
| will give you my opinion as usual>®' Dupré also acted as a sort of manager for
Sarrocchi, intervening with supervisory councilonder to direct commissions his way.
He did this on a number of occasions, includingdiases of the fagade relief for the

Church of Santa Croce in Florence and for the nemid-Gaia in Siena.

8% The Pianigiani monument was inaugurated June 8 &8d on July 29 Sarrocchi received the Fonte
Gaia commission. That same year Sarrocchi was cesionied a statue for the Venturi-Gallerani Chapel
(Siena). In 1859 he was commissioned the funeranyument to Francesco Bonci CasuccMaflonna
della RosaChurch, Chianciano), and in 1860 a relief forfilmeerary monument to Girolamo Ballati Nerli
(Quinciano), a statue for the garden of Allessar@aracini (Castelnuovo Berardenga), and a tympanum
relief for the fagcade of Santa Croce (Florence).

%8¢ Here he worked for the next thirty years occupyimgsame studio previously occupied by Enea
Becheroni. Sarrocchi, 1924, 21. Pierini tells w Barrocchi’s studio occupied the chiostro of S.
Domenico. Pierini, 1999, 136.

87 The original citation readsGradird la fotografia e glie ne dird il mio pareme al solitd’ Letter

from Dupré to Sarrocchi dated March 14, 1860. CiteSarrocchi, 1917, 13. The statue was commissione
by Alessandro Saracini for the garden of his \ali&astelnuovo Berardenga where it is still today.
Sarrocchi, 1924, 25.
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Originally, it was Dupre who had been commissioteesiculpt three tympanum
reliefs for the facade of the church of Santa Crét& 1860 he asked the supervisory
committee to allow him to contract out to Sarrodtia left portal tympanunDiscovery
of the Crospand the right portal tympanur¥igion of Constantineto, another former
student, Emilio Zocchi. He further advised Sarréarhhis composition of the relief,

| have your photograph right here. The correctiathenk you should make are

the following: The figure of a man on the left, thiolg the cross, should bend over

more. This will help interrupt the severe line loé targe cross but also help to
make the group of men behind him more visible F£].

In addition to Dupre’s guidance, Sarrocchi alsodfigied from Gaetano
Milanesi’s counsel. Sarrocchi asked for Milaneativice with regard to a number of his
later sculptures, such &zekiel’'s Visior(1879, Placidi Chapel, Cemetery of the
Misericordia, Siena), the Independence War Mem¢ti@¥9, Piazza dell'Indipendenza,
Siena), and the funerary monument to marquis Gpes€@ampori (1886, Cemetery of
San Cataldo, Modena}°® In addition, although Sarrocchi’s selection foe ffonte Gaia
project was largely determined by Dupre’s intermegshe fact that Milanesi was

already familiar with his work made Sarrocchi apezsally favored candidate. In chapter

three, | outlined how Milanesi played a pivotalerah launching the Fonte Gaia project.

88 The new facade was designed, between 1857-18@RBekarchitect Niccold Matas (1798-1872).

%89 The original citation readsHb sottocchio la fotografia del suo bassorilievack le correzioni che mi
pare necessario di portarci. La figura del’'uomaimistra, che tiene la croce, starebbe bene pigqutia
perché cosi interromperebbe quella gran linea dellace e lascierebbe piu visibile il gruppo di deet
Letter from Dupre to Sarrocchi dated March 11, 18&ted in Sarrocchi, 1917, 14. Dupre executed the
tympanum over the central door which represent3thanmph of the Cross. The new facade reliefs were
inaugurated in 1865. Sarrocchi, 1924, 26.

%99 A photograph of the plaster model of Ezekiel'safiswas also sent to Milanesi in 1877. Letter from
Tito Sarrocchi to Gaetano Milanesi April 30 and M8 1877, BCS, Lettere di diversi a Gaetano
Milanesi, MS. P Il 46. Pierini, 1999, 116. PetrjdD04, 123. The Independence memorial has siree be
moved. It is now located in the public garden aleiade Arturo Pannilunghi, at San Prospero, Siena.
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Just a few months before the fountain was commssido Sarrocchi, Milanesi had
served on the supervisory committee for the Pianignonument. Sarrocchi’s work must
have appealed to Milanesi since he also commisgiboen the sculptor a portrait bust of
his late brother Carlo for his tomb in the cemetafrthe Misericordia in Sien&*

As mentioned earlier, the vast majority of Sarrasclvork was commissioned
for private patrons and these works fall into thpeenary categories: freestanding
sculptures for funerary chapels, funerary monumentenotaphs with relief sculpture,
and/or sculpture in the round. The first such cossion after the execution of the
Pianigiani monument was for a life-size statueafdunerary chapel in the cemetery of
the Misericordia in Siena. The stat@senius of Deathcommissioned in May of 1858,
depicts a nude youth who standsantrappostowith his left arm folded across his
chest® [Fig. 73] There is a long cloth wrapped once arbhis forearm which covers
his genitals and falls down along his right leglte floor where a sickle rests upside
down. His right elbow rests perpendicularly on ¢d@ sickle and his right hand rests
under his chin in a gesture of contemplation. Aregp wreath crowns his head and long
wavy hair frame his rather feminine features. Wtienstatue was installed in the
Venturi-Gallerani chapel in 1860, it was praisedchtics as a sentimental mix of
Christian ideals and Greek beadyStylistically, the statue was inspired by the Gree

revival but, as is typical in the nineteenth centtinere are various influences at work.

%91 Milanesi commissioned Sarrocchi in 1867. Petri2lip4, 123.

92 The original title isGenio della morte.

*93«3e il concetto é greco, non so se i greci, famesigndere concretto I'astratto, ove fossero stati
cristiani, avrebbero altrimenti immaginati i lorarsboli.” Antonio Pantanelli, “L’Esposizione delle Belle
Arti nell’'agosto a Siena” iha Naziondl n. 252, 8 September 1860. Ettore SpallgBigvanni Dupre
Annali della Scuola Normale Superiore di Pisa ¢stri@lasse di Lettere e Filosofia Serie Ill, val, P
(Pisa: 1974), 558. See also Spalletti, 2002, 171.
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Indeed there are several features of the stata@éyshomage to the Italian Renaissance.
The combination of aontrappostastance with a feminine nude male youth is a reennd
of Donatello’s bronz®avid. The statue guards the entrance of the tomb, medigs the
remaining architecture of the chapel, in a sty th characterized as Egyptian Revival,
according to the patron’s wish&%.This eclectic mixture of styles is typical of the
decoration of the chapels in the Misericordia cemet

The Misericordia cemetery is located outside thetsern city gate, Porta Tufi.
[Fig. 74] The cemetery preserves some of Siena&sfinineteenth- and early twentieth-
century art, including the work of sculptors GiomaBupre, Enea Becheroni and Tito
Sarrocchi, and the painters Giovanni Bruni, Luigiddini, Alessandro Franchi and
Cesare Maccari. In Tuscany the practice of burytregdead within churches (and the
cloisters of convents) was banned in 1784 followarigw issued by Grand Duke Pietro
Leopoldo®® This led to the creation of public outdoor cemietelike Siena’s
Misericordia cemetery. The nucleus of the structlates to 1835-43. It consisted of a
roughly square plan with galleries on three sidemncopen courtyard. The cemetery was
first enlarged, in 1862, by Lorenzo Doveri andegftis death in 1867, more substantially
by Giuseppe Partini who added some thirty privategpels under the porticos in 1872.

The chapels are designed in a mixture of Greekaastént Roman styl€8® Each chapel

%94 | etter from Tito Sarrocchi to Giovanni Dupré dafesbruary 18, 1858. AD, Carteggio, Sarrocchi.
Pierini, 1999, 13.

%9% Gjanni Mazzoni “Da Monteoliveto Minore al Campogamonumentale della Misericordia” 8iena,
Le MasseEd. Roberto Guerrini (Sovicille: Banca di Cred@ooperativo Sovicille, 1994), 139.
Napoleone’s Edict of St. Claud from 1804 definitivenforced the creation of cemeteries outsidatgf ¢
walls. Berresford, 2004, 40.

%98 Gjanni Mazzoni, “Luigi Mussini e la sua scuola sifziano” inMonteroni, arte, storia, territoripEd.
Roberto Guerrini (Siena: Alsaba, 1990), 143.
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is decorated with painted frescoes, sculpted toonip®rtraits of the deceased according
to the patron’s specifications. Gothic, Renaissa@eeek, and Egyptian Revival styles
coexist in the architecture, sculpture and fresabeise chapels. This stylistic freedom
was typical of nineteenth-century Italian cemetanty visible not just in Siena’s
Misericordiacemetery but GenovaStaglienocemetery or Milan’Monumentale
cemetery. A number of Sarrocchi’s sculptures im&i& Misericordia cemetery
demonstrate that he was an able practitioner égbwarevival styles®’ It was not

unusual for Sarrocchi to work in different stylesmtemporaneously while juggling
different commissions. He did this, for examplejle/working on the new Fonte Gaia,
which required a Renaissance idiom instead ofexample, the Greek revival style that

he had used for th®enius of Deathliscussed above®

97 Examples include the marble statGenio della MortgVenturi-Gallerani Chapel), the marble relief
Angelo del Giudizio Universal@onument to Ernesta Gani. She was Sarrocchss fiife. She died in
childbirth in 1863.), the marble groiirtt Teologali(Buonsignori Chapel), the marble grotipbia che
seppellisce un mort@Pozzesi Chapel), the Monument to Clementina Ctést marble groupa visione di
EzechielgPlacidi Chapel), the marble statug RiconoscenzéBandini Piccolomini Chapel), the

Monument to Alessandra Pierini Pallini and the ne@tatueAngelo della Resurrezior(€iseri De Metz
Chapel).

%98 Between July 29, 1858, when Sarrocchi was comonissi the new Fonte Gaia, and the inauguration of
the monument, on January 24, 1869, the sculptokedoon a number of different commissions: in 1858
the marble statu&enio della mortéVenturi-Gallerani Chapel, Misericordia cemete®igna); in 1859 the
funerary monument of Francesco Bonci CasuccirfiénMadonna della Rosa Church, Chianciano; in 1860
the reliefFede consolatrice del Dolorer the Monument to Girolamo Ballati Nerli (Bali&terli chapel,
Quinciano), the same year he was also commissithreestatue of Michelangelo for the garden of
Alessandro Saracini in Castelnuovo Berardenga leatympanum relief of the Discovery of the Cross fo
the facade of Santa Croce in Florence; in 1863thteiedPrima preghieraandPrima letturg in 1865 he

was hired by Partini, architect of the Opera debio, to sculpt copies of the portrait busts arctivedrose
window of Siena’s Cathedral fagade.
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Section Il

Giuseppe Partini

Over the course of his career Sarrocchi workedatepky with the Sienese
architect Giuseppe Partini (1842-1895), as Marenifiis study underscored® Their
relationship started out as a professional assooidut soon developed into a lifelong
friendship and later a family tie when their chéddrmarried in 189%°° Partini was
Professor of Architecture at Siena’s Academy oeFAmt, and head architect of the
Opera del Duom8® Thus he was responsible for a number of projec&eéna including
the design of the seat of the Monte dei Paschi B¥rtke Misericordia Cemetery, the
restoration of Siena’s Cathedral, and the new FGiaii@ project. He also designed a
number of private funeral chapels and monuments as¢he Monument to Giulio Rossi
(Misericordia Cemetery, Siena) and the Monumer@itolamo Ballati Nerli in the Pieri
Nerli Chapel of Quinciano (Monteroni d’Arbia), baskulpted by Sarroccff® Later in

his career he was appointed, together with GadWlamesi, to the regional council

%99 Marco Pierini, “Giuseppe Partini e Tito SarrocdRéstauri e progettazione in trenta anni di
collaborazione” irBullettino Senese di Storia Patr{a993/1995), 496-517.

699 Adele Sarrocchi married Luigi Partini on Octob8r 1893. Pierini, 1999, 142.

691 He became professor at the Academy in 1866 dfeepost was left vacant by the death of his mentor
Lorenzo Doveri. Maria Cristina Buscioni eGiuseppe Partini (1842-1895): Architetto del Purssenese
(Firenze: Electa, 1981), 20.

02 This included the restoration and re-design aéétseparate building: the medieval Palazzo Salimben
the fifteenth-century Palazzo Spannocchi, andittteenth-century Palazzo Tantucci.

%3 The monument to Rossi (1862) was designed byrPavtiile the portrait bust was sculpted by
Sarrocchi. Pierini, 1995, 497. The Ballati Nerlimumnent (1863)designed by Partini and sculpted by
Sarrocchi, is a wall tomb with Gothic style pinrecvith the figures of Faith consoling Grief in Imigelief
in the center of the monumeitgde consolatrice del DoloyeMazzoni, 1990, 133-134. Sisi and Spalleti,
1994, 349-354.
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supervising the arts and, in 1892, he was nominatedas Sarrocchi, to the national
commission on the Veneto’s monument restorationroittee ®**

In the scholarly literature Partini is consideraen@’s chief purist architect. This
is understandable considering his prolific carea the number of his interventions,
following Viollet-le-Duc’s theories, which are sisfic restoration§®® With regard to the
Fonte Gaia, | have outlined in chapter three, hawtifl, as supervising architect, was
largely responsible for the structural modificasanade to the new fountain. These
changes entailed repositioning the fountain insitpeare and enclosing the new fountain
with a gate of his desidii° These alterations helped ameliorate the flow daity of
the fountain’s waters, protect the fountain fronautmorized use, and allow for an
improved arrangement of the square for the actwithat continued to take place there.
In addition, Partini, together with Sarrocchi, resoended that the original travertine
base of the Fonte Gaia be replaced by a basietra serenan order to better show off
the marble of the new fountaifl) These were not the only modernizations made to the

square in the nineteenth century. The commune Badgas lights, designed by Partini

and the commune’s civic architect Cantucci, posémaround the perimeter of the

694 Commissariato Regionale delle Cose d’Arte in Tasc&ommissione Nazionale sui restauri dei
monumenti del Veneto. Buscioni, 1981, 21.

605 seeBuscioni, 1981. Sisi and Spalletti, 1994, 349-5848s is especially true after the death, in 1861, o
the architect Giulio Rossi who was an able praetiaf stylistic restoration. Of particular note &essi’s
interventions on the Palazzo dei Diavoli in 1858 #re Rocca Salimbeni in 1861. Sisi and Spall&&84,
349. On Rossi see Romagnoli, 1835, vol. XllI, 277.

898 Gjanni Maramai and Massimo Marini, “Opere in Gipse Partini” inGiuseppe Partini: architetto del
Purismo senesdd. Maria Cristina Buscioni (Firenze: Electa, 198.45.

®"The supervisory committee approved their suggestimha new bas@lated was made. ASC,
Carteggio, Cat. XIV, Lavori Pubblici 18, Fonti pdighe.
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square, and even changed the square’s name frazaRial Campo to the more patriotic
alternative Piazza Vittorio Emmanueleif [Fig. 75]

Just a few years before the commission of the newte=Gaia, the square had also
been the site of Enea Becheroni’s “restorationthef Cappella di Piazza, or the ex-voto
Chapel located adjacent to the Palazzo Pubblicappdsite the Fonte Gai%

Becheroni, like Sarrocchi, was trained in Dupré{gi® and in 1848 was awarded the
post ofMaestro d’Ornataeaching sculpture carving at the Academy in Sféha
Between 1842 and 1846 he sculpted new reliefs amgtsires for the chapel, which was
originally built and decorated during the fourtdeand fifteenth centuries. [Fig. 76] The
structure of the marble chapel was begun by Dornoattiksgostino in the fourteenth
century and the sculptural ornamentation was capyedariano d’Angelo Romanelli
and Bartolommeo di Tomme. In 1470 Guidoccio Coztisaéded the reliefs depicting
the figures ofAritmeticaandGeometriato the Gothic style balustrade. Originalllge
chapel was covered with a simple roof, as thedifth-century paintings by Sano di
Pietro and Neroccio di Bartolomeo illustrdtéThis was replaced, in 1468, with a marble
vault and exterior decorations of garlands, nidbestatues, and a frieze of griffins by

Antonio Federighi.

€98 Pierini, 1995, 502. The Piazza del Campo was teeamed Piazza Vittorio Emanuele Il. The column
gas lights were designed with a new octagonal shdpeamai and Marini, 1981, 149. See also Alessandr
Leoncini and Marina Gennaticolonnini di piazza e le ultime trasformazioni dampo di SienéSiena:
Betti, 2003).

609 This followed the plague of 1348.

619 piergiacomo Petrioli, “Enea Becheroni scultorestauratore a Siena: nuovi documentiGinuomini e

le cose Ed. Paola D’Alconzo (Naples: Clio Press, 2007), 1.

®11 See Petriolo, 2007, 3.
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The chapel’'s marbles were in poor condition. Like Fonte Gaia the chapel was
also built of marble from the Montagnola. It suéfdy also from weathering and damage
caused by the various activities that took placténpiazz&*? Apparently the chapel
was in such profound disrepair that some archimaggested that the structure be
completely demolishe®f? Fortunately, it was not, and instead Enea Beclievas
commissioned to restore it. Recently, it has besmahstrated that the restoration project
concerned, not just the lower balustrade (withréliefs of AritmeticaandGeometria
facing the piazza)'* but Federighi’s Renaissance frieze, and the renmsculpture$™®
In particular, Petrioli has demonstrated how Bechis work on the chapel was, like
Sarrocchi’'s Fonte Gaia, a stylistic restoratiort ttreated something new as he

reinterpreted the chapel’s original sculptutf®Becheroni’s chapel is yet another

12 These are similar to those of the Fonte Gaia. Ragimbed on to the balustrade during the palid an
bull hunt. See for example Vincenzo Rust{egccia dei torj 1585 ca., Siena, Collezione Monte dei Paschi,
the engraving by Bernardino CapiteHigste per il Granduca XX ottobre 16@Rustrated in R. Barzanti,
A. Cornice, E. Pellegriniconografia di Siena. Rappresentazione della alhXIll al XIX secolg Siena,
Monte dei Paschi, 2006, 240, fig. 174 and 247,%i¢R). Petrioli, 2007, 2. There was alsbattega di
salumaiolocated next to the chapel in Via Pescheria. Beehgarvings: Bernardino Oppiiazza del
Campq 1650, Gaspero PecchioRiazza del Campd 761, Domenico de’ Ross$talio, 1718, or the view
of the square by Giuseppe Zocdhglio, 1739 — 1751, Siena, Collezione Monte dei Pasithstrated in:
R. Barzanti, A. Cornice, E. Pellegrimconografia di Siena., cit., 252, fig. 182; 222, fig. 166; 264, fig.
189; 268, fig. 190).

13 The architect Lorenzo Doveri together with the fgtomiere Antonio Palmieri suggested the demolition
of the chapel in 1833 and the same request was agaie in 1841 by the engineer Zanetti. A&Byerno
di Siena 386, Il, “Deputazione dei Conservatori dei Monutiei Belle Arti di Siena. Libro delle
Deliberazioni dal 1 dicembre 1829 al 20 luglio 185%dunanza del 22 gennaio 1833. Cited in Petrioli,
2007, 2.

®14Bernardina Sani, “Artisti critici, restauratoriencanti a Siena dallo storicismo al decadentismo” i
Siena tra Purismo e LibertMilan: Mondadori, 1988), 15-25.

1% For a list see Petrioli, 2007, 3 and FrancescéaRalha cappella di Piazza a Siena: storia, materiali,
conservaziongn “Quaderni di storia dell'architettura e restdyuXX, 1998 (1999), 152.

618 petrioli, 2007, 2. He explainsa‘magistrale versatilita tecnica del Becheroni riprodurre stili fra
loro differenti, spaziando dal gotico di meta Tret®eal classicismo rinascimentale del quindicesimo
secolo, applicando una idea di restauro-rifacimentuale a quella che seguira, in maniera ancor piu
radicale, il suo collega Sarrocchi per la Fonte @aove i pezzi in grave stato di conservazione eeag
rimossi e sostituiti da nuovi “in stile”
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example of the type of romantic restoration thas waployed by Manetti on the facade
sculptures of Siena’s Cathedral and, as | shalleéxpby Sarrocchi on the Fonte Gaia.
Sarrocchi's Fonte Gaia

Commission and Reception

The supervisory committee hired Tito Sarrocchidolgt the new fountain for the
square on July 29, 18%8’ The total amount collected by the commune viaigubl
subscription was just over 60,515 lire for the ¢nretion of the new fountaift® The
collection of funds proved to be more difficult thanticipated and thus, in order to speed
the project along, the commune stipulated sepamttracts for the fountain based on
money collected. In 1858 the central rear wall e@smissioned for 27, 285 lifé? The
lateral wings were commissioned next in 1861 f&&Ilire and the same contract
allocated 9844 lire for the marble to sculpt thetral wall®?° The 1858 contract
concerned the central and back wall of the fountdiile the lateral walls and later
structural modifications were stipulated with sigstee acts on August 28, 1861 and

February 24, 1868 In order to withstand the elements the new fountas sculpted

17 ASC, Carteggio, Cat. XIV, Lavori Pubblici 18. Themmittee was presided over by Carlo Corradino
Chigi. The other members listed include Gasperq Birigi Mussini, Alessandro Saracini, Tiberio
Sergardi, Scipione Bichi-Borghesi, and Bernardoom@i. Sarrocchi, 1924, 22.

18 The original estimate for the project was 100,@0 The total amount collected was 60, 514.26. lir
Banchi et al, 1869, 27.

619 ASC, Carteggio, Cat. XIV, Lavori Pubblici 18, J@9, 1858. The contract stipulated that Sarrocas w
to complete the job within three years from Auglist858.

620 ASC, Carteggio, Cat. XIV, Lavori Pubblici 18, Septber 28, 1861. This contract stipulated that
Sarrocchi had fourteen months to make the plastets ©f Quercia’s fountain and the plaster modwmls f
the new reliefs.

%21 The 1858 contract stipulateil parapetto centrale, la cimasa e le controb&dihis was to take three
years and cost 27, 285 lire. The 1861 contractilstipd ‘due parapetti laterali, escludendo la cimasa, le
controbassi e i due pilastri di testdt&his was to take sixteen months and cost 9,84Wr.80The 1865
contract stipulateddue grandi pilastri che servono per la base, tldgtaimasa, le basi interne e le sei
lupe” The price for this job was set at 10,034 liranBhi et al, 1869, 26-27. Pierini, 1999, 100.
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from marble from Seravez2% a more durable type of marble than that used bsr&a
four hundred years earlier. [Fig. 77]

Sarrocchi was commissioned for the new fountainombg because Milanesi was
already familiar with Sarrocchi’'s work from the Rigiani monument but also because
Dupre had recommended him highly to his friend LiMgssini, one of the members of
the fountain’s supervisory committee, and at theetiDirector of the Academy of Fine
Art in Siena. Sarrocchi was a natural choice ferfonte Gaia project because the
committee wanted to hire a local sculptor, and hdémetti and Becheroni were
unavailable (the first had moved to Livorno, thew®l had passed away). It is possible
that Mussini owed Dupre a favor since back in 18%¢as Dupré who recommended him
for the position of Director of the Acaderf’’. Apparently Mussini's friends (Giovanni
Dupré, Gaetano and Carlo Milanesi, Carlo Pini, @&uasti, and Luigi Venturi) had
made a bet as to which one of them would persusxédtake over the position of

Director left vacant by the death of Francesco N&fdt is even possible that the Fonte

22 The name of the marble comes from its locatiom®szza (Lucca). The contract stipulated the use of
“marmo ravaccione di Carrara ASC Carteggio, Cat. XIV, Lavori Pubblici, Jul®21858.

62310 1850 Dupré wrote a letter to Scipione Borghes®mmending Mussini for the position of Director
of the Academy of Fine Art in SienBirettore dell’Istituto senese di Belle Artietter dated April 1850.
Biblioteca Roncioniana, Prato: Manoscritti dellagalta Guasti, Filza 244, |V, cartella “Giovanni jre”.
Cited in Spalletti, 2002, 104. Mussini, called baéahtaly from Paris, held the position of Direcfosm
1851. He taught painting until his death in 1888.

624«Fy una gara fra i miei amici-ricorda Mussini-Gaetae Carlo Milanesi, Carlo Pini, Cesare Guasti,
Giovanni Dupré, Luigi Venturi, un vero assedio pefurmi ad attendere alla sucessione del Nenci che,
dicevano, mi era assicurata per poco che ne fagkssianda. Ben s'intende che la mia famiglia non
ristava dall’insistere nello stesso senso. Da Sigoia e la Sig. Maria Nerli, e quegli che alloramo
conoscevo e che fu poi si ottimo e caro amico mialiressero lettere premurosissirhBupre, 1893, 198-
201.
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Gaia project was first offered to Dupre who, as lsarinferred from a letter, was not
interested in this type of proje®t
On June 4, 1858, Sarrocchi was commissioned to mhekplaster casts of the
central and back wall “as soon as possible,” aljfhoa clause indicated that the sculptor
should not assume that this meant that he wouhlrbd to sculpt the new fountaif’
Conversely, it appears that the committee’s warmiag routine since informal
discussion of the commission to Sarrocchi had beguleast a year before the official
contract date. In December of 1857 Dupre wrotedsal,
this [the Fonte Gaia]shall be for you a time-consuming project and neayb
some earning, | hope, but unfortunately rathdl, because where you are able
you must faithfully copy the original sculpturesdamhere these are lost you will
have to bend your ingenuity and model your carafigr another’s even when
you are not inclined t&’
Dupre’s letter certainly does not make the job sbemticing. Yet Sarrocchi accepted the
commission despite such an unfavorable descriftfohhere are probably two reasons
for this. First, Sarrocchi was at the beginnindpisfcareer and thus certainlyglall job

was better than no job. And second, a commissioh aa the new Fonte Gaia, which

was located in such an important location and fithy Siena’s citizens, was precious

625 etter dated December 27, 1857. Cited from Sahipd®17, 11.

626 June 4, 1858. ASC, Carteggio, Cat. XIV, Lavori Bligh 18, Fonti Pubbliche. The original citation
reads, 1l Sig. Tito Sarrocchi di fare eseguire i calchiidassorilievi del parapetto centrale al pit presto
possibile, senza che per questo debbasi intendédata al medesimo definitivamente la commissione
della esecuzione del lavoro in marrho

627«[..] questo sara per Lei un lavoro lungo a forsegdalche guadagno, voglio sperare, ma alquanto
uggioso a mio parere, perché dove si pud bisogdelfieente copiare e dove I'originale ha perduto
gualunque traccia bisogna piegare il proprio ingegea modellarsi a quello, cui per avventura non siam
inclinati sempré’ Letter from Giovanni Dupre to Tito Sarrocchi ddtDecember 27, 1857. Cited from
Sarrocchi, 1917, 11.

%28 Sarrocchi also complained about the commissiddupre. He writes that the work was afésunissima
soddisfazione AD, Letter from Tito Sarrocchi to Giovanni Dupd&ne 7, 1858. See Pierini, 1999, 17.
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publicity that could potentially bring more comni@ss to the sculptor, assuming it was
received well.

We know that the new fountain was greatly admingthie majority of
Sarrocchi’s contemporarié$’ For the inauguration of the fountain on Januaryl369,
the celebratory pamphlet published for the occaproclaimed, “Today the Fonte Gaia
is restored to her primitive splendor, thanks ®ttdent and merit of our dear sculptor
and citizen Tito Sarrocchf* Mussini was even more laudatory in his evaluatidhjs
marvelous restoration, rather reproduction, offdmous Fonte Gaia, is a work that the
distinguished Sienese sculptor, who with force woddrous talent, identified with the
genius of Jacopo della Quercia, and maderisieraand emotion his owr** Not
everyone agreed with Mussini’s view. Indeed, Gus@mrocchi recounts, in 1924, that
one journalist thought that his father’s fountaiasin and of itself an act of vandali§#.
From the local press it appears that there werer alissenting voices but these did not
concern the fountain sculpture, but rather, thesttae to move the fountain and enclose

it with a gate®®

%29 See Luigi Rubechi, “Della Fonte Nuova di SienaBillettino della Societa Senese di Storia Path

Il (1868-1870); William Dean Howell§,uscan CitiegLeipzig: Heinemann and Balestier, 1902).

830«[ ] ed oggi la Fonte Gaia vedesi restituita alipitivo splendore, mercé I'ingegno e la valenzia
dell’egregio scultore nostro cittadino Tito Sarrdd¢ Banchi et al., 1869, proemio. See also Sarrocchi,
1924, 23.

831«| o stupendo restauro, anzi la riproduzione delliebee Fonte Gaja, lavoro nel quale I'esimio scuttor
Senese aveva con sforzo d'ingegno mirabile, sapettificarsi al genio di Jacopo della Quercia,agrie
sua la maniera e il sentimentol’uigi Mussini,Santa Maria della Spina. Il Pulpito di Giovanni B e il
Prof. Tito Sarrocch{Siena: 1876), 16. Pierini, 1995, 500.

32 The original citation readsute ventina di anni fa, una giornalista, che segtiiava anche a critico
d’arte, invid da Siena al suo giornale una corrisgienza nella quale, parlando della Fonte Gaia, tacc
quasi di vandalica I'opera di mio padfeSarrocchi, 1924, 159.

833 with regard to the first concern some critics @@jthat changing the fountain’s location was
disrespectful to the history of the square and @akr memoryLa Vita NuovaOctober 4, 1868, 4. Instead
in the article “Sulla nuova Fonte di Piazza del @ardi Siena”inll Libero Cittading December 20, 1868
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Faithful copy or Purist revision?
The differences between Sarrocchi’s Fonte Gaia an@uercia’s original monument
Although Sarrocchi generally followed Quercia’snographic program (minus
several border elements and the two full-scaleisi), he imposed a style and finish
on the monument that significantly altered what sagposed to be a faithful recreation
of Quercia’s Fonte Gaia. And even though Sarrosatohtemporaries saw his fountain
to be a faithful copy of Quercia’s monument, irsteection | shall demonstrate that it
was in fact heavily influenced by purism. The nesnté Gaia is a projection of the
artistic creation of a Sienese artist working dgrine mid-Ottocento which, for
Sarrocchi, meant a carving style influenced byahef Lorenzo Bartolini and Giovanni
Dupré. This is not surprising considering Sarroscaitistic formation under the
guidance of these men. | do not wish to imply ®atrocchi’s nineteenth-century
creation was in any way a critical rejection of Qu's style. Instead, | believe
Sarrocchi’s interpretation of Quercia’s fountairtade ascribed to a “period eye” that

failed to perceive Quercia’s robust plasticity amiique style entirel§?®

the gate was criticized because it did not allavitifsn to the fountain water. This is also notedha
archival documents. ASC, Carteggio, Cat. X1V, Lawrubblici 18, Fonti Pubbliche.

834 Gabbrielli has shown that two border elements wetenade and eight pieces were situated in incorre
positions compared with Quercia’s fountain. Gahlyi2011, 129. The two lateral parapet statuesewer
never executed. The project for the statues wasised by the supervisory committee after the finist
inauguration in January of 1869 and over the coafske following year. The committee felt thathi
fountain was to be returned to it’s primitive stten not only should the lateral parapet statees&ade
but so should the statue opattoadoring the Virgin which according to Tizio’s hisy was located below
her on the rim of the basin. In October of 1870 tisenof a public subscription to pay for the statisge
made but soon abandoned and the entire discussprt to rest in September of 1871. ASC, Carteggio,
Cat. XVII, Lavori Pubblici 611 Libero Cittading January 23, 187Qa Vita Nuova October 2, 1870.

3% Michael Baxandall writes about the Period Eyehia $econd section of his boBkinting and
Experience in Fifteenth Century Italy: A Primertive Social History of Pictorial Styl@xford: Oxford
University Press, 1988). As Baxandall explainsfedént ways of seeing objects are a direct resuibw
one’s brain applies knowledge to what one seess&prently, the interpretation of visual data mdfedi
greatly according to experience.
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It is quite likely that Sarrocchi believed thathed respected his contractual
stipulation that the new fountain be “a copy in biaiin everything the same and as
similar [to Quercia’s Fonte Gaid . He even describes his fountain in 1866 as a
“reproduction of the Fonte Gai&®®In June of 1858, before the official commission of
the new fountain, he was hired to create plast&isaa Quercia’s sculptures. Casts, such
as those made by Sarrocchi, generally served agiaan’s tool to aid the sculptor in his
task of copying an original work. [Fig. 78] In tiigase Sarrocchi’s plaster casts are a
particularly valuable tool because they recordstia¢e of the fountain before it was
removed from the square. By contrast Sarrocchéstpl casts preserve many figural
elements that have since been lost due to subsedamiage to Quercia’s fountain
remnants. For this reason they can also help stuct some of the qualities of
Quercia’s carving style which would have been napparent in their original stat?’
Sarrocchi’s plaster cast of Fortitude was partidylaseful to decipher Quercia’s relief,
discussed further on, and to reposition the figgihead which had not been properly

restored in the nineteenth century, as mentionetiapter three. The plaster cast of

838 The citation is from a letter written to the CiWtagistrate of Siena from Gaspero Pini and Gaetano
Milanesi from July 18, 1844. ASC, Preunitario. Attagistrali 545 (1844), cc. 219 and 226. The soulpt
described his fountain in 1866 (three years betfoeenauguration of the new fountain) ada.}
riproduzione della Fonte Gaia rintracciata su le tifate sculture di Jacopo della QuerciaASS, Istituto
d’Arte Duccio di Boninsegna, Affari generali, 18@6-1867), 1866, 63Iso recall that the July 29, 1858
contract for the new fountain stipulated that Sechd carve the new fountain “second I'antico disedn
Giacomo della Quercia, e delle stesse misure eopzagmi.” ASC, Carteggio, Cat. X1V, Lavori Pubblici
8371t should be noted that previous studies of Q@sanonument had to come to terms not only with
breakage but also witlayers of dirt which darkened the depths of the$aind thus deceived the spectator
as to the real nature of the forms. This is no éoran issue after the recent cleaning of Quercebles.
However, another problem has emerged as a resuayl almost none of the play of chiaroscuro ighlas
on Quercia’s reliefs and statues as a result ofdtlizal cleaning of his marbles. This disturbing
phenomenon was also noted by James Beck with régavbat he described as the “Spic & Span”
cleaning of Quercia’s llaria monument in Lucca. Sames Becl_'Arte violate, una valutazione sulla
cultura del restaurdFucecchio: European Press Academic Publishing22@0-46.
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Wisdom was similarly useful. The restorers, Lamianna and Potthoff, used Sarrocchi’s
casts in order to integrate Quercia’s originalafediccurately. [Fig. 79]

Apart from the plaster casts of Quercia’s fount@amrocchi also made his own
plaster models which he then used to create pemhaogies in marble. [Fig. 80] The
regularly spaced point marks on his models arecatilie of his use of the indirect
carving method. This method employs the use opeadior a pointing machine in order
to transfer measurements accurately from the plasthe stone. According to
Sarrocchi’s son, Guido, after creating the plasésts of Quercia’s fountain the sculptor
covered the casts with clay to build up the mis$argns and from these clay-casts made
his new plaster modef&®

A comparison of Quercia’s dismembered fountain r@ms, Sarrocchi’s plaster
casts, Sarrocchi’'s new plaster models and Sarrsaoéw fountain demonstrate that the
nineteenth-century sculptor was not as faithfuhefamous Reniassance original as we
would expect® As | shall demonstrate here, liberties were takefesigning and
carving the fountain’s replacement sculpturesallsttart my discussion from the first
relief on the left-hand wing of the fountaifipe Creation of Adanbefore discussing the
relief located in the same position on the oppasitey, The Expulsion of Adam and Eve

I shall then turn to the Virtues and the relietiod Virgin and Child, highlighting the

838 sarrocchi, 1924, 158. According to the inaugurapamphlet there were three sets of moulds: twe set
of casts of Quercia’s remnants (one left in theiginal state and the other set used with clay) thechew
plaster models. Banchi et al., 1869, 40.

%3910 March of 2011 Quercia’s restored fountain rentsavere finally displayed in Siena’s Santa Maria
della Scala museum next to Sarrocchi’s plastes@asd Sarrocchi’s plaster models, allowing visitors
compare the works directly. Prior to this instadiat for the last two decades, visitors could ongw four

of Quercia’s original marbles (the two full-scatarfale statues labeled Acca Larentia and Rhea Sihda
two reliefs which depict the Expulsion of Adam dxk and the virtue Wisdom).
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differences between the carving styles of SarroandiQuercia. | have selected the
Virtues Charity and Justice to discuss in furthetad because they warrant
supplementary scrutiny as | shall explain.

The relief illustrating th€reation of Adanfrom the left wing of the fountain is a
particularly good example of how, despite the enadeat Sarrocchi’s disposal, the
sculptor relied on his own invention and artisbenhation to carve the new Fonte Gaia. A
comparison of Quercia’s original relief and Sarfotcplaster cast shows that his plaster
cast preserves substantially more of the religf Qaercia’s original today. [Fig. 81]

This is because, as we may recall from chapteefl@eercia’s fountain incurred damage
in the nineteenth and early twentieth centuriessgbent to Sarrocchi’s intervention. In
Quercia’s damaged relief, both Adam and the figrir€od have been decapitated. The
modeling is broken in several places and many faragsoughly worn away. Adam’s
legs have been shattered, as has the figure ofsGpger torso. The nineteenth- century
cast is in better condition. It records the stdtpreservation before the fountain was
removed from the Campo. Sarrocchi’s cast showpdiséion of God’s head, lost in the
original relief, and preserves more of the figwalving, especially the area of Adam’s
chest and God’s right shoulder. Nonetheless, theteosition of the figures is hardly
discernable. It is possible to deduce the posaiwoth poses of the two figures from one of
Quercia’s later works, the Portal of San PetroniBologna, commissioned some six

years after the Fonte GAI&.

849 Hanson first noted this particularity in her moraggh on Quercia. Hanson, 1965, 61.The commission
dates to 1425. On the portal see Beck, 1991, 108.
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The relief on the left-hand side of the portal isl&na shows the same
arrangement of the scene, in reverse, as thateoRdhte Gaia. [Fig. 82] The relief in
Bologna shows, on the lower right, Adam who app&atse pushing himself up to a
sitting position with one arm. He has one leg edézhand the other bent. God, leaning
toward Adam, raises his left hand in blessing, &hik right hand lifts his cloak at the
waist. It is clear from a comparison of the twolptures that there are a number of
similarities, including the drapery of God’s clo@lkmposed in comparable patterns in
both®* In comparison, Sarrocchi’s relief from the new foBaia differs in several
respects. [Fig. 83] For example, Adam is modelegeny high relief, much more so than
could be inferred from either the nineteenth-centast or the original relief. The folds
of God’s cloak swoop down form his right shoulderass his chest and then from his
waist down diagonally to the right, each round foldating a lightly cast shadow.
Furthermore, God firmly grasps Adam'’s forearm appears to be lifting him from the
ground after having given him life. Sarrocchi migve invented the composition
because neither the original, nor the plaster copythe relief from the Portal of San
Petronio shows the scene. This type of creativegiation is explained by Guido
Sarrocchi, in his biography on his father, in tbkdfwing terms,

“If the erosion was marked, he had to recreatesgjng from the fragments, the
progression of the folds and the position of migdimbs. For those figures, for

8411t should be noted that Hanson dealt specificaltin a comparison of Quercia’s fifteenth-century
Creation scenes. In her discussion she distingsiiahmeajor difference in style from the Fonte Gagation
of Adam and the one at Bologna. This differencersites in the bulky draperies and lack of formalize
curvilinear rhythms in the first compared to thitda This is in contrast to Jacopo’s later styld aust
have been a result of a new influence that effe@eércia’s style between the carving of the twoksor
Hanson, 1965, 62-63.
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which unfortunately only masses remained, thetdréd to create anew,

according to thenanieraof Jacopo.®*?

Sarrocchi’s Creation relief demonstrates that thépsor was not preoccupied
with copying Quercia’s relief exactly. In fact, f@lows Quercia’s composition only
loosely. Clearly, for Sarrocchi a cursory approtcthe original was enough of a
facsimile when the original did not meet his aesthiaste. However, within these terms
the final relief can not be considered a copy bther, using Viollet-Le-Duc’s words,
“something entirely new®? It is notable how Quercia’s characteristic loopie folds
on the figure of God the Father (where the clodk faetween the knees), and the soft,
heavy folds creating sharp contrasts of light aaudk édiround the figure are gone in
Sarrocchi’s relief. Whereas Quercia’s figures inhalshallow stage Sarrocchi creates a
much deeper illusion, placing the figure of GodihdMPAdam and giving a greater sense
of space.

Quercia’s Adam is a young man, with an oval facé @mass of voluminous hair
and instead Sarrocchi's Adam is far more sharptyerdi his face is harder, with a jaw
line and the bridge of the nose defined by harthforn addition, each curl of his hair is
carved individually creating a far more rigorousatiment. This is Sarrocchi’s carving
style as we can see, for example, from the saménent of the hair on the figure of the
corpse that Tobias lays to rest from the funeraopument in the Pannocchieschi d’Elci

chapel (1873, Misericordia cemetery, Siena). [B&. This rigorous, almost stylized

642«ge |a erosion era pill accentuata, occorreva ricesantuendo da qualche frammento, 'andamento
delle pieghe e le posizioni di qualche arto maneaRer quelle figure, delle quali rimanevano, pogpo,
solo informi masse, I'artista dové creare, pureeattndosi alla maniera di Jacop&arrocchi, 1924, 158-
159.

%43 See page 176.
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treatment of the hair derives from Duprée’s art@s loe seen on his personification of
Astronomyfrom the Tomb of Ottaviano Mossotti (1863, CampdsaPisa). [Fig. 85]

TheExpulsionrelief, from the right wing of the fountain, aldemonstrates the
clear influence of purist models on Sarrocchi’'sr@in. [Fig. 86] The original relief is in
better condition than its counterpart on the odposing discussed above. However, the
upper left corner of the relief is fractured andtioa far left the angel’s head and both
arms are lost. To the right of the angel is tharkggof Adam, in higher relief, and
consequentially in worse condition. He is missiimgtead, one arm and both legs.
Sculpted in low relief, Eve, to his right, is betpgeserved although she too is missing
part of one leg and a deep fissure runs througlotier leg and continues diagonally
across the rest of the relief. Sarrocchi’s plastst shows Adam and the Angel in
roughly the same condition. Eve, however, is preskentirely and there is no trace of
any fissure. [Fig. 87] Another copy of the scenteddrom the end of the fifteenth-
century. This copy, despite subtle differencesindreation of spacé? provides a
rendering of the figures and their positions tsahpre faithful to Quercia’s original. The
relief, located above the door of the Piccolomimidry in Siena’s Duomo, shows the
figures in their entirety*® [Fig. 88] Adam is shown with his head craning Inehiin the
direction of the Angel pushing him beyond the galis.legs overlap those of the Angel
and his hunched shoulders direct the movementeofdiief toward Eve, on the right.
Here too, Quercia used the same subject on oreegétiefs of the Portal of San

Petronio, though, unlike with tH@reationscene, he does not use the same

%44 There is more space at the top of the relief betvtbe figures and the frame.
%42t has probably been there from the constructitthe library in 1495 since the wall beneath it was
frescoed in 1502 with the rest of the room by Rintinio. Hanson, 1965, 63. Gielly, 1930, 33, n. 2.
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compositior®*® [Fig. 89] Thus, the Piccolomini relief is the ordyample that preserves
the position of the heads, lacking in both theioagjand the nineteenth-century cast.
Interestingly, as | discussed in chapter three vagard to Bruni’s drawing of the scene,
Sarrocchi did not use the Piccolomini relief to leleahe composition of his final relief
closely to reflect the forms of Quercia’s originghrrocchi positions Adam’s head at less
of an angle, no longer engaged with the angelsibabout a three-quarter turn, and he
reduces the space between Adam and Eve so thaAdam’s head overlaps Eve’s
shoulder. The position of the Angel's head is &lsanged so that he appears to be
looking at the ground and not at Adam and Eve. &lvhsinges alter our reading of the
unfolding drama. Sarrocchi makes the Angel appanst apologetic and Adam more
accepting of his fate.[Fig. 90] The relationshifpmeen the figures and the recession of
space is also different. Quercia’s figures arengthwhile Sarrocchi positions the Angel
and Eve behind Adam as their footing makes clelais more plausible spatial
arrangement is a sign, as is the altered drantBawbcchi’s attention to naturalism, a
major concern for purist sculptors.

The difference in composition and finish that | awtlined in the reliefs of the
CreationandExpulsionmay be extended to a discussion of Sarrocchi'srattliefs as

well. Quercia’s female Virtues and the Virgin havdistinct facial type. [Fig. 91] Their

4 The Angel appears on the right side of the reli$.head overlaps the gate and is positioned fapki
straight at Adam. Adam is being pushed out of tuw@lgn. The Angel’s left arm locks Adam’s right arm
which is bent uncomfortably and at the same tirme &position protecting Adam’s face. The Angel’s
right arm is positioned on Adam’s hip pushing himto Eve. As opposed to Quercia’s Fonte Gaia relief
here only Adam'’s foot overlaps the Angel and thisr@n intense feeling of anger as the two men gdeem
stare each other down. Eve is also positionedréifitty. She has her head tilted to the left andtipos her
hands across her body like a modest Venus. Clesrlyjs now ashamed of her nudity. The recession of
space is also limited by the mountain behind AdachBve which limits the depth of the relief.
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faces are all composed of a long oval, a high feadha straight bridged nose and a small
mouth. The eye is created by a straight line belekle above the lid arches at the
center and slims to points at either side of thes enly partially covering the pupil. The
eye itself is not deeply set. The eye seems tgaaund at the same time the pupil, being
only half covered by the upper lid, seems to loplatisomething undefined. Sarrocchi
instead creates a deeply set eye by modeling thesfboth above and below the pupil.
[Fig. 92] His attention to the anatomy of the eyeniore naturalistic than Quercia’s more
abstract delineation and derives from contempgparist models. Compare Sarrocchi’s
Faith, for example, with the similar configuratiofhthis facial feature on Bartolini’s

Faith or the left-hand figure of Charity from Dujg®lonument to Berta Moltke Ferrari
Corbelli. [Fig. 93] In each case the deep set qugnl gives substantially more
expression to the face than Quercia’s style is @bimpart and consequently reveals
inner sentiment more readily.

Sarrocchi was even more inventive and creativages where Quercia’s original
reliefs were less decipherable. The relief of titué Charity is an illustrative example.
Quercia’s relief is broken, shattered and badlynaway. [Fig. 94] From the fragment it
is possible to discern a figure from the waist dpwith only a general impression of the
figure’s legs positioned diagonally toward the tiglde of the composition. Sarrocchi’s
nineteenth-century cast does represent the upfesfiibe relief, but this only preserves
the empty niche since the head and torso weredslieat by then. [Fig. 95] It is not
possible to identify attributes and thus, from teanants alone, one can not securely

identify the Virtue. This fact has led scholarelikames Beck to suggest that the figure
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represents Humility, rather than Charity, as iser@mmmonly found in the literatufé’

As discussed in chapter two, Beck’s proposal isotfou Following Hanson’s conclusion
on the subject, the identification of the figureGisarity makes the most sense in relation
to the other Virtues (whose attributes are legiié)n the nineteenth century the
iconography of the relief was apparently not anéssince the relief is referred to as
Charity in period documenté’

Sarrocchi depicts Charity as a mother nursing @iy In her right arm and
holding a sleeping toddler in her left. [Fig. 96]eltoddler is seated on her left knee with
his legs dangling between her legs which are srhyifgositioned diagonally toward the
right side of the composition as in the origindiafe Since there is no indication of the
rest of the composition from Quercia’s relief onenders how Sarrocchi came up with
this composition. Carpellini explained that for theue Charity Sarrocchi was free to
create anew since there was “nothing left” of thginal relief; the result was that he
invented “the modern” replacement, which he evgnesi®>®

Sarrocchi’s figure suggests a Renaissance modés wWia carving style is

obviously nineteenth-century in appearance. Thpaigeof the Virtue’s robe, for

47 Beck, 1991, 83. See my discussion in Chapter @vothe various depiction of Charity in art see Wind
1937-38, 322-330.

%48 From left to right: Hope gazes upward at the Ghofisld. Wisdom holds a book on her lap. Fortitude
wears armor under her cloak and holds a shiel@mliefi side. Prudence holds, in her left hand biteken
remains of a snake. Justice holds, in her rightihtire broken remains of the hilt of a sword. Clyds
attributed on the basis of elimination. She isdhky theological Virtue missing from the program.
Temperance is attributed on the basis of Supinomebounts that she held a measuring instrument.
Supino, 1926, 40. Faith is identified by a largessrwhich she holds upright with her left hand. $tem
1965, 58.

%4°The commemorative volume identifies the figureCharity (Banchi et al., 1869, pt. Il, ‘La Carit¥}
does the 1904 catalogue for tiestra dell’Antica Arte Senes&ee Ricci, 1904, 244.

850«Nella figura della Carita, pero della quale non @meva pit traccia, Tito Sarrocchi era libero
d'immaginare, e qui dopo avere manifestato I'antiedore, nel rifare la Carita scopri il modernopese
all'opera la sua firm&' Banchi et al., 1869, 27.
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example, is sharply delineated and has no resecilarQuercia’s much rounder forms.
Sarrocchi creates the folds of drapery in a disttreavay, hard and relatively flat, like
those that delineate his figures’ drapery in thefref the Discovery of the Crosd.860,
Santa Croce, Florence). [Fig. 97] Shortly after pteting the Fonte Gaia Sarrocchi
reused some of his models. It is interesting t@ tloat Charity was copied for the
depiction of another statue, this time in the rquefdhe same Virtue for the Buoninsegni
monument (1870, Misericordia cemetery, Siena) wkiak elaborated just after his
Fonte Gai&>* [Fig. 98]

Notwithstanding notable differences in carving epybarrocchi’s Virtues respect
the proportions of Quercia’s Virtues. Sarrocchustice is proportionally analogous to
Quercia’s figure even though the original reliet macurred an almost complete loss of
the background. Both the original relief and Sacho's plaster cast show a fractured hilt
and sword in Justice’s left hand and both are misker right forearm entirely; it must
have been in very high relief. For his new modet&=hi placed a sword in Justice’s
left hand and a set of scales which dangle fronrigat hand over her knee. There is no
indication of the presence of scales in Quercialief, and the fifteenth-century drawing
of the fountain although a depiction of an earlieodified program, as discussed in
chapter two, also shows Justice with just a sWifrd.

From this discussion it is clear that Sarrocchosté Gaia transformed Quercia’s
Renaissance work, via purist revisions, into a saace Revival work that is only

partially dependent on the original monument’s giesHis fountain is a reflection of

%1 The monument was commissioned in 1864 and instailé870.
%2 Hanson, 1965, 57.
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nineteenth-century values. Like Manetti's facad@®cres for Siena’s Cathedral and
Becheroni’'s Cappella di Piazza, it demonstratesrraantic restoration consistent with
the precepts of Viollet-le-Duc was common in Sianaund the middle of the nineteenth
century.

Conclusion

This dissertation recounts the history of Sien@ste Gaia, this concerns the
history, construction and restoration of the monoie its entirety, not just Quercia’s
famous Renaissance monument. One of the goalssddttidy has been to integrate our
knowledge of the monument with the early (Treceata] late (Ottocento) history of the
fountain as the study of these periods providesitisa better understanding of both
Quercia’s Fonte Gaia and the monument today. Tiegedation makes important
contributions to the history of Jacopo della Queeamd Tito Sarrocchi as well as to the
history of others artists such as Giovanni Brumtdghio Manetti, Lorenzo Bartolini, and
Giovanni Dupré. Further, this dissertation addghégrowing knowledge of marble
restoration and talks about the history of predemaThus, it shall be useful to scholars
of early Italian art and Nineteenth-century Reviaglas well as to scholars of other
disciplines such as water engineering, materidloglland Risorgimento studies.

My research reveals that the Trecento fountaingtesed the site and probably
the form of the fifteenth-century fountain and nuyvey of early Italian fountain design
demonstates the singularity of Quercia’s monumdgtdiscussion of the logistics of
water transportation in the fourteenth and eaftgdnth centuries, and the construction
of Siena’s bottini contribute to a more thorouglierstanding of the spectacular

importance of the Fonte Gaia’s fresh, running wetéhe Renaissance.
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Next, | outlined the history of Quercia’s fountairhis entailed a discussion of the
fountain’s commission, the meaning of its iconotiapl program and its influence in
the art of the fifteenth century. | also put foatimew interpretation of the lateral parapet
statues, which | argue are references to Gaian ttaced the sad story of the fountain’s
later history plagued, as the archival documerdgate, by acts of vandalism and
disrepair. Finally, | recounted how Quercia’s das@garbles were finally restored. In
this section and related appendix, | explain hosvrttodern restoration project was
carried forth and shed light on how the discovdrgaychromy and gilding on Quercia’s
Fonte Gaia may affect our perception of Renaissaogipture.

| then turned to the Ottocento to explain why Qisgsdountain was dismantled
and, following Petrioli’s lead in other contextty@dated the role Gaetano Milanesi
played in the commission of the new fountain. | dastrated how the commission was
tied to the impending unification of Italy and eaipled how the burgeoning sense of
historic preservation led to the creation of a m@nument. Sarrocchi’s life and artistic
formation were discussed next as they provide tis avhew understanding of stylistic
restoration practices in the mid-nineteenth centlutlyen explored, through visual
analysis, the relationship between the carvingestglf Sarrocchi as opposed to Quercia.
The information gleaned from my comparison demeassrthat the new fountain was
heavily influenced by the art movement purism, ag@ result, it is neither correct nor
just to consider Sarrocchi’s fountain a mere cop@uercia’s Fonte Gaia. Sarrocchi’s
fountain is a reflection of nineteenth-century king about Renaissance art, and the
project, stimulated by the Risorgimento, is a wften of the social and political history

of Siena and of modern Italy.
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Appendix |

Fons papalis, Viterbo.

In 1268, under the direction of the viscontes pafaniero Gatti, the fountain
known as the fons papalis was built on the logdithe Palazzo Papale. The loggia
probably served as both a courtyard for quiet coptation and as an antechamber for
persons awaiting admittance to the h&ifsThe fons papalis celebrated the completion of
a newly constructed aqueduct in Viterbo that skredicfrom the opposite southeast end of
the city to the papal palaé&’ The fountain was restored following damage inaliine
the fifteenth century when the posterior facadthefPalazzo Papale collapsed on it; the
only original elements to survive are the centhafsand raised cupy® The salvaged cup
is circular in shape and is decorated in reliehvaitstrigilated motif. Along the cup’s
exterior twelve leonine masks serve as water sp@dser pours from the leonine spouts
into the restored basin below. Gary Radke has sugge¢hat the iconography of the fons
papalis served to further the association of thetoithe papac$>® He is probably
correct as it is likely that the fountain servedhagference to the sovereign authority of
the pope, just as the fountains regularly set upoimt of communal palaces often
emphasized civic authority.

San Tommaso or Fontana della Morte, Viterbo.

The fountain of San Tommaso has a central spihdiertses from the circular
basin into a shape approximating a liturgical dimorand then culminates in a pinecone.
The upper half of the ciborium is decorated witlizs¢d acanthus leaves while the lower
half is articulated with four lion spouts that pauater into the basin below. The name of
the fountain derives from that of the church loddtethe same piazza. In the sixteenth
century the fountain became known as the Fontaltea Merte (or fountain of death)
when the Confraternity dell’Orazione e della Monas transferred to the church of S.
Tommasa”’

San Faustino, Viterbo.

Following the same fountain type is also San Faastiuilt of peperino stone.
Here instead of a circular basin the fountain hpslggonal basin elevated on a base
composed of five steps. The fountain’s decoratiotoincentrated on the spindle that rises
from the center of the simple geometric basin. [Diaeer part of the ciborium is
articulated with lion spouts while the upper pattie decorated with coats of arms and
the usual pine cone terminates the whole. An ipion in Gothic letters, located
between the lion spouts, records the names ofcilipters lacopo di Andrea and Gemino

®33Radke, 1996, 73.

®54Radke, 1996, 73. See also Cesare Pihgalazzo papale di Viterbo nell'arte e nella stotViterbo:
Agnesotti, 1910).

8% Agostinetti, 1985, 102.

%%°Radke, 1996, 73.

857 pgostinetti, 1985, 38. See also Bonelli, 2001, 35.
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di Mastro Francesc®? It was financed, according to a statute from 125tirely by the
citizens of the neighborhood in order to have astepotable watet’

Pianoscarano, Viterbo.

The fountain of Pianoscarano, built in 1376, follotlne same basic structure as
the earlier Viterbese fountains; its central spintiowever, is more complé% The
lower half of the pyramidal ciborium is articulatbd six trilobed arches that open to
reveal lions (the city’s emblem) standing on guémdcontext the lions seem to serve an
apotropaic function protecting the fountain’s wateéhey are at once the guards and the
purveyors. Directly above the lions, six figuressafnts carved in low relief ornament the
upper half of the ciborium. The fountain, like tsalier examples at San Tommaso and
San Faustino, demonstrates the same general avéstcs prevalent in Viterbese
fountain design: a centrally planned, spindle-shdpentain whose ornamentation
reflects allegiance to the city (lion) and to Rofpme cone).

Appendix Il

Preliminary research in the Opificio delle Pietrer® Florence, on the condition of the
Fonte Gaia.

A preliminary study was conducted in the labor&swf the Opificio delle Pietre
Dure to determine the condition and compositiothefpatina on the marbles. The results
acquired from this study were fundamental to evalgaethe course of action to clean
Quercia’s marbles and determine the tools that avbalnecessary. The Opificio’s study,
published in 1990, consisted of the analysis ofartban thirty samples that were taken
from various parts of the monument: sample #31 céoneexample, from Eve’s right
forearm while sample #24 from Adam’s fd6t.Each specimen was analyzed using
several testing methods: X-ray diffractom&tfyinfrared Spectroscop¥, an optical
microscope with reflected light, and specific stastts to reveal the presence of any
organic materiai®® The exams identified the principle componentsefgatina and
encrustations as gypsum, calcium oxalate, silicatelscarbon particles. The patina was
composed primarily of hydrated oxalates of calcivdeddellite (CaG 042 H, O; not

zzz Chiara Maiano, “Fontana di San Faustinofli€entro Storico di Viterbp206.

Ibid.
%0 idia Gregori, “Il Quartiere di Pianoscarano”liCentro Storico di Viterbp55.
%! Andrea Bralia, Mauro Matteini, Arcangelo MolesdaBiuseppe Sabatini, “Le patine della “Fonte Gaia”
di Siena, studi e confronti tra | prodotti di fore@ne natural e gli analoghi di sintesi”@PD Restauro
(Rivista dell'Opificio delle Pietre Dure e Laboratdi Restauro di Firenze, 2, 1990, 97-101).
62 Eric J. Mittemeijer and Paolo Scardi edBiffraction Analysis of the Microstructure of Matais
(Berlin:Springer Series in Materials Science, 2004)
83 Michele Derrick, Dusan Stulik, and James Lantitfrared Spectroscopy in Conservation Sciefiaes
Angeles: The Getty Conservation Institute, 1999).
84 My thanks to Prof. Maria Giovanna Vezzalini of tiéneralogy department of the University of
Modena for her help translating these technicahser
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inferior to 80% and often around 95%) and Whewe{[aG O 4H , 0).°°® The color of
this film varied from a light honey color to a darlorange color depending on the
marble surface.

In the case of the Fonte Gaia marbles it is prab#idt the formation of the
patina was due to the deposit of organic matesibich over time was transformed via a
gradual process of mineralization to oxalates. Sunchings are not unusual, especially,
for marble sculpture that has been located foreattgnded period of time outdoors. The
external patina on such monuments is generallyacitenized by a yellowish hue that is
caused by the presence of calcium oxalate. Tisrfiay then be partially covered by
other darker hues, even black, made up of depafsggpsum and carbon particles. The
thickness of the patina may vary from 30 to 48®on the same monumetit.
Occasionally small round black holes appear insaogethe surface of the patiffa.This
type of damage is known as pitting and can creatdl $lack cavities in the underlying
stone evident under a microscope and, at times, tevihe naked eye as attested on the
Fonte Gaia. Generally, the patina is not solubleday, even acid rain, and hence is
sometimes considered beneficial since it protéetsnarble from the assault of acids
from the atmospher®&®At the same time, however, the patina does noivaliater and
salts to exit the stone (these inevitably permteestone from the ground) and this leads
to serious structural damage. Lastly, as in the ohshe Fonte Gaia, the patina can chip
or flake off particularly where the marble is brakéhus revealing the white marble
underneath (effecting a sort of mutilation of tlgufes) and making such areas
susceptible to acid rain. A further agent of deisayiological colonization which is
associated with the presence of water and the pidang that roosted on the fountain.

The removal of Quercia’s Fonte Gaia from the Pald@&ubblico for restoration and
treatments used in its cleaning.

In 1989 the right wing and lateral parapet statuese the first to be dismembered
and removed from the loggia, followed in 1995 by kbt wing and in 2000 the
remaining central section (rear wall) of the foumt®nce free from the surrounding
structure each piece was wrapped in white pacloagifand crated for transport. [Fig.
99a, b, c] Some of these pieces were wrapped ind4ges®®® and where necessary
plaster was applied to fractured areas on siterbéfansport. In order to lower the crates
down to street level (some fifty meters below)rgdéacrane was parked in tR&azza del

%% The formation and quantity of these componenisfisenced by several factors including humiditi, p
levels, temperature and other climatic conditi®@ee Piero Tiano and Carla Pardini ets.Patine,
Genesi, Significato, Conservazioftérenze: Nardini Editore per la Conservazioneadovizazzione dei
Beni Culturali del CNR, 2005), 21.

¢ Tiano and Pardini, 19.

%7 Tiano and Pardini, 21.

%% Bralia et al., 98.

9 These are referred to as safety banddgesdaggi di sicureziand were made up of Japanese paper
fixed to the marble with the application @ldstomero fluoruratpAkeogard CO. See Landi, Manna and
Potthoff, 2009, 23.



223

Mercato,the square located behind the Palazzo Pubbliesttirunder the loggia. [Fig.
100] The crates were then transported at firshéd®Ipificio’s laboratory in Florence, and
in the year 2000 directly to the laboratory of Sddlla Scala in Siena.

The lateral parapet statues (identified in the duents pertaining to the
restoration as Acca Larenzia and Rhea Silvia) badight wing composed of the panels
representing Temperance, Faith, and the Expuldiédmlam and Eve were cleaned first
(my phase one). A chemical process was used ta these sculptures. In order to
remove the black and dark grey layers, known asrb&ta neraa solution made with
ammonium carbonate was used to clean the marlfleceuThe percentage of
ammonium carbonate used in the solution variediderably (anywhere from five to
twenty percent) depending on the area treatedrgetgpercentage of ammonium
carbonate was used where the thickness of the atinns was higher and since this
varied each area had to be evaluated separatedyprboess entailed covering the marble
surface with wet packs impregnated with the ammmorgarbonate solution thus allowing
the chemical to act on the surface. The perioithw that the wet packs were allowed to
rest on the marbles was another variable deterntasel by case by the restorer.

In the early nineties, to clean stone, ammoniurbaaate was employed more
often and while it continues to be used today @tsig projects it was not a particularly
good choice for the Fonte Gaia sculptures. Thelpnod evinced with this treatment
concerned troubles in controlling the level of diea. For example, the restorers found
that the wet packs tended to leave halos on thelemaurface resulting in an uneven
cleaning. In order to eliminate the halos success®atments had to be done which led,
overall, to a drastic and unnatural whitening & tharble surface which is evident when
comparing any of the sculptures cleaned in phasdmthose cleaned in phase two. In
sum the team found that ammonium carbonate diduibtheir needs as variables (such
as the percentage of the product needed and th&atuof time the product interacted
with the marble surface) were hard to control am@ny case, did not provide
satisfactory results.

In the final stages of cleaning a mechanical teghey known as Air Brasive, was
also used to remove surface encrustations. Thisigge employs micro particles of
sand and pressurized air to essentially sand tdgmsisits off the surface of the marble.
Finally, where a more controlled cleaning was neass deposits could also be scraped
off by hand using a scalpel. These last two methegte used consistently, when and
where necessary, through both phase one and phase t

In 1996 due to the inadequate results attainedyusmsimmonium carbonate the
team began to experiment with different optiong doauld effectively replace its use.
Further testing was executed by the Section of ®Bnmental Geochemistry and
Conservation Studies of the University of Sienaeilbtudy revealed that, a part from the
crosta neraan eighteenth century applicati@tiglbaturg and an okra colored patina
had been applied to the monument. This patina halagply been applied intentionally
and relatively late in the history of the monumsinte it was found on areas that had
already been damaged and thus conceivably appi@mthysbefore the fountain was
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dismantled. This patina was also composed of twertaof calcium oxalate, the upper
layer weddellite, and the lower whewellf@.

6791 andi, Manna and Potthoff, 2009, 21. Whewellita ismiineral deposited from low temperature
hydrothermal solutions which have come in contdth warboniferous lithologies, releasing methane.
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Documents

Document 1. Contract January 22, 1409 and Juné1P. Transcription in Beck, vol. Il
347-349.

The terms of the contract for the Fonte Gaia betwdaeopo della Quercia and the
Sienese Comune.

In nomine Domini amen. Hic liber continet in seidetationes et decreta que
fiunt per infrascriptos magnificos et potentes dowsi dominos priores gubernatores et
capitaneum populi comunis Senarum nec non delibekd reformationes et consilia sua
per ipsos fient [=facta?] tam in consiliis...[papaimed] quam etiam in consiliis populi
tempore eorum offitii videlicet de mense lanuatiFebruarii MCCCCVIII
[FMCCCCVIIII, modern] indictione secunda, tempomngificatus sanctissimi in Christo
patris et domini domini Gregorii divina providenpape duodecimi, quibis duobus
mensibus presederunt dicto magnifico et laudaHili@ dominorum priorum et capitanei
populi dicte civitatis scriptas et notatas per meokum Laurentii de Belforte, civem
Senensem, notarium publicum, pro dicto temporermtaprefatorum dominorum et
eorum consistorii, quorum quidem dominorum hec swmina videlicet:

Domininum lohannes Bandini legum doctor
Andreas lohannes Bardi de terzerio civitatis
Pietrus Vive aurifex

Paulus lohannis Landi
Angelus Tofani de terzerio Kamullie
Ser Antonius lohannis Gennarii

Andreas Augustini bacherius capitaneus populi

Andreas Ambrosii Bonelli
Franciscus Bucci pizicaiolus de terzerio Sancti tifan
Antonio domini Guiglemi

Vexilliferi:

Magister Franciscus Albertini vexillifer terzerivgatis

lacobus Tommasii Chechi bancherius magister ter@ammollie ser Christoforus
Andree notarius cancellarius et ser Pietrus NeartiWi notarius domini capitanei,ser
Nicolasu Laurentii de Belforte notarius consistdigtorum dominorum die prima
ianuarii domino lohanne priore, magnifici et poentlomini priores gubernatores
comunis et capitaneus populi civitatis Senarum kmmre solito convocati, et cetera.

Nomina offitialium balie sunt infrascripta videlice
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Dominus lohannes domini Francisci de Belantibusitegloctor, Renaldus
Andreocii de Petacciis, Paulus Minucii Bergagle,lsbannes Pieri Ture notarius,
Antonius Bartholomei Saragniola, Aringherius doniicolai, dominus Carolus
Angelini decretorum doctor, lacobus Massaini leégritis, lacobus lacobi lanifex, pro sex
mensibus electi die viii novembris et finendi..gbk]. Prefati magnifici domini vexilliferi
magistri et offitiales balie concorditer et cetefpaper ruined].

Die xxii lanuari deliberaverunt magnifici Domini €fffitiales Balye quod fons
Campi fiat per magistrum...[blank] eo modo et forebg@rout designatus est. Et quod
habeat duo mila florenos auri senenses non obistsnguibuscumque, et quod promictat
et se obliget etc. Et quod eidem magistro detwdadi possit laborare, etc. Iltem quod
eidem explanentur vie sumptibus Comunis, ita quodlacat laborerium, etc.

Conventioni infra il magnifico Comune di Siena etanaestro lacomo del
maestro...[blank].

1.In prima, che maestro lacomo predetto sia teawtebba fare o far fare uno
disegno d’'una fonte nela sala del Consiglio coaghamenti, figure, fogliami, e cornici,
gradi, pilastri, beccatelli, lupe e altri lavoragionati.

2.ltem, ch’ el detto maestro lacobo sia tenutolabdanfra il termine di 20 mesi,
cominciando in calende aprile proximo seguira #€l9 edificare, e avere edificata una
fonte di marmo in sul Campo di Siena nel propriagho la du e la fonte al presente, di
longheza di braccia xvi e di larghezza di bractia,cho’ le figure, foglame, e marmi
che nel disegno soprascritto chiaramente si dimamst non diminuendo alcuno lavorio,
ma piutosto miliorare e acresciare.

3. Item, che esso maestro lacomo sia tenuto e debde far fare la fonte
predetta, cosi da I'acqua in giu come da I'acqusuire le sue proprie spese d’ogni
lavorio; intendendosi che per infino a I'acqua drdie in giu uno guazzo sia di marmo, e
da inde in su di mattoni con certe pietre necessadportune al difitio de la detta fonte,
con iscialbi e muro ragionevoli per lo lavorio pe¢td.

4. Item, che a maestro lacomo predetto sia lecéttare e far mettate in Siena
tutti marmi, calcina, calcestruzo e mattoni e quehe altre sode fussero necessarie per
lo detto lavorio senza pagare alcuna cabella; e aifttenda essere francho e libero, se
per lo soprascitto contratto uscisse alcuna cabéttamuno di Siena.

5. Anco, che del presente contratto, el detto madéstomo, volendolo publico,
el notaio ne sara rogato non ne possa ne debba iveche fiorini...[blank]

6. Item, ch’ el detto magnifico Comuno di Sienatsiauto e debba dare e pagare
al detoo maestro lacomo, per lo lavorio predetbe| grezo e quantita de pecunia sara
dichiarata da Francescho di Cristofano, al preséafgtano di Popolo e Gonfaloniere di
Giustitia; non passando pero la somma di fior.esélijcento senesi, ne da 1500 senesi
in giu.

7. Iltem, ch’ el prefato Comuno di Siena sia tereuttebba dare e fare el detto
pagamento di due mesi in due mesi, come toccaapeedella somma predetta,
cominciando in kalendeaprile proximo seguira, rexelo dall’operaio dell’acqua, con
gue’ modi si pagano maestri e lavoranti, [che] tano ne’ lavorii delle fonti.

8. Item, che al detto maestro lacomo sia lecpossa cavare e far cavare a ogni
marmiera e petriera per lo lavorio predetto, sexi@ana contraditione, pagando el debito
prezo secondo el costume de I'Uopera Sancte Marie.
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9. Item, che tutto e lavorio vechio de la murdglBi levara da la fonte vechia,
sia e essere s’intenda del detto maestro lacomo.

10. Item, ch’ el detto maestro lacomo sia tenutielgba fare e curare che le figure
de’ lavorio soprascritto siena et essere s’intendastranti, second el corso de’buoni
maestri, faciendo tutte le predette cose a buatadesenza frodo.

Ego Cinus olim Guidonis de Belforte, civis Senemsiblicus imperiali actoritate
notarius et iudex ordenarius, id tutum quod suprginetur scriptum manu mei, litterali
sermoneusque in trigesima linea presentis instrtipsEmiptum inveni, vidi et legi in
guodam libro sive memoriali facto in consistoriavdoorum priorum civitatis Senarum,
esistenti inter abreviaturas et proto colla seohlicLaurentii notarii defuncti, et totum id
guod supra continetur vulgari sermone a dicta $iiga linea infra scriptum inveni, vidi
et legi in quodam folio bonbicino existenti in qaadlfilza gestorum in dicto
connsistorio, manu dicti ser Nicolai omnia premiss@pta fore cognovi ipsumque ser
Nicolaum et eius scripturam bene novi et omnialejehter auscultavi et in predictis
libro et folio. Et quia utrumque concordare invaiiaddito vel diminuto quod secundum
mei notarii conscientiam mutet aut variet intellaot ideo autoritate mihi secundum
formam statutorum senensium concessa hic me puliegcripsi et publicavi anno
dominice incarnationis millesimo quodrigentesimadecimo, indictione quinta
secundum usum et cursum notariorum civitatis Samadie prima mensis iunii,
Romanorum imperatore, ut fertur Senis, vacantadebbur predictorum singnum et
nomen meum aposui consuetum.

Ego Francischus olim magistri Agustini de Senisligub imperii auctoritate
notarius et iudex ordinarius totum quod supra c@&ttir et scriptum et exemplatum est
manu dicti ser Cini, videlicet ab eius supra, damnpinveni, vidi et legi in dicto folio
bombicino existenti in quadam filza gestorum intadiconsistorio manu dicti ser Nicolai,
guem ser Nicolaum et eius scriptum bene novi etcalem ser Nicolao scriptum fore
recognovi et dictum sumptum cum dicta originalieaatura simul et una cum dicto ser
Cino diligenter legi et auschultavi, et quia utruraqad invicem bene concordare
invenimus, ideo ex commissione in me facta secunidumam statutorum Senarum
propria manu scripsi et publicavi anno Domini, ctdine, mense et die hic supra de
proximo annotatis, vacante Romanorum imperatojtaicitur Senis, et cetera.

Die xx mensis octobris 1419 cassatum et cancellgemme Anthonium lohannis
Gennari notarium de voluntate dicti magistri lacobiliberationem factam domino
Caterino operario, pro comune Sanarum, opere SMuarte et dicte fontis de qua
constat de manu mea.

Location: ASS, Opera metropolitana, Diplomaticoyuky 22, 1409.

Document 2. Letter dated July 18, 1844. Transanipin Petrioli, 2007, 6.

Letter to the Civic Magistrate of Siena from Gagpeini and Gaetano Milanesi.
Archivio Storico del Comune di Siena, PreunitaAtti magistrali 545 (1844), cc. 219
and 226.
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lIl.mi Sig.ri Gonfaloniere e Priori del Magistra@ivico di Siena

Vedendo noi a che miserabile termine & condotffde della nostra Piazza, e
conoscendo altresi che se piu s’'indugia, ogni peduwmento si fa vano ed inutile;
abbiamo stimato essere debito di buono e zelatt&elitio di muovere con povere si, ma
pur sentite parole 'animo de’Senesi a toglierenalfjuesto danno e vergogna della Citta.
Che se la nostra voce puo avere alcuna forza editaunoi la innalziamo per confortarli
a procurare con una volonta dispostissima, e carcastanza non ordinaria che questa
impresa possa avere quello effetto che € piu corda@i desideri nostri. Intenzione nostra
e adunque che della Fonte di Piazza si debba fereapia in marmo in tutto eguale e
somigliantissima: che le parti ornative, e precieatae le esterne siano de’ marmi nostrali
di Montarrenti, di Vallerano, e di Gerfalco; i qualtreché saranno di minima spesa ci
sembrano per la loro durezza piu atti a resistémeraclemenza del Cielo: che i
bassorilievi figurati e le quattro statue che detabstare negli angoli della Fonte
medesima si facciano del marmo o di SeravezzaQadara; e che infine per ovviare al
pericolo che gente malnata ed ignorante non ratietainessuna reverenza, gettando
brutture ed immondezze, non guasti si bello ornameonsiglieremmo che intorno
intorno alla Fonte, e alla distanza di qualche ¢&iasi facesse camminare uno sprangato
di ferro. Cosa di maggiore importanza é quellarafpgarda la somma necessaria a cio e
il modo di raccoglierla. Fra i molti mezzi che tpsestano tutti pieni di difficolta,
guest’una abbracciamo: il quale & che da 10.0@@efspontanee di lire due all'anno, ed
obbligatorie per cinque anni, si componga la sordnti@ae centomila, le quali per quanto
dai calcoli fatti si pud conoscere basterebberacpadurre a termine il lavoro. Ogni
sottoscrittore adunque,mensilmente due crazi@sehbe al fine di cinque anni aver
pagato 10 lire: le quali se si riguardono in coraptesono somma forte per molte
persone, ma se si considerano come a piccolissoieéeeminate frazioni, vedremo che
anche il piu povero, e il piu miserabile uomo pingere in quello spazio a sborsare
senza suo disagio. Ma siccome difficile cosa edit#8).000 persone, 10.000 possono o
vogliano sottoscriversi, cosi alla difficolta dcegliere firme in tanta quantita, si
rimedierebbe agevolmente, se molti e ricchi, etagiemercanti, e capi di bottega
volessero secondo le loro forze prendere e duakrque sei azioni per ciascheduno.
Raccolte le somme, saranno dal numero de’ sotttistigreare due Deputazioni: una
delle quali che sara detta Economica e Amministesvra il carico di ricevere le forme
medesime che di mani in mano dalle persone indariaaccoglierle saranno depositate
nella cassa di un Camarlingo o Cassiere, per spesguito versate in una Cassa
Pubbica, da dove si estrarranno, preciso mand#itoDieputazione suddetta tutte le volte
che occorrera fare dei pagamenti p per I'acquistorthteriale, o per retribuzione e
mercede degli artefici. All'altra composta egualteetiel numero de’ sottoscrittori
incombera in compagnia dei Conservatori degli QgdeBelle Arti, di sopravvedere al
regolare e spedito andamento del lavoro, di giultica di approvarlo tutte le volte che
sara dagli artefici presentato; e di stabilireriefguei patti e quelle condizioni che
credera opportune nella allogazione di esso laaghoartefici: rispetto ai quali
raccomandiamo che siano nostri concittadini ragioleeessendo che in un lavoro patrio,
e fatto dal consenso della citta, essi soli deblielimssimamente esercitare I'ingegno e
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la mano. Protestiamo in ultimo che nel fare questgetto non intendiamo di menomare
in niente quel diritto e quella proprieta che &lgnorie Loro lllustrissime sulle cose del
Comune giustamente si appartiene; ma che anzi glimmeostrarlo in pubblico abbiamo
voluto che le Signorie Loro lllustrissime ne fosserformate, e al tempo senza ricerche
di assenso, di approvazione, e di aiuto.

Siamo frattanto con piu rispettosi sentimenti d8iignorie Loro Illustrissime,

Devotissimi e Obligatissimi Servitori,

Gaspero Pini ingegnere

Dott. Gaetano Milanesi

Document 3.
Programma per rifare la Fonte Gaia della PiazZieaha, Biblioteca Comunale di Siena,
ms. P Il 52, cc.409-410. Transcription in Pet(i@d07, 8.

Antica ed approvata sentenza €, nessuna glorieeasé®iu desiderabile, né piu
giustamente pregiata di quella che dall’esercittedwriti e gentili Arti del Bello alcuna
volta le nazioni conseguono.

Sulle Piramidi dell’Egitto passarono ben trentaotiee quelle immense moli
stanno ancora a testimonianza dell’ardimento djofo, e de’ suoi re, i quali
rinnovando con miglior fortuna la stolta vaniteBdibele, vollero innalzarsi un ricovero,
comporsi una tomba che sfidando le tempeste a=lia, ti fulmini del cielo, e I'ala
distruggitrice del tempo, durera quanto il monduatdma.

Pei marmi del Partenone, pel Colosseo, pel Parggam mille emille altri
monumenti vive e splende bella, conta ed onoramaelmoria della Grecia e di Roma. E
alla vista di quelli 'animo nostro si esalta, Ulare si accende, e l'intelletto con reverenza
ed amore considerandoli, ne prende materia ed angtona studi che gli partoriranno
tante care satisfazioni, e i termini della umanarsza allargheranno.

Dopo i portenti della Grecia e di Roma, una deradigioe stendendosi
lentamente sulla misera Europa, spense quasi goeb fsacro che aveva alimentato |l
genio delle nazioni: se non che era fatato alldtathe dall'ignobile loco in che le Arti
per voler di fortuna, per la rovina di tanti popgel guastamento di tante terre eran
cadute, per la virtu di lei risorgessero a taleza da contrastare nella fama con le
nazioni che in quella lode la precedettero. Speunoi Italiani, se quel fuoco ritorno a
splendere di novella luce; fu per noi, se le Aatirono a quell’onorato seggio, nel quale
tanti sovrani artefici nello spazio di appena &edi le ebbero collocate.

Svestita I'arte della ruggine bizantina che la dwamione dei Greci aveva portato
in Italia, prese ella forma e colore piu veramdtdkano, massime per opera di quel
gentile intelletto di Giotto; il quale primo apremdn campo novello alla pittura, di tanto
la vantaggio, che fin dal suo risorgere diede segmifesti di quell’altezza, a cui
Masaccio, e il Da Vinci, e il Sanzio I'ebbero poindotta. Ma la scultura, che prima in
guesta rigenerazione s’acquisto lode bellissimaNierolo, Giovanni e Andrea da Pisa, e
per 'Orcagna, era ricaduta nell’antica rozzezza,on esser sorto da quasi un mezzo
secolo chi il valore di quelli artefici avesse mag@ato. Quando apparvero il Ghiberti e
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Donatello in Firenze, Giacomo della Quercia e irihia Siena: ingegni privilegiati, i
quali studiando con grande amore negli esemplditade antica, trassero da quella il
bello stile che vestito di gentilezza, di grazidi éorza grandissima aperse una via
novella all'arte, e mostro qual passo la Scultwale loro mani fosse acconcia fare.

Di Giacomo della Quercia, splendore della ScuolzSe, dopo gli stupendi
bassorilievi delle porte di S. Petronio in Bolognan avvi al certo altro monumento che
piu della Fonte Gaja della nostra Piazza faccia fi&l valor suo. Ma quei marmi che un
di facevano si bella vista di sé, ed erano diandg ornamento alla patria, ora, o per
oltraggio del tempo, o per incuranza degli uomanche miserabile termine sono essi
condotti? E in un secolo nel quale ciascuna citédica dall’oblio tanti monumenti
dell’arte propria, quest’'uno che di si chiaro acefappena ne avanza, non é senza grande
sua vergogna che Siena lasci in tutto rovinarespeidere.

Che se le gentili creazioni de’ Greci e dei Ronfamno tanta potenza sull’animo
nostro, quale e quanta non ne avranno in noi quést@ate sotto il beato cielo nostro,
furono parto delle menti Italiane? A che col nombatbari appelleremo quei popoli che
con mano feroce mossero guerra alle creazioneAdi? A che ci dorremo noi di tanti
guastamenti e ruine d aloro operate, se nell’odispiendore di civilta, con piu miti
costumi, non solo con occhio indifferente veggidmstrazio e lo sperpero che tuttodi si
fa dei nostri monumenti dalla rapace voglia deghini, ma ci facciamo eziandio o
consigliatori o con mano sacrilega aiutatori dilusvina?

A questa bella e pietosa impresa chiamiamo dunquostri concittadini, pe’
quali, se quello antico amore della terra natategdrtori si grande e si generose azioni
non é ancora spento, non saranno in tutto gittaterao queste povere si ma pur gentili
parole.

Intendiamo adunque di far rivivere quel nobile mmeato: proponiamoci di
caverne dai guasti e laceri avanzi un esempio a¢tratto somigliantissimo: e
mostriamo al mondo con che religiosa cura le caséra sappiamo noi in questa éta
mantenere e conservare. E 'ombra di quel potergegno che creo tanta bellezza sara
alfine placata: gli oltraggi del tempo vinti e diif; e tornera all’antico onore quella
Fonte che per lunga pezza fu meraviglia dello srared argomento bellissimo,
testimonio de’ pensieri grandi e magnanimi dei nasaggiori.

La impresa che progettiamo per bella che sia, namcan di molte e gravi
difficolta; ma noi proponendola abbiamo tenuto dlao piu alla necessita e convenienza
sua, che considerato agli ostacoli: i quali puo loattere con certezza della vittoria solo
una accesa carita di patria, un amore sviscerlg@ase nostre, ed un sentimento di
vergogna che questo nobile Ornamento della citla essi disperda per sempre, senza
che s’innalzi neppure una voce 0 Si muova una rpegngoccorrere generosamente e
riparare a tanto danno.

Dai calcoli fatti si ricava, che alla esecuziongudesto progetto si richiederebbe
la somma di Lire Centomila: per raccogliere la guadn veggiamo mezzo né piu
semplice, né di migliore riuscita di quello di faane una societa di diecimila
sottoscrittori: i quali si obligassero per cinqumisa dare mensualmente la leggerissima
moneta di due crazie. Ogni sottoscrittore con quesdzzo, al termine di quello spazio si
troverebbe aver pagato Dieci Lire: somma gravesj sguardi in complesso, a molte
persone, ma se si consideri come raccolta a psstwie e determinate frazioni, tenue e
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leggera in modo che anche il piu povero e il pigerabile uomo puo giungere senza
disagio a sborsarle. Ma siccome difficil cosa € dheentimila abitanti della Citta,
diecimila possano o vogliano sottscriversi; cosirsedierebbe a questo difetto se i
ricchi, li agiati, i mercanti, i capi di bottegagmdessero ciascuno secondo le proprie
forze un maggior numero d’azioni.

Raccolte le somme, dovranno essere depositateaigassa pubblica, da dove si
estrarranno a mano a mano che saranno da farganEnti del materiale, e degli artefici,
previo un mandato della Deputazione Economica edhhustrative che si comporra del
corpo dei sottoscrittori. Si creera ancora un’dleputazione, la quale unita a quella gia
esistente dei Conservatori degli oggetti di Belté,Aavra I'incombenza di sopravvedere
al regolare e spedito andamento del lavoro, diigaxde e approvarlo tutte le volte che
esso risponda in tutto al suo originale, ed ai peatille condizioni che saranno stabilite
di comune concordia fra la Deputazione medesingdi,atefici, i quali raccomandiamo
che siano scelti fra i nostri concittadini, per¢tegtandosi di un lavoro patrio e fatto per il
concorso della citta, ad essi soli esclusivamerdpgartiene di esercitarvi 'ingegno e la
mano.

Siena, Porri, 1844
Gaspero Pini, Ingegnere
Dott. Gaetano Milanesi
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Fig. 1. Plan of Siena showing the route of tha Miancigena through the city.
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Fig. 2. Pozzo di San Patrizio, Orvieto.
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Fig. 3. Bottino of Fonte Gaia.



250

Fig. 4. Detall of calcium deposits in the bottino
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Fig. 5. Roman pinecone, Cortile della Pigraimne.
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Fig. 6. Fontana Grande “del Sepale”, Viterbo.
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Fig. 7. Above: Tancredo di Valva, Fontana deltesdhtanove Cannelle, L’Aquila.
Below: Detail of water spouts.



254

Fig. 8. Fonte ai Canali, Piombino.
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Fig. 9. Nicola and Giovanni Pisano, Fontareghylore, Perugia.
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Fig. 10. Fontana di San Faustino, Viterbo.
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Fig. 11. Arnolfo di Cambidissetati Galleria Nazionale del’Umbria.
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Fig. 12. Gustavo Cuccini, Hypothetical Reconsinrcof Arnolfo’s Fountain.
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13. Arnolfo di CambioScribes Galleria Nazionale dell’Umbria.
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Fig. 14. Fonte Branda, Siena.
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Fig. 15. Fonte Nuova, Siena.
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Fig. 16. Lateral parapet groups, Santa Maria dgdi@a, Siena.
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Fig. 17.Madonna VeronagPiazza delle Erbe, Verona.
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Fig. 18. Above: Edificio dell’Abbondanza, Below: aé of the Fonte dell’Abbondanza,
Massa Marittima.
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Fig. 19. Diptych from the Fontana Maggiore Rgashowing the She-wolf with the
twins and Rhea Silvia.
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Fig. 21.Acca Larentia Republican coin,"3century B.C., Museo Nazionale
Romano, Roma.
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Figure 22: Drawing fragments of the Fonte Gaia. viddetropolitan Museum,
NewYork. Below: Victoria & Albert Museum, London.
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Fig.23. Ambrogio Lorehzti, detail of the She-wdthalazzo Pubblico, Siena.
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Fig. 24. Att. Ambrogio Lorenzetti,he Communel344, cover of an account book for
the magistracy of the Gabella, Archivio di Sta@mpera on panel, 41.8x 24.7 cm.
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Fig. 25. Detall of Antechapel frescoes. Below Jes{at left) are Cicero, M. Porcius
Cato, and P. Scipio Nasica; below Magnanimity i@tit) are Curius Dentatus, Furius
Camillus, and Scipio Africanus.
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Fig. 26. Taddeo di Bartolo, detail of Furius Chusi, fresco, Antechapel, Palazzo
Pubblico, Siena.
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Fig. 27. Cardinal Virtues (in the spandrels & #nches), Chapel, Palazzo Pubblico,
Siena.
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Fig. 28. Left: Taddeo di Bartol®rudence Antechapel lunette, Palazzo Pubblico, Siena.
Right: Nineteenth-century plaster cast of Querdirisdence

Fig. 29. Left: Taddeo di Bartol&;ortitude, Antechapel lunette, Palazzo Pubblico, Siena.
Right: Nineteenth-century plaster cast of Querdrditude
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Fig. 30. Angelo Maccagnintjrania, Pinacoteca Nazionale, Ferrara.
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Fig. 31. Left: Michele Pannonidhalia, Museum of Fine Arts, Budapest. Right:
Nineteenth-century plaster cast of QuercRradence
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Fig. 32. Allessandro BotticellFortitude Galleria degli Uffizi, Florence.
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Fig. 33. Cosme Turd&rato, National Gallery, London
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| Broccatello

Giallo ocra

Giallo venato

Rosato

Giallo avorio

Calacatta

Bianco arabescato

Grigio perla

Bardiglio

Brecciato

Bianco nodulare

Bianco venato

Grigio dorato

Grigio venato

Grigio arabescato

Fig. 34. The colors of marble from the Montagnola.



Fig.

35. Market stalls in Piazza del campo,hwo Storico del Comune, Siena.
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Fig. 36. Sano di Pietr&an Bernardino Preaching in Piazza del Camp?7,
Museo dell’Opera del Duomo, Siena
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Fig. 37. Above: Aerial View of Piazza del Campacer&. Below: Palio in Piazza del
Campo.
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Fig.38. Vincenzo RusticBull Hunt in Piazza del Campoil on canvas, 1585,
Collection of Monte dei Paschi, Siena.
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Fig. 39. Quercia, detail dlistice before restoration.
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Fig. 40.Festivities in the Piazza del Campo for the arriebPrincess Violante of
Bavierg 12 April 1717, copper engraving, Museo Civiccersi.
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Fig. 42. Aerial view of the Fonte Gaia and the Paadel Campo.
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the continuous line shtvesfountain’s original position after

Fig. 43. Relocation Plan

Partini.
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Fig. 44. View of theplateafrom the 1717 engraving of the fountain by DomerfRossi
for the arrival of Violante de Baviera.
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MARZO-AGOSTO-1904

MOSTRA pELL ANTICA ARTE §ENESE »

NEL MONUMENTALE PALAZZO CIVICO _
OTTO LATO PATRONATO DI S.E.IL MJNISTRO DELLA PUBBLICA rsmum P 4

Fig. 45. Carmela Ceccherelli, Poster for the exitmstra dell’Antica Arte Senese
Biblioteca Comunale degli Intronati, Siena.
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Fig.46. Palazzo Pubblico, Loggia.
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Fig. 47. Detall of graffiti, abovdusticeand below a secondary border element (before
restoration).



291

Fig. 48. View of the fountain in the loggia of tRalazzo Pubblico, Siena.
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Fig. 49. Giovanni BrunifFonte Gaia drawing detail of ground plan, rear back wall and
left side wing, MS. E. I. 7/2, Biblioteca ComunaBena.
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Fig. 50. Giovanni BrunifFonte Gaia drawingc. 1839, MS. E. I. 7/2, Biblioteca
Comunale, Siena.
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Fig. 51. Giovanni BrunifFonte Gaia drawingdetail of reliefs from central back wall, c.
1839, MS. E. I. 7/2, Biblioteca Comunale, Siena.
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Figure 52: Above: Sarrocchithe Virgin and Childmarble relief, Fonte Gaia. Below:
Bruni, The Virgin and Childdrawing.
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Fig. 53. Left: BruniCharity, drawing. Right: SarrocchCharity, plaster model.

Fig. 54. Left: QuerciaCharity, marble relief. Right: Sarroccigharity, nineteenth-
century plaster cast.
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Fig. 55. School of Raphadlharity, fresco, Vatican Palace, Rome.
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Fig. 56: Sarrocchi, detalharity. School of Raphael, det&ilharity.
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Fig. 57. Left: BruniJustice drawing. Right: Sarrocchiustice plaster model.

Fig. 58. Left: QuerciaJustice marble relief. Right: Sarrocchlustice nineteenth-
century plaster cast.
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Fig. 59: Above leftThe Expulsion of Adam and Eveteenth-century plaster model,
Piccolomini library, Siena. Above right: Bruriihe Expulsion of Adam and EwFawing.
Below: SarrocchiThe Expulsion of Adam and Evearble relief.
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Fig. 60. Above: Sarrocchihe Creation of Adapmarble relief. Below: BruniThe
Creation of Adamdrawing.
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Fig.61: Giovanni BruniFonte Gaia drawingdetail of right wing of the Fonte Gaia, c.
1839, MS. E. I. 7/2, Biblioteca Comunale, Siena.
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Fig. 62. Quercialhe Virgin and Childmarble relief. Above: before restoration Below:
after restoration.
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Fig. 63. The removal of Quercia’s fountain from tbggia of Palazzo Pubblico.
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Fig. 64. Secondary reliefs (border elements) froenFonte Gaia used to test the laser
technology.
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Fig. 65. Quercialhe Virgin and Childmarble relief, during restoration.
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Fig. 66. Above: Detail of the fabric behind the ShEChild. Below: Sassettahe Virgin
and Child with Saint¢Madonna of the Snow), 1430-32, tempera on parfékiU
Museum, Florence.
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Fig. 67. Traces of polychromy. Left: detail of then motif on the Christ child’s robe.
Right: Detail of orange pigment on the border @& Yhrgin’s robe.
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Fig. 68. Santa Croce before and after facade waeadati847-54, Alinari Archive,
Florence.
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Fig. 69. Giovanni DupréDying Abe] marble sculpture, Hermitage, S. Petersburg.
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Fig. 70. Enea Becheroni and Tito Sarrocthdnument to Giuseppe Pianigiadhurch
of S. Domenico, Siena.
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Fig. 71. Giovanni Dupré\bandoned Sappho (Saffo Abandona@glleria Nazionale
d’Arte Moderna e Contemporanea, Rome.



313

Fig. 72. Above left: Giovanni Dupr&appho Above right and below: Sarrocchi,
MeccanicaandArchitetturg Pianigiani Monument.
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Fig. 73. Tito Sarrocchienius of Death (Genio della mort&enturi-Gallerani Chapel,
Misericordia cemetery, Siena.
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Fig. 74. Misericordia cemetery, Siena.
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Fig. 75. Postcard from the beginning of the twehtmentury with the new columns and
lamps installed in 1868, Collezione P.G. Landi.
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, Siena.

Fig.76. Enea BecherorGappella di PiazzaRiazza del Campo
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Fig. 77. Nineteenth-century photograph of Sarrdsdronte Gaia (before the gate was
installed).
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Fig. 78: Sarrocchi’'s nineteenth-century plastetscagQuercia’s Fonte Gaia. Above:
Justice. Below: Charity.
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Fig. 79. Above: Restoration file photograph of Sachi’s nineteenth-century plaster cast
of Wisdom Below: The restorers Landi, Potthoff and Mannakivig on Quercia’s
original relief.
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Fig. 80. Sarrocchi’s nineteenth-century plaster et®ébr the new Fonte Gaia. Above:
Justice. Below: Charity.
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Fig. 81. Above: Quercialhe Creation of Adapmarble relief. Below: Sarrocchiihe
Creation of Adamnineteenth-century plaster cast.
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Fig. 82. Above: Portal of S. Petronio, Bologna. @l Detail of Quercia’dhe Creation
of Adam marble relief, S. Petronio, Bologna.
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Fig. 83. Above left: SarrocchThe Creation of Adanplaster model. Above right:
Nineteenth century photographThe Creation of AdanBelow: SarrocchiThe Creation
of Adam Fonte Gaia.
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Fig. 84. SarrocchiTobias Pannocchieschi d’Elci chapel, Misericordia cemgt8iena.
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Fig. 85. Giovanni Dupréistronomyfrom the tomb of Ottaviano Mossotti, Camposanto,
Pisa.
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Fig. 86. Quercial he Expulsion of Adam and Evearble relief. Left: before restoration.
Right: after restoration.

Fig. 87. SarrocchiThe Expulsion of Adam and Eveneteenth-century plaster cast.
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Fig. 88.The Expulsion of Adam and Evi#teenth-century plaster model, Piccolomini
library, Siena.
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Fig. 89. Quercial he Expulsion of Adam and Evearble relief, S. Petronio, Bologna.
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Fig. 90. Above: Nineteenth-century photograph af&=chi’s The Expulsion of Adam
and Eve Below, SarrocchiThe Expulsion of Adam and Eonte Gaia.
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Fig. 91: Quercia, details dlustice Wisdom and theVirgin.
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Fig. 92. Quercia, detail dfustice Sarrocchi, detail dfaith and belowdustice(left:
nineteenth-century photographs).
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Fig.93. Above left: Sarrocchiaith, marble relief. Above right: Bartolinkaith, marble
sculpture, Hermitage, St. Petersburg. Below: Duptarity from the Monument to Berta
Moltke Ferrari Corbelli, San Lorenzo, Florence.
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Fig. 94. QuerciaCharity, marble relief, after restoration.
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Fig. 95. SarrocchiCharity, plaster cast.
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Fig. 96. Above: Nineteenth-century photograph at&=chi’'s Charity. Below: Sarrocchi,
Charity, Fonte Gaia.
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Fig. 97. SarrocchiThe Discovery of the CrosShurch of Santa Croce, Florence.



338

Fig. 98. Figure oCharity from the Buoninsegni monument, 1864-1870, Mised
cemetery, Siena.
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Fig. 99a. Packing Quercia’s reliefs for transport.
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Fig. 99b. The preparation of Quercia’s statuegrtorsport.
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Fig. 99c: Details of packing and crating Querclateral parapet statues.
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Fig. 100: Crane transporting Quercia’s fountain.
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